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            Foreword

         A critic’s job, when you come right down to it, is based on an ability to summarize complex works. Steve Sullivan is one of the most amazing summarizers I’ve met in half a century of doing such work. As realized in the four volumes (so far?) of the Encyclopedia of Great Popular Song Recordings, his interests span the whole of Anglo–North American pop of the previous century and a quarter.

         But it is not the immensity of Sullivan’s work, its sheer volume, that most impresses me. What Sullivan has going for him is a rarer quality. He understands how such songs and records connect. If you are at all grabbed by the history of this music—these several dozen styles with their many hundreds of similarities and the even greater amount of their divergences—The Encyclopedia of Great Popular Song Recordings is a Smithsonian of Soul.

         There are important differences between the original two volumes and these new volumes—Sullivan let his mind wander through the majestic mountains of material he had in his mind’s ear in volumes 1 and 2 somewhat more radically than he does in volumes 3 and 4, which is a way of saying that he has far better command this time out. But the whole of these books create one of the great and most useful catalogs of what happened during the unruly years when the “music business” took the shape it maintained until digitization blew some of its predicates and assumptions into the oblique fragments we’re now hearing. Steve Sullivan may very well have a more comprehensive look at even that spectacle of cultural dismembering and reassemblage. I wouldn’t bet against him. Here, for instance, is one of the first “playlists” that Steve sent me:

         
            Rollin’ Stone (February 1950)—Muddy Waters

            Mambo No. 5 (March 5, 1950)—Perez Prado and His Orchestra

            Surely God Is Able (June 1950)—Clara Ward and the Ward Singers

            By and By (1950)—The Soul Stirrers

            Blue Light Boogie (August 5, 1950)—Louis Jordan and His Tympany Five

            Uncle Pen (October 15, 1950)—Bill Monroe and His Blue Grass Boys

         

         Sullivan describes each of these records, all of them magnificent, not only as genre or period pieces but also where they came from and where their influence went. And he chose extraordinarily well. “Rolling Stone,” recorded mere days after I was born, is one of the many brilliant Muddy Waters blues that my mind will carry till it remembers nothing at all. “Surely God Is Able” is a candidate for the greatest gospel recording of all time and Marion Williams’ thrilling lead vocal takes it into rock’n’roll via Little Richard’s “Woooo” that so influenced Paul McCartney (especially on “She Loves You”). With “By and By,” the Soul Stirrers evoke even more clearly what became a vocal harmony revolution, as it was absorbed by rock and soul. “Uncle Pen” is a superb example of the ways in which, after creating and cultivating bluegrass, Bill Monroe continued for decades to find new tricks with which to take our breath away. Hardly any other Anglo-American historian would have remembered to place near the center of this exposition a grand example of the mambo and rhumba explosion that was the greatest dance craze between the end of World War II (whose merits are well represented by “Blue Light Boogie”) and the arising of disco. Louis Jordan’s “Blue Light Boogie” showcases the ways in which the surge of the swing bands was absorbed into classic country blues (and vice versa), which became the template for rock and R&B.

         That’s my version of that playlist. Steve Sullivan has his own, although he is remarkably adept at not exposing them to the detriment of anyone else’s. Therefore, others will have theirs. The value of The Encylopedia of Great Popular Popular Recordings, to me, is precisely this ability to stir up a sense of the greatest period of U.S. popular music, not as a stack of disks lying dormant in a garage or even on a turntable or as digits in a computer program. Steve Sullivan has taken as his charge, reminding us of music that stirred heart, soul, ass and brain. It is for me, as it may be for you, an inspiration.

         —Dave Marsh, music critic, author, radio host, and
foundational editor of Creem
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            Introduction

         
         Writing The Encyclopedia of Great Popular Song Recordings, Volumes 1 and 2, was the greatest pleasure and honor of my life to date. But, oh, the agony of deciding what to leave out! The first two books included approximately 1,050 great performances from 1889 to 2012, which sounds like a lot until you consider the many thousands of other exceptional songs that are just as deserving. Now, in Volumes 3 and 4, over 1,700 of those fabulous tracks are given the loving, in-depth coverage they so richly deserve.

         This is a book packed with hits and familiar classics, but once again my greatest passion is reserved for showcasing great songs, performers, and musical genres that have been undeservedly neglected. Brilliant performances of the pre-1920s era, with few exceptions, are generally celebrated only in books that are devoted entirely to that time period; gems from gospel and ethnic/world music are typically covered only by authors who have devoted themselves to those genres. It shouldn’t be a novel concept, and yet it is: This is a pop music encyclopedia that gives the same serious attention to the 1890s, the 1950s, the 2010s, and all the decades in between, and it juxtaposes performances from pop, rock, soul, country, jazz, blues, folk, and all the other genres that make up our vast musical universe.

         From the start, I had envisioned these books as a series, and the real fun of each succeeding volume is that I can devote an ever greater amount of space to “deep catalog” material. These are songs that are all too seldom encountered by music lovers other than devoted collectors and scholars, yet they are every bit as wonderful as the songs all of us know and love. Now, to be sure, most of the big names are inside these covers: Armstrong, Ellington, Robert Johnson, Hank Williams, Sinatra, Miles, Elvis, Dylan, the Beatles, Aretha, Springsteen, Michael Jackson, Eminem, and Lady Gaga. But so too are some tremendous, less celebrated, artists who did not make it into the first two volumes: Texas Alexander, Mike Bernard, James Carr, Dawes, Lucho Gatica, Sharon Jones and the Dap-Kings, Alfred G. Karnes, Khaled, Emmett Miller, Hobart Smith, Jeri Southern, Cecil Taylor, Marion Williams, and Frankie Yankovic, just to (alphabetically) name a few. If you don’t know these performers and their music, you’re not alone—but if you love pop music, you should know them, and this book can provide a good introduction.

         Readers of the first two books will notice one difference in this volume: All of the songs are presented in straight chronological order. In volumes 1 and 2, I wanted to suggest a certain hierarchy—the songs in playlists 1, 2, and 3 were the “megaclassics” for the ages (with the entries in playlist 1 representing a kind of informal Top 100); while those in playlists 8, 9, and 10, while also classics, held a somewhat less legendary status. So while songs were offered chronologically within each chapter, every playlist contained a sampling of performances from different eras. Volumes 3 and 4, by contrast, are 100 percent chronological. All the songs from 1890–1919 are in playlist 1; playlist 5 is exclusively devoted to 1950–1959; and everything from 2010–2016 is in playlist 12. This organization makes it easier to find songs and artists without consulting the index. Just as importantly, it makes it easier to tell a coherent story: the rich narrative of how pop music—and U.S. and world pop culture—evolved across the generations. That narrative is made still more coherent with the addition of “news bulletins” spotlighting key events in music, U.S., or world history occurring against the background of the songs of the time.

         My personal musical education began as an Oklahoma City grade-schooler in 1964 with the first wave of Beatlemania. The first two albums I bought with my own money were the Simon & Garfunkel albums in 1966. January 1970 (in northern Virginia by then) was a landmark date for me, as I began compiling my own weekly current Top 40-plus song lists, which continued through the early 1980s; also that year, I became the first kid in my school to subscribe to Billboard. In 1973, I began constructing rankings of the greatest songs of all time; these lists kept growing to a Top 500 by 1978, a Top 1100 by 1983, and a Top 2500 by 1987, and they exceeded ten thousand songs by 1995. My early musical horizons were broadened by the Smithsonian’s amazing series of boxed sets: Collection of Classic Jazz, American Popular Song, Classic Country, and so on, all of which led me to further explore the artists featured. The three years I spent researching and cowriting Joel Whitburn’s Pop Memories (published in 1986) was a priceless experience. (In 2015, I contributed 20 pages of material to Joel’s new edition of the book.) Radio has, of course, played a big role in my musical education, including Top Forty and oldies stations from which I’ve collected scores of listeners’ all-time favorite lists (many Top 100 lists in the 1970s and 1980s, and WBIG-FM’s 11 annual Top 500 rankings from 1994 to 2004), and legendary Washington, D.C., jazz DJ Felix Grant. Every week since January 1995, I’ve benefited from the extraordinary WAMU-FM programs of U.S. and international roots-music master Dick Spottswood, and “Hot Jazz Saturday Night” host Rob Bamberger.

         Ever since 2003, I’ve been a subscriber to XM (later SiriusXM) Satellite Radio, devouring its vast array of music on dozens of channels. In 2007, XM did one of the most astonishing radio marathons ever (titled simply “IT”) across multiple channels, playing every single Top Forty hit from 1955 to 2007 (along with significant non–Top 40 songs) in chronological order, plus several hundred hits from 1930 to 1954. I basically placed the rest of my life on hold for five weeks, and (allowing for some hours missed due to the necessity for sleep), by my count I heard nearly 7,500 songs. I’m particularly grateful for several remarkable SiriusXM hosts, both past (Bob Dylan’s “Theme Time Radio Hour,” Bernie Taupin’s “American Roots Radio”) and long-running current programs (Dave Marsh, Tom Petty, Steven Van Zandt, David Johansen, Steve Earle). Special thanks are due to Dave Marsh—my all-time favorite rock and soul writer—for providing this book’s Foreword.

         My work on the current series of song encyclopedias—which steadily grew from the late 1990s onward—escalated until the truly intensive Library of Congress research kicked into high gear in 2008. It’s been a musical journey extending across more than fifty years, setting the stage for these volumes.

         Readers are invited to contact me with questions or comments at: stevejazz@gmail.com.

      




         Playlist 1

         
            1890–1919

         
            
                The Thunderer (1890)—U.S. Marine Band

            
                Semper Fidelis (1890)—U.S. Marine Band

            
                The Old Folks at Home (mid-1892)—Len Spencer

            
                O Promise Me (January–February 1893)—George J. Gaskin

            
                Daisy Bell (1893)—Dan W. Quinn

            
                Mama’s Black Baby Boy (fall 1893)—Unique Quartette

            
                Yankee Doodle (early 1894)—Vess L. Ossman

            
                The Liberty Bell (January–February 1894)—U.S. Marine Band

            
                Keep Movin’ (April 11, 1894)—Standard Quartette

            
                El Capitan March (early 1895)—Sousa’s Band

            
                Washington Post March (March 10, 1895/1897)—Sousa’s Band

            
                Oh Mr. Johnson, Turn Me Loose (late 1896)—Len Spencer

            
                Ragtime Medley (early 1896/1897)—Vess L. Ossman

            
                The Stars and Stripes Forever (c. 1897)—Columbia Orchestra

            
                At a Georgia Camp Meeting (c. 1897)—Edison Concert Band

            
                On the Banks of the Wabash (summer 1897)—George J. Gaskin

            
                Smoky Mokes (October 18, 1899)—Vess L. Ossman

            
                The Honolulu Cake Walk (November 10, 1899)—Vess L. Ossman

            
                The Thunderer March (late 1899)—Gilmore’s Band

            
                Pasquinade (June 7, 1901)—Sousa’s Band

            
                Good Morning, Carrie (October 11, 1901)—Bert Williams and George Walker

            
                Steal Away (October 29, 1902)—Dinwiddie Colored Quartet

            
                In the Good Old Summer Time (December 17, 1902)—Sousa’s Band

            
                Silver Threads Among the Gold (October 27, 1903)—Richard Jose

            
                Vesti La Giubba (On with the Play) (“Pagliacci,” Act 1) (February 1, 1904)—Enrico Caruso

            
                A Coon Band Contest (April 26, 1904)—Arthur Pryor’s Band

            
                The Battle Cry of Freedom (October 10, 1904)—Frank Stanley and Byron Harlan

            
                In the Shade of the Old Apple Tree (March 1905)—Henry Burr

            
                The Cakewalk In the Sky (April 10, 1905/1907)—Victor Orchestra

            
                Wait Till the Sun Shines, Nellie (October 1905)—Byron G. Harlan

            
                In the Good Old Summer Time (November 1905)—Billy Murray

            
                Gypsy Love Song (May 4, 1906)—Eugene Cowles

            
                Chicken Chowder (January 1907)—Ossman-Dudley Trio

            
                Red Wing (An Indian Fable) (July–August 1907)—Frank Stanley and Henry Burr

            
                The King of Rags (September 17, 1907)—Arthur Pryor’s Band

            
                The Smiler (November 1907)—Vess L. Ossman

            
                Wouldn’t You Like to Have Me for a Sweetheart? (April 11, 1908)—Ada Jones and Billy Murray

            
                Come Where My Love Lies Dreaming (April 21, 1908)—Peerless Quartet

            
            
                National Emblem (May 22, 1908)—Arthur Pryor’s Band

            
                I’ve Taken Quite a Fancy to You (June–July 1908)—Ada Jones and Billy Murray

            
                Dill Pickles Rag (July 7, 1908)—Chris Chapman

            
                Take Me Out to the Ball Game (October 17, 1908)—Edward Meeker

            
                Shine On, Harvest Moon (April 10, 1909)—Harry Macdonough and “Miss Walton” (Elise Stevenson)

            
                Black and White Rag (June 15, 1909)—Victor Dance Orchestra

            
                What a Time (November 1909)—Polk Miller’s Old South Quartette

            
                Put on Your Old Grey Bonnet (November 24, 1909)—Haydn Quartet

            
                Roll, Jordan, Roll (December 9, 1909)—Fisk University Jubilee Quartet

            
                By the Light of the Silvery Moon (March 1910)—Peerless Quartet

            
                Come, Josephine, In My Flying Machine (November 22, 1910)—American Quartet

            
                King of the Bungaloos (February 17, 1911)—Gene Greene

            
                The Camptown Races (Gwine to Run All Night) (May 26, 1911)—Billy Murray

            
                I Want a Girl Just Like the Girl That Married Dear Old Dad (July 27, 1911)—American Quartet

            
                Alexander’s Ragtime Band (October 1911)—Billy Murray

            
                Hark! The Herald Angels Sing (October 20, 1911)—Trinity Choir

            
                Ragtime Cowboy Joe (April 23, 1912)—Bob Roberts

            
                When the Midnight Choo Choo Leaves for Alabam’ (February 1913)—Arthur Collins and Byron Harlan

            
                When Irish Eyes Are Smiling (February 25, 1913)—Chauncey Olcott

            
                Red Onion Rag (March 1913)—Roy Spangler

            
                You Made Me Love You (June 4, 1913)—Al Jolson

            
                Fon der Choope (From the Wedding) (1913)—Abe Elenkrig’s Yiddishe Orchestra

            
                Too Much Mustard (Tres Moutarde) (December 29, 1913)—Europe’s Society Orchestra

            
                Castle House Rag (February 10, 1914)—Europe’s Society Orchestra

            
                Desecration Rag (A Classical Nightmare) (March 6, 1914)—Felix Arndt

            
                By the Beautiful Sea (May 14, 1914)—Heidelberg Quintet

            
                The Memphis Blues (July 15, 1914)—Victor Military Band

            
                Sans Souci (Maxixe Bresilienne) (July 24, 1914)—Van Eps Banjo Orchestra

            
                Chinatown, My Chinatown (October 27, 1914)—American Quartet

            
                Carry Me Back to Old Virginny (November 13, 1914)—Alma Gluck

            
                It’s a Long, Long Way to Tipperary (November 23, 1914)—John McCormack

            
                Somewhere a Voice Is Calling (November 23, 1914)—John McCormack

            
                Hello, Frisco, Hello! (July 19, 1915)—Olive Kline and Reinald Werrenrath

            
                Alabama Jubilee (September 11, 1915)—Arthur Collins and Byron Harlan

            
                O Mary Don’t You Weep, Don’t You Mourn (October 23, 1915)—Fisk University Male Quartette

            
                St. Louis Blues (December 1915)—Prince’s Orchestra

            
                Operatic Rag (February 4, 1916)—Joseph Moskowitz

            
                They Didn’t Believe Me (March 18, 1916)—Grace Kerns and Reed Miller

            
                America (My Country ’Tis of Three) (April 21, 1916)—Columbia Mixed Double Quartette

            
                Sunset Medley (A Bunch of Blues / Babes In the Woods) (May 1916)—W. G. Haenschen and T. T. Schiffer

            
                Maple Leaf Rag (April 1916 piano roll)—Scott Joplin

            
                The Entertainer (1916 piano roll)—Scott Joplin

            
                Pretty Baby (June 22, 1916)—Billy Murray

            
                Down Home Rag (December 1916)—Wilbur Sweatman with Emerson String Trio

            
                For Me and My Gal (March 1, 1917)—Van and Schenck

            
                The Star-Spangled Banner (May 26, 1917)—John McCormack

            
                Darktown Strutters’ Ball (May 31, 1917)—Original Dixieland Jazz Band

            
                The Battle Hymn of the Republic (June 28, 1917)—Charles Harrison and Columbia Stellar Quartette

            
                Aloha Oe (Farewell to Thee) (1917)—Helen Louise and Frank Ferera

            
                Over There (July 13, 1917)—Nora Bayes

            
                Rock-a-Bye Your Baby With a Dixie Melody (March 13, 1918)—Al Jolson

            
                Blaze Away (April 25, 1918)—Mike Bernard

            
                Sensation Rag (June 25, 1918)—Original Dixieland Jazz Band

            
                I’m Always Chasing Rainbows (July 26, 1918)—Charles Harrison

            
                Memphis Blues (March 7, 1919)—Lt. Jim Europe’s 369th Infantry Hellfighters Band

            
                Go Down, Moses (summer 1919)—Harry T. Burleigh

            
                The Hesitating Blues (September 19, 1919)—Art Hickman’s Orchestra

         

         
            
               December 4–6, 1877: Thomas Edison invents the tin-foil phonograph.

            
               May 15, 1887: The American Graphophone Company, which by 1890 will become Columbia, is founded by Edward D. Easton.1
               

            
               November 1887: Emile Berliner invents the gramophone, which (like Edison’s phonograph) records sound mechanically by means of the vibrations of a needle. Unlike the phonograph, however, Berliner’s device etches sound on a flat metal disk, in the grooves of which the needle vibrates laterally (not vertically as on the phonograph).

            
               May 1888: Thomas Edison introduces the improved phonograph, which reproduces music far more faithfully than his original version.

            
               May 24, 1889: The first musical cylinders (made on brown wax) are recorded by Edison Phonograph Works for the North American Phonograph Company.

            
               November 23, 1889: The first two nickel-in-the-slot automatic phonographs used as an entertainment machine are installed in the Palais Royal Saloon in San Francisco, which is equipped with four listening tubes and a coin slot for each tube. Within a few months, coin-operated phonographs become popular nationwide. By 1891, over 1,250 such machines are in operation nationwide, mainly in hotels, resorts, and other public venues. Phonograph parlors can be found in most major U.S. cities by 1892.

         

         
            
            The Thunderer (1890)—U.S. Marine Band (written by John Philip Sousa) 

         Recorded for Columbia in 1890

         How appropriate that one of John Philip Sousa’s great early marches—whose musical effect on audiences was not unlike thunder and lightning on stage—would be titled The Thunderer. Sousa dedicated the composition to a group of his Masonic order, the Knight’s Templars, and the number was introduced at the conclave of the Grand Encampment of the Masonic Order held in Washington, D.C., in October 1889. It’s been speculated that one of the men in charge of the arrangements for the conclave may have been nicknamed “the thunderer.” The Marine Band’s recording of the piece became one of the centerpieces of the Columbia Phonograph Company’s first independent “catalog,” published on October 1, 1890 (forty-nine selections by “the President’s own”). Although Sousa was the band’s musical director, he almost never participated in its commercial recordings, because he deeply distrusted the medium.2 The classically muscular Sousa march is melodically interesting, with multiple, nicely contrasting yet melding themes. It exemplifies his declaration: “A march speaks to a fundamental rhythm in the human organization and is answered. A march stimulates every center of vitality, wakens the imagination. …”

         
            
            Semper Fidelis (1890)—U.S. Marine Band (written by John Philip Sousa) 

         Recorded in 1890 for Columbia (#1 in Pop Memories)

         
            Semper Fidelis, the first of John Philip Sousa’s famous marches, was written in 1888 at the request of then-President Chester A. Arthur, who wanted presidential music more appropriate than Hail to the Chief. Sousa recounted that he composed the piece after being moved by a performance by the Marine Corps of their hymn at Quantico military base. He named the march after the Marines’ motto, dedicated it to the men of the Corps, and introduced it while marching down Pennsylvania Avenue, timing the band’s playing of his new work until they had reached the reviewing stand with newly elected President Benjamin Harrison, members of Congress, and the diplomatic corps. “Suddenly ten extra trumpets were shot in the air, and the theme was pealed out in unison,” he wrote. The President led a rousing standing ovation. Semper Fidelis was one of the original numbers recorded by the Marine Band for the Columbia Phonograph Company in 1890. Although this performance is not available on CD, an 1896 rendition by an unnamed band for the Berliner label captures its spirit, and it is on the Archeophone CD “The 1890s, Vol. 2.”

         
            August 16, 1891: The earliest known appearance of the word “rags” in a seemingly music-related context, referring to social dance affairs held in eastern Kansas (and typically featuring black string bands that provide music for dancing), in the “Topeka Weekly Call.” The newspaper continues to report on a controversy regarding the rowdiness of the “rags” into November.3
            

         
            
            The Old Folks at Home (1892)—Len Spencer 

         New Jersey cylinder, released in summer 1892 (#1 in Pop Memories)

         Leonard Garfield Spencer, one of the giants of the recording industry’s first twenty years, recorded for just about every company in the business, including the regional New Jersey label. The March 1, 1894 “Catalogue of Standard New Jersey Records for the Phonograph” devotes a page to the artist: “Mr. Spencer has a sympathetic, well-cultivated voice, which he uses with good taste and unusual skill. … During the past year his vocal powers have been taxed to the utmost to meet the demand for his songs, and it has been difficult to procure them.” One of his most in-demand numbers was Stephen Foster’s Old Folks at Home (aka “Swanee River”); his rendition of the immortal 1851 ballad was the most popular on cylinder or disk until the turn of the twentieth century.4 Wilfrid Mellers made the point that while Foster’s songs were sentimental, “they were not innocent as real folk music is innocent, for they expressed modern man’s consciousness of loss.”5 Not long after this performance, Antonin Dvorak conducted his own arrangement of the tune, with an African-American choir, soon after the premiere of his New World symphony.

         
            
            O Promise Me (1893)—George J. Gaskin (music by Reginald de Koven, lyrics by Clement Scott) 

         Recorded in early 1893 for New Jersey (#1 in Pop Memories)

         Reginald de Koven’s Robin Hood in 1890 is regarded as the first genuinely enduring U.S. comic opera, and its biggest hit was the ballad O Promise Me. Born in Middletown, Connecticut, on April 3, 1859, de Koven received his musical training in Germany and Paris, returned to the United States in 1882, and after working in a stockbrokerage house and marrying an heiress, became sufficiently wealthy to pursue music full time. Collaborating with lyricist Harry B. Smith, he wrote two unsuccessful comic operas until striking pay dirt with Robin Hood, which opened in Chicago in June 1890 and in New York that September 28. Its big love song, O Promise Me, had been written as an independent number three years earlier, and it was added to the show by de Koven. Contralto Jessie Bartlett Davis introduced it in the show’s second-act marriage ceremony scene, and the number overshadowed everything else in the production, carrying her to stardom. “The Silver-Voiced Irish Tenor,” George J. Gaskin, made it one of his most successful recordings just before the release of his classic rendition of After the Ball. For generations thereafter, O Promise Me was among the most frequently heard of all wedding songs.6 The best currently available contemporary version is an 1899–1900 rendition by Emilio DeGorgoza on the Archeophone CD “The 1890s, Vol. 1.”

         
            
            Daisy Bell (1893)—Dan W. Quinn 

         Recorded in 1893 for New Jersey label7 (#1 in Pop Memories)

         Phonograph records were still a curiosity when San Francisco-born baritone Dan Quinn began his recording career in 1892. Ballads, comic novelties, and minstrel tunes were all represented in the vast repertoire that he recorded for virtually every company in the business over the next two-plus decades. Broadway selections were a particular specialty, as he appeared in a few stage productions. Blessed with a strong, piercing voice that translated very well to the acoustic recording horn, Quinn was the first to record such 1890s standards as Sweet Rosie O’Grady, The Bowery, and Little Annie Rooney, and one of the most important songs he introduced on record was the Harry Dacre classic Daisy Bell, which was better known as “A Bicycle Built for Two.” Like nearly all of his early recordings, the sweet, charming ballad (which had been introduced on stage in 1892 and popularized by Katie Lawrence) is performed in formal drawing-room style, with piano accompaniment.

         
            May 1–October 31, 1893: The World’s Columbian Exposition, aka the Chicago World’s Fair, features performances by a number of black pianists, and it may have introduced many of the twenty-seven million visitors to a new type of syncopated music.

         
            
            Mama’s Black Baby Boy (1893)—Unique Quartette 

         North American 694

         Recorded in fall 1893

         Chronologically the earliest selection on Allen Lowe’s remarkable boxed set “American Pop: An Audio History from Minstrel to Mojo, 1893–1946,” Mama’s Black Baby Boy is one of only three known surviving cylinder recordings by the first black quartet to make commercial recordings, the Unique Quartette. Apparently founded by Joseph M. Moore in the mid-1880s (as reported by Tim Brooks in Lost Sounds: Blacks and the Birth of the Recording Industry, 1890–1919), the group performed primarily in the New York City area, worked with minstrel troupes including the Georgia Minstrels, made its first recordings in December 1890 for the New York Phonograph Company, and in 1891 appeared in the musical play “O’Dowd’s Neighbors.” Many more sessions for New York followed, and then they cut at least twenty titles for Edison’s North American Phonograph Company in fall 1893. In addition to Moore, the group in 1893 included J. E. Settles, J. E. Carson (two members known by the same initials), and an unidentified fourth singer. The quartet’s last recordings were in 1895–1896, from which its only two other known surviving cylinders derived; it continued as a successful stage act for several more years.8 
            Mama’s Black Baby Boy is an a cappella performance of a light-hearted, sentimental number (published in 1886) with multipart harmonies and a call-and-response structure. Lowe praised its “gentle harmony and rolling melodicism.”9

         
            
            Yankee Doodle (1894)—Vess L. Ossman 

         North American 905

         Recorded in early 1894 (#1 in Pop Memories); also recorded for New Jersey, on June 18, 1897 for Berliner 465,10 and in 1897 for Columbia

         How fitting that the recording industry’s first great instrumental star, banjo king Vess Ossman, had one of the earliest important recordings of perhaps the first identifiably American song, Yankee Doodle. With a traditional melody that is believed to be of British, Dutch, Irish, or German origin, the song was first put to words by 1745, was in general circulation in the colonies by 1760, and was interpolated in the first U.S. ballad opera, Andrew Barton’s The Disappointment, with its libretto published in early April 1767.11 In 1768, Yankee Doodle was played by a band to greet the British fleet in Boston. Professor S. Foster Damon made the case in 1959 that Yankee Doodle was quintessentially American, and that possibly both its words and melody sprang to life in the colonies. “Its jauntiness and fantasy, its cocksureness combined with self-criticism and its satire based on sympathy instead of contempt, fit the American character today.” Although the tune was popular among British troops, it became a battle cry for colonial independence forces; it was played by a band when Cornwallis surrendered at Yorktown. David Ewen writes in All the Years of American Music that the verses we now associate with the song—“Yankee Doodle came to town riding on a pony / Stuck a finger in his cap and called it macaroni”—were probably a post–Revolutionary War variation of the words previously used.12 “Yankee” is believed to be an Indian mispronunciation of the word “English” or the French “Anglais.” The word “doodle” means a foolish fellow or simpleton; a “macaroni” was an eighteenth-century English fop who assumed well-bred European mannerisms. In 1777, Yankee Doodle became the first U.S. song published in England. The first U.S. publication of both the words and music was in 1798. The tune was adapted as presidential campaign songs in 1800, 1888, and many other elections.

         Banjo virtuoso Ossman made his recording debut for the North American Phonograph Company during 1893, and Yankee Doodle was an early triumph. His 1897 Berliner recording of the song is a vigorous, straightforward rendition of the venerable standard, his banjo almost sounding like a piano at first due to the nature of the early acoustic recording process.

         
            
            The Liberty Bell (1894)—U.S. Marine Band (written by John Philip Sousa) 

         Recorded for Columbia in early 1894 (#1 in Pop Memories)

         Inspired by a letter from his wife that their son had marched in his first parade, held in Philadelphia to celebrate the return to that city of the Liberty Bell after having been on tour, John Philip Sousa wrote The Liberty Bell in 1893, and the U.S. Marine Band that he had led from 1880 to 1891 introduced the march on record. Like all of Sousa’s great march compositions, it’s a vigorous number, with (of course) bell-ringing intermittently throughout the performance. The Marine Band’s original recording is not available on CD, but a fine 1896–1897 version by the Edison Grand Concert Band is included on the Archeophone CD “The 1890s, Vol. 2.” A later generation would come to know The Liberty Bell as the opening theme for the British TV series Monty Python’s Flying Circus.

         
            
            Keep Movin’ (1894)—Standard Quartette 

         Recorded for Columbia (unnumbered cylinder) on April 11, 1894 in Washington, D.C.

         One of the earliest surviving recordings by a black vocal group, Keep Movin’ showcases a group that represents a snapshot of both the popular music styles and race relations of its time. The Standard Quartette (as detailed by Tim Brooks in Lost Sounds) was formed around 1890 in the Brooklyn area, and its membership was believed to be comprising tenor Ed DeMoss, bass Rufus Scott, H. C. Williams, and William Cottrell, all hailing from the Midwest. The quartet made its first recordings the following year for the New York Phonograph Company, which had previously recorded black artists George Washington Johnson (aside from John Philip Sousa, the first nationally known recording artist of any race) and the Unique Quartette. The Standards made their reputation primarily as part of the cast of the theatrical spectacle South Before the War, a highly sentimental presentation trying to preserve the mythology of “happy slaves” and their plantation owners; the show toured nationwide for most of the 1890s. The show’s musical selections were mostly familiar standards, such as Stephen Foster classics and Home, Sweet Home.

         During the quartet’s visit to Washington, D.C., in April 1894, it recorded nine titles for Columbia, including ballads featured in the show (My Old Kentucky Home), spirituals (Swing Low, Sweet Chariot), and comic numbers (Poor Mourner, which would be most famously recorded a bit later as a duet by DeMoss and Sam Cousins). Only one of the cylinders has survived (unlike the 1891 cylinders that have never been found): Keep Movin’.13 It’s an unaccompanied mid-tempo number with solo tenor verses (possibly by DeMoss) and choruses by the group in call-and-response fashion, mostly humorous in nature with some religious references. “Keep a-movin’, movin’ closer than Heaven.” Brooks, noting that the a capella performance “is infused with jubilee fervor,” remarks that despite the comic elements, “the entire performance has the air of a revival meeting. Nothing like this was heard in recordings by white quartets of the 1890s, most of which employed the carefully modulated, deliberate style familiar today in barbershop quartet singing.”14 It served as the leadoff selection on Document Records’ LP The Earliest Negro Vocal Quartets, 1894–1928. The Standard Quartette went on to record in 1896–1897 for the U.S. Phonograph Company, performed in one final season of South Before the War in 1898 with a somewhat revised membership, and toured widely on the vaudeville circuit till at least 1903.

         
            November 1894: The first list of 7-inch disks available for sale by Berliner’s American Gramophone Co. is issued.

         
         
            
            El Capitan March (1895)—Sousa’s Band 

         Recorded for Columbia in early 1895 (reached #1 in Pop Memories); recorded in October 1897 for Berliner 42

         A man of wide-ranging ambitions, John Philip Sousa, not content with being merely the king of U.S. marches and longtime director of the U.S. Marine Band, also composed a succession of comic operas seeking to emulate the success enjoyed by the team of Gilbert and Sullivan. Sousa’s first four comic operas were relative failures, until El Capitan finally provided a theatrical success to match his triumphs in other venues. The show opened in New York in 1896, and it was starring and produced by De Wolf Hopper (of Casey at the Bat fame); a year earlier, he introduced its march theme on a popular cylinder recording for Columbia. It became his first big recording success under his own name after he had led the Marine Band to become Columbia’s first hugely popular recording act in the early 1890s. The 1897 Sousa band remake for Berliner (included on Archeophone’s CD “The 1890s: ‘Wipe Him Off the Land’”) is a brisk, thoroughly infectious march performance.

         “The Sousa marches are now the musical craze of the entire civilized world,” proclaimed the March 11, 1899 The Music Trades. “Go where you may, in any clime, under any flag, the stirring rhythm and noble harmonies delight your ear.”

         
            
            Washington Post March (1895/1897)—Sousa’s Band 

         Columbia 520

         Recorded on March 10, 1895 in Washington, D.C.; new version for Berliner 140 (October 1897)

         Second in enduring popularity among John Philip Sousa’s march compositions only to The Stars and Stripes Forever, The Washington Post March was written on commission for a June 1889 ceremony held by the Washington, D.C., newspaper. He sold the piece outright for just $35, and it was the publisher who earned a fortune from perennial sheet music sales. (Band manager David Blakely subsequently arranged for Sousa to be paid royalties for all his new compositions, resulting in royalty income averaging well over $10,000 per year.) The U.S. Marine Band’s original 1890 recording for Columbia under Sousa’s auspices (if not actual presence in the studio) was one of the recording industry’s first “hit” records. After Sousa ventured on his own, he cut it again for Columbia five years later, with either Arthur Pryor or Henry Higgins serving as conductor. The Sousa Band’s 1897 performance of the song for Berliner is included on the Archeophone CD “The 1890s, Vol. 1.” Although too short (at 2:02) for full development of those strong themes, it’s still a powerhouse.

         
            May 18, 1896: In one of the most notorious rulings in history, the U.S. Supreme Court upholds racial segregation in Plessy v. Ferguson.

         
            
            Oh Mr. Johnson, Turn Me Loose (1896)—Len Spencer (written by Ben Harney) 

         Columbia 7239

         Recorded in late 1896, released in January 1897 (#1 in Pop Memories)

         Among the best-known cakewalk/ragtime songs of its time, Oh Mr. Johnson, Turn Me Loose has a tangled history, as traced by Rudi Blesh and Harriet Janis. It was copyrighted in January 1896, with authorship credited to “Haering and Green,” and sheet music declaring that it had been “sung with immense success by Ben R. Harney and Tom Mack.” A more syncopated version of the tune was published three months later, then Witmark and Sons published a variant of the first version later that year. It was, in fact, the creation of mixed-race ragtime pioneer and vaudeville star Harney, and Blesh declares the first portion of the verse “nothing less than a Negro spiritual already half-transformed into the blues. … Here, sixteen years before the earliest previously known blues publication, is the familiar four-bar statement, repeat of equal length, and answer.”15 The song was popularized by May Irwin in her stage production Courted Into Court, and (besides its inclusion in Vess Ossman’s Ragtime Medley, described next) given its strongest early recording by Len Spencer, who also recorded Harney’s most famous tune, You’ve Been a Good Old Wagon But You Done Broke Down.

         
            
            Ragtime Medley (1896/1897)—Vess L. Ossman 

         Originally recorded for Columbia 5-inch cylinder (number unknown) in c. late 1896,16 then for Berliner 467 on October 9, 1897, and finally for Columbia 3830 in c. 1899–1900

         “The early and remarkable recording,” opines David A. Jasen, “may represent the first time the word ragtime was used on a recording.”17 Banjo virtuoso Vess Ossman opens with Ben Harney’s Mister Johnson, Turn Me Loose, playing the verse and chorus twice; follows with two choruses of black vaudeville great Ernest Hogan’s unfortunately titled All Coons Look Alike to Me;18 and closes with two choruses of Theodore Metz’ classic A Hot Time In the Old Town. It’s an exciting performance, accompanied by an unidentified pianist (Ossman’s Berliner version was accompanied on piano by Fred Gaisberg).

         The growing appeal of songs based on African-American musical styles was much discussed in the press of the time. “The popularity of Negro songs during the past two seasons has practically ruined the demand for popular efforts of any other kind,” suggested the New York Sun in 1897. “It is evidently the Negro song that the public desires now, and there is seemingly no indication that this demand has been satisfied.”19

         
            January 1897: “Mississippi Rag” by William Krell is the first published ragtime composition. In December, Tom Turpin becomes the first published African-American ragtime composer with “Harlem Rag.”
               20
            

         
            
            The Stars and Stripes Forever (c. 1897)—Columbia Orchestra 

         Columbia 15107

         Recorded c. 1897 in New York

         Right around the time that John Philip Sousa’s orchestra recorded his classic composition for Columbia 532 and also for the Berliner label, the Columbia Orchestra made a suitably rousing recording of the all-time classic march. According to an 1897 catalog, musicians in the orchestra were selected by Victor Emerson; an 1898 advertisement in The Phonoscope identified cornetist Tom Clark as director of the Columbia Orchestra, although this record itself does not specify a conductor. Charles A. Prince became Columbia’s house band director by 1901 and he was providing piano accompaniments for record companies as early as 1891, so he might have been playing here. Twenty years after this performance, Victor Emerson founded the Emerson record label. The performance is included on the Archeophone CD “The 1890s, Vol. 2: Wear Yer Bran’ New Gown.”

         “Unprecedented in the history of the music trade have been the sales of the famous marches of John Philip Sousa during the past five years,” declared the March 31, 1900 Music Trade Review. The European demand led Sousa’s publisher to open a branch house in London to fill British orders alone.

         
            
            At a Georgia Camp Meeting (c. 1897)—Edison Concert Band 

         Edison 122

         While many crucial early recordings of ragtime-related material were made by celebrated instrumentalists (such as Vess Ossman) and iconic bands (John Philip Sousa’s), a number of others were performed by faceless “house” orchestras that were employed by phonograph companies, such as the Columbia Orchestra and the Metropolitan Orchestra (the latter group also did a terrific 1897 version of this tune). We know nothing about the Edison Concert Band other than the fact that it recorded regularly for Thomas Edison’s National Phonograph Company (sometimes as the Edison Grand Concert Band)—including one of the very first commercial recordings of Kerry Mills’ landmark cakewalk composition, At a Georgia Camp Meeting. It was the rousing commercial success of this song, published in August 1897, that made the march-based, 2/4 syncopations of the cakewalk the hottest thing on Tin Pan Alley, and directly paved the way for popular acceptance of ragtime. This performance is included on the CD “Ragtime, Vol. 1” by the French label “EPM.”

         
            
            On the Banks of the Wabash (1897)—George J. Gaskin (written by Paul Dresser) 

         Columbia 4130

         Recorded in late summer 1897 (#1 hit of 1897 in Pop Memories); also recorded for Edison 1570, and March 25, 1899 for Berliner 055

         The prolific pop songwriter Paul Dresser was born John Paul Dreiser (note the different spelling) on April 21, 1857 in Terre Haute, Indiana. His brother Theodore Dreiser became a renowned novelist, including authoring An American Tragedy (adapted by Hollywood into A Place In the Sun).21 Leaving home at sixteen to join a minstrel troupe, he began writing songs, specializing in heart-tugging, often tragic story songs, and his greatest success was inspired by his home state, On the Banks of the Wabash (Far Away). Coming up with the melody first, Dresser had a friend play the tune over and over again on a portable organ at his hotel in Chicago while laboring over the lyrics: “Through the sycamores the candlelights are gleaming …” Irish-born tenor George Gaskin gives the sentimental ballad a lovely performance, accompanied by piano, as heard on the Archeophone CD “The 1890s, Vol. 2.” On the Banks of the Wabash sold over six hundred copies of sheet music (according to the March 3, 1906 The Music Trades),22 and it became the official state song of Indiana in 1913.

         In A History of Popular Music in America, Sigmund Spaeth declares that the song “is a striking example of what happens when the naive, instinctive type of musician gets a real inspiration. It is akin to the overwhelming effect of a true folk song that emerges from a mass of mediocrity and survives the test of time.” Dresser’s creation “deserves a place among the best of the folk and folklike music of America.”23

         
            February 15, 1898: The sinking of the U.S. battleship Maine becomes the pretext for the Spanish–American War, which concludes with a peace treaty in August.

         
            1898: The final volume of Francis James Child’s “The English and Scottish Popular Ballads,” tracing the evolution of 305 ballads and their variants, is published posthumously.

         
            
            Smoky Mokes (1899)—Vess L. Ossman 

         Recorded for Berliner 611 on October 18, 1899; for Canadian Berliner 6311 on May 18, 1900; and also for Columbia 3858

         One of the most popular cakewalk/ragtime-flavored creations of the prolific composer Abe Holzmann, Smoky Mokes (the first big hit for publisher Leo Feist) came out against the background of a raging national debate over the merits of ragtime. The September 1, 1900 Music Trade Review claim that ragtime music has a “waning vogue” was just one of many such declarations in the trade press of the time that syncopated music was on the way out (along with the still-popular and sometimes overlapping genre of minstrel-style “coon songs”)—only to be proven wrong time and again as the appeal of the music persisted and grew.24 One of 1900’s most popular vaudeville tunes, I’m Certainly Living a Rag-time Life—from the perspective of a fellow who attended a ragtime school and has a ragtime dog and cat—testified to its ubiquitous nature. Holzmann’s “day job” for many years was at Leo Feist’s song publishing firm (the head of its band and orchestra department),25 but he found time to write numerous successful original compositions, including Blaze Away.26 Banjoist Vess Ossman, the era’s most celebrated recording artist of rag-tinged material, gives Smoky Mokes a powerful, driving performance, accompanied by pianist Frank Banta.

         
            
            The Honolulu Cake Walk (1899)—Vess L. Ossman 

         Columbia 3862 (recorded in c. 1899); also Berliner 0728 (recorded on November 10, 1899) and Edison cylinder (c. 1899; number unknown)

         The first recordings of authentic Hawaiian music were done by way of two cylinders that were made for Columbia in 1901 (Aloha Oe and Ku’u Pua I Paoakalini) by uncredited performers. After Victor recorded about fifty songs in Hawaii in 1905, other record companies began to delve into the music of the islands. But before any of these, the first records of quote-unquote “Hawaiian” music were banjoist Vess Ossman’s Honolulu Cake Walk and vocalist Dan W. Quinn’s Honolulu Lady (made in either 1899 or 1901).27 The Ossman performance is particularly interesting, as it combines his ragtime-influenced banjo style with a rudimentary approximation of the Hawaiian slack-guitar style, which would become much more familiar with recordings by Frank Ferera and others in the 1910s and thereafter. Although references to cakewalks date back to the 1870s, they reached a peak of prominence with cakewalk contests starting in the early 1890s. As discussed by Marshall and Jean Stearns, the predecessor to the cakewalk was the Walk Around, used as the grand finale in minstrel shows. This was “indebted” to the Ring Shout of Southern plantations, which, in turn (reported Constance Rourke), can be traced back to the African Circle Dance.28 
            Honolulu Cakewalk was part of the second group of fifty inductees to the National Recording Registry.

         
            August 10, 1899: Scott Joplin’s “Maple Leaf Rag” is published.

         
            
            The Thunderer March (1899)—Gilmore’s Band 

         Columbia 1563

         Recorded in c. 1899–1900

         Composed by John Philip Sousa in 1889 and introduced on record by Sousa’s U.S. Marine Band a year later, The Thunderer March received an appropriately rousing performance a decade later by an ensemble carrying the name of another of the late nineteenth century’s most legendary bandleaders. Patrick S. Gilmore gained national fame as the bandleader of the Union Army, and as the composer (under the pseudonym “Louis Lambert”) in 1863 of the Civil War classic When Johnny Comes Marching Home, writing new words to the melody of a traditional Irish tune while serving in the Federal Army in New Orleans. Gilmore died in 1892, but his band carried on. The band’s rich, stimulating performance of the Sousa classic is included on the Archeophone CD “The 1890s: ‘Wipe Him Off the Land.’”

         
            May 1, 1900: The Billboard magazine, which began publishing in 1894, becomes a weekly, covering fairs, tent shows, and carnivals. After adding theater to its coverage in late 1901, by 1904 popular music becomes an increasingly important part of its coverage.

         
            Spring 1900: Eldridge R. Johnson begins issuing his first commercial records (7-inch disks) under the label name Improved Gram-o-Phone Record. On October 3, 1901, the company will become known as the Victor Talking Machine Company.

         
            
            Pasquinade (1901)—Sousa’s Band (written by Louis Moreau Gottschalk) 

         Victor 3438

         Recorded on June 7, 1901

         One of the first U.S. composers and musicians to win international acclaim, Louis Gottschalk was born in New Orleans on May 8, 1829, ventured to Europe at age thirteen for classical music training, and his prowess in recitals caused Frederic Chopin to proclaim in Paris that Gottschalk would become one of the foremost pianists of the century. Traveling extensively through Cuba, Central and South America in the 1850s, he absorbed musical influences, deepening the feeling he had for Caribbean sounds he’d heard in his Creole household as a child. Two generations before ragtime, he incorporated popular vernacular music into the classical concert hall to the point that he would later be called “the grandfather of ragtime”; he died in 1869. One of his best-known pieces was Bamboola, named after a Caribbean dance. Another was Pasquinade, a bright, briskly paced number that trombonist Arthur Pyror directed for John Philip Sousa’s band. It’s included on the boxed set American Pop: An Audio History From Minstrel to Mojo, 1893–1946.29

         
            September 6, 1901: President William McKinley is fatally shot; Theodore Roosevelt becomes president.

         
            
            Good Morning, Carrie (1901)—Bert Williams and George Walker (music by Albert Von Tilzer, lyrics by Cecil Mack) 

         Victor 997

         Recorded on October 11, 1901 (#1 in Pop Memories)30 (RR)31
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               Figure 1.1Bert Williams. Library of Congress, Prints & Photographs Division, LC-USZ-62-64934.
            

         

         The team of Bert Williams and George Walker was one of the top attractions in black traveling shows and the vaudeville stage from the early 1890s until Walker’s declining health forced him to leave the act in 1909. Williams carried on as a solo star of the highest order, and as one of the most recognized and admired African-Americans in any field. When they entered the recording studios for their first time in 1901, Good Morning, Carrie became one of their defining songs. It’s a simple, infectious duet (accompanied by piano). Composer Albert Von Tilzer’s long career, including enduring songs such as Take Me Out to the Ball Game (1908), Put Your Arms Around Me, Honey (1910), and I’ll Be With You in Apple Blossom Time (1920), was launched by this hit.32

         A portion of the song’s refrain would serve as the basis for Southbound Train recorded by the Birmingham Jubilee Singers in 1926; a variant of that tune became Pullman Passenger Train by the Pullman Porters Quartette in 1927. By the early 1960s, the piece was re-crafted as 
            Southbound Passenger Train, which became an enduring bluegrass standard credited to, and popularized by, Doc Watson.

         One of Williams’ early successes was I’m a Jonah Man (introduced on stage by Williams & Walker), and W. T. Lhamon, Jr. writes that it symbolized his approach as an African-American entertainer surviving, and thriving, in a hostile world: “To be a Jonah Man was to rehearse Old Testament suffering, its proverbs and angular humor. It was to join an ancient, ongoing understanding of how injustice works. … The lyrics Williams tapped, and their way of coalescing a public, proved a tradition suppressed at the surface but tidal below. Tapping this flow replenished it.”33

         
            January 1902: New technology is introduced, enabling mass production of duplicate wax cylinders from one original permanent master record, a process initially referred to as Gold Moulded. It’s a big advance from the dubbing process in use since 1894.

         
            March 25, 1902: Arthur Conan Doyle’s Sherlock Holmes adventure “The Hound of the Baskervilles” is published.

         
            
            Steal Away (1902)—Dinwiddie Colored Quartet 

         Victor 1716 and Monarch 1716

         Recorded on October 29, 1902

         One of the oldest and most beloved African-American spirituals, Steal Away seems to date back to the pre-1850 era, and it featured the Fisk University Jubilee Singers in their famous 1870s world tours.34 A. E. Perkins wrote of the song in 1922: “The swing, rhythm, soothing melody, the heart-searching pathos of its sentiment and tone, were born of a patient and suffering soul—one whose joy here was forwarded upon a hope of relief from suffering here and entering into joy on the other side.”35 The title image “steal away to Jesus … steal away home” almost certainly meant stealing away to freedom. The Dinwiddie Colored Quartet (from Dinwiddie Country, Virginia) made it one of the six songs rendered at two 1902 sessions as the first black vocal group to record on disk records (there had been some black group vocal recordings on cylinder in the 1890s). It’s a slow, elegant, and moving performance, though brief (1:48), and it is included in the Document Records album “The Earliest Negro Vocal Quartets, 1894–1928.”

         
            
            In the Good Old Summer Time (1902)—Sousa’s Band (vocal by Harry MacDonough & S. H. Dudley) 

         Victor 1833

         Recorded on December 17, 1902; released in late March 1903 (#1 in Pop Memories)

         John Philip Sousa made it a priority for his band to introduce new pieces of music that he felt would be popular, and because of his preeminence in the music industry, publishers eagerly sent him new compositions (writes his biographer Paul Edmund Bierley) “as soon as the ink was dry.” One of the pop classics he helped introduce on record was In the Good Old Summer Time by George Evans and Ren Shields. Blanche Ring had premiered the song in the Broadway musical The Defender in 1902.36 
            The Music Trades first cited it on June 14, 1902, reporting that vaudeville star J. Aldrich Libbey (who had helped popularize After the Ball a decade earlier) was “making a big hit” with the number, and it remained a top sheet music seller to the end of the year. The Haydn Quartet became the first act to record the instant standard (on Victor 1793, released in February 1903), and one month later, Sousa’s became the first band. The orchestra lays out the warmly familiar themes, followed by a whistled chorus, and finally, tenor Harry MacDonough and baritone S.H. Dudley—who had participated in the Haydn Quartet version—sing a single duet chorus before the band brings the tune home. This seems to have been the only vocal recording ever made by a Sousa orchestra out of the more than one thousand sides issued under his name from the 1890s to 1930.

         The Sousa band always arranged its recording sessions in between its never-ending concert schedule, and 1903 was a particular challenge: In that year alone, the band played 362 concerts in 133 towns across Europe, three years after its first hugely successful European tour.

         
            May 23, 1903: A Packard leaves San Francisco for New York and arrives after fifty-two days in the first successful trans-continental trip by a motorcar under its own power.

         
            1903: Victor introduces a 12-inch disk for opera and other selected releases, with increased playing time of three and a half minutes.

         
            July–September: “Journal of American Folklore”: Harvard archeologist Charles Peabody’s article “Notes on Negro Music” includes one of the first published discussions of the music that will later be known as the blues, as heard in Coahoma County in northern Mississippi.

         
            
            Silver Threads Among the Gold (1903)—Richard Jose (music by Hart Pease Danks, lyrics by Eben Rexford) 

         Victor 2556 (also recorded for 12-inch Victor 31342)

         Recorded on October 27, 1903 (reached #1 in Pop Memories)37

         One of the most popular sentimental ballads of the late nineteenth century, Silver Threads Among the Gold was written by Connecticut-born composer Hart Pease Danks, based on a poem by Eben Rexford in a Wisconsin farm journal that he purchased from its writer for $3. Danks set it to music in 1872 as an expression of love for his wife—from whom, it turned out, he separated soon after the number was published. (The song is about a son’s love for his elderly mother.) Danks sold the song outright to C. W. Harris, who published it in 1873, and saw Harris rake in all the money, as it sold more than two million copies of sheet music. Danks died in poverty in November 1903.

         Richard Jose, the singer who achieved fame through his revival of Silver Threads Among the Gold, first on the vaudeville circuit in 1902 and then this recording, was born on June 5, 1862 in Lanner, a Cornish village in England. He was one of the first artists identified on record as a counter-tenor, meaning an exceptionally high tenor voice that he achieved in a natural voice without resorting to falsetto. He came to the United States as a teenager, performed in minstrel shows and the New York stage as early as 1886, then in vaudeville. He was a relatively little-known performer with Lew Dockstader’s minstrel troupe until his rendition of With All Her Faults, I Love Her Still made him nationally known in the early 1890s.

         “This song has the reputation of being the most successful ‘revived number’ ever published, having proved more popular and a greater seller in its second life than its first,” noted Isidore Witmark and Isaac Goldberg in The Story of the House of Witmark: From Ragtime to Swingtime. Silver Threads was the very first song that Jose recorded after being signed to Victor, and it became a great success (selling an additional one million copies of sheet music), remarkable for a song that was already thirty years old. Jose recorded regularly for Victor into 1906, and then, his career was cut short by a serious stage accident; although he would eventually recuperate and resume touring in vaudeville, by that time Victor was using counter-tenor Will Oakland to record the kind of ballad material associated with Jose. A biography on the singer published after his death in 1941 used Silver Threads Among the Gold as its title.

         Although Jose’s performance was long believed to be the first commercially issued recording of Silver Threads (and was unquestionably the first popular one), the Archeophone company discovered a previously forgotten recording from approximately 1898 by the well-known ballad singer J. W. Myers for Columbia, which was included on its 2002 CD “The 1890s, Vol. 2.”

         
            December 17, 1903: Wilbur and Orville Wright make the first sustained manned flight in a gasoline-powered aircraft at Kitty Hawk, N.C.

         
            
            Vesti La Giubba (On with the Play) (“Pagliacci,” Act 1) (1904)—Enrico Caruso (written by Ruggero Leoncavallo) 

         Victor Red Seal 81032

         Recorded on February 1, 1904 (reached #2 in Pop Memories)38; new version, Victor 88060, recorded on March 17, 1907 (GHF-#9, TM, Murrells, DMDB)39

         
         
            
               [image: ]

            
               Figure 1.2Enrico Caruso. Library of Congress, Prints & Photographs Division, LC-USZ-62-61497.
            

         

         Opera and classical music are ostensibly beyond the purview of these volumes. However, Caruso and Vesti la giubba had such a seismic impact on the entire recording industry—enabling a vast international audience to recognize and respect a technological art form that had previously been regarded as merely a diversion—that it demands to be included. Born in Naples, Italy, on February 25, 1873, Caruso began his professional career in 1894, made his Rome operatic debut in 1899, starred in Rigoletto in London three years later, and (in the same opera) debuted at the New York Metropolitan Opera in November 1903. By that time the world’s most acclaimed tenor, he first recorded for the Gramophone and Typewriter Company in 1902, and after recording for other European labels, he was signed by the Victor Talking Machine Company. Victor had swiftly grown to become a potent rival to Columbia, and the signing of Caruso sent its artistic credibility skyrocketing. Opera and classical artists had made commercial recordings before, but none had the universal recognition of Caruso.

         Leoncavallo’s Pagliacci premiered in 1892, and Caruso had first recorded this aria for Gramophone and Typewriter in November 1902. His 1904 Victor recording, from his first session for the label, in a small studio in the New York Carnegie Hall Building, became an immediate sensation. (All of his subsequent recordings would be made at Victor’s New York City or Camden, New Jersey studios.) Three years later, his third Vesti la giubba was his greatest. Aida Favia-Artsay writes that in this performance, “Caruso positively threw himself into the role,” sung as the character discovers the “moral turpitude” of his wife. “By now fully developed vocally, artistically and emotionally, he extracted breathtaking effects from his tone. A hundred years hence, people will still marvel at this giant of vocal art.”40 John Bolig: “In the six months after first records were published, the record industry ceased to be viewed by the public as a novelty, and other celebrities made themselves available for recording sessions. The format of Caruso’s records—the flat disc—became widely accepted, and ultimately the disc became the standard of the industry.”41

         
            
            A Coon Band Contest (1904)—Arthur Pryor’s Band 

         Original version for Berliner 0699 in 1899; Victor 4069, recorded on April 26, 1904; and Victor 793 and 16079, recorded on April 20, 1906
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               Figure 1.3Arthur Pryor. Courtesy of Archeophone Records.
            

         

         One of the best-known ragtime-inspired songs of its time, A Coon Band Contest (an unfortunately titled but admiring depiction of African-American instrumental styles) was made famous by banjoist Vess Ossman (who recorded it for Edison in 1900 and for both Victor and Columbia in 1901), and John Philip Sousa’s band (for both Berliner and Victor in 1900). But due credit must go to performances by its composer, trombone virtuoso Arthur Pryor (who directed both of the Sousa recordings before he left to go on his own).42 The trombone “smear” effects for which Pryor was known are prominent here. In addition to his writing and his prowess on both popular and light classical material, Pryor was also an innovator in other respects; his was perhaps the first band to emphasize bass drum and cymbals on recordings (as in 1904’s The Victor March).43
            

         
            April 30, 1904: The Louisiana Purchase Exposition opens in St. Louis.

         
            
            The Battle Cry of Freedom (1904)—Frank Stanley and Byron Harlan (written by George Frederick Root) 

         Victor 4099

         Recorded on October 10, 1904

         
            Massachusetts-born George Frederick Root began writing songs in the 1850s after helping found the New York Normal Institute for the training of music teachers. He wrote his first of several Civil War songs in 1861, and the sentimental ballad The Vacant Chair. In July 1862, immediately after Abraham Lincoln called for volunteers to the Union Army, Root composed The Battle Cry of Freedom; it became a sensation across the North and was performed by the Hutchinson Family among many others. David Ewen: “It is hardly possible to exaggerate the influence” that the song had on the fighting spirit of Union soldiers. With its rousing refrain “Rally round the flag,” it sold a reported 300,000 copies of sheet music within two years. When the U.S. flag was raised at Fort Sumter at the war’s conclusion, a band played Battle Cry. “You’ve done more than a hundred generals and a thousand orators,” Lincoln told Root.44

         Two of the Victor Talking Machine Company’s leading performers, bass singer Frank Stanley and tenor Byron Harlan, teamed up to record several songs, and their rendition of Battle Cry underlined its stirring qualities (“The Union forever—hurrah, boys, hurrah!”). Both this song and another Civil War favorite, Marching Through Georgia, proved so popular that Victor had them record new versions in 1907 and 1909. Stanley also recorded a solo Battle Hymn of the Republic for Victor in 1905.

         
            January 1905: “Talking Machine World,” the second most important periodical in the popular music field (behind “The Music Trades,” founded in 1890) but the most important for the recording industry, begins its monthly publication. In December, “Variety” begins as a weekly publication covering theater and other fields of popular entertainment.

         
            
            In the Shade of the Old Apple Tree (1905)—Henry Burr (music by Egbert Van Alstyne, lyrics by Harry Williams) 

         Edison 8958
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               Figure 1.4Henry Burr. Courtesy of Archeophone Records.
            

         

         Recorded in March 1905 (7 weeks at #1 in Pop Memories); recorded for Victor 4338, on April 7, 1905 (reissued as Victor 16174)45

         Unabashedly sentimental parlor ballads were a dominant force in popular music between 1890 and 1910, and In the Shade of the Old Apple Tree was one of the biggest, with sheet music sales (by some accounts) topping five million.46 The songwriting team of Egbert Van Alstyne and Harry Williams, having made their breakthrough with the 1904 smash Navajo, soared still higher with this one. Almost immediately on its introduction in January 1905, the song (with the help of intense promotion by its publisher Jerome H. Remick) became a sensation, as traced in The Music Trades. Reported to be selling “in enormous quantities” in the February 11 issue, by March 25, it was described thus: “No ballad published in recent years has made such a phenomenal hit with vaudeville singers as In the Shade of the Old Apple Tree.” The Empire City Quartette and Marguerite Starr were among its most notable early performers. On May 20, the song, stated the magazine, “enjoys the distinction of being the only real hit on the market to-day … the sale is exceptionally large.” It remained among the top sheet music sellers in San Francisco in late August, and it continued to be cited regularly through November. According to a 1932 account in The Metronome, the song earned its creators $28,000 in royalties.

         A recording star for two years when this record came out, Apple Tree helped firmly establish Henry Burr as one of the era’s kings of ballad singers. As with nearly all of his Edison releases, he was billed here under the pseudonym “Irving Gillette.” His Victor version (done at his second session for the label) remained continuously in that company’s catalog until the late 1920s. Burr also recorded other Van Alstyne compositions, including Won’t You Come Over to My House and Old Pal. “With a heart that is true, I’ll be waiting for you / In the shade of the old apple tree …”

         
            
            The Cakewalk In the Sky (1905/1907)—Victor Orchestra (written by Ben Harney) 

         Victor 4408 and 31412

         Recorded on April 10, 1905; new version for Victor 5031 recorded on February 6, 1907

         Composed in 1899, Cake Walk in the Sky was one of the most popular creations of vaudeville star Ben Harney, billed as the “Originator of Ragtime.”47 It was perhaps second only to his breakthrough song from 1895, You’ve Been a Good Old Wagon (But You Done Broke Down). The cakewalk piece’s greatest claim to fame is that it served as a partial basis for one of the greatest ragtime tunes, St. Louis Tickle, which—known colloquially as Funky Butt—was the trademark song of legendary New Orleans cornetist/bandleader Buddy Bolden (particularly from 1900 to 1906), and it was then given a classic 1906 recording by the Ossman-Dudley Trio, led by banjoist Vess L. Ossman. The earliest known recordings of Cakewalk in the Sky were in 1899 by vocalist Marguerite Newton for Edison, and in February 1903 for Victor by Kendle’s First Regiment Band. Perhaps the best was by the Victor Orchestra under the leadership of Walter B. Rogers, a crisp and briskly paced performance that slows down for the middle section and accelerates again at the end. Vic Hobson remarks on the complexity of the harmony in the Harney composition, with a “distinctive descending semi-tone melody.” Although it’s been speculated that Cakewalk in the Sky had African-American folk origins, Hobson finds this doubtful, given that such “clearly chromatic melodies” were “extremely rare if they were encountered at all in African-American folksong.”48

         
            1905: New Orleans cornetist Buddy Bolden, the city’s most popular bandleader who helped pave the way for jazz, is at his peak, a year before his career ends due to psychological problems.

         
            
            Wait Till the Sun Shines, Nellie (1905)—Byron G. Harlan (music by Harry Von Tilzer, lyrics by Andrew B. Sterling) 

         Recorded in October 1905 for Zon-o-Phone 269, in November for Edison 9130, and in December/early January for Columbia 332149 (#1 in Pop Memories)

         Composer Harry Von Tilzer’s personal favorite out of his scores of hit songs, Wait Till the Sun Shines, Nellie was inspired by a newspaper story about an East Side New York family that had been pauperized, with one of its members suggesting hopefully that “the sun will shine again for us after the storm.” Winona Winter introduced the number in vaudeville, Grace Leonard helped popularize it, and tenor Byron G. Harlan—one of the era’s consummate ballad singers on record when he wasn’t doing exuberant minstrel-style numbers with Arthur Collins—made it one of the biggest hits of the decade. In America’s Musical Life: A History, Richard Crawford writes that among the most popular songs of the 1890–1910 era, this was the number most clearly influenced by ragtime. Von Tilzer uses offbeat accents for the measures’ first two beats. “The rhythm lends a pleasing, slightly tentative quality to the verse, underscoring Nellie’s fretfulness, which is shouldered aside by the chorus’s confident arrival in striding, foursquare march time.”50 In The Way to Tin Pan Alley: American Popular Song, 1866–1910, Nicholas Tawa remarks that it reflects “scaled-down expectations so that one will not fail to receive what is desired.” Nellie expects little more than the pleasure of the sun shining, a new gown, and a trolley ride in which she can show off that gown.

         The warm, lovely song took on a new meaning with the catastrophic San Francisco earthquake of April 18, 1906 that occurred while the ballad was still riding high. As residents tried to rebuild their lives in the aftermath of the event that killed more than three thousand people and left over half of its population of four hundred thousand homeless, the tune (notes Sigmund Spaeth) “provided an optimistic chorus for the survivors, with ‘Nellie’ changed to ‘Frisco.’” “Simplicity and naturalness,” remarked Spaeth in A History of Popular Music, were the secrets to its “permanent success.”51 “Wait till the sun shines, Nellie, when the clouds go drifting by / We will be happy, Nellie, don’t you sigh. … Wait till the sun shines, Nellie, by and by.”

         
            
            In the Good Old Summer Time (1905)—Billy Murray 

         Edison 8118

         Recorded in November 1905

         Billy Murray did not have the original hit version of In the Good Old Summer Time, as he did with so many other classic songs of the century’s first decade; that joint honor went in 1903 to the Haydn Quartet and John Philip Sousa’s band (in two separate recordings, both for Victor). But Murray’s warm, breezy tenor is ideally suited to the song, and it positively radiates the lazy pleasures of the season. Charles Hamm noted that the song exemplified some of the qualities that have come to be associated with popular music of the 1890–1905 period—suggesting a “carefree, warmhearted world,” with a focus here on childhood joys in rural America—while noting that some of the period’s other hits did not fit this pattern.52

         
            
            Gypsy Love Song (1906)—Eugene Cowles (music by Victor Herbert, lyrics by Harry B. Smith)53 

         Victor 31543

         Recorded on May 4, 1906 (RR, Trad-#199)

         Composer Victor Herbert, writes Ethan Mordden, dominated what he calls the “Second Age” of the American musical, from around the turn of the twentieth century to the early 1920s, “as no composer dominated an era till Stephen Sondheim’s collaborations with Hal Prince appeared, in the 1970s.” He wrote forty-one Broadway shows, besides making substantial contributions to some Ziegfeld productions, “and we might call him the Father of the Musical but for his having arrived too soon: before there were librettists to match his stature.”54 Born February 1, 1859 in Dublin, Ireland, he spent his formative years in Germany, and he built a reputation as a classical cellist. Coming to the United States in 1886, he performed in concerts as a cello soloist, and he began writing scores for musicals. Gypsy Love Song, his first hit song and among his most enduring, was written for the show The Fortune Teller (opening on Broadway on September 26, 1898), where it was introduced by Eugene Cowles.55 In addition to his many musicals (including Babes in Toyland, Naughty Marietta, and Sweethearts), he also conducted symphony orchestras, for twenty years led his own orchestra in concerts, and in 1914, led the group that founded the songwriters’ association that was called the American Society of Composers, Authors, and Publishers (ASCAP). Bass-baritone Eugene Cowles (born January 17, 1860 in Stanstead Plain, Quebec), an accomplished composer as well as vocalist, recorded his trademark song nearly eight years after he’d introduced it on stage, a performance that was later inducted by the Library of Congress into the National Recording Registry. It’s a commanding performance, with Walter B. Rogers’ orchestra and the refrain “slumber on, my little gypsy sweetheart,” available online through the Library’s National Jukebox, and as the leadoff track on the Smithsonian’s American Musical Theater boxed set. It exemplifies the achievements of Herbert, who, declares Mordden, “not only led American theatre music but defined it; the very sound of the man was everywhere, from the opera house to the summer park bandshell.”56

         
            June 23: The Pure Food and Drug Act is enacted by Congress, and signed into law by President Roosevelt. One side effect of the law is to force medicine shows—a key form of entertainment ever since the 1870s (and a training ground for many singers and musicians)—to change their operations.57
            

         
            1906: The Automatic Machine and Tool Co. of Chicago produces the Automatic Entertainer, which holds twenty-four 10-inch disk records, twelve on either side of the turntable, with a 40-inch-long horn amplifying the sound enough for anyone nearby to hear the music. This serves as the forerunner of the modern jukebox.

         
            August: Victor introduces the Victrola, the most physically elegant phonograph on the market to this date.

         
            
            Chicken Chowder (1907)—Ossman-Dudley Trio (written by Irene Giblin) 

         Columbia 3591

         Recorded in January 1907

         The recordings that teamed banjo master Vess Ossman with brothers Audley Dudley (mandolin) and George Dudley (harp-guitar) are special delights in the career of the ragtime legend. St. Louis Tickle was the greatest of all, and Chicken Chowder was a shining gem as well. The song had been published in April 1905. It’s an exuberant performance in which Ossman’s cascading up and down the scales against the mandolin background creates a quite dramatic effect.

         
            
            Red Wing (An Indian Fable) (1907)—Frank Stanley and Henry Burr (music by Kerry Mills, lyrics by Thurland Chattaway) 

         Columbia 3681

         Recorded in summer 1907 (#2 in Pop Memories)58

         Amid all the Indian-themed pop songs that spread across the landscape during the first decade of the twentieth century, Red Wing might be the most utterly charming. According to Josiah H. Combs’ Folk Songs of the Southern United States, the tune was “stolen” (minus the chorus) from German composer Robert Schumann’s Der Lustige Bauer (“The Joyful Peasant,” 1876). Frank Stanley and Henry Burr had been singing together as half of the Peerless Quartet for a little over a year since Stanley joined and became the group’s new leader, and Red Wing was among the first of numerous duets they recorded until Stanley’s untimely death due to pneumonia in December 1910. Stanley’s authoritative bass-baritone (which opens the number solo) made an appealing match with Burr’s tenor (joining on the choruses), especially on this number. The narrative of an Indian lad and lass has a somber edge, but the melody is warm, producing a bittersweet quality: “Now the moon shines tonight on pretty Red Wing / The breezes sighing, the night birds crying. …” Her lover comes to a sad end: “Her brave is sleeping, while Red Wing’s weeping her heart away. …”

         
            
            The King of Rags (1907)—Arthur Pryor’s Band 

         Victor 5301

         Recorded on September 12, 1907; reissued on Victor 16821 in 1910

         Arthur Pryor combined the attributes of a superb and innovative trombonist, a gifted composer with a flair for ragtime, and a skilled leader and arranger (in which capacity he had served John Philip Sousa in the march king’s band before striking out on his own). The King of Rags (included on the Archeophone CD “Real Ragtime”) is one of his best-known original pieces, designed to showcase his trademark trombone “glissandi” (upward and downward slide movements, or “smears”). These smears were precursors of jazz, and they highlight a fun, high-energy performance.

         In The Book of American Negro Poetry (1922), James Weldon Johnson argued that Uncle Remus stories, spirituals, the cakewalk, and ragtime were “the only things artistic that have yet sprung from American soil and been universally acknowledged as distinctive American products.”

         
            
            The Smiler (1907)—Vess L. Ossman (written by Percy Wenrich) 

         Edison 9765; recorded in November 1907, and on December 6, 1910 for Columbia 972

         Percy Wenrich, whose ragtime-styled compositions included Whipped Cream (given a memorable 1913 recording by Fred Van Eps), had an earlier gem in The Smiler, which was first published in January 1907. Banjo virtuoso Vess Ossman gives the syncopated number great energy from start to finish. In Rags and Ragtime: A Musical History, David A. Jasen and Trebor Jay Tichenor call this Wenrich’s “best rag, with four strong sections of varying character.” The third theme, says Jasen, was borrowed almost entirely from the third theme in Scott Joplin’s Peacherine Rag. When Forster Music Publisher, Inc. purchased the song from the firm Arnett-Delanais, they used the subtitle “A Joplin Rag,” ostensibly in reference to Wenrich’s home base of Joplin, Missouri. Ossman’s 1910 version was included in the Yazoo album “Kings of the Banjo Ragtime.”

         
            
            Wouldn’t You Like to Have Me for a Sweetheart? (1908)—Ada Jones and Billy Murray (written by Alfred G. Robyn) 

         Victor 5384

         
            Pop Memories debut on April 11, 1908 (reached #1)

         The year 1908 represented the peak of the Ada Jones and Billy Murray partnership (featuring hits such as Cuddle Up a Little Closer, Lovey Mine), and this teasing duet from the musical The Yankee Tourist kept the hot streak going. Composer Robyn’s other most successful song was My San Domingo Maid (1903).

         
            
            Come Where My Love Lies Dreaming (1908)—Peerless Quartet (written by Stephen Foster) 

         Columbia 5481

         Recorded on April 21, 1908

         Written by Stephen Foster in 1855, Come Where My Love Lies Dreaming was “the most ambitious and complex song Foster ever composed,” according to Ken Emerson. Written shortly after the death of his mother, whom he adored, the song “seems more than half in love with easeful death.” It is “unique” in Foster’s work in forsaking conventional verses and chorus, and its introduction of a brand new melody, or “middle eight,” more than halfway through. Arising from the era’s fascination with spiritualism, Emerson suggests that it “is a siren’s song from the cemetery.”59 The first important commercial recording of the Foster classic was by the Peerless Quartet: bass singer and leader Frank Stanley, tenors Henry Burr and Albert Campbell, and baritone Arthur Collins. It’s a beautiful a cappella performance with expert harmonies and a vocal counterpoint, and it can be heard on Archeophone’s 1908 Phonographic Yearbook CD.

         
            
            National Emblem (1908)—Arthur Pryor’s Band (written by Edwin E. Bagley) 

         Victor 5576

         Recorded on May 22, 1908

         Copyrighted on June 30, 1906, the National Emblem March is called by David Sager “perhaps the most famous non-Sousa march if only for its oft-parodied second strain,” featuring dramatic shifts in dynamics.60 Composer Edwin E. Bagley was born May 29, 1857 in Craftsbury, Vermont, spent a decade after 1880 as cornetist with the Bostonians Opera Company, and finally switched to trombone with the Boston Symphony Orchestra. Bagley’s other marches included The Imperial and America Victorious. His trademark work is a big, rousing number that shifts to a slower tempo following that second strain for a trio part, then accelerates again for a dramatic climax; those interval leaps make it immediately unforgettable. When John Philip Sousa was asked to name the five best parade marches, he named four of his own, and this classic. No one besides the master himself could have performed it with such panache as Sousa’s former arranger and virtuoso trombonist Arthur Pryor with his celebrated concert orchestra.

         
            
            I’ve Taken Quite a Fancy to You (1908)—Ada Jones and Billy Murray (music by Theodore Morse, lyrics by Edward Madden) 

         Victor 551561

         Recorded on June 12, 1908; Pop Memories debut on September 12, 1908 (#2 peak); and later reissued on Victor 16788

         The team of Ada Jones and Billy Murray was in full flight in 1908 with a succession of memorable hits, and their warm chemistry together was in fine form on I’ve Taken Quite a Fancy to You. The duo also recorded the number for Edison 9903, Zon-o-Phone 5106, and Indestructible 801. The songwriting team of Madden and Morse had another big hit in 1908, the barbershop-quartet favorite Down in Jungle Town.

         
            
            Dill Pickles Rag (1908)—Chris Chapman (written by Charles L. Johnson) 

         Victor 5560

         Recorded on July 15, 1908 (released in October); reissued on Victor 16678 (late 1910)62

         Composer Charles Leslie Johnson was born in Kansas City, Kansas (close to the heart of ragtime country), on December 3, 1876; had classical training; became proficient on multiple instruments; organized string bands; and played in regional theaters, hotels, and dance halls. His first ragtime composition, Scandalous Thompson, was published in 1899, soon followed by the Indian-themed song Iola. Dill Pickles Rag was composed in 1906 (as described by David Jasen and Trebor Jay Tichenor in Rags and Ragtime: A Musical History); its title was inspired, because the bookkeeper at the publishing firm where he was employed asked him what he was working on, and Johnson saw the carton of dill pickles the bookkeeper was carrying for his dinner. The first artist to record it two years later was glass xylophonist Chris Chapman, accompanied by the Victor Orchestra; two years earlier, Chapman (who also played various other handbell instruments, including orchestra bells for several months in 1906–1907 with the Metropolitan Opera Company) had recorded a solo xylophone version of Tom Turpin’s St. Louis Rag for the label. Even though the glass xylophone is a rather delicate instrument that didn’t have a lot of “presence” as recorded by the day’s acoustic equipment, it’s a skillful rendition of an immediately winning melody. A million-seller in sheet music, the song became a rag standard, enabling Johnson to form his own publishing company; his biggest pop hit as a composer would be Sweet and Low (1920). The Chapman performance was included on the French RCA two-record LP “Ragtime (1900–1930).”

         
            August 12: The first Model T rolls off the Ford Motor Company assembly line; the $850 vehicle will make automobiles affordable to millions more Americans.

         
            September 10: The Columbia Phonograph Company introduces double-sided disks (“two records at a single price”) for its initial 120-page catalog containing more than seven hundred double-faced disks.63 About a year later, Victor will follow suit.

         
            
            Take Me Out to the Ball Game (1908)—Edward Meeker 

         Edison 9926

         
            Pop Memories debut on October 17, 1908

         
         
            
               [image: ]

            
               Figure 1.5“Take Me Out to the Ball Game.” Courtesy of Archeophone Records.
            

         

         A native of Orange, New Jersey (January 22, 1874), Edward Meeker was best known as an Edison staff announcer and comedian who contributed sound effects to many records into the 1920s. A former minstrel-show trouper, he worked at the Edison record plant, and thanks to his robust speaking voice, he was recruited to make the announcements introducing hundreds of records from 1906 until this practice was dropped after 1909.64 He also made numerous Edison recordings under his own name (primarily humorous, utilizing his gift for ethnic dialects), of which the most famous is Take Me Out to the Ball Game. The Haydn Quartet, with lead vocal by Harry Macdonough, made the definitive recording of the National Pastime’s all but official theme song, written by Jack Norworth and Albert Von Tilzer, for Victor. Harvey Hindermeyer did the song for Columbia at about the same time. These versions were preceded by a week or two by Meeker’s. By 1908, Edison’s cylinder recordings were being surpassed in popularity by the disk recordings of the company’s competitors, so Meeker’s rendition reached a narrower audience than the others. However, its merit was recognized through the record’s induction to the National Recording Registry. Meeker’s voice is modest but pleasant, and he belts out the concluding verse—“And it’s one, two, three strikes, you’re out, at the old ball game!”—with gusto.

         
            November 1908: Edison introduces Amberol cylinder records with playing time up to around 4 minutes (as opposed to the old 2-minute cylinders with playing time up to about 2:30), thus duplicating what a 12-inch disk record can accommodate. In October 1912, Edison will upgrade with the introduction of Blue Amberol cylinders, which can also play more than 4 minutes of music, but with superior fidelity and durability.

         
            
            Shine On, Harvest Moon (1909)—Harry Macdonough and “Miss Walton” (Elise Stevenson) 

         Victor 5416

         
            Pop Memories debut on April 10, 1909 (#1 for 9 weeks) (MEM-#79)

         Among all the ballad specialists during the pre-1920 “pioneer era” of the recording industry, only Henry Burr could exceed or rival Harry Macdonough by almost any measurement—number of recordings, hit-making achievements, and overall body of work. The Ontario-born tenor was prolific in every recording format—solo, duet, and group (most notably with the Haydn Quartet). One of his finest duet partners was Elise Stevenson, a soprano born in Liverpool, England, on February 9, 1878. Elise began her recording career in 1906 with the Victor Talking Machine Company, and bass singer Frank Stanley, with whom she enjoyed duet hits including Good Evening, Caroline, also served as her manager. Soon after a series of duets with Burr in 1911, she retired to raise a family. Macdonough and Elise had scored hits in 1907 with Because You’re You and I Love You So, and their biggest success was Shine On, Harvest Moon. The Jack Norworth-Nora Bayes classic (from the Ziegfeld Follies of 1908) is given warm, lovely treatment; he sings the verses solo, and she joins in on the choruses only. While the performance can’t match the magical chemistry of Ada Jones and Billy Murray’s version (recorded shortly thereafter), it still has a charm that is all its own.65

         
            April 10: The Elyria, Ohio “Evening Telegram” includes a notice promoting “a Smashing Program of Characteristic Negro Musical Art in Ragtime Jazz and Syncopated Melody.” On May 9, the Sheboygan, Wisconsin Press runs an item plugging the “Wilbur Sweatman Original Jazz Band,” the first known published reference to an established ragtime/jazz musician using the word “jazz.”

         
            
            Black and White Rag (1909)—Victor Dance Orchestra (written by George Botsford) 

         Victor 16350

         Recorded on June 15, 1909

         Best known as composer of the 1913 pop hit Sailing Down the Chesapeake Bay (with lyricist Jean Havez), George Botsford also wrote the Grizzly Bear Rag (1910), which became a hit after Irving Berlin wrote words for it. His most important contribution to the ragtime songbook was Black and White Rag, published in 1908, and it was first recorded the following year by the Victor Dance Orchestra. In Rags and Ragtime: A Musical History, David A. Jasen and Trebor Jay Tichenor write that Charles L. Johnson’s Dill Pickles Rag had first popularized the so-called “three over four” pattern of syncopation, and two years later, Black and White Rag helped to perfect the rhythmic device, which quickly became one of the signature sounds of ragtime. It was the third rag composition to sell a million copies of sheet music.66 The Victor Dance Orchestra, the Victor Talking Machine Company’s house band, was directed by Walter B. Rogers. The brisk, catchy, and very danceable performance was included on French RCA’s two-LP 1997 ragtime compilation.

         
            1909: The German company Odeon makes history this year by issuing Tchaikovsky’s “Nutcracker Suite” on four double-sided disks, the first recording of an extended work. The first (albeit incomplete) recording of a symphony is made by Columbia in 1911.

         
            July 1: The Copyright Act of 1909 takes effect, for the first time entitling composers and lyricists (or whoever legally possessed the rights to the song’s mechanical reproduction) to a royalty payment (of two cents) for any kind of recording of a musical work, whether on disk, cylinder, or piano roll.

         
            
            What a Time (1909)—Polk Miller’s Old South Quartette 

         Edison Amberol 390 and Edison Blue Amberol 2177

         Recorded in Richmond on c. November 13, 1909

         
            What a Time is a traditional spiritual that has been recorded by artists including the Golden Gate Jubilee Quartet (1939), the Dixie Hummingbirds (1939), and the Heavenly Gospel Singers (1941). But its first known recording was at the pioneering 1909 session at which Polk Miller’s Old South Quartette—with white Confederate Army veteran Miller fronting an otherwise all-black group—recorded seven remarkable songs for Edison. Miller is on guitar and sings lead, but most of the record is carried by the exciting call-and-response chorus vocals by the black members of the group, featuring Randell Graves (tenor lead) and James L. Stamper (bass). “Jesus, Jesus, stand by me, and keep the devil away from me. … Look up yonder, what I see, a band of angels after me. …” The group’s masterpiece, Jerusalem Mournin’, was cut at the conclusion of this session. Both selections are included on the CD “Music of the Old South,” a compilation of the group’s performances issued in 2006 on Flaherty Recordings.

         
            
            Put on Your Old Grey Bonnet (1909)—Haydn Quartet (music by Percy Wenrich, lyrics by Stanley Murphy) 

         Victor 16377

         Recorded on November 24, 1909 (#1 for 11 weeks in Pop Memories) (MEM-#45, EG-#58, DMDB)

         Born in Joplin, Missouri, on January 25, 1887, Percy Wenrich was a song plugger in Milwaukee before coming to New York, and rang up an impressive array of hit compositions mixing sentimental ballads (Moonlight Bay, Silver Bell) and ragtime, also scoring Broadway musical successes, including Crinoline Girl (1914), Castles In the Air (1926), and Who Cares? (1930). A year after his professional emergence came one of his biggest ballads with Irish-born lyricist Stanley Murphy, Put on Your Old Grey Bonnet. The November 20, 1909 The Music Trades reported that the song was off to a fast start right after its publication, being featured by many vaudeville performers. Sigmund Spaeth suggested that the melody had traces of Stephen Foster, and Paul Dresser’s 1902 tune In Old Illinois. A sheet music million-seller, the song remained a staple in community singing for years afterward.67 The Haydn Quartet (tenor Harry Macdonough on lead vocal here, with John Bieling, William F. Hooley, and new member Reinald Werrenrath)68 was at a peak of popularity with Take Me Out to the Ball Game and Sunbonnet Sue (both 1908) preceding this gem, which envisions “our golden wedding day.”

         
            
            Roll, Jordan, Roll (1909)—Fisk University Jubilee Quartet 

         Victor 16466

         Recorded on December 21, 1909 (GOSP-#107)

         
         
            
               [image: ]

            
               Figure 1.6Fisk University Jubilee Quartet. Courtesy of Archeophone Records.
            

         

         
            Roll, Jordan, Roll is one of the great Negro spirituals that the original Fisk University Jubilee Singers had helped to popularize during their fund-raising tours across the United States and abroad beginning in 1871. This was four years after the number was celebrated (at the very outset of the volume) as one of the 136 songs in The Slave Songs of the United States, and nine years following its original publication by Lucy McKim.69 However, Mellonee Burnim points out in African American Music: An Introduction: “Roll Jordan Roll in 1867 … reflects neither the melody nor the text as commonly cited in present-day collections or heard on recordings.” Specifically, the Fisk quartet’s 1909 recording is “a radically different version of the same spiritual,” in part because it begins with the chorus rather than the verse, and this would be the version followed in nearly all subsequent recordings.

         The song is given a beautiful a cappella performance by first tenor John Wesley Work II, second tenor James Michael Myers, first bass Alfred Garfield, and second bass Noah Walker Ryder. “I want to go to heaven when I die, so I can hear Jordan roll. …”

         
            April 1910: The first known published account of blues singing on a public stage occurs in Jacksonville, Florida, as reported in the April 16 Indianapolis Freedman.70

         
            
            By the Light of the Silvery Moon (1910)—Peerless Quartet 

         Columbia 799

         
            Pop Memories debut on April 30, 1910 (reached #2); also recorded for Zon-o-Phone 5648 and U.S. Everlasting 1078

         The biggest-selling version of the Edward Madden-Gus Edwards ballad By the Light of the Silvery Moon was by Billy Murray and the Haydn Quartet for Victor, but a comparably delightful performance of the giant hit from Ziegfeld Follies of 1910 was delivered at approximately the same time by the Haydn’s primary rival among the era’s great vocal groups, the Peerless Quartet. Bass singer Frank C. Stanley leads the way, with the able support of tenors Henry Burr and Albert Campbell and baritone Arthur Collins.

         
            
            Come, Josephine, In My Flying Machine (1910)—American Quartet (music by Fred Fisher, lyrics by Alfred Bryan) 

         Victor 16844

         Recorded on November 22, 1910 (reached #1 in Pop Memories)

         One of the classic early songs about the wonders of human flight, Come, Josephine, In My Flying Machine was given its biggest hit recording by the greatest vocal group of the era, the American Quartet led by Billy Murray. (Murray’s duet rendering of the song with Ada Jones for Edison is much beloved among pioneer-era connoisseurs.) Born on September 30, 1875 in Cologne, Germany, to U.S. parents, Fred Fisher came to the United States in 1900 after serving in the German navy and the French Foreign Legion, began writing songs, and after a few minor hits, Josephine was his first giant success. He went on to enjoy a long and prolific career, including Peg o’ My Heart (1913), Dardanella (1919), and Chicago (1922).

         
            
            King of the Bungaloos (1911)—Gene Greene 

         Columbia 994

         Recorded on February 17, 1911; also recorded for Victor 5854 in April 1911; British recording for Pathe 5348 in September 1912; Emerson 7228 in December 1916; and new version for Victor 18266 on March 9, 1917

         There’s always been a place in pop music for silly novelty songs, and while King of the Bungaloos is good fun on that basis alone, its claim to fame is perhaps the first known use of scat-singing on commercial recordings.71 Born in Aurora, Illinois, on June 9, 1877, Greene managed a few vaudeville/motion picture houses in Chicago with the firm of Greene & Werner, and became a popular attraction as “The Ragtime King.” The April 23, 1910 Variety reported on his repertoire of coon songs, comedy and dialect numbers, and rag pieces, closing his show with the current smash Casey Jones. He recorded his trademark song (an original, as was much of his material) at his debut session.72 Jungle songs had a popular vogue, and in this clever tale, Greene declares himself “The Great Gazoo,” presiding over a fanciful South Seas isle kingdom of lions, gorillas, and crocodiles, in addition to the titular bungaloos. At mid-record, he launches into his rapid-fire succession of nonsense words, very close to what would later be known as “scatting.” The Victor supplement announcing the record in August 1911 remarked that it featured “some of the remarkable stunts for which the singer is famous, and which no one could possibly describe!” According to Jelly Roll Morton, scatting was introduced in New Orleans before 1910 by a Mississippi-born comedian named Joe Sims, a gimmick then purportedly taken to Chicago by Morton and Tony Jackson (of Pretty Baby fame).73 It would not be until the early 1920s that Cliff Edwards (“Ukulele Ike”) was in the forefront of several performers who used scatting on jazz records, and Louis Armstrong took it to a wider audience starting with Heebie Jeebies (1926).

         
            
            The Camptown Races (Gwine to Run All Night) (1911)—Billy Murray 

         Victor 16888

         Recorded on May 26, 1911

         Billy Murray performed a lot of Stephen Foster material both on record and (with the Eight Famous Victor Artists) on stage, and this was one of his most rollicking Foster renditions, delivering the “doo-dah” refrain with plenty of verve, accompanied by a vocal chorus (almost certainly his American Quartet). Copyrighted on February 19, 1850,74 
            Camptown Races was Foster’s second important hit (following Oh! Susanna), which was popularized by the Christy Minstrels. Other Foster songs recorded by Murray included Oh! Susanna (with the Great White Way Orchestra in 1923) and Old Dog Tray (with the Hayden Quartet in 1910).

         
            July 1: “Variety” correspondent O. M. Daniels reports: “Now that a siege of erotic dances has started in New York, it may be as well to place New Orleans on record as the home of the ‘Grizzly Bear,’ ‘Turkey Trot,’ ‘Texas Tommy,’ and ‘Todolo’ dances.”

         
            
            I Want a Girl Just Like the Girl That Married Dear Old Dad (1911)—American Quartet (music by Harry Von Tilzer, lyrics by William Dillon) 

         Victor 16962

         Recorded on July 27, 1911; Pop Memories debut on November 11, 1911 (reached #2)

         Virtually no self-respecting barbershop quartet’s repertoire would be complete without the sweetly nostalgic I Want a Girl Just Like the Girl That Married Dear Old Dad, which was pleasantly quaint even when the American Quartet first made it a hit. Composer Harry Von Tilzer’s long list of hits extends from 1897 into the 1920s, including other quartet favorites such as Wait Till the Sun Shines, Nellie. This is one of the few American Quartet records without its usual lead singer Billy Murray, who is replaced here by Walter Van Brunt. Known as “Thomas Edison’s favorite tenor,” Van Brunt was a protégé of Murray, had been imitating Billy’s style since his early teens, and was hired by Quartet members John Bieling, William Hooley, and Steve Porter as an “insurance policy” for occasions when the leader failed to appear. Van Brunt also took Murray’s place on Mary Was My Mother’s Name (Victor 17030).75

         
            July–September and October–December 1911 issues of the “Journal of American Folklore”: Publication of two historically important articles by Howard W. Odum, “Folk-Songs and Folk-Poetry As Found in the Secular Songs of the Southern Negroes,” marking the debut printed appearance of many noteworthy blues and folk numbers.

         
            
            Alexander’s Ragtime Band (1911)—Billy Murray 

         Edison 10522 and Edison Amberol 817

         
            Pop Memories debut on November 11, 1911 (reached #2); also issued on Edison Blue Amberol 2048

         
         
            
               [image: ]

            
               Figure 1.7“Alexander’s Ragtime Band.” Courtesy of Library of Congress, Performing Arts Encyclopedia.
            

         

         This terrific full-length version (on the 4-minute Amberol release) of the Irving Berlin classic was released several weeks after the Arthur Collins-Byron Harlan recording helped make it a national sensation. It serves as an exuberant illustration of Charles Hamm’s point that Alexander—even if it lacked most of the technical characteristics that typically identify ragtime compositions—was certainly considered one in the context of its time: “in 1911 a piece of popular music was judged not by how it looked on paper, in musical notation, but by how it sounded in performance.” Hamm specifically cites the band accompaniment on this Murray recording, “which sounds like a scaled-down Sousa band playing a ragtime or cakewalk piece, complete with piccolo obbligato and phrase-ending trombone runs.”76
            

         Although George M. Cohan was the composer whose songs became more closely associated with Billy Murray than any other, he actually recorded more numbers by Berlin than by any other writer. These included Call Me Up Some Rainy Afternoon (1910 with Ada Jones & American Quartet), Everybody’s Doing It Now (1912 with Premier Quartet), I Love a Piano (1915), I’ve Got My Captain Working for Me Now (1919), Mandy (1919), Simple Melody (1916), Some Sunny Day (1922, American Quartet), and You’d Be Surprised (1919).

         
            
            Hark! The Herald Angels Sing (1912)—Trinity Choir (music by Felix Mendelssohn, words primarily by Charles Wesley) 

         Victor 1716477

         Recorded on October 20, 1911; released in December 1912

         
            The origins of this timeless carol lie in the words of a hymn titled “Hark How All the Welkin Rings” (the second line: “Glory to the Kings of Kings”), published by Charles and John Wesley in London in 1739 as a “Hymn for Christmas-Day” in their collection Hymns and Sacred Poems.78 Charles Wesley, a preacher, wrote over six thousand hymns during his long career (Jesus, Lover of My Soul is his other most enduring work). The opening two lines of the poem were revised in 1753 by George Whitefield (to “Hark! The Herald Angels Sing—Glory to the New-born King!”). He made the change without consulting Wesley, who was initially incensed, because nowhere in the Bible did angels sing about the birth of Christ; however, the new introduction was quickly accepted by others. Also, two more lines were changed in 1769 by Martin Madan. Mendelssohn’s music was originally the second chorus of the 1840 choral work “Festgesang an die Knustler,” which was written to celebrate the four hundredth anniversary of Gutenberg’s invention of printing from moveable type.79 Englishman William Hayman Cummings had long admired Wesley’s hymn, and at age sixteen in 1847, he sang one of the tenor leads in Mendelssohn’s opera Elijah. Realizing that Mendelssohn’s music was a perfect fit for Wesley’s words, he put them together several years later, and he published the song we know today on December 24, 1855. Within the next decade, Cummings’ arrangement for the carol made it one of the most recognized around the world.80 In its final revised form, the song reflects the story of the shepherds (Luke 2: 8–14) and the message of Isaiah 9:6 (“who unto us a child is born”) in the first stanza; the second stanza refers to John 1:14.81

         The Trinity Choir was one of the Victor Talking Machine Company’s leading vocal groups for recording primarily religious material, with a regularly shifting membership from 1903 to the mid-1920s; more or less, the same lineup recorded popular tunes for Victor as the Lyric Quartet. It normally consisted of two male and two female singers; Olive Kline and Elise Stevenson were members for many performances from 1906 to 1911. By the time of this recording, the personnel consisted of soprano Lucy Isabelle Marsh (born in Ithaca, NY, a popular concert artist and member of the Victor Light Opera Company who enjoyed a big 1908 solo hit for Columbia with The Glow-Worm, recorded operatic duets with John McCormack along with popular material, and remained on the Victor roster into the 1920s);82 South Carolina-born contralto Marguerite Dunlap; tenor Harry Macdonough (one of the most prolific of all recording artists from 1899 to 1918, including a top-selling 1910 duet with Miss Marsh, Every Little Movement from the musical Madame Sherry); and baritone Reinald Werrenrath (long the featured baritone on Victor Light Opera Company records). Their rendition is one of the loveliest treatments of the Wesley-Mendelssohn classic, accompanied by orchestra, and is easily accessible on YouTube.

         
            April 15: The S. S. Titanic of the White Star Line, the world’s largest passenger liner, sinks in the North Atlantic on its maiden voyage, killing 1,513 people, with 711 survivors.

         
            
            Ragtime Cowboy Joe (1912)—Bob Roberts (music by Maurice Abrahams & Lewis Muir, lyrics by Grant Clarke) 

         Victor 1709083

         Recorded on April 23, 1912; Pop Memories debut on July 13, 1912 (6 weeks at #1) (DMDB)

         
            Born in Cincinnati in 1879, Bob Roberts was perhaps second only to Arthur Collins among the early recording industry’s top specialists in so-called “coon songs.” He began recording for Columbia in 1902, for Edison a year later, and then Victor. Having demonstrated a gift for handling rapid-fire, tongue-twisting lyrics with his 1904 comedy hit The Woodchuck Song, he put that talent to full use on the biggest success of his career, Ragtime Cowboy Joe. Cocomposer Lewis Muir was also responsible for another of the era’s best-remembered songs, Waiting for the Robert E. Lee. A contributor to the success of Ragtime Cowboy Joe was a song plugger named Harry Cohn (years later, the all-powerful head of Columbia Pictures in Hollywood), who said he would sing the number more than fifty times a night all over New York at clubs, theater dressing rooms, and agents’ offices (another version of this story attributes the relentless song plugging to Muir). Joe is a delightful Western parody that would become an enduring children’s favorite (as evidenced in its 1959 revival by Alvin & the Chipmunks). Ironically, Bob Roberts’ biggest hit (included on Archeophone’s “Phonographic Yearbook” CD for 1912) was also his last; his recording career ended in 1913.

         
            1912: The “disc vs. cylinder” battle essentially comes to an end this year when Columbia discontinues cylinder production, leaving that shrinking market almost exclusively to Edison.

         
            August–September 1912: Blues titles are suddenly breaking out all over popular music with at least four such songs newly published, most notably W. C. Handy’s “Memphis Blues.”

         
            
            When the Midnight Choo Choo Leaves for Alabam’ (1913)—Arthur Collins and Byron Harlan (written by Irving Berlin) 

         Columbia 1246

         
            Pop Memories debut on February 8, 1913 (6 weeks at #1)

         The superstar duo of Arthur Collins and Byron Harlan had made Irving Berlin’s Alexander’s Ragtime Band the biggest hit record of 1911, in addition to recording a number of other Berlin songs, and enjoyed their second biggest success with the composer through their high-energy rendition of When the Midnight Choo Choo Leaves for Alabam’. The death of Berlin’s first wife Dorothy had been a staggering blow, but he channeled his grief into the hit ballad When I Lost You, and 1913 proved to be a big year for him, also including At the Devil’s Ball and In My Harem. The syncopated crowd-pleaser was introduced in vaudeville in late 1912, notably by Madge Maitland; Collins and Harlan inject a bit of their customary blackface comedy into the song. “All aboard for Alabam’!”

         
            
            When Irish Eyes Are Smiling (1913)—Chauncey Olcott (music by Ernest Ball, lyrics by Chauncey Olcott) 

         Columbia 1310

         Recorded on February 25, 1913; Pop Memories debut on June 21, 1913 (#1 for 7 weeks) (MEM-#166, DMDB)

         One of the most popular composer/performers of Irish ballads, Chauncey Olcott was born in Providence, Rhode Island, on July 21, 1857, and launched his career in minstrel shows in 1876. Closely associated from the start with Irish tunes, he began composing his own; My Wild Irish Rose (1899) was his first enormously popular original (both words and music). His stage career kept him so busy that he didn’t get around to making commercial recordings until 1913 (other than a 1906 Victor session, including Wild Irish Rose, from which nothing was released). Olcott’s Columbia recordings of 1913 became big sellers, led by When Irish Eyes Are Smiling, which he wrote for his show “The Isle o’ Dreams.”84
            , 
            85 Olcott’s lyrics are set to Ernest Ball’s melody; the two men had previously teamed to write the music for the 1910 Irish sentimental favorite Mother Machree (lyrics by Rida Johnson Young). It’s a lovely performance showcasing his appealing tenor voice, with orchestra conducted by Charles Prince. Olcott also enjoyed a big hit at the end of 1913 with an Irish ballad that he didn’t write, Too-Ra-Loo-Ra-Loo Ral. He maintained a prolific stage career until his retirement in 1927; the 1947 movie My Wild Irish Rose was based on his life. The March 15, 1913 Talking Machine World announced his Columbia debut: “He gives a human touch to songs, which seem to reach the hearts of all who listen to him.”

         
            
            Red Onion Rag (1913)—Roy Spangler (written by Abe Holzmann) 

         Rex/Keenophone 5026, Rex 5342, Keenophone 383

         Recorded in New York in c. March 191386

         One of the most fascinating and mysterious records of its era, Red Onion Rag is among the earliest surviving recordings of solo ragtime piano. C.H.H. Booth, the Victor Talking Machine Company’s house pianist, had recorded a solo Creole Belles for that label in November 1901, but no copy of that record has ever been found, and for the next decade commercially recorded instrumental ragtime remained the exclusive province of bands, banjoists, and the occasional xylophonist. Finally, in December 1912 (when Mike Bernard first recorded for Columbia), solo piano rags began to emerge from the major record companies (although only a handful until mid-decade). Nothing is known about Roy Spangler, if that is, indeed, the pianist’s real name; he made only two other known recordings, for a tiny and short-lived New York label,87 and discographer Brian Rust noted the disks’ “extreme rarity.”88 New York-born German-American composer Abe Holzmann achieved fame for his early ragtime creations Smoky Mokes (1899) and Blaze Away (1901), along with various marches and waltzes. This thoroughly engaging solo is included on “Ragtime,” a French CD compilation issued in 1997 by EPM.

         The recording came just as the evolution of the piano as a virtually ubiquitous part of middle-class U.S. homes had achieved its peak. The 1890s had been the biggest decade for U.S. piano production, and the first decade of the new century provided still more rapid growth. The industry’s peak year of production would be 1909, with some 364,000 pianos valued at $58.5 million. This development, notes Craig Roell in The Piano In America, 1890–1940, “was merely a part of a much more significant phenomenon overtaking Victorian America: modernization and the rise of the consumer culture.”

         
            
            You Made Me Love You (1913)—Al Jolson (music by James Monaco, lyrics by Joseph McCarthy) 

         Columbia 1374

         Recorded on June 4, 1913; Pop Memories debut on September 20, 1913 (7 weeks at #1) (Trad-#197)

         The standout song from Al Jolson’s fifth recording session, You Made Me Love You was the dramatic ballad that became one of his signature songs. He interpolated the number in his New York Winter Garden extravaganza The Honeymoon Express. It was the first giant hit for lyricist Joseph McCarthy, whose subsequent successes included I’m Always Chasing Rainbows and Alice Blue Gown.89 Although the song’s title is often reported as You Made Me Love You, I Didn’t Want to Do It,90
             the original Columbia record label doesn’t include the subtitle, and Jolson consistently sings it as “You made me love you—I didn’t think you’d do it.”91 Jolson is accompanied by Charles Prince’s orchestra, including Marshall Lufsky (flute/piccolo) and George Stehl (violin).92 The tune crossed the Atlantic to become England’s #1 sheet music seller of 1913.93 A young Judy Garland first came to wide public attention with her 1938 takeoff on You Made Me Love You, and Harry James enjoyed a big 1941 instrumental hit with the song.

         
            
            Fon der Choope (From the Wedding) (1913)—Abe Elenkrig’s Yiddishe Orchestra 

         Recorded for Columbia in 1913 (World-#44)

         The first klezmer performance inducted into the National Recording Registry by the Library of Congress, Fon der Choope is a fine representation of Yiddish dance recordings made in Eastern Europe during the period immediately before World War I. Abe Elenkrig (his name sometimes spelled as “Elenkrieg”), a barber and trumpet player born in 1878, led an orchestra that was also composed of violin, trombone, piano, and drums. Basically the same ensemble also recorded as the Hebrew Bulgarian Orchestra, because (as Henry Sapoznik explains) the band played bulgars (line dances that originated in Bessarabia, next door to Romania). This is a minor-key band performance in medium dance tempo with an elegant, somewhat somber feeling, found in the Rounder Select album “Klezmer Pioneers: European and American Recordings, 1905–1952.” Sapoznik: “Columbia’s marketing of Elenkrig’s records reflects the parallels between the Yiddish dance music of the time and its strong connection to Romanian music”; several Elenkrig selections were co-issued in the Columbia Romanian catalog, with the band renamed “Orchestra Romaneasca.”94

         
            
            Too Much Mustard (Tres Moutarde) (1913)—Europe’s Society Orchestra (written by C. Macklin) 

         Victor C 14246-1

         Recorded on December 29, 1913 (Jazz-#473)

         On the same day that James Reese Europe’s orchestra unleashed one of the most extraordinary recordings of the early 1900s with Down Home Rag, the twelve-piece band rocked the studio walls with another potent performance, Too Much Mustard. Beyond the historic significance of being the first recording session by a black band, this date was a crucial step in the transition from ragtime syncopations to full-blown jazz. A fast-paced one-step/Turkey Trot piece (published in France in 1911), Mustard had been played frequently by Europe’s ensemble during the previous few months in the composer-conductor’s capacity as bandleader for the renowned white dance team of Vernon and Irene Castle.

         In organizing his theatrical orchestras during this period, Europe decided to replace the conventional violins with mandolins and banjos. As he explained it to the New York Evening Post (March 13, 1914), “this gives that peculiar steady strumming accompaniment to our music which all people comment on, and which is something like that of the Russian Balalaika Orchestra, I believe.”95

         Tim Brooks describes Mustard in Lost Sounds: “The orchestra gave it an unbelievably rough and ready performance, with shouts from the bandmembers, cymbal crashes, and frantic drumming (complete with military drum rolls) by the energetic Buddy Gilmore. Edgar Campbell’s clarinet took the lead, with Gilmore’s drumming prominent behind him, a most unusual arrangement for the time. The high energy performance lasted nearly four minutes on a twelve-inch record and must have exhausted dancers who tried to keep up with it.” Brooks notes that the Europe version of the tune is far more relaxed and musically powerful than the other two major recordings of the time, by Charles A. Prince’s band for Columbia and (about a year earlier) the Victor Military Band led by Walter B. Rogers.96 The Europe rendition served as the title track of the Saydisc LP “Too Much Mustard: Ragtime, Cakewalks and Stomps, Vol. 3.”

         
            
            Castle House Rag (1914)—Europe’s Society Orchestra (written by James Reese Europe) 

         Victor 35372

         Recorded on February 10, 1914 (Jazz-#262)

         About five weeks after the landmark first-ever recording session by a black band in late December 1913, composer/leader James Reese Europe had another session that included a potent original piece, Castle House Rag. As indicated by the title, it was written for the wildly popular white dance team of Vernon and Irene Castle, who employed Europe as their bandleader for international tours and later a 1914 Broadway run with the Irving Berlin Broadway musical Watch Your Step. David Wondrich and Richard Martin, in liner notes for the Archeophone CD “Stomp and Swerve: American Music Gets Hot,” write that Europe “was a visionary whose quest for an art music built on African-American foundations resulted in a wild, string-driven ragtime that seemed to engulf everything from [minstrel-show pioneer] Dan Emmett to Sousa to [Scott] Joplin and spit it out again at twice the speed, with maxim-gun drumming courtesy of Buddy Gilmore,” who was billed as “royal champion drummer of the world.” (The performance is included in the Master of Jazz four-CD “Anthology of Jazz Drumming.”) Gilmore can be a bit much at times, but the driving energy of the performance, by a twelve-piece ensemble including five banjos or mandolins, overrides any concerns.

         
            February 13, 1914: The American Society of Composers, Authors, and Publishers (ASCAP) is founded to protect rights established under federal copyright law; composer Victor Herbert is made the first chairman.

         
            
            Desecration Rag (A Classical Nightmare) (1914)— Felix Arndt 

         Victor 1760897

         Recorded on March 6, 1914

         Best known as the composer of the early pop-jazz standard Nola, pianist Felix Arndt made many recordings for Victor from 1912 until his death at age thirty-six in the national influenza epidemic of 1918. Even though most ragtime compositions were designed for piano, the vast majority of early rag-styled recordings focused on other instruments such as the banjo (notably Vess Ossman’s many pre-1910 recordings) along with band recordings, and it was Arndt who made some of the earliest noteworthy ragtime piano solos. One of the very best was Desecration Rag.

         It’s a vigorous performance in which Arndt really cuts loose on the keyboards, showing off his solid musical training with quotes—or “ragtime perversions,” as the label cheekishly suggests—from Humoresque (Dvorak), Second Hungarian Rhapsody (Liszt), Rustle of Spring (Sinding), Impromptu (Chopin), Militaire Polonaise (Chopin), and Chopin’s Funeral March.98 The title, writes Allen Lowe, “was a reference to the dissing of the classical piano tradition implied by its reconstruction into a rag format.” The recording is found on Lowe’s boxed set “American Pop: An Audio History from Minstrel to Mojo, On Record, 1893–1946.”

         
            March 1914: The New Orleans–based Creole Orchestra, featuring cornetist Freddie Keppard and string bassist Bill Johnson, begins a tour of vaudeville theaters that will take it to Chicago (in 1915) and the West Coast, setting the stage for the jazz era.

         
         
            
            By the Beautiful Sea (1914)—Heidelberg Quintet (music by Harry Carroll, lyrics by Harold Atleridge) 

         Victor 17560

         Recorded on May 14, 1914; Pop Memories debut on July 18, 1914 (6 weeks at #1)99

         Introduced in vaudeville by the Stanford Brothers and performed by Muriel Window in “The Passing Show of 1914,” By the Beautiful Sea was immortalized on record by the stellar combination of lead singer Billy Murray, John Bieling, Steve Porter, William F. Hooley, and counter-tenor Will Oakland. Tin Pan Alley arranger turned composer Harry Carroll had scored his first big hit in 1912 with On the Mississippi, and one of his biggest successes came the following year with The Trail of the Lonesome Pine. This is one of the definitive summertime songs, and it is irresistibly catchy. Murray sings the verses solo and is joined by the group on the chorus.

         
            
            The Memphis Blues (1914)—Victor Military Band 

         Victor 17619100

         Recorded on July 15, 1914

         Nine days before Charles Prince’s orchestra recorded perhaps the definitive early performance of W. C. Handy’s Memphis Blues, the Victor Military Band put on 78 the first commercial recording of an authentic blues composition.101 The song had originated in 1909 (unpublished at the time) as Mr. Crump in connection with that year’s Memphis mayoral election. Walter B. Rogers was musical director of Victor’s official house orchestra, and although it is a crisp, carefully written arrangement that does not venture into improvisation, this performance strongly conveys what Allen Lowe calls “the magical progression of the one, four and five chords” that embodied the classic blues.102 It’s on Lowe’s “American Pop: From Minstrel to Mojo” boxed set.

         
            
            Sans Souci (Maxixe Bresilienne) (1914)—Van Eps Banjo Orchestra 

         Columbia 1594

         Recorded on July 24, 1914

         
            Sans Souci is a very striking recording for its time as an early U.S. incorporation of world music sounds: Specifically, it presents a Brazilian dance called the “maxixe.” Banjo master Fred Van Eps is accompanied by a piano and a percussionist. David Wondrich and Richard Martin point out in liner notes for the Archeophone CD “Stomp and Swerve” the piece’s “funky, loping beat.” The Latin flavor is unmistakable from the opening seconds onward, depicting a wiggle-like dance much like the tango with a dramatic stop-and-start rhythm.

         The dance craze that had been kicked off by Alexander’s Ragtime Band and Vernon and Irene Castle reached an absolute peak in 1914, as chronicled in Talking Machine World. “San Francisco seems to have gone dance mad,” reported the February issue, which also cited “enormous” sales of dance records in St. Louis and Detroit. That issue’s editorial noted: “All of America is dancing these days. … The demand for records for dancing purposes has far exceeded the supply.”103 Columbia boasted that modern dance expert G. Hepburn Wilson was supervising all of its dance records—he “dances while the band makes its records,” the company proclaimed. Victor topped that by recruiting the Castles themselves. Tangos, one-steps, hesitation waltzes, “Bostons,” and turkey trots competed for attention on the dance floor, and the maxixe—which would evolve into what Ed Morales calls “the cornerstone of twentieth century Brazilian music,” the samba104—was an important part of the mix.

         
            July 28, 1914: The first World War begins in Europe one month after the assassination of the heir to the Austrian throne. By August 12, Britain, France, and Russia are at war with Germany and Austria, with smaller European nations also dragged into the conflict. Japan declares war on Germany on August 23.

         
            
            Chinatown, My Chinatown (1915)—American Quartet (music by Jean Schwartz, lyrics by William Jerome) 

         Victor 17684

         Recorded on October 27, 1914; Pop Memories debut on February 20, 1915 (2 weeks at #1)

         Written and published in 1906,105 
            Chinatown, My Chinatown didn’t become a hit until nine years later, when Billy Murray and the American Quartet scored a giant success with their rousing rendition; other popular versions were issued that year by Grace Kerns and John Barnes Wells, and Prince’s Orchestra. Orientals, in general, and Chinese immigrants, in particular, were the targets of sometimes virulent racial prejudice during the era, and some of the song’s lines reflect racial stereotypes. But the chorus (the key to the song’s enduring popularity) is buoyant and basically an innocent celebration of white Americans’ fascination with what was perceived to be the mysterious and exotic.

         
            
            Carry Me Back to Old Virginny (1914)—Alma Gluck (written by James A. Bland) 

         Victor Red Seal 88481

         Recorded on November 13, 1914; released in February 1915, #1 (5 weeks) in Pop Memories
            106 (Murrells, DMDB)

         Long the official state song of Virginia (from 1940 until it was demoted to “emeritus” status in 1998), Carry Me Back to Old Virginny was written by black composer James A. Bland, then a member of Callender’s Georgia Minstrels, in 1878.107 Born October 22, 1854 in Flushing, NY, Bland was performing professionally by age fourteen, graduated from Howard University in 1873, and over the years toured the United States and Europe, billed as “The World’s Greatest Minstrel Man.” Nicholas E. Tawa calls Bland a “quintessential songwriter of the Reconstruction period,” and notes that when the Virginia Conservation Committee recommended in 1940 that his classic be accepted as the state anthem, “several members of the commission assumed that [Stephen] Foster had composed it.”108 His seven hundred-plus compositions included three other enduring standards, O Dem Golden Slippers (1879), In the Evening by the Moonlight (1879), and Hand Me Down My Walking Cane (1880). Recording industry pioneer Len Spencer was one of the first artists to record Virginny in 1893, and this was followed by many other versions until the one that became a surprise best seller by Alma Gluck.

         A native of Bucharest, Romania (born Reba Feinsohn on May 11, 1884), Alma was raised in the United States and became one of the most renowned U.S. sopranos of her generation, performing with the New York Metropolitan Opera, touring widely as a concert artist, and recording for the Victor Talking Machine Company’s Red Seal label. She specialized in light-classical art songs and sentimental standards (Foster tunes, Listen to the Mocking Bird); frequently, she was accompanied on record by her husband, concert violinist Efrem Zimbalist. Alma’s 78s were consistently strong sellers, but the success of Virginny—reputed to be a million-seller over time, although unconfirmed—was on another level entirely, placing her alongside Caruso and John McCormack as classical vocalists whose names were familiar even to those who never entered a concert hall. It’s an elegant performance (on a 12-inch disk running over 4 minutes) presented in formal art-song format (no dialect), with orchestra and a small vocal group on the choruses. The December 1918 Victor supplement included it in a compilation of the company’s most in-demand performances: “Small wonder that this record is generally regarded as her best.”

         
            
            It’s a Long, Long Way to Tipperary (1914)—John McCormack 

         Victor 64476

         Recorded on November 23, 1914; Pop Memories debut on January 16, 1915 (#1 for 8 weeks)

         As the war in Europe raged in late 1914, It’s a Long, Long Way to Tipperary (although written well before the war and its lyrics having no military or patriotic connotations whatsoever) served as Britain’s inspirational anthem, also taken up as a rallying cry by French soldiers. On reaching the United States, the song quickly became a sensation, and the American Quartet, led by Billy Murray, recorded the biggest-selling version in September. Hardly less thrilling was the powerhouse rendition by John McCormack, his soaring tenor voice backed up by a chorus of Harry Macdonough, Reinald Werrenrath, and William Hooley, with orchestra conducted by Walter Rogers. The song was adopted with such enthusiasm by U.S. military men that the Secretary of the Navy briefly banned it from being sung by sailors, in keeping with President Wilson’s policy of strict neutrality, an order rescinded soon thereafter.109 Victor rushed the McCormack performance (at his first session after war broke out) into stores just a few weeks after the date, and it became one of the Irish legend’s biggest hits—just as the U.S. public’s deeply conflicted feelings about the war were demonstrated by the success of I Didn’t Raise My Boy to Be a Soldier. The vogue for Tipperary, remarked the February 27, 1915 The Music Trades, “is sweeping the entire world.”

         
            
            Somewhere a Voice Is Calling (1914)—John McCormack (written by Eileen Newton & Arthur F. Tate) 

         Victor 64405

         Recorded on November 23, 1914; Pop Memories debut on January 22, 1916 (reached #1) (GHF)

         
         
            
               [image: ]

            
               Figure 1.8John McCormack. Library of Congress, Prints & Photographs Division, LC-USZ-62-74470.
            

         

         
            Perhaps the most famous Irish tenor of all time, John McCormack commanded a huge and passionate following in both the United States and the British Isles, and did more than any artist other than Enrico Caruso to establish the importance and value of commercial recordings. Born on June 14, 1884 in Athlone, Eire, McCormack won the singing prize at the 1903 Irish Music Festival, which brought him to the United States to sing at the 1904 St. Louis World’s Fair, and then to make his first recordings in London that September for Edison Bell. After studying in Milan, he began performing in operatic productions and making opera recordings for Odeon in 1907. His first solo U.S. concert in 1909 and 1910 debut at New York’s Manhattan Opera House led to his monumentally successful U.S. recording career for Victor, which (along with the occasional aria) focused primarily on Irish ballads, art songs, religious selections, and popular sentimental numbers.110 One of his most enormously successful recordings in the latter category was Somewhere a Voice Is Calling, featuring his high-flying vocal with a lush orchestral backing featuring harp. Perhaps because of a backlog in recordings by the prolific artist, this performance had to wait more than a year before it was released. McCormack discographers Paul Worth and Jim Cartwright write that he sings the ballad “with an exquisite sweetness of tone and a beautifully controlled high ending not found in the electrically recorded remake of 1927.”111
            

         
            February 20 to December 4, 1915: The Panama Pacific Exhibition in San Francisco, in honor of the recently opened Panama Canal, features hula dancers from Hawaii and native guitarists, and a nationwide craze for Hawaiian music begins.

         
            March 3: D. W. Griffith’s “Birth of a Nation” premieres, a symbol of the explosive growth of motion pictures, which were in the process of superseding vaudeville in popularity. Between 1912 and 1920, weekly film attendance soars from sixteen million to forty million.

         
            
            Hello, Frisco, Hello! (1915)—“Alice Green & Edward Hamilton” (Olive Kline & Reinald Werrenrath) (music by Louis Hirsch, lyrics by Gene Buck)112 

         Victor 17837113

         Recorded on July 19, 1915; Pop Memories debut on September 18, 1915 (6 weeks at #1) (ASCAP)

         Amsterdam, New York–born soprano Olive Kline was one of the most-recorded female vocalists for the Victor Talking Machine Company from 1912 to 1928, and her versatility was her biggest asset, ranging from opera to light pop and everything in between. One of her biggest hits was the standout song from Broadway’s Ziegfeld Follies of 1915, Hello, Frisco, Hello! The number was inspired by the recent introduction of transcontinental telephone service; the first U.S. telephone line between New York and San Francisco had been installed in July 1914. The show opened on June 21, 1915, with a cast that included W. C. Fields, Bert Williams, Ed Wynn, and future silent movie star Mae Murray. In the show, the song pictured a young man in New York trying to reach his girl across the country, performed on stage by beautiful Ziegfeld girl Ina Claire with Bernard Granville.114 115
            Olive recorded the bright, infectious love song as a duet with Brooklyn-born (August 7, 1883) baritone Reinald Werrenrath, with whom she also sang in the Lyric Quartet on many records from 1912 to 1917, and also the Victor Light Opera Company. The son of a Danish opera tenor, Werrenrath is said to have made over three thousand concert appearances, recorded extensively from 1904 through the 1920s, and made a handful of appearances with the Metropolitan Opera in 1919–1920.

         
            
            Alabama Jubilee (1915)—Arthur Collins and Byron Harlan (music by George L. Cobb, lyrics by Jack Yellen) 

         Columbia 1721116

         
            Pop Memories debut on September 11, 1915 (#2 peak)

         Parson Brown and Deacon Jones were stock comic figures of sinful preachers who had (Nick Tosches discusses in Where Dead Voices Gather) been a part of the black songster tradition since the 1800s; Parson Brown appeared in the 1900 cakewalk composition Foggy Jones. Both men were major players (one of them dancing around “like a clown,” the other rattling “them old bones”) in Alabama Jubilee, a 1915 ragtime-inspired song of such enduring popularity that it introduced the characters to many listeners. The postwar generation got to know Elder Brown and Deacon Jones in the 1945 Lucky Millinder smash Who Threw the Whiskey in the Well, and two years later in the Wynonie Harris version of Good Rockin’ Tonight.117 
            Alabama Jubilee itself would be revived many times over the years, including versions by Red Foley (a Top Ten country hit in 1951) and Jerry Reed (1976). But the original remains the best.

         The records of Arthur Collins and Byron Harlan were all about one thing: showing people a good time. The overwhelming majority of their records were happy and carefree, with plenty of humor drawing on minstrel-show and vaudeville conventions, and Alabama Jubilee exemplifies their style. It’s joyous and celebratory: “Hail, hail, the gang’s all here, for an Alabama jubilee!” The duo also recorded the number for Victor 17825, and Collins did it solo a few years later for the small Domestic label. Jack Yellen was just beginning his long career as a pop lyricist (1913’s All Aboard for Dixie Land was his first major hit), and 1915 was his breakthrough year with the similarly themed Jubilee and Are You from Dixie; he is best remembered today for cowriting Ain’t She Sweet? (1927) and Happy Days Are Here Again (1930). Composer George L. Cobb, Yellen’s collaborator on both of the cited 1915 hits, was also highly regarded for his ragtime pieces such as The Midnight Trot (1916).

         
            
            O Mary Don’t You Weep, Don’t You Mourn (1915)—Fisk University Male Quartette 

         Columbia 1895

         Recorded on October 23, 1915

         Modern-day gospel lovers know this song best through the 1959 performance by the Swan Silvertones, one of the most beloved gospel recordings in history. The song we know as Mary Don’t You Weep is a spiritual dating back to the late 1800s, and it was the Fisk University Jubilee Singers (as they had been known historically, and on their original 1909–1911 recordings for Victor) who put it on record for the first time.118 119 The legendary black group from Fisk University in Nashville, after their historic Victor recordings, did nine cylinders for Edison in 1912, then signed with Columbia for a new series of recordings that ran from 1915 to 1926. Whereas the later Swans version was done at a slow ballad pace, the Fisk quartet takes the number at a brisk medium tempo, emphasizing the joy of the Israelites at the parting of the Red Sea followed by the sea wiping out the pursuing Egyptian army. “O Mary, don’t you weep, don’t you mourn / O Mary don’t you weep, don’t you mourn / Pharoah’s army got drownded / O Mary don’t you weep. … When we get to heaven, we’re going to sing and shout. …” This edition of the quartet includes leader and first tenor John Wesley Work II, second tenor Roland W. Hayes,120 first bass Leon P. O’Hara, and second bass Charles Wesley.

         
            
            St. Louis Blues (1915)—Prince’s Orchestra 

         Columbia 5772

         Recorded in December 1915; Pop Memories debut on May 13, 1916 (#4 peak)

         A year and a half after it made the first commercial recording of an authentic blues performance with W. C. Handy’s Memphis Blues, Charles Adams Prince’s band made history again with the premiere recording of Handy’s ultimate classic, St. Louis Blues. Like its predecessor, it’s a straightforward, fully written-out arrangement that, nonetheless, takes full advantage of its unusually generous playing time (over 4 minutes) to properly introduce the world to one of the century’s most important songs. The B side is another Handy favorite, The Hesitating Blues.

         
            
            Operatic Rag (1916)—Joseph Moskowitz (written by Julius Lenzberg) 

         Victor 17978

         Recorded on February 4, 1916

         Renowned as one of the masters of the east European instrument most commonly known as the cymbalom (spelled “cembalom” in 1916 Victor catalogs; also sometimes as “cimbalom”), Joseph Moskowitz devoted the vast majority of his recording career to Greek, Hungarian, Romanian, Turkish, and Yiddish folk music. But on one fortunate occasion, he delved into the U.S. ragtime idiom for the delightful Operatic Rag. Born in Romania in 1879, Moskowitz emigrated to the United States, and by 1908 was such a well-known musician that his appearance at a New York City café merited an article in the New York Times. His fame was expanded when he opened the Moskowitz Wine Cellar on Rivington Street in Manhattan in 1913, which became a popular gathering place for his fellow Romanian Jews, and later opened an even more celebrated restaurant on Second Avenue.121 After five years of touring nationwide, he began recording for the Victor Talking Machine Company in January 1916, nearly all cymbalom solos accompanied by piano. The instrument is a concert hammer dulcimer, basically a struck chordaphone comparable to a zither, made of boards with a string plate (with a resonator) that the musician strikes like a xylophone, or plucks like a stringed instrument. It dates back to the Middle Ages, but was particularly popularized in Hungary from the 1870s onward and became familiar throughout eastern Europe. Dick Spottswood, author of the multivolume Ethnic Music on Records, reports that Moskowitz was the first artist to make cymbalom records in the United States.

         
            Operatic Rag came from Moskowitz’ second recording session for Victor. Its composer, Julius Lenzberg, is also noted for The Haunting Rag (1912) and Hungarian Rag (1913). (A previous record also called Operatic Rag was made in 1910 by accordionist Pietro Frosini, but this was a different piece credited to Frosini as composer.)122 Lenzberg’s Operatic Rag, composed in 1913 and published in October 1914, uses as its point of departure several well-known grand opera themes, making it a relatively early popular composition drawn from the classics. It’s a compelling piece (although slightly less than 2 minutes long in this treatment) on which the instrument at some moments sounds like a more delicate banjo, and at others like a slightly exotic keyboard instrument. His piano accompanist is Eddie King, a regular Victor session man. The performance is included in the Rounder CD “The Art of the Cymbalom: Music of Joseph Moskowitz, 1916–1953,” assembled with liner notes by Spottswood. Steve Smolian declares that the artist was “one of the world’s greatest performers on an unacceptable instrument” (that is, one not typically encountered in symphony orchestras or on records).123

         
            
            They Didn’t Believe Me (1916)—Grace Kerns and Reed Miller 

         Columbia A-1982

         Recorded on March 18, 1916

         The immortal ballad by composer Jerome Kern and lyricist Michael Rourke from The Girl from Utah was, by general consensus, one of the key songs that helped move Broadway tunecraft from adolescence into maturity. The most celebrated version of the classic was the treatment for Victor by Harry Macdonough and Olive Kline, but Columbia’s competing version by the duo of Grace Kerns and Reed Miller (recorded several months later) is also worthy of admiration. Virginia-born Grace Kerns was a concert soprano who recorded for Columbia for several years starting with her successful 1911 debut My Beautiful Lady, working both solo and with duet partners, including Charles Harrison and John Barnes Wells. Tenor Reed Miller sang in opera as well as in formal concerts (a recording artist from 1904 to 1917), and he attained his greatest success in duets with Frederick Wheeler under the names “James Reed and James F. Harrison,” most memorably with the World War I classic There’s a Long, Long Trail. The Kerns-Miller performance, remarks James Morris, “is very nineteenth-century in style,” with the rolled “r’s” and formal approach, but it still captures the song’s beauty.124 Larry Stempel notes that in structuring the song as a marriage proposal, the writers work “with utmost economy” from “the singer’s infatuation with his beloved to his elation over her acceptance.”125 Kern biographer Gerald Bordman declares that while previous Broadway hit songs are clearly rooted to their own time, They Didn’t Believe Me “remains pristine and timeless.”126
            Stephen Sondheim marvels at the qualitative quantum leap Kern made with this song: “You listen to They Didn’t Believe Me, and you never want to write a song again.”127

         
            
            America (My Country ’Tis of Three) (1916)—Columbia Mixed Double Quartette (lyrics by Samuel Francis Smith) 

         Columbia 2012

         Recorded on April 21, 1916; Pop Memories debut on August 19, 1916 (reached #1)

         
            America, the song regarded for many years as a virtual national anthem until Congress reserved that honor for The Star-Spangled Banner, was written in 1831 when music educator Lowell Mason brought several volumes of songs to Samuel Francis Smith, a clergyman, and suggested that he use one of the melodies for a new U.S. patriotic hymn. Inspired by the melody of God Save the King, the English national anthem (published in 1744), Smith penned the lyrics we know as My Country ’Tis of Thee at a single sitting.128 It was first publicly performed at a children’s celebration of U.S. independence at the Park Street Church in Boston on July 4, 1831. The piece was first published as a broadside (a single sheet of lyrics without music), and then the following year with both words and music in a tunebook compiled by Mason. Only then was the sheet music version published as My Country! ’Tis of Thee, with four stanzas of text.

         The song was recorded a number of times in the early years of the recording industry, including 1905 renditions by Sousa’s Band and baritone George Alexander. Probably the finest early rendering of the anthem was by the Columbia Mixed Double Quartette, comprising four men and four women (personnel unknown), with the orchestra most likely conducted by Charles A. Prince. This was one of the few commercial recordings of such a large vocal group prior to 1920; the same ensemble did The Battle Hymn of the Republic on the reverse side of the 78. The beautiful, lustrous performance is included on the Archeophone CD “Phonographic Yearbook” for 1916. “… From ev’ry mountainside, let freedom ring. …”

         
            
            Sunset Medley (A Bunch of Blues / Babes In the Woods) (1916)—W. G. Haenschen and T. T. Schiffer 

         Columbia Personal 60782129

         Recorded in May 1916

         This recording was the most remarkable discovery of the Archeophone CD “Stomp and Swerve: American Music Gets Hot.” It’s a rare personal record (the performer paid to make it) in St. Louis by hometown bandleader W. G. Haenschen, who cuts loose impressively on piano, and drummer T. T. Schiffer. A Bunch of Blues was by black songwriters H. Alf Kelley and J. Paul Wyer (a member of W. C. Handy’s band); Babes In the Woods was the title song of an early Jerome Kern musical. David Wondrich: “This may be the first example on record of ragtime playing that crossed the line into what became known as a ‘jazz feel’”—nine months before the first issued recording by the Original Dixieland Jazz Band. He praises the way Haenschen “swaggers his way” through the opening section’s descending chromatic riff.130 Larry Birnbaum suggests a remarkable feature of A Bunch of Blues: It marks perhaps the first known appearance of a descending figure preceded by a repeated note that would later appear in Cow Cow Davenport’s Cow Cow Blues, Count Basie’s Super Chief, Louis Jordan’s Ain’t That Just Like a Woman, and—most unforgettably—in Chuck Berry’s opening guitar solo of Johnny B. Goode.131 
            A Bunch of Blues was recorded a year later by Handy’s band for Columbia.

         
            
            Maple Leaf Rag (1916)—Scott Joplin 

         Aeolian piano roll 10265; recorded in April 1916 (RR, Jazz-#145)
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               Figure 1.9“Maple Leaf Rag.” Courtesy of Library of Congress, Performing Arts Encyclopedia.
            

         

         It’s a loss to popular music history that Scott Joplin, ragtime’s supreme composer, never made any commercial recordings. The closest thing we have is several piano rolls he made almost exactly a year before his death. Piano rolls are mechanized representations (continuous rolls of paper with a perforation for each note played) of a musician’s style—decidedly imperfect, since they cannot replicate nuances of the pianist’s touch, and we cannot be sure whether the manufacturer “doctored” a roll after the fact to enhance certain effects. (In that respect, a piano roll can be as cold and artificial as modern technological gimmicks such as Autotune.) But during the early years of the twentieth century, renowned pianists or composers such as Ignacy Paderewski, Claude Debussy, and a young George Gershwin (in the mid-1910s) cut piano rolls that were considered reasonable approximations of their keyboard techniques. Joplin’s 1899 composition had received two great recordings before this date: by the U.S. Marine Band in 1906, and above all, by banjoist Vess Ossman in 1907. Joplin’s piano roll, by its nature, lacks the warmth and musical impact of those performances, but as our best available evidence of a great artist’s approach to his creation, it remains invaluable.132 It can be found on the original 1973 Smithsonian Collection of Classic Jazz
            .

         
            
            The Entertainer (1916)—Scott Joplin 

         Aeolian piano roll (RIAA-#10, Jazz-#188)

         Published on December 29, 1902 (the same day as Elite Syncopations), The Entertainer stands among Scott Joplin’s most beloved creations, even though it was over a quarter century before it was commercially recorded (by the duo of guitarist Nap Hayes and mandolinist Matthew Prater in 1928). Peter Gammond remarks that the song’s leisurely first strain was probably intended to imitate mandolin chording, making that later mandolin-centered recording particularly appropriate. The second strain “is one of the most delightful things that Joplin ever wrote, the two bars of syncopated chords beautifully balanced against two bars of flowing melody in his most inspired way.” He compares the composition with Mozart “with its superficial gaiety effectively underlined by a hint of melancholy.”133

         The first commercially successful pneumatic-action player piano was the Pianola in 1897, and the Aeolian company was the leading manufacturer of the devices, which became commonplace in U.S. households during the early 1900s.134 The 1910s proved to be the peak decade for piano rolls, and it provided the occasion for Joplin to transcribe his classic. The Recording Industry Association of America called it the #10 song of the twentieth century in 1999.135

         
            
            Pretty Baby (1916)—Billy Murray (music by Tony Jackson & Egbert van Alstyne, lyrics by Gus Kahn) 

         Victor 18102

         Recorded on June 22, 1916136; Pop Memories debut on October 7, 1916 (reached #1)

         The bouncy, appealing Pretty Baby was introduced in the 1915 musical A World of Pleasure, then taken to greater fame the following year by Dolly Hackett in The Passing Show of 1916. The cocomposer, black artist Tony Jackson (born in 1876), was regarded as New Orleans’ preeminent pianist-singer-songwriter during the early years of the twentieth century, and an artist for whom Jelly Roll Morton (a man not easily impressed by anyone but himself) had great admiration—he considered Jackson the greatest entertainer that New Orleans ever produced (!)—as he discussed in his Library of Congress transcriptions in 1938. Rudi Blesh and Harriet Janis described Jackson in They All Played Ragtime: “Tony’s piano style had the utmost variety of ragtime, and included the ‘single walking bass’ and ‘double walking bass’ of broken octaves that have since come to be associated with the boogie-woogie style. His fast fingering was spellbinding, but the slower tempos of his slow drags and blues rocked with rhythm too.” In addition, “Tony’s singing voice featured extraordinary range and topped off by a controlled falsetto that he used for comedy.”137 He was said to have composed many rags that he would give away for $5 apiece; R. J. Carew, a friend of Jackson’s from New Orleans days, reported that he sold this song for all of $45.138 Finally deciding to seek publication for his work, he agreed to share credit with Egbert Van Alstyne for the melody of Pretty Baby; Gus Kahn revised the author’s original lyrics to fit the style of Fanny Brice, who helped to popularize the number.

         Jackson moved from New Orleans to Chicago in 1905, performing regularly at the famous Pekin Inn on South State Street (cited by William Howland Kenney in his book Chicago Jazz as the most important early South Side Chicago nightclub and the first to employ musicians who were closely associated with ragtime and related pre-jazz popular music). The light, breezy quality of Pretty Baby made it an ideal vehicle for the era’s most popular recording artist, Billy Murray.139

         
            September 1916: The Imperial Music Roll Co. announces it is marketing a new type of piano roll, with the trademarked name “Jazz-Rag.”

         
            October 27: “Variety” writes that “Chicago has added another improvisation to its list of discoveries in the so-called ‘Jazz bands.’”

         
            December 1916: Eleven years after publishing his special theory of relativity, Albert Einstein publishes a general theory of relativity, which revolutionizes the science of physics.

         
            
            Down Home Rag (1916)—Wilbur Sweatman with Emerson String Trio 

         Emerson 5163

         Recorded in December 1916
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               Figure 1.10Wilbur Sweatman. Courtesy of Archeophone Records.
            

         

         Three years after the historic December 1913 recording of Down Home Rag by James Reese Europe’s orchestra—the first recording by a black orchestra, and the most thrilling of all pre-1917 near-jazz performances—Wilbur Sweatman cut his own rendition of his composition, and it’s a corker. The clarinet virtuoso, a star of the vaudeville stage renowned for his charismatic showmanship as well as his musicianship, made a recording of Maple Leaf Rag for a Minneapolis music store around 1903–1904 (which unfortunately has not survived), but this was his first documented session. Sweatman’s composition was copyrighted in 1911, began to turn up on the black traveling show circuit in 1912, and was first recorded in April 1913 by the Victor Military Band.140 It’s only 1 minute and 27 seconds (making it one of the shortest commercially issued records), but, accompanied by an unidentified trio, he makes the most of every second. Tim Brooks writes that Sweatman’s performance, “complete with clarinet glissandi, was played with such an improvisational feeling that some critics consider it a candidate for ‘first jazz recording.’” The tempo, while not as frenzied as the Europe recording, is fast and furious, and the leader’s soloing, especially toward the end, verges on the jazz that would be presented on record for the “first” time by the Original Dixieland Jazz Band two months later. Gary Giddins and Scott DeVeaux call this performance “crucial evidence of the transition between ragtime and jazz.”141 Sweatman went on to become a top-selling artist for Columbia starting in 1918. His 1921 version of his song, paired with Ethel Waters’ Oh, Daddy for the Black Swan label, is reported to have sold five hundred thousand copies. This original performance of Down Home Blues is included on the Archeophone two-CD set “Lost Sounds: Blacks and the Birth of the Recording Industry, 1891–1922.”

         
            January 15, 1917: “The New York Times”: “The JASZ BAND is the latest craze that is sweeping the nation like a musical thunderstorm.”

         
            
            For Me and My Gal (1917)—Van and Schenck 

         Victor 18258

         Recorded on March 1, 1917; Pop Memories debut on May 26, 1917 (reached #1) (DMDB)

         Gus Van and Joe Schenck (both men born in Brooklyn) constituted one of the most popular comedy/musical teams of their time in vaudeville and Broadway, and they also introduced or popularized many important pop songs. Foremost among them was For Me and My Gal. The duo first made a splash in the 1916 musical “The Century Girl,” and began recording for Victor early the following year. For Me and My Gal (music by George W. Meyer, lyrics by Edgar Leslie and E. Ray Goetz) was published on January 24, 1917,142 and it was first cited in the February 3 The Music Trades. Van and Schenck go back and forth on the baritone/tenor vocals (Van in the lead, with Schenck’s high tenor answering lines and harmonies), accompanied by Rosario Bourdon’s orchestra. While many of their records feature some comedy pattern between verses, this is a straight pop vocal with no funny business. The performance helped to establish it as an American classic, most famously rendered a quarter century later by Judy Garland and Gene Kelly. Van and Schenck went on to appear in the 1919, 1920, and 1921 editions of Ziegfeld Follies, and they enjoyed many more successful records into the late 1920s, including Ain’t We Got Fun? (1921) and Carolina In the Morning (1923).

         
            
            The Star-Spangled Banner (1917)—John McCormack 

         Victor 64664143

         Recorded on March 29, 1917; Pop Memories debut on May 26, 1917 (reached #1)

         The melody of the song we know as The Star-Spangled Banner was composed around 1779–1780 as The Anacreontic Song (also known in the United States as To Anacreon In Heaven) in London by John Stafford Smith. As detailed by James J. Fuld, it was well known in both England and the United States, and it was used as the setting for some eighty-five different U.S. poems, mostly of a patriotic nature. The lyric that would endure was written by Washington, D.C., lawyer Francis Scott Key during the U.S. conflict with Britain, the War of 1812 (which had been launched due to U.S. anger over violations of U.S. sovereignty). In August 1814, British troops had invaded Washington, setting fire to the Capitol building and the White House. Obtaining the release of a friend under a flag of truce, Key was aboard a ship the night of September 13–14, 1814, watching the bombardment of Fort McHenry, which was to precede an attack on Baltimore. When the bombardment ceased, he saw the U.S. flag still flying over the fort. Key was inspired to compose his poem set to the familiar melody, and it was published as a broadside a few days later under the title (using period spelling) “Defence of Fort McHenry.” The tune was published in sheet music form in October or November, this time as The Star-Spangled Banner. Its popularity quickly spread through publication in numerous magazines, newspapers, and songsters, and also through high-profile performances by a traveling Philadelphia troupe, the Warren & Wood Chestnut Street Company.144 Richard Crawford notes that the song was not designed as an anthem, but as a response to an event, and like most such songs, it borrowed a familiar melody.145 For the next century plus, it was one of a few universally known songs, including America (My Country ’Tis of Thee), that were performed on occasions of national significance, especially after the Civil War and the Spanish-American conflict,146 147 before being formally established as the national anthem in 1931.

         As the war in Europe drew the United States ever closer to the conflict, recordings of patriotic anthems became ubiquitous, and the Victor Talking Machine Company called on its greatest English-speaking vocalist, Irish tenor John McCormack, to do the honors on The Star-Spangled Banner. It’s a suitably stirring performance, backed by the vocal quartet of Harry Macdonough, Lambert Murphy, Reinald Werrenrath, and William Hooley, and orchestra conducted by Josef Pasternack.148

         
            April 6, 1917: The United States declares war on Germany.

         
            
            Darktown Strutters’ Ball (1917)—Original Dixieland Jazz Band 

         Columbia 2297

         Recorded on May 31, 1917 (GHF, Trad-#144, Jazz-#236, DMDB)

         Three months after their Victor recordings of Livery Stable Blues and Dixie Jass Band One-Step for Victor (on February 26) became the “official” first-ever commercial recordings of jazz, the Original Dixieland Jazz Band recorded two new tunes that would become among the most popular of the 1910s. One was (Back Home Again In) Indiana, and the other was Darktown Strutters’ Ball by Shelton Brooks. The most popular version of the latter classic came in early 1918 by the duo of Arthur Collins and Byron Harlan (which had the advantage of using the infectious lyrics), but first the song was established instrumentally by Nick LaRocca and his manic cohorts. As always with the early ODJB performances, the scorching energy level of the musicians overrides any technical flaws; Larry Shields (clarinet) is a standout. Columbia executives didn’t know what to make of the rowdy combo, and shelved the record, only releasing it after Livery Stable hit big. The periodical The Music Trades reported that the Columbia record triggered a sensational volume of orders from the band’s hometown of New Orleans alone.149 The ODJB signed an exclusive contract with Victor in early 1918, so this record would be its only release on Columbia until it had an extended engagement in England (1919–1920), during which it cut nearly twenty sides for the company.

         
            
            The Battle Hymn of the Republic (1917)—Charles Harrison and Columbia Stellar Quartette 

         Columbia 2367

         Recorded on June 28, 1917; Pop Memories debut on February 9, 1918 (reached #1)

         After the United States entered the Great War in April 1917, record companies responded to demand with a flood of patriotic songs, making inevitable the revival of the greatest anthem of the Civil War, the 1861 Julia Ward Howe-William Steffe classic The Battle Hymn of the Republic. Tenor Charles Harrison had been, since 1912, one of the original members of the Columbia Stellar Quartette with John Barnes Wells, Frank Croxton, and Andrea Sarto. In 1915, Wells was replaced by Henry Burr, who soon left to be succeeded by Reed Miller. On Battle Hymn, Harrison sings the verses solo (in formal European-based style), with the group joining in on the choruses, accompanied by Charles Prince’s orchestra. During summer 1917, Harrison and the group also recorded several other patriotic numbers, including The Battle Cry of Freedom and Tramp, Tramp, Tramp, the Boys Are Marching.

         
            
            Aloha Oe (Farewell to Thee) (1917)—Helen Louise and Frank Ferera (written by Liliukalani, Princess Regent of Honolulu) 

         Indestructible 3426

         The most beloved traditional song of Hawaii, Aloha Oe was composed by Lydia Kamekeha Liliukalani during her imprisonment in 1878 by the Republican Government of Hawaii; she later became queen of the Hawaiian Islands from 1891 to 1893. The tune was first played by the Royal Hawaiian Band in San Francisco in August 1883, and it was copyrighted a year later.150 Its premiere commercial recording was by an unidentified artist for Columbia cylinder in 1901.151 During the next decade, the delicate waltz became increasingly familiar on the mainland. Cornetist Herbert L. Clarke recorded a version with Sousa’s Band in 1912. A vocal version was offered in April 1913 by the Hawaiian Quintette of the Bird of Paradise Company. (Richard Walton Tully’s 1912 Broadway play Bird of Paradise became a popular success, and the quintet recorded this and other selections from the play for Victor.) One of the loveliest early treatments of Aloha Oe was recorded in January 1915 as a 2-minute guitar duet (also for Victor) by Pale L. Lua and David Kaili.

         But top honors for original recordings of the Hawaiian classic must go to the husband-wife guitar duo of Frank Ferera and Helen Louise. Born June 12, 1885 in Honolulu, Ferera came to the mainland around the turn of the century and began performing in vaudeville. With his second wife, Helen Louise, Ferera made his recording debut for Columbia in July 1915 (Medley of Hawaiian Walltzes was one side of their debut release). Identified as Palakiko Ferreira (note the different spelling), he made a solo debut for Edison that September. The first Victor release by Louise and Ferera came two months later: On the Beach at Waikiki—Medley. During the next few years, the duo provided guitar and ukulele accompaniments to numerous Victor artists, including Horace Wright and Rene Dietrich’s vocal versions of On the Beach at Waikiki and My Own Iona.152 Ferera’s steel guitar virtuosity introduced slide guitar techniques to a generation with hundreds of recordings as late as 1933. The Louise-Ferera rendition of Aloha Oe is a gentle, beautiful guitar duet with a generous playing time of 4:29 for the Indestructible cylinder company. In December 1917, they recorded another version for Pathe’ with vocal by Helen’s sister Irene Greenus; in 1923, Ferera’s Hawaiian Instrumental Quintet did a popular new treatment for Columbia.

         
            
            Over There (1917)—Nora Bayes (written by George M. Cohan) 

         Victor 40130

         Recorded on July 13, 1917 (reached #1 in Pop Memories) (Trad-#81, GHF, RR)

         
         
            
               [image: ]

            
               Figure 1.11Victor patriotic records. Courtesy of Archeophone Records.
            

         

         One of the United States’ leading stars of the performing stage and recordings during the 1910s, Nora Bayes was born Dora Goldberg in Joliet, Illinois, on October 8, 1880, began performing as a Chicago chorus girl as a teenager, made her Broadway debut in 1901, and became nationally known a year later when she helped popularize the song Down Where the Wurzburger Flows. She was featured in the Ziegfeld “Follies” productions of 1907, 1908, and 1909, and a headliner in many subsequent Broadway musicals, galvanizing audiences with her contralto voice and colorful style. With her second husband, Jack Norworth, Nora also began cowriting songs, most notably Shine On, Harvest Moon, which she introduced on stage. (The song would also serve as the title of the 1944 movie based on her life.) As a recording artist, her first two hits in 1910 were songs she and Norworth had introduced on Broadway, Has Anybody Here Seen Kelly? and Come Along, My Mandy
            .

         Given her star power, it’s not surprising that when George M. Cohan wrote his anthem Over There shortly after the United States’ entry into the Great War, he brought it to Nora Bayes. The song had already received a rousing response when Charles King introduced it as New York’s Hippodrome Theater, but it was after Bayes began performing it that the song really took off. The American Quartet featuring Billy Murray had the first and biggest recording of Over There, followed closely by Nora’s strong, vibrant performance. She’s backed by a military-band-style arrangement much like the quartet’s; we miss the vocal harmonies in this solo rendition, but she carries the inspirational number across in style. One of the era’s most memorable sheet music covers was provided for Cohan’s classic by Norman Rockwell, the cover proclaiming it to be “Your song—my song—our boys’ song!”153 Billy Jerome, the tune’s publisher, declared his pride at being associated with “the biggest song hit the world has ever known.”154

         
            November 7: Eight months after Russian Czar Nicholas II abdicated, the Bolshevik Party seizes power.

         
            November 1917: The influential original volume of “English Folk Songs from the Southern Appalachians” (by Cecil Sharp and Olive Dame Campbell) is published.

         
            
            Rock-a-Bye Your Baby With a Dixie Melody (1918)—Al Jolson (music by Jean Schwartz, lyrics by Sam M. Lewis & Joe Young) 

         Columbia 2560

         Recorded on March 13, 1918; Pop Memories debut on August 10, 1918 (8 weeks at #1) (GHF, DDD-#54, Trad-#152, DMDB)

         From his long-running Winter Garden Theater hit “Sinbad,” Rock-a-Bye Your Baby With a Dixie Melody became one of Al Jolson’s guaranteed show-stoppers. The show (his most lavish extravaganza to that date) opened on February 14, 1918, and this tune served as his opening number. Biographer Herbert Goldberg notes that Jolson was then known as a singing comedian, and this ballad showed a different side. “Al sang the first chorus over the heads of the audience, as if he were alone in the vast theatre. On the second chorus, he seemed to reach out, yearning for them to embrace him. The power of that yearning, coupled with the snugly rhyming couplets of the lyrics, made the song a standard.”155 Henry Pleasants on Jolson as trend-setter: “In the records of no other popular singer of the time, with the possible exception of Sophie Tucker, can one identify so instructively the elements that would ultimately lead the American popular singer into a new concept of phrasing drawn from Afro-American example.”156

         
            
            Blaze Away (1918)—Mike Bernard 

         Columbia 77780-1

         Recorded on April 25, 1918

         
            The outburst of fascination with ragtime starting in the late 1890s led to numerous ragtime piano competitions around the country, and the biggest of all was held on January 23, 1900 at Tammany Hall in New York City, sponsored by the Police Gazette. At its conclusion, Mike Bernard emerged as the so-called “Rag Time King of the World.” Born on March 17, 1881 in New York City, Bernard was a child prodigy who studied at the Berlin Conservatory in Germany and is said to have played once before the Kaiser. Back home, he heard vaudeville piano star and ragtime popularizer Ben Harney play at Tony Pastor’s famous New York club, and his career course was determined. The March 11, 1899 The Music Trades reported that he had already become Pastor’s house pianist. After winning the heavily publicized Tammany Hall contest (a task made less arduous by the exclusion of any black contestants), he became a popular performer on the vaudeville circuit—for years, he accompanied all the headliners at Pastor’s—and finally in 1912 began his recording career.

         One of the most oft-debated mysteries of ragtime history is why there were virtually no recordings of ragtime piano in the music’s early years, with instrumental rag recordings relegated to bands, banjoists, and even xylophonists. Pianist C.H.H. Booth recorded the rag standard Creole Belles in 1901, and it would be another ten years before a second rag-based piano recording was made: Red Onion Rag by Roy Spangler in March 1911; yet another twenty-one months would pass until the third such performance. Why did it take so long? The most frequent explanation, notes David A. Jasen in Recorded Ragtime, 1897–1958, has been that “the piano was unable to make loud enough sound vibrations to cut a deep enough groove into the wax compound for making the master disc” under the acoustic recording technology of the time. However, he declares: “This was sheer nonsense and is clearly disproved by the fact that most singers prior to 1912 were accompanied by pianists and these accompaniments are distinctly heard.” Also, there had been numerous recorded piano solos dating back all the way to 1889, but before 1911, only Booth’s was syncopated. By the early years of the century, the technical difficulties of recording solo piano had largely been mastered; for example, as detailed by Steven Permut in an article for the Encyclopedia of Recorded Sound, England’s Gramophone Co. made about one hundred classical solo piano recordings from 1900 to 1909. The real explanation, Jasen suggests, is that ragtime pianists could make a lot more money in live performance than through recordings, and many were also wary of having their best licks stolen by rivals who could have learned them from records.

         Bernard made the third-ever rag piano solo recording in December 1912 with Everybody Rag With Me, and this finally broke the “spell,” as a modest number of more such performances emerged during the next few years. His own recordings ranged from rags to pop to classical adaptations. Bernard’s most renowned piece was his original Blaze Away (not to be confused with a previous, very popular march of that title in 1902 by rag composer Abe Holzmann), and it’s well named, a blazing solo showing off his high-speed “championship” chops. It’s the leadoff number on the 1974 Folkways LP “Ragtime Piano Originals” compiled by Jasen, and it is also included on the 1997 CD “Ragtime” on the French label “EPM.”

         
            
            Sensation Rag (1918)—Original Dixieland Jazz Band (written by Eddie Edwards) 

         Victor 18483157

         Recorded on June 25, 1918

         The Original Dixieland Jazz Band was far from the first genuine jazz ensemble, being preceded by numerous black New Orleans groups dating back to Buddy Bolden and his heirs soon after the turn of the twentieth century. They were not even the first white group of New Orleans musicians to play jazz, a distinction probably held by bandleader Papa Jack Laine during the century’s first decade. But as the first jazz band on record, their music deeply influenced both white and black musicians alike, and Sensation Rag (written by the group’s trombonist Eddie Edwards) was one of their most exciting early performances. Ted Gioia remarks that leader Nick LaRocca’s cornet playing “stands out as supple and often inspired, and Larry Shields’ clarinet work … also exerted an influence on other players at the time.”158

         
            
            I’m Always Chasing Rainbows (1918)—Charles Harrison (music adapted by Harry Carroll, lyrics by Joseph McCarthy) 

         Victor 18496

         Recorded on July 26, 1918; Pop Memories debut on November 9, 1918 (5 weeks at #1)

         Classical music has long provided rich source material for pop songs, and one of the prime early examples was I’m Always Chasing Rainbows, as composer Harry Carroll “lifted bodily” (as Sigmund Spaeth phrased it) from the middle section of Chopin’s Fantasie-Impromptu in C-Sharp Minor, with the addition of lyrics by Joseph McCarthy.159 The gorgeous ballad was introduced in the musical “Oh, Look!” by Harry Fox, became a million-seller in sheet music, and was very affectingly recorded by Charles Harrison. Born on September 11, 1890 in Jersey City, N.J., Harrison began his recording career in 1911, and his rich tenor voice made him much in demand, working for Victor and Columbia (plus some recordings for Edison), with Peg o’ My Heart being his first big hit in 1913. He was also a member of the Columbia Stellar Quartet and the Columbia Mixed Quartet. Harrison’s performance brings out this song’s poignant, bittersweet sense of deep longing, which suited a national mood of melancholy in the wake of the dreadful human cost of world war.

         
            November 3, 1918: The Great War ends with the surrender of Austria-Hungary and Germany’s signing of the Armistice a week later. Casualties are estimated at seventeen million dead and twenty million wounded.

         
            
            Memphis Blues (1919)—Lt. Jim Europe’s 369th Infantry Hellfighters Band 

         Pathe 22085

         Recorded on March 7, 1919 (Blues-#319, Jazz-#385)
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               Figure 1.12James Reese Europe. Courtesy of Library of Congress, Performing Arts Encyclopedia.
            

         

         After James Reese Europe’s landmark December 1913 and February 1914 recordings for Victor, he gained international fame touring as bandleader for the dance team of Vernon and Irene Castle. That fame expanded with his courageous service in Europe with the 369th Infantry “Hellfighters” Regiment. Returning home to a hero’s welcome at the end of 1918, Europe launched into a new round of recordings in March 1919, his first in five years. The most important was his ensemble’s performance of W. C. Handy’s Memphis Blues. Back in 1914, it was Europe’s impromptu playing of Memphis Blues (then new) on piano while on tour with the Castles that inspired the couple to create the Fox Trot, the dance that quickly swept the country.160 In his first opportunity to record the Handy classic, his band’s performance demonstrates, observes Allen Lowe, its “peculiar combination of inhibition and abandon.”161 Europe was trying to bridge the gap between the realms of the formal concert stage and popular entertainment, and even though he hadn’t quite finalized how to accomplish that, the intensity he brought to the effort is musically compelling. Sadly, he never had the opportunity to complete the journey; about seven weeks after this recording, he was murdered. The band members include Dope Foster (trombone) and violinist/future songwriter Noble Sissle.

         
            
            Go Down, Moses (1919)—Harry T. Burleigh 

         Broome 51

         Recorded in c. summer 1919

         Harry T. Burleigh first made his name in music history when, as a student at New York’s National Conservatory of Music in the early 1890s, he studied with visiting Czech composer Antonin Dvorak, and introduced Dvorak to Negro spirituals. The great composer was entranced and incorporated spirituals into his New World Symphony. Burleigh went on to become perhaps the most prominent figure in black concert music in the early 1900s, admired for his resonant baritone, original compositions (such as the 1903 concert ballad Jean), and his arrangements of spirituals (most notably through his landmark 1916 book Jubilee Songs of the United States) that have continued to be used for generations.162 The featured soloist at St. George’s Episopal Church in New York City for fifty-two years starting in 1894, he distrusted recordings and was long believed to have never made any. But he did make one recording as a favor to his friend George W. Broome for the small Boston-based Broome label, presenting his arrangement for one of the greatest spirituals, Go Down, Moses. The first published report of the song was in the October 12, 1861 National Anti-Slavery Standard (reporting on Negroes singing it at a prayer meeting), and it was copyrighted that December as The Song of the Contrabands—O! Let My People Go. This made it (writes James Fuld) “the first well-known Negro spiritual to have appeared in print.” The most famous version of the song was copyrighted in 1872 among the “Jubilee Songs” as sung by the Fisk University Jubilee Singers.163 Accompanied by piano, it’s a beautiful performance, included on the Archeophone two-CD set “Lost Sounds: Blacks and the Birth of the Recording Industry, 1891–1922.” “When Israel was in Egypt’s land, let my people go / Oppressed so hard they could not stand, let my people go. / Go down, Moses, way down in Egypt land / Tell old Pharaoh, let my people go.”

         
            
            The Hesitating Blues (1919)—Art Hickman’s Orchestra (written by W. C. Handy) 

         Columbia 2813

         Recorded on September 19, 1919
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               Figure 1.13Art Hickman. Courtesy of Archeophone Records.
            

         

         One of the creators of the U.S. dance band format as it would be developed throughout the 1920s, Art Hickman exerted an enormous influence on that decade’s music despite the fact that his recording career was limited (his most important work coming from 1919–1921, plus a few more sessions through 1925). Albert McCarthy credits him as possibly “the first real dance band leader,” noting that the size of his ensemble (typically ten musicians) was larger than most in the pre-1921 period, and that his use of the string bass instead of the more usual tuba or brass bass would not be copied for over a decade.164 The San Francisco-based leader’s early big-selling recordings for Columbia were mostly rather polite society dance-band performances with little jazz content, although his classic Rose Room became an enduring jazz standard. (By contrast, the combo that Hickman sent to London during 1920–1921 made records for HMV as Art Hickman’s New York London Five that are considerably jazzier.) “Strikingly atypical” in the Hickman discography (remarks Bruce Vermazen) is the band’s version of W. C. Handy’s Hesitating Blues (from the same session as Rose Room), which also includes a portion of Handy’s Beale Street Blues. Bert Ralton’s soprano sax dominates “most of the near-chaos” in this medley, and it’s pretty much every man for himself in this fairly wild, entertaining performance.165 Handy adapted his Hesitating Blues in 1915 from a black folk song, Hesitation Blues, that Huddie Ledbetter (Leadbelly) recalled learning by 1910.166 167
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            1920–1929

         
            
                When My Baby Smiles At Me (January 12, 1920)—Ted Lewis and His Band

            
                The St. Louis Blues (April 16, 1920)—Marion Harris

            
                I Ain’t Got Nobody (April 21, 1920)—Marion Harris

            
                The Japanese Sandman (August 19, 1920)—Paul Whiteman and His Orchestra

            
                Royal Garden Blues (January 1921)—Mamie Smith’s Jazz Hounds

            
                St. Louis Blues (May 25, 1921)—Original Dixieland Jazz Band

            
                Ory’s Creole Trombone (June 1921)—(Kid) Ory’s Sunshine Orchestra

            
                Keep Off the Grass (October 18, 1921)—James P. Johnson

            
                My Man (Mon Homme) (November 8, 1921)—Fanny Brice

            
                St. Louis Blues—Medley Fox Trot (January 1922)—W. C. Handy’s Memphis Blues Band

            
                The Boys of the Lough/The Humours of Ennistymon (1922)—Michael Coleman

            
                Ragtime Annie (July 1, 1922)—A. C. (Eck) Robertson

            
                Farewell Blues (August 29, 1922)—Friars’ Society Orchestra

            
                My Man Rocks Me (With One Steady Roll) (September 1922)—Trixie Smith and the Jazz Masters

            
                Three O’Clock In The Morning (August 22, 1922)—Paul Whiteman and His Orchestra

            
                My Lord’s Gonna Move This Wicked Race (April 1923)—Norfolk Jubilee Quartet Paramount 

            
                Milenberg Joys (July 18, 1923)—New Orleans Rhythm Kings

            
                Wild Cat Blues (July 30, 1923)—Clarence Williams’ Blue (Five with Sidney Bechet)

            
                Tears (October 25, 1923)—King Oliver and His Creole Jazz Band

            
                Fare You Well, Old Joe Clark (November 7, 1923)—Fiddlin’ John Carson

            
                It Ain’t Gonna Rain No Mo’ (October 12, 1923)—Wendell Hall

            
                You Will Never Miss Your Mother Until She’s Gone (November 7 and 8, 1923)—Fiddlin’ John Carson

            
                Somebody Stole My Gal (February 16, 1924)—Ted Weems and His Orchestra

            
                Chicago Stomp (April 4, 1924)—Jimmy Blythe

            
                California, Here I Come! (May 3, 1924)—Al Jolson

            
                It Had to Be You (July 19, 1924)—Isham Jones and His Orchestra

            
                Copenhagen (October 30, 1924)—Fletcher Henderson and His Orchestra

            
                Tea for Two (November 1924)—Marion Harris

            
                Fascinating Rhythm (December 10, 1924)—Cliff Edwards

            
                I’ll See You In My Dreams (March 14, 1925)—Isham Jones conducting Ray Miller’s Orchestra

            
                Adeste Fidelis (O Come All Ye Faithful) (March 31, 1925)—Associated Glee Clubs of America

            
                Charleston (April 2, 1925)—Golden Gate Orchestra (California Ramblers)

            
                Careless Love Blues (May 26, 1925)—Bessie Smith

            
                Don’t Let Your Deal Go Down Blues (July 27, 1925)—Charlie Poole and North Carolina Ramblers

            
                Dinah (October 20, 1925)—Ethel Waters

            
                Always (February 10, 1926)—Henry Burr

            
                Trouble In Mind (February 23, 1926)—Bertha “Chippie” Hill

            
                Heebie Jeebies (February 26, 1926)—Louis Armstrong and His Hot Five

            
            
                Death’s Black Train Is Coming (April 24, 1926)—Rev. J. M. Gates

            
                The Cuckoo, She’s a Fine Bird (June 10, 1926)—Kelly Harrell

            
                Jakie Jazz ‘Em Up (July 23, 1926)—(Harry) Kandel’s Jazz Orchestra

            
                Bye Bye, Blackbird (July 31, 1926)—Gene Austin

            
                Young Woman’s Blues (October 26, 1926)—Bessie Smith and Her Blue Boys

            
                Na Wesiliu, Pry Weczeri (At the Wedding Dinner) (November 1926)—Pawlo Humeniuk

            
                Doctor Jazz (December 16, 1926)—Jelly Roll Morton’s Red Hot Peppers

            
                I’m Gonna Meet My Sweetie Now (January 31, 1927)—Jean Goldkette and His Orchestra

            
                Back Water Blues (February 17, 1927)—Bessie Smith

            
                Alexander’s Ragtime Band (March 2, 1927)—Bessie Smith and Her Band

            
                Pretty Polly (March 10, 1927)—Dock Boggs

            
                Pan American Blues (April 18, 1927)—DeFord Bailey

            
                Wild Man Blues (April 22, 1927)—Johnny Dodds’ Black Bottom Stompers

            
                Doin’ Things (May 4, 1927)—Joe Venuti and Eddie Lang

            
                Sail Away, Ladies (May 7, 1927)—Uncle Dave Macon and His Fruit Jar Drinkers

            
                Riverboat Shuffle (May 9, 1927)—Frankie Trumbauer and His Orchestra (featuring Bix Beiderbecke)

            
                Jordan Is a Hard Road to Travel (May 9, 1927)—Uncle Dave Macon and His Fruit Jar Drinkers

            
                I’m Coming, Virginia (May 13, 1927)—Frankie Trumbauer and His Orchestra (featuring Bix Beiderbecke)

            
                Mr. Jelly Lord (June 10, 1927)—Jelly Roll Morton’s Red Hot Peppers

            
                I Am Bound for the Promised Land (July 29, 1927)—Alfred G. Karnes

            
                Bury Me Under the Weeping Willow (August 1, 1927)—Carter Family

            
                Single Girl, Married Girl (August 2, 1927)—Carter Family

            
                Section Gang Blues (August 12, 1927)—Texas Alexander

            
                I Varka (August 1927)—Marika Papagika and Marika Kastrouni

            
                Melancholy Baby (September 14, 1927)—Gene Austin

            
                Train Forty-Five (October 1927)—G. B. Grayson and Henry Whitter

            
                Someone to Watch Over Me (October 25, 1927)—Gertrude Lawrence

            
                Birmingham Jail (November 10, 1927)—Darby and Tarlton

            
                Lift Him Up, That’s All (December 2, 1927)—Washington Phillips

            
                If I Had My Way I’d Tear This Building Down (December 3, 1927)—Blind Willie Johnson

            
                It’s Nobody’s Fault But Mine (December 3, 1927)—Blind Willie Johnson

            
                Lady Gay (January 16, 1928)—Buell Kazee

            
                I Am a Man of Constant Sorrow (January 18, 1928)—Emry Arthur

            
                Minglewood Blues (January 30, 1928)—Cannon’s Jug Stompers

            
                Mountain Dew (February 6, 1928)—Bascam Lamar Lunsford

            
                In the Jailhouse Now (February 15, 1928)—Jimmie Rodgers

            
                Somethin’ Doin’ (February 15, 1928)—Nap Hayes and Matthew Prater

            
                See That My Grave Is Kept Clean (February 1928)—Blind Lemon Jefferson

            
                Costumi Siciliani (Mazurka) (April 3, 1928)—Gioviale String Trio

            
                Antioch (May 1, 1928)—Allison’s Sacred Harp Singers

            
                Keep On the Sunny Side (May 9, 1928)—Carter Family

            
                Prove It On Me Blues (June 12, 1928)—Ma Rainey

            
                Lovesick Blues (June 12, 1928)—Emmett Miller and His Georgia Crackers

            
                Bull-Doze Blues (June 13, 1928)—Henry Thomas (“Ragtime Texas”)

            
                Tis Ksenity As o Ponos (The Exile’s Grief) (June 15, 1928)—Andonis Dalgas

            
                I Am a Pilgrim (June 16, 1928)—Silver Leaf Quartet of Norfolk

            
                I Can’t Give You Anything But Love (July 24, 1928)—Annette Hanshaw

            
                King Kong Kitchie Kitchie Ki-Me-o (August 23, 1928)—Chubby Parker and His Old-Time Banjo

            
                The Big Rock Candy Mountain (September 6, 1928)—Harry McClintock

            
                South (September 7, 1928)—Bennie Moten’s Kansas City Orchestra

            
                Concerto in F (September 15, 1928)—Paul Whiteman and His Concert Orchestra

            
                Stealin’, Stealin’ (September 15, 1928)—Memphis Jug Band

            
                It’s Tight Like That (October 24, 1928)—Tampa Red and Georgia Tom/Tampa Red’s Hokum Jug Band

            
                The Lost Child (November 15, 1928)—Stripling Brothers

            
                Basin Street Blues (December 4, 1928)—Louis Armstrong and His Hot Five

            
                Lord, I Just Can’t Keep from Crying (December 5, 1928)—Blind Willie Johnson

            
                Wsciekla Polka (Wild Polka) (December 6, 1928)—Orkiestra Majkuta

            
                Hokum Blues (December 8, 1928)—Dallas String Band with Coley Jones

            
                Tight Like This (December 12, 1928)—Louis Armstrong and His Savoy Ballroom Five

            
                Makin’ Whoopee (December 18, 1929)—Eddie Cantor

            
                Candy Man Blues (December 28, 1928)—Mississippi John Hurt

            
                West End Blues (January 16, 1929)—King Oliver and His Orchestra

            
                Handful of Keys (March 1, 1929)—Fats Waller

            
                Roll and Tumble Blues (March 14, 1929)—Hambone Willie Newbern

            
                Hot Town (April 17, 1929)—Fess Williams and His Royal Flush Orchestra

            
                Ma Blonde est partie (My Blonde Went Away and Left Me) (April 18, 1929)—Amede Breaux

            
                El Deportado (The Deportee) (early/mid-1929)—Los Hermanos Banuelos Vocalion 

            
                Nobody Knows You When You’re Down and Out (May 25, 1929)—Bessie Smith

            
                Singin’ In the Rain (May 28, 1929)—Cliff Edwards

            
                A Spoonful Blues (June 14, 1929)—Charley Patton

            
                Bumble Bee (June 18, 1929)—Memphis Minnie and Kansas Joe

            
                When the Levee Breaks (June 18, 1929)—Kansas Joe and Memphis Minnie

            
                Am I Blue? (July 20, 1929)—Ethel Waters

            
                (What Did I Do to Be So) Black and Blue (July 22, 1929)—Louis Armstrong

            
                Frankie and Johnny (August 10, 1929)—Jimmie Rodgers

            
                That’s No Way to Get Along (September 23, 1929)—Robert Wilkins

            
                Going Down the Lee Highway (September 30, 1929)—G. B. Grayson and Henry Whitter

            
                Brilliancy Medley (October 11, 1929)—Eck Robertson and Family

            
                Blind Arthur’s Breakdown (October 1929)—Blind Blake

            
                Hello, Lola (November 14, 1929)—Mound City Blue Blowers

            
                The Wabash Cannonball (November 24, 1929)—Carter Family

            
                Manes Tsergiach (November 28, 1929)—Andonis Dalgas

            
                A Mother’s Last Word to Her Daughter (December 2, 1929)—Washington Phillips

            
                How Can a Poor Man Stand Such Times and Live (December 4, 1929)—Blind Alfred Reed Victor 

         

         
            
            When My Baby Smiles At Me (1920)—Ted Lewis and His Band (music by Bill Munro, lyrics by Andrew B. Sterling & Ted Lewis) 

         Columbia 2908

         Recorded on January 12, 1920; Pop Memories debut on May 29, 1920 (7 weeks at #1)

         Clarinetist Ted Lewis had enjoyed moderate success with his late-1919 release Blues My Naughty Sweetie Gives to Me, and he was transformed into one of the United States’ most popular bandleaders with the massive sales of When My Baby Smiles At Me. Born Theodore Leopold Friedman on June 6, 1892 in Circleville, Ohio, Lewis toured in vaudeville from 1911 to 1917; then, briefly formed a team with comedian Eddie Lewis, billed as “Lewis & Lewis,” which produced his new stage name. He was leading a combo in New York cafes when he made his recording debut. Lewis had introduced When My Baby with his band on stage in The Greenwich Village Follies of 1919.1
            After recording primarily instrumentals before, this was Lewis’ first recorded vocal, and his breezy, half-sung, and half-spoken style captivated listeners, becoming one of the most familiar symbols of the so-called “Jazz Age.” Lewis’ vaudeville-derived technique, often derided as “gaspipe” clarinet for its wheezy sound, made him not quite a jazzman to some ears (Columbia advertised this as the “laughing trombone record”). But the man was a consummate entertainer, billed as “The High-Hat Tragedian of Song,” and over the years, he employed some first-rate musicians. Mark Berresford makes the point that his style had elements of klezmer, the traditional European Jewish music that typically features clarinet with ample vibrato.2 Therefore, his approach, remarks Rob Bamberger, was “a deliberate choice.” In addition to the leader, the small group consists of Walter Kahn (cornet), Harry Raderman (trombone), Erie Cutting (piano), and John Lucas (drums).

         
            January 16, 1920: Prohibition of alcoholic beverage sales in the United States goes into effect.

         
            
            The St. Louis Blues (1920)—Marion Harris 

         Columbia 2944

         Recorded on April 16, 1920; Pop Memories debut on August 28, 1920 (reached #1) (Blues-#352)
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               Figure 2.1“St. Louis Blues.” Courtesy of Library of Congress, Performing Arts Encyclopedia.
            

         

         W. C. Handy’s definitive blues lament was a familiar song by 1920, but not yet the classic it would become, and it was most often heard as an instrumental. It remained for Marion Harris to provide not only the first important female version of a song that was written from the perspective of a wronged woman but also the version that carried it to an entirely new level. Harris was already celebrated as a white performer who could convincingly sing blues-inspired material, dating back to 1917 (Everybody’s Crazy ‘Bout the Doggone Blues, But I’m Happy), and especially her superb 1918 rendition of After You’ve Gone.3 Harry H. Pace, cofounder of the Pace & Handy Music Company, suggested to the singer that she record it; given her feeling for the music, it probably took little persuasion. In his 1941 autobiography, W. C. Handy wrote that Marion left Victor in late 1919, because that label refused her request to record St. Louis Blues (which she was regularly performing in vaudeville), odd as this seems given the numerous Victor releases of Handy songs during the period. “She sang the blues so well that people hearing her records sometimes thought the singer was colored,” he said admiringly.

         In his dissertation Before Crazy Blues: Commercial Blues In America, 1850–1920, Peter C. Muir analyzed all nineteen known flat-disk recordings of St. Louis Blues before 1921, and he found that all but one were performed in an “allopathic” manner, intended for a light, humorous effect and taken at a brisk 2/2 tempo. Only Harris delivered the piece as a “homeopathic” blues, defined as one that is predominantly serious in mood. Indeed, remarks Muir, Harris “is exceptional in that she was the only recording artist from the pre-1921 era whose blues are consistently homeopathic” in style. Her performance of the classic, remarks Francis Davis in The History of the Blues, “rivals Bessie Smith’s 1925 interpretation for sheer abandon.”4

         “Harris was the first white performer to record a romantic, atmospheric version of St. Louis Blues, and her part in making the song an enormous crossover success in the coming decades for Handy cannot be understated,” declares biographer David Robertson. The previous instrumental versions of the song were done in military style, and Al Bernard’s was in his white “coon shouting” manner; only with Harris’ rendition did the ballad’s deeper qualities emerge on record. “It is a haunting, erotic lament that the St. Louis Blues was first recorded and sung onstage by Marion Harris, which is how most people now recognize its melody and regard it as a masterpiece.”5 Columbia’s third issued Harris record, it became one of her biggest (she would record it again for Brunswick in 1923), and it can be found on Archeophone’s “Phonographic Yearbook” CD for 1920. At exactly the time that the record was released, Columbia was heavily promoting its new star, designating August 28–September 3, 1920 as “Marion Harris Week” with displays in stores nationwide, and it paid off.

         
            
            I Ain’t Got Nobody (1920)—Marion Harris (music by Spencer Williams, lyrics by Roger Graham) 

         Victor 18133, recorded on August 9, 1916 as I Ain’t Got Nobody Much (reached #5 in Pop Memories); new version for Columbia 3371, recorded on April 21, 1920; Pop Memories debut on June 4, 1921 (#3 peak) (APS, DMDB)

         The very first commercial recording by one of the finest popular singers of the pre–Bing Crosby era, I Ain’t Got Nobody also ranks among the most enduring songs of the 1910s. As detailed by James Fuld, the song was copyrighted (but not published) on April 8, 1914 under that four-word title, with music by Charles Warfield and words by David Young. On January 28, 1915, the tune was again copyrighted as an unpublished composition, with the word “Much” tacked on at the end, but this time it was credited to Spencer Williams and Dave Peyton. Finally, completing a mysterious odyssey, the piece was copyrighted, with the shorter title, on February 7, 1916; Williams and Peyton were listed as composers, with Roger Graham cited as lyricist. “All of the foregoing related to the same song,” emphasizes Fuld. It is now accepted that Williams and Graham were, in fact, the song’s authors; whatever role the others played in its conception is unknown.6 The March 3, 1917 Music Trades reported that I Ain’t Got Nobody Much was “one of the season’s best sellers,” sung by Sophie Tucker at virtually every public appearance.7 Paul Biese’s orchestra was said to be one of the more than a hundred bands around the country performing it. Marion Harris, while still finding the style that would influence a legion of vocalists, shows her comfort with blues-based material in an outstanding rendition (and, incidentally, does not sing the word “much” that would shortly be dropped from the refrain). Her finest version, however, would be delivered for Columbia four years later, this time using the more familiar title. James R. Morris remarks that “the descending chromatic movement of the melody is gripping,” and Harris skillfully sings just off the beat, with a “soulful approach” to lyric interpretation.8

         
            
            The Japanese Sandman (1920)—Paul Whiteman and His Orchestra (written by Raymond B. Egan & Richard Whiting) 

         Victor 18690

         Recorded on August 19, 1920; Pop Memories debut on November 13, 1920 (reached #1) (Murrells)

         The band that would dominate popular recordings and indeed much of the music industry during the 1920s was introduced with the massively successful Victor pairing of Whispering and The Japanese Sandman. This was the first number attempted by the Paul Whiteman orchestra at its initial test session on August 9, 1920; the successful take would come ten days later. Nora Bayes had introduced the pseudo-Oriental-themed song on stage, and her Columbia recording was released at about the same time as Whiteman’s. Following the introduction, as outlined by Don Rayno, Pee Wee Byers introduces the melody with a sixteen-bar solo on soprano sax. The first chorus is led by Byers, and Gus Mueller on alto sax. Whiteman himself is featured in a violin obbligato over the next chorus played by muted brass. “The record closes with a ‘free-for-all’ ad-lib chorus at full volume with trombone obbligato,” which was a trademark of Ferde Grofe’s early arrangements. Starting with this recording, Richard Sudhalter writes in Lost Chords that Grofe and Whiteman developed “a large-ensemble concept which to some degree captured the loose intensity of a small improvising ensemble.”9

         
            August 20: The unlicensed WBL in Detroit is the first radio station to broadcast in the United States. In October, KDKA in Pittsburgh becomes the first U.S. licensed commercial broadcasting station.

         
            August 26: American women achieve the right to vote with states’ ratification of the 19th Amendment to the U.S. Constitution.

         
            November 11, 1920: The first commercially marketed recording conducted through an experimental electrical system created by Bell Laboratories is made in London at Westminster Abbey; the new process will not be seriously utilized until 1924.

         
            
            Royal Garden Blues (1921)—Mamie Smith’s Jazz Hounds (written by Spencer Williams & Clarence Williams) 

         Okeh 4254

         Recorded in January 1921 (Blues-#318)

         The very first U.S. recording of a black band playing jazz (leaving aside some near-jazz/ragtime 78’s by Jim Europe and a few others during the 1910s) was this historic performance by the blues singer Mamie Smith’s Jazz Hounds, minus Mamie herself. Five months earlier, Smith’s Crazy Blues had been the first unadulterated blues recording with massive sales that led every record company to seek out its own blues talent; this time, it was her ensemble that crossed a musical landmark with an instrumental sizzler. Cornetist Johnny Dunn is the star of a group that also included Dope Andrews (trombone), either Ernest Elliott or Garvin Bushell (clarinet), Leroy Parker (violin), and Willie “The Lion” Smith (piano). Not incidentally, this performance also introduced a jazz standard; Royal Garden Blues would be recorded by the Original Dixieland Jazz Band a few months later, and then hundreds of other artists in years to come.10 This rendition is included on the boxed set American Pop: From Minstrel to Mojo.

         The song was named after the Royal Gardens Café, which during this era ranked behind only the Dreamland Café as the leading venue for jazz on Chicago’s South Side, located at 459 East Thirty-First Street. Most notably, it was the home of King Oliver’s Creole Jazz Band from 1918 to 1921; then (after being renovated and renamed Lincoln Gardens), it gained its greatest fame during Louis Armstrong’s tenure (with Oliver in 1922–1923); and it was the largest dance hall in the black section of town until the Savoy Ballroom was built in 1927. The cowriter of Royal Garden Blues, Spencer Williams, lived in Chicago from 1907 to 1916, so it was a setting he knew well.11 Clarence Williams, the composer/bandleader/entrepreneur who published the song through his Williams & Piron Music Company, promoted it aggressively, with multiple mentions in The Music Trades in 1919, even making the highly unlikely claim that it had already sold five hundred thousand copies. Not surprisingly, the club also promoted the song, and also plugged other compositions from Williams & Piron. For example, we learn from William Howland Kenney’s Chicago Jazz: A Cultural History, 1904–1930, in May 1919 that the Royal Gardens promoted “Jelly Roll Night” featuring Clarence Williams’ I Ain’t Gonna Give Nobody None of My Jelly Roll by serving a free piece of jelly roll with every order. In early February 1920, Williams & Piron sold the Royal Garden rights to the New York firm Shapiro, Bernstein & Co., and a year later came its full emergence.

         
            
            St. Louis Blues (1921)—Original Dixieland Jazz Band, vocal by Al Bernard 

         Victor 18772

         Recorded on May 25, 1921; Pop Memories debut on August 27, 1921 (#3 peak)
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               Figure 2.2Victor store display, 1921. Library of Congress, Prints & Photographs Division, LC-USZ62-74521.
            

         

         W. C. Handy’s St. Louis Blues received a memorable performance by the trend-setting Original Dixieland Jazz Band, called by Will Friedwald in Stardust Melodies “a driving record, one of the very best the ODJB ever cut.”12 The recording was made following the band’s late-1920 return to the United States from sixteen months in England. The group made a deal with Handy to get a 10 percent commission on royalties from the song, which worked out well for both parties when it sold over three hundred thousand copies. New Orleans-born (on November 23, 1887) Al Bernard—who had already recorded the song on his own for Edison and Aeolian-Emerson in 1919, and later for other labels—sings two brief blues choruses; he’s rather buried in the mix and is only a secondary factor in the potency of the record.13 After his second chorus, clarinetist Larry Shields, the band’s hottest player, takes a solo of two choruses that is “a beautifully formed and executed statement, with Shields hitting a series of long high notes that get higher and higher as the solo goes on. It’s one of the first great jazz solos committed to shellac, predating Louis Armstrong, King Oliver, and Sidney Bechet by at least two years.” Dozens of New Orleans reedmen, both white and black, would imitate this solo for years to come; Benny Goodman some fifty years later said he could still play Shields’ St. Louis Blues solo note for note. Nick LaRocca on cornet is clean and crisp in his playing, setting aside the growls and other tricks of his earlier work, a sound that would strongly influence Bix Beiderbecke a few years later. In Lost Chords, Richard Sudhalter praises the Original Dixieland Jazz Band’s (ODJB’s) 1920–1921 recordings for their “relaxed, even elegant rhythm,” establishing the four-to-the-bar beat that would become further standardized as the 1920s developed.14 
            

         
            
            Ory’s Creole Trombone (1921)—(Kid) Ory’s Sunshine Orchestra 

         Sunshine 3003

         Recorded in Los Angeles in June 1921; also released on Nordskog 3009 as by “Spikes’ Seven Pods of Pepper” (Jazz-#286)

         Regarded by some early jazz historians as the first purely instrumental jazz recording by black musicians, Ory’s Creole Trombone (coupled on the 78 with Society Blues) is now known to occupy the second place in that historical category. But the performance by trombonist Kid Ory and his combo was certainly the first black instrumental jazz recording by a New Orleans-style combo, and it is an important part of early jazz annals.

         Born in La Place, Louisiana, on December 25, 1886, Edward “Kid” Ory began playing banjo before switching instruments, and his ensemble was one of the early black bands to follow in the wake of Buddy Bolden’s band (active from about 1897 to 1906), which had reportedly been the first to “swing the beat.” Ory had been leading a band at the Woodland Plantation where he lived in La Place since at least 1900; he moved from the plantation in 1907. By this time, the old strict military-march beat had given way to the undulating slow drag and up-tempo strut that would become the classic New Orleans style. The bands found most of their work at riverfront taverns, which housed saloons, gambling dens, and houses of prostitution. Sidemen in Ory’s groups during the early years included Johnny Dodds, King Oliver, Louis Armstrong (after Oliver’s departure), and Sidney Bechet. (Ory would later record with Oliver from 1925 to 1927, and then on Armstrong’s Hot Five sessions; a splendid version of Ory’s Creole Trombone was made by the Hot Five in September 1927.)

         While Chicago was the most popular venue for emigrating New Orleans jazzmen, many ventured all the way to California as early as 1909. Freddie Keppard had brought his band to the coast in 1914, and in 1919 Ory began a six-year stay in Los Angeles and Oakland.15 He made this landmark recording at the Sunshine Records studio on L.A.’s Santa Monica Boulevard. (The date of the recording was long listed by discographers, including Brian Rust, as June 1922, but it is now generally believed to have been a year earlier.) The six-man (despite the band name) group also included Mutt Carey (cornet), Dink Johnson (clarinet), Fred Washington (piano), Ed Garland (string bass), and Ben Borders (drums). The performance of Creole Trombone at this session is enjoyable, although sluggish by comparison with the early recordings of Oliver’s band in 1923. Gunther Schuller notes that the leader “never really makes any of the breaks that are the whole point of the piece.” However, he declares that the performance is, nonetheless, significant because of the “consummate artistry” of Mutt Carey. “Carey’s playing in 1921 was extraordinarily secure, elegant, and imaginative. His tone was full, his rhythmic conception relaxed and modern for its time, and his technique flawless”; while not the virtuoso Armstrong was, “Carey represents the pre-1920 New Orleans style at its purest and most eloquent.”16 This served as the opening (and earliest) track of Rhino Records’ four-CD set Central Avenue Sounds: Jazz in Los Angeles, 1921–1956. Curiously, despite his fame, aside from this record, Ory would not make another recording as leader until the New Orleans jazz revival movement of the 1940s, when he began a long series of record dates with his own band.

         
            
            Keep Off the Grass (1921)—James P. Johnson 

         Okeh 4495

         Recorded on October 18, 1921 (Jazz-#400)

         Regarded as the father of all Harlem stride pianists, James P. Johnson followed his August 1921 recording debut (just one song, Harlem Strut for the Black Swan label) with a session that produced one of the 1920s greatest double-sided jazz 78’s: Keep Off the Grass backed with Carolina Shout.17 “James P. Johnson’s greatest contribution was to recast the rhythms of ragtime into a more swinging, steadier jazz beat,” writes Gunther Schuller in Early Jazz. “To implement this he had a steady, rocking left hand providing a reliable rhythmic substructure. But even at his ‘stridingest,’ his left hand added a flow and forward movement that none of the earlier players had,” except for Jelly Roll Morton. By “superimposing the vocal, linear feeling of the blues on the piano, James P. made an important break with the past and changed the piano into an expressive instrument.”18 Johnson went on to write music for the all-black Broadway shows “Running Wild” (1923) and “Messin’ Around” (1929), and penned the enduring standards Charleston and If I Could Be With You One Hour Tonight.

         
            
            My Man (Mon Homme) (1921)—Fanny Brice (music by Maurice Yvain, English lyrics by Channing Pollack) 

         Victor 45263

         Recorded on November 8, 1921 (reached #1 in Pop Memories)19 (RR, GHF, EG-#74, Trad-#91, DMDB)

         “If any one star is identified with the Follies in general and Florenz Ziegfeld in particular,” writes David Ewen, “it was Fanny Brice.”20 She appeared in every edition of the Broadway productions between 1910 and 1923, except one; starred in Ziegfeld’s Midnight Frolic; and was later in the motion picture The Great Ziegfeld. Born Fannie Borach on October 29, 1891 in New York City, she began performing professionally as a teenager and attained stardom with her special knack for comic Yiddish-style songs. But she proved that she could handle somber ballads just as adeptly as novelties. In 1921, Ziegfeld invited the Paris music hall performer Mistinguette to sing the past year’s most popular French ballad, Mon Homme, which she had introduced.21 He loved the song more than the singer, and he gave the tune to Fanny. Channing Pollack penned an English lyric, and Ziegfeld had Brice perform it dressed in rags, leaning against a lamppost on a dark stage. Ewen: “Her audiences knew that she was singing her heart out because she was talking about herself and her ill-fated marriage to Nicky Arnstein,” the convicted gambler and gangster. The song became a sensation.22 Brice’s story was the basis for Barbra Streisand’s Broadway triumph Funny Girl.

         
            
            St. Louis Blues—Medley Fox Trot (1922)— W. C. Handy’s Memphis Blues Band 

         Paramount 20098

         Recorded in January 1922 (RIAA, Blues-#284, Jazz-#408, DMDB)

         When “Father of the Blues” W. C. Handy made his first commercial recordings in 1917 for Columbia, only one of the ten issued songs was a Handy original (Ole Miss Rag), and none of the performances had much of a jazz or blues quality. In 1919, Handy’s Memphis Blues Band did record four Handy favorites (for the small label “Lyratone”), and since the band featured cornetist Johnny Dunn, these were, indeed, jazz flavored. It was not until 1922 that Handy got around to recording his ultimate classic, St. Louis Blues. By that time, it was universally known, and while this instrumental performance is merely good but not great, it’s, nonetheless, of deep historical interest. Several of the musicians were, reports biographer David Robertson, “pickup musicians brought in by Paramount to give Handy’s recordings a more contemporary sound.” However, the band includes Jim Turner, the African-American violinist who in 1888 had taught Handy the black folk tune that Handy would adapt into Joe Turner Blues, and had been a member of the composer’s band since about 1909.23 In March 1923, another Handy orchestra featuring Thomas Gray (trumpet) cut a new version of St. Louis Blues for Okeh.

         
            
            The Boys of the Lough/The Humours of Ennistymon (1922)—Michael Coleman 

         Recorded for Vocalion (RR)

         The grand tradition of traditional Irish fiddling found its greatest early exponent on commercial recordings in Michael Coleman. A native of Knockgrania, in County Sligo, Ireland, he came to the United States in 1914, and the eighty recordings he made from 1921 to 1936 helped introduce a generation of listeners to the music of his homeland, featuring reels (about half of the total), jigs, hornpipes, polkas, barndances, and set dances. Coleman’s playing, remarks Steve Winick, “was unlike that of the older country fiddlers from Sligo. His personal touches included a richer tone, an authoritative and forceful stroke of the bow, and a more frequent use of ornamentation.” The original title of this reel was “The Boys at the Lough,” but the British Beltone label misprinted it as “The Boys of the Lough.” The record sold so many copies in Ireland, and became such an enduring classic, that (notes Winick) “the tune is now known universally by the latter name.”24 This performance, with Coleman accompanied by piano, was inducted into the National Recording Registry in 2014.

         
            
            Ragtime Annie (1922)—A. C. (Eck) Robertson 

         Victor 19149

         Recorded in New York on July 1, 1922 (released on November 30, 1923)25

         On the same session that produced his classic performance of Sallie Gooden—the first commercially issued country music performance—Texas fiddle virtuoso Alexander Campbell (Eck) Robertson produced another unaccompanied solo gem in Ragtime Annie.26 Allen Lowe notes that the piece (which sat on Victor’s shelves for more than a year before issuance) is important “as an example of Robertson’s mastery of subtle melodic variation. Like certain other archaic forms of music, his playing appears, paradoxically, to be both stationary and in motion at the same time, defying its own static harmonies with dance-like shifts of rhythm.”27 
            Ragtime Annie is believed to have been written by Matt Brown, a north Texas fiddle legend who was a mentor to Robertson.

         
            
            Farewell Blues (1922)—Friars’ Society Orchestra (New Orleans Rhythm Kings) (written by Paul Joseph Mares & Elmer Schoebel) 

         Gennett 4966

         Recorded in Richmond, Indiana, on August 29, 1922

         During the six and a half years between the early-1917 premiere recordings of the ODJB and the 1923 debut of King Oliver’s Creole Jazz Band, perhaps the most influential sessions were by the Friars Society Orchestra (named after the Chicago cabaret where they made their reputation, the Friars’ Inn on South Wabash Street in the Loop; it was a favorite of the Chicago underworld, and Al Capone was a regular customer), recording for the first time on August 29 and 30, 1922. The Starr Music Company (which owned the Gennett label) was just around the corner from the Friars’ Inn, where the size of the crowds convinced Starr’s Chicago manager Fred Wiggens to take a chance on recording the group. Making the first date especially noteworthy was the introduction of an enduring jazz standard, Farewell Blues, written by the band’s pianist/leader Elmer Schoebel and cornetist Paul Mares. Bassist Arnold Loyacano recalled: “Farewell Blues was originated because these guys were fishing for harmony, and the notes sounded like a train whistle.”28 In A New History of Jazz, Alyn Shipton points out that whereas the ODJB nearly always played with the full ensemble throughout their records, the Friars “regularly used solo choruses by trombone, trumpet, or clarinet to great effect.”29 This had a particularly strong impact on Bix Beiderbecke and the young Chicago jazzmen who would play a major role in the music’s late-1920s evolution.

         
            Farewell Blues and the band’s most important original of all after changing its name in 1923 to the New Orleans Rhythm Kings, Tin Roof Blues, were (writes Shipton) “among the first jazz compositions to be published and marketed as precisely that—sometimes with written hints that the band’s recordings of each piece should be listened to before playing from the music, in order to catch the nuances of jazz phrasing and timing.” This concept, offered by brothers Lester and Walter Melrose, who helped the band land its Gennett recording contract and whose Chicago-based publishing firm issued the group’s compositions on sheet music, was an important step in the development of jazz as music to be taken seriously. Clarinetist Leon Roppolo was widely regarded as the best white New Orleans musician, and Mares and trombonist George Brunies were also accomplished and exciting performers.

         In Lost Chords, Richard Sudhalter notes the importance of “tone and intonation” to the Friars’ band, qualities that were not prized as highly in most other jazz combos of the time. “The notion of tunefulness implies particular attention to the aesthetics of sound. The tutti passages on Farewell Blues, with their echoes of railroad whistles … bespeak rehearsal and behind-the-scenes work aimed at achieving a polished and varied band sound.”30 White Chicago jazzman Jimmy McPartland, part of the so-called “Austin High School Gang” of young jazz afionados, recalled the profound influence of the NORK records. On buying the latest Gennett releases and putting them on the phonograph, the first tune played was Farewell Blues. “Boy, when we heard that—I’ll tell you, we were out of our minds. Everybody flipped. It was wonderful.”31

         
            
            My Man Rocks Me (With One Steady Roll) (1922)—Trixie Smith and the Jazz Masters 

         Black Swan 14127

         Recorded in c. September 1922 (released in January 1923) (RHF, Blues-#207)

         Generations of songs about rocking around the clock all trace their heritage back to this record. There are indirect antecedents of songs using variants of the term “rock and roll” in a sexually related context: A nineteenth-century sea chantey contained the line: “Oh do, me Johnny Bowker, come rock and roll me over.”32 Numerous pre-1920 gospel songs speak of being rocked and/or rolled in religious fervor. The first known instance of the phrase being used on record came when the Haydn Quartet, on its 1904 release The Camp Meeting Jubilee (Victor Monarch 4003), sang the lines: “We’ve been rockin’ an’ rolling in your arms/ Rockin’ and rolling in your arms/ Rockin’ and rolling in your arms/ In the arms of Moses.” But in the modern sense, composer J. Berni Barbour and blues singer Trixie Smith got it all started. Barbour had been the cofounder of the United States’ first black music publishing company (in 1903), so it was appropriate that he wrote one of the most famous records to be issued by Black Swan, the first significant black-owned record company. Harry H. Pace, previously W. C. Handy’s music publishing partner, established Black Swan in Harlem in January 1921, with Fletcher Henderson as musical director, and W.E.B. Du Bois and composer William Grant Still among its directors.33

         Atlanta-born Trixie Smith began recording for Black Swan in January 1922, and three months later did a popular version of the early blues standard He May Be Your Man (But He Comes to See Me Sometimes). At her next session, she brought a similar playful sensuality to My Man Rocks Me. Her contralto was merely modest, but when she sang lines like “I looked at the clock and the clock struck one / I said, ‘Now, daddy, ain’t we got fun.’ / Oh, he was rockin’ me with one steady roll,” it could stir any listener.34 The record was less than a hit, but grabbed enough attention to inspire several cover versions the next few years, and in 1929 the tune reached its biggest audience through the Vocalion recording by Tampa Red’s Hokum Jug Band featuring Frankie “Half Pint” Jaxon.

         
            
            Three O’Clock In the Morning (1922)—Paul Whiteman and His Orchestra (written by Julian Robledo) 

         Victor 18940

         Recorded on August 22, 1922; Pop Memories debut on November 18, 1922 (8 weeks at #1) (Murrells)

         Copyrighted as a piano composition in 1919 by Julian Robledo (a native of Avila, Spain), Three O’Clock In the Morning was published (reports James J. Fuld) in about September 1920, although it was not deposited with the Library of Congress until the following June.35 The June 15, 1922 Talking Machine World declared that the waltz song had become “one of the most important successes of this season,” remarking that it had been a steady seller since the previous fall, but now with “added impetus.” Once Paul Whiteman got hold of it, the nation’s foremost bandleader made it one of the biggest-selling records of the 1920s. It was one of two important songs (the other: Mon Homme aka My Man) acquired by the Leo Feist song publishing company on a single early-1921 European trip by general manager E. F. Bitner. By some accounts (including those of Feist, as stated in the January 1938 Down Beat), Whiteman’s record sold as many as three million copies; more reliable figures place the total sales at 1,723,000 copies, making it a rival to Ben Selvin’s Dardanella as Victor’s biggest seller ever to that time.36

         It begins with the famous bell tolling (chimes played by Harold McDonald)—the Westminster Chime of London’s Big Ben—and Three O’Clock In the Morning unfolds as a lovely, elegant waltz in the arrangement by Ferde Grofe. The front cover of the 1921 first edition pictures a couple dancing while 3 o’clock shows on Big Ben. (The device of Westminster chime-like tones had been employed in such previous popular songs as 1893s Say Au Revoir But Not Goodbye and, a decade later, Sweet Adeline.) Donald Clark (baritone sax) and violinists George Torde and George Unger carry the first chorus, Clark solos on the verse, and there’s a full-band closing chorus before concluding with the same “Big Ben” chimes. In its year-end review, the December 15, 1922 Talking Machine World said Three O’Clock was “probably the most remarkable song and dance success of the past season.”37

         Elijah Wald devotes a portion of his book How the Beatles Destroyed Rock ‘n Roll: An Alternative History of American Popular Music to the proposition that the Whiteman band was in some ways a 1920s counterpart to the British group in vast popularity, cultural influence, and success in crossing over musical genre boundaries that no one else had previously done (in Whiteman’s case, between the classical concert hall, Tin Pan Alley, and jazz). “Listening with modern ears, it is virtually impossible to hear how fresh and exciting the Whiteman band must have sounded in the early 1920s. … But what he was doing changed the face of both jazz and popular music. It was not simply a matter of making jazz into a sedate, European-American style, as some of his detractors would charge; rather, he applied scoring techniques that had previously been reserved for classical compositions to dance-band arrangements, capturing listeners’ attention not with novelty noises … but with tonal and harmonic colors.”

         
            End 1922: Over the past eighteen months, the “radio craze” has resulted in the sale of $100 million worth of amateur wireless outfits, at an estimated profit to manufacturers of $40 million. There are now over six hundred broadcasting stations.38
            

         
            
            My Lord’s Gonna Move This Wicked Race (1923)—Norfolk Jubilee Quartet Paramount 12035 

         Recorded in April 1923 (Gospel-#45, Blues-#382)

         They began as the Norfolk Jazz Quartet, touring with Mamie Smith (of Crazy Blues fame) and recording twenty blues, popular, and novelty songs in 1921 for the Okeh label such as Jelly Roll Blues and Strut Miss Lizzie. Then, the Virginia ensemble of Otto Tutson (lead), J. “Buddie” Archer (tenor), Delrose Hollins (baritone), and Len Williams (bass and group manager) recorded this sacred song at its first session for Paramount, and the record proved such a hit that they became known as the Norfolk Jubilee Quartet and from this point onward focused on gospel and spiritual material on its scores of subsequent recordings through 1929, then resuming from 1937 to 1940. This is a potent a cappella performance with Len Williams, the real standout. It proved popular enough that it remained in print continuously until Paramount went out of business in 1932.39 The record was supervised by Art Satherley, the British-born producer who would later become a historically important figure in country music. In an interview with Norm Cohen and Gene Earle, Satherley recalled paying the group members $100 each plus the train fare from Norfolk to New York, and at their next session giving the members gifts such as a hat or neckties. “We treated them like we would like to be treated,” he said. More than a dozen cover versions of the song were made by 1930. Dick Spottwood calls it “profoundly influential,” and suggests that the group’s success helped establish “the prominence of quartets in both black and white southern gospel music for nearly four decades.”40

         
            
            Milenberg Joys (1923)—New Orleans Rhythm Kings (written by Jelly Roll Morton, Leon Roppolo, & Paul Mares) 

         Gennett 5217

         Recorded in Richmond, Indiana, on July 18, 1923

         The inaugural recording of the venerable jazz standard Milenberg Joys by the New Orleans Rhythm Kings was also noteworthy as one of the first integrated jazz recording sessions, with the great Jelly Roll Morton sitting in with the white combo, including his credited cocomposers, clarinetist Leon Roppolo, and cornetist Paul Mares. The session (four months after the group introduced Tin Roof Blues) came about (relates Richard Sudhalter) when Morton came to Chicago’s Friars Inn, where the Rhythm Kings regularly played, to see whether they’d like to record some of his songs, which were being published by Walter Melrose. Melrose happened to be a key underwriter of the Rhythm Kings. So on the July 18 recording date, after Morton recorded four piano solos (including Grandpa’s Spells and The Pearls), the group recorded the composer’s Mr. Jelly Lord and London Blues, both with Jelly Roll on piano.

         On Milenberg Joys, the first take finds Morton at center stage, “almost swamping Roppolo’s delicate-toned clarinet,” writes Sudhalter.41 Jelly Roll is more subdued on the song’s second take. On both versions, the soon-to-be universally known Dixieland number is taken at a more easily danceable tempo than the frantic rhythm with which it would often be performed in later years—but thoroughly exciting. Jimmy McPartland vividly recalled (in Shapiro & Hentoff’s Hear Me Talkin’ to Ya) his young jazz-loving Chicago pals’ reaction to the Rhythm Kings’ early Gennett records: “We stayed there from about three in the afternoon until eight at night, just listening to those records … over and over again. Right then we decided we would get a band and try to play like these guys.” In January 1925, the Kings would record a powerful, bluesy variation on Milenberg, Golden Leaf Strut. Oddly enough, Morton never did a commercially issued version of Milenberg Joys under his own name; in 1924 and 1926, his takes of the song were rejected by Gennett. The original is an undeniable classic.42

         
            
            Wild Cat Blues (1923)—Clarence Williams’ Blue Five (featuring Sidney Bechet) 

         Okeh 492543

         Recorded on July 30, 1923 (RR, Jazz-#261)

         The historic recording debut of Sidney Bechet features the scintillating pairing of Kansas City Man Blues and, on its flip side, Wild Cat Blues. Although pianist-songwriter-publisher Clarence Williams is the session leader, this is a total showcase for Bechet on soprano saxophone, and his extended soloing is unlike anything recorded jazz had ever heard to this point in its amazing virtuosity, other than Louis Armstrong’s debut a few months earlier with King OIliver’s band. With an intense vibrato utterly distinct from any other saxophonist, Bechet, writes Gunther Schuller in Early Jazz, was “one of the supreme melodists in jazz. He had a natural gift for creating long melodies, developed unquestionably out of the blues in a conception much more vocal than that of any other reed player” except perhaps Johnny Hodges.44 Williams arranged for Bechet to take a remarkable seven “breaks,” or solos, and Thomas Brothers notes that “he takes every one of them with complete authority.”45 Tom Piazza remarks that Bechet’s breaks in this performance “are every bit as assured and imaginative as Armstrong’s” early-1920s breaks.46 Cornetist Tom Morris is also part of the ensemble. The performance was inducted into the National Recording Registry in 2016.

         
            
            Tears (1923)—King Oliver and His Creole Jazz Band (written by Louis Armstrong & Lil Hardin) 

         OKeh 40000

         Recorded in Chicago on October 25, 1923 (Jazz-#397)

         The thirty-seven completed performances by King Oliver’s Creole Jazz Band featuring young Louis Armstrong between April and December 1923 created the greatest recorded legacy of the original New Orleans polyphonic jazz style. There are glories to be found in every one.47 Four years before Armstrong unleashed one of his most unforgettable solos in Potato Head Blues, he offered a precursor with Oliver’s combo on Tears. Biographer Terry Teachout notes that in the midst of this ensemble performance, Satch “ripped off a series of two-bar breaks” that “foreshadow” his stop-time soloing on Potato Head. “So far as can now be known, only one other person in the world could play like that” in 1923: Sidney Bechet, with whom Armstrong would play on a few classic Clarence Williams Blue Five dates from October 1924 to January 1925.48

         Other personnel were as follows: Honore’ Dutrey (trombone), Johnny Dodds (clarinet), Charlie Jackson (sax), Lil Hardin (piano), Johnny St. Cyr (banjo), and Baby Dodds (drums).

         
         
            
            Fare You Well, Old Joe Clark (1923)—Fiddlin’ John Carson 

         Okeh 40038

         Recorded on November 7, 1923 (released in February 1924) (Murrells)

         In Ozark Folksongs, Vance Randolph traced the long history of the fiddle tune Old Joe Clark as far back as 1842 under the title Liza Jane (cited in The Nursery Rhymes of England), and a half century later was reported by Lila Edmonds in the April–June 1893 Journal of American Folklore (“Songs from the Mountains of North Carolina”).49 Gene Wiggins, in his study of Fiddlin’ John Carson’s career and music, cites anecdotal reports that it dated back centuries, but this is not documented. Although it was often performed as a play-party game (a gathering at which young people of both sexes dance and play various games while spectators clap their hands and stamp their feet) with clearly defined role-playing figures (as detailed by B. A. Botkin in The American Play-Party Song), Randolph said that the same tune was played by fiddlers at square dances, and it is in the latter form that the song took on a new life in twentieth-century hillbilly recordings. Botkin, who reported that there were said to be over hundred verses to the piece in existence, called it “this vigorously and fabulously vulgar epic.”50

         The first recorded version was this solo vocal and fiddle performance by Carson, who had been performing at carnivals, medicine shows, and other venues throughout Georgia and neighboring states for many years before his recording debut. This was Carson’s second session and his first in New York, after the historic June 1923 field session in Atlanta at which he cut the first-ever hit country single, The Little Old Log Cabin In the Lane. “Wandering minstrels had existed for centuries, but John was one of the first country musicians to travel frequently for considerable distances in order to perform,” writes Wiggins. Bill Malone writes that “his rather formal, church-derived style of singing is especially appealing.” Early folk singer/folklorist Bascom Lamar Lunsford, noting melodic similarities with a traditional Child ballad, opined that “Old Joe Clark is nothing but The House Carpenter speeded up.” Carson did a new version with his string band the Virginia Reelers in October 1927.

         
            
            You Will Never Miss Your Mother Until She’s Gone (1923)—Fiddlin’ John Carson 

         Okeh 4994

         Recorded on November 7 and 8, 1923 (Murrells)

         This is a stark, affecting solo vocal and fiddle performance of a number that has the title of an 1873 song, but is (according to Gene Wiggins in his book-length study of Fiddlin’ John Carson’s career) basically a slightly altered version of another chestnut, Mother and Home. Polk Brockman, who signed Carson for Okeh, copyrighted the song and at least eight others in the artist’s name, and earned a healthy sum himself for controlling the copyright—a lesson that would be well learned by Ralph Peer (producer of Carson’s early sessions) in his subsequent work with Jimmie Rodgers and the Carter Family.51 Charles Wolfe writes that, like other Southern musicians, Carson mastered the art of playing unaccompanied fiddle while singing at the same time, and honed this ability through years of performing at carnivals, dances, and medicine shows in the Atlanta area. Incidentally, Carson’s brand of “old-time music” featured an instrument even older than his songs; his Stradivarius copy supposedly dated from either 1677 or 1714 (accounts differ), reportedly brought to the north Georgia hills by an Irish ancestor in 1780. At age fifty-five when he began his recording career, Carson would record over 150 sides for the Okeh label, and twenty-plus more for Victor’s Bluebird subsidiary, including sessions with his string band the Virginia Reelers.

         
            
            It Ain’t Gonna Rain No Mo’ (1923)—Wendell Hall 

         Victor 19173

         Recorded on October 12, 1923; Pop Memories debut on January 26, 1924 (6 weeks at #1); also recorded for Edison 51261 and Gennett 5271 (Murrells)

         Against all odds, It Ain’t Gonna Rain No Mo’—a spirited performance of a traditional country dance tune with probable African-American and minstrel-show roots, as reworked by Wendell Hall—became one of the pop music sensations of the 1920s. Born in St. George, Kansas, on August 23, 1896, Hall began performing as a teenager (billed as “the singing xylophonist”), moved into vaudeville after World War I service singing and playing ukulele, and in 1921, became a staff artist on Chicago’s KYW radio; along with Vaughn DeLeath, he was one of the first singers to achieve fame in that new medium.52 He and Carson Robison (whose pop music career would prove more enduring) came to New York together to sign with the Victor Talking Machine Company, and Hall achieved phenomenon status with his first record release.

         Although no full printing of the song has been found before 1923, Carl Sandburg in American Songbag (1927) reported that it came from Kentucky and dated back to at least the 1870s.53 James J. Fuld writes that there is a similar melody in the last few bars of Satan’s Camp-a Fire in the landmark 1867 collection Slave Songs of the United States.54 Will Lyle (the first banjoist to make commercially issued records) cut it for Edison’s North American Phonograph Company on October 2, 1889 as “Going to Rain Any More,” and again on October 29, 1889 as “Ain’t Going to Rain No More.”55 In the July–September 1911 Journal of American Folklore, Howard W. Odum included a song called I Ain’t Bother Yet with the refrain “Ain’t goin’ to rain no mo’,” although the song is otherwise unrelated to the hit. A version of the song was used as a play-party number in Texas, according to Dorothy Scarborough in On the Trail of Negro Folk Songs (1925), and B. A. Botkin later discussed it in the same context in American Play-Party Songs.56

         Hall knew the melody from his youth, remembered what lyrics he could and added some of his own, and a smash hit was born. He recorded it for Gennett that October 1, and for Victor eleven days later (each time with his theme song Red-Headed Music Maker as the companion piece on the 78 rpm release). He copyrighted the piece himself, then sold it to Forster of Chicago. As luck would have it (the 1929 Metronome account recalls), it rained more in the East that winter of early 1924 than at any time in recent memory, and “the song turned into almost a national hymn of hope.” If it had come out a year earlier or later, “it might have sputtered and gone out like a wet match.”57 According to the February 15, 1926 Talking Machine World, it “enjoyed one of the greatest sales of any popular vocal record ever released.”

         The solo vocal and ukulele performance is engagingly enthusiastic, and the fact that most country music historians dismiss both song and artist because of shared “showbiz” origins (not sufficiently earthy and “authentic,” they claim), and also because Victor marketed it as a popular rather than an “old-time music” disk, can’t override its genuine appeal. In the John Edwards Memorial Foundation Quarterly, Robert Cantwell wrote that the song “is an encyclopedia of Afro-American play party and minstrel song stanzas and … even some stanzas we now associate with traditional blues—with interesting implications, I think, for the history of that form.” Hall’s recording is reported to have sold over two million copies, although its actual sales were probably no more than half that figure; he never had another hit that could approach it in his subsequent recordings through 1933, but enjoyed a long career in radio.

         
            February 12, 1924: George Gershwin’s “Rhapsody In Blue” is introduced at Paul Whiteman’s historic “Experiment in Modern Music” concert at Aeolian Hall in New York.

         
            
            Somebody Stole My Gal (1924)—Ted Weems and His Orchestra (written by Leo Wood) 

         Victor 19212

         Recorded on November 20, 1923; Pop Memories debut on February 16, 1924 (5 weeks at #1) (Murrells)

         One of the most popular dance band leaders of the 1920s who enjoyed an unexpected renaissance a generation later with Heartaches, Ted Weems was born Wilfred Theodore Weymes on September 26, 1901 in Pitcairn, Pennsylvania; formed his first band in 1922; and had his debut recording session for Columbia that year. It was his premiere session for Victor a year later that produced his trademark hit, Somebody Stole My Gal. Written by vaudevillian Leo Wood in 1918, the Weems record (with brother Art Weems on trumpet) is a bright, energetic instrumental with an immediately memorable melody; it later became the theme for British bandleader Billy Cotton. The record was first cited as a rising hit for Victor in the February 2, 1924 Music Trades, which noted its particularly strong sales in the Philadelphia area out of the “spirit of local pride.”58 Weems’ ensemble didn’t play jazz, but waxed a number of enjoyable, moderately hot jazz-influenced dance tunes during the next several years, until becoming largely focused around vocals by the time it scored a big 1929 hit with the novelty Piccolo Pete. During a long residency at the Plantation Grille of Kansas City’s Muehlebach Hotel, its radio broadcasts over station WDAH reached a wide audience, and in 1929 Weems relocated to Chicago at the Grenada Hotel. The legendary Bix Beiderbecke, who was on hiatus from Paul Whiteman at the time, was a fan of the group from that period (particularly for its arrangements by Joe Haymes) and even sat in with them during a Chicago visit.

         
            
            Chicago Stomp (1924)—Jimmy Blythe 

         Paramount 12207

         Recorded on April 4, 1924 (Blues-#435)

         No one can say with certainty when the boogie-woogie piano sound was created—there are traces of it in print as early as 1909—but one of its earliest appearances on record was on this piano solo by Jimmy Blythe. (Perhaps the only previous recording in this vein was 1923’s The Rocks, credited to pianist “Clay Custer,” believed to be a pseudonym for George W. Thomas, who is credited on the label as composer.) Born in Louisville in January 1901, Blythe was based in Chicago from his teens onward, and by the early 1920s became a ubiquitous figure on the city’s burgeoning jazz and blues scene.59 He would become virtually the “house” pianist for the Paramount label, accompanying many of its blues artists, including Ma Rainey. Chicago Stomp, from his first session, is a superbly infectious performance, offering seven choruses with very little repetition, and that rolling left-hand, eight-to-the-bar bass that embodies what would later be known as boogie woogie is unmistakable. Larry Birnbaum suggests that because many of the song’s melodic figures turn up in later boogie woogies, “the piece as a whole is clearly a rock ‘n roll ancestor.”60 Blythe recorded extensively, under his own leadership and with various ensembles, until his death in the meningitis epidemic of 1931.

         
            
            California, Here I Come! (1924)—Al Jolson (written by Joseph Meyer, Al Jolson, & Buddy DeSylva)61 

         Brunswick 256962

         Recorded in March 192463; Pop Memories debut on May 3, 1924 (#1 for 6 weeks) (GHF, Trad-#220, DMDB)
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               Figure 2.3Al Jolson. Library of Congress, Prints & Photographs Division, LC-USZ62-111598.
            

         

         The March 1924 recording sessions teaming Al Jolson with Isham Jones’ orchestra brought together two of Brunswick’s biggest artists. Jones had been with Brunswick since 1920; this was Jolson’s first session for the label after leaving Columbia, and the company went all out to promote California, Here I Come.64 An exuberant celebration of the Golden State as a promised land, the tune was added to Jolson’s Winter Garden stage show Bombo, which had opened in October 1921, and with which he continued to tour the next few years. The song “was the greatest inspiration I ever had,” declared Joseph Meyer. Coauthor Buddy DeSylva brought it to Jolson.65 Its success was particularly important to M. Witmark & Sons, one of the biggest publishing firms since its 1886 founding. The firm’s high-priced 1923 expansion had placed it in such financial peril (as discussed by Isidore Witmark in his memoir) that it was at risk of entering bankruptcy until Sigmund Romberg’s 1924 Broadway smash The Student Prince helped it to recover.

         
            
            It Had to Be You (1924)—Isham Jones and His Orchestra 

         Brunswick 2614

         
            Recorded on April 24, 1924; Pop Memories debut on July 19, 1924 (reached #1) (RIAA-#81, GHF, Jazz-#158, Trad-#164, DMDB)

         Composer-bandleader-tenor saxophonist Isham Jones and lyricist Gus Kahn made a formidable songwriting team in the 1920s, with hits such as Swingin’ Down the Lane (1923), Spain (1924), I’ll See You In My Dreams (1925), and above all, the classic ballad It Had to Be You. All of these were also hit records for Jones’ band, regarded as one of the finest ensembles of the 1920s, with personnel (during the mid-1920s) including Louis Panico (trumpet) and Roy Bargy (piano). Jones himself was a creditable performer on C-melody and tenor saxophone, before giving these up to focus on conducting. George T. Simon: “What thrilled me was the pure, rich ensemble sound that permeated so many of its recordings. Jones had a way of getting his men to phrase in long, flowing lines, so that they sounded as if they never inhaled.”66 The leading original vocal version of It Had to Be You was by Marion Harris; Jones’ recording, like nearly all of his pre-1926 disks, is an instrumental and a lovely one.67 Gunther Schuller: “Isham Jones was, along with Art Hickman and Paul Whiteman, one of the three prime innovators in determining the basic instrumentation and character of the modern American dance orchestra.”68

         
            
            Copenhagen (1924)—Fletcher Henderson and His Orchestra (written by Charlie Davis & Walter Melrose) 

         Vocalion 14926

         Recorded on October 30, 192469 (Jazz-#322)

         The arrival of Louis Armstrong in the Fletcher Henderson orchestra was a galvanizing event, making an already first-rate big band exceptional. Gunther Schuller writes in Early Jazz that Don Redman’s arrangement for Copenhagen (recorded three weeks after Armstrong’s first session with the ensemble) was one of the most complex and advanced in jazz to this time, using a lively tempo, a three-section structure, and a vivid emphasis on the contrast between brass and reed instruments, trading off brass trios with clarinet trios. The band’s recent addition of clarinetist Buster Bailey, expanding the group to eleven men, made this all the more effective. Underlying all this activity is the “straight-ahead” approach of the rhythm section, allowing the piece to flow forward “uncluttered.”70 Henderson biographer Jeffrey Magee makes the point that Redman’s chart drew heavily from a stock arrangement, modifying it with “inside-the-strain juxtapositions and an Armstrong solo intended to stand out from the surrounding musical landscape.”71 72 Bailey has three solos, with one each for Armstrong and young tenor sax dynamo Coleman Hawkins; Charlie Green’s trombone smears are also prominent. Richard Hadlock suggests that the performance has “much of the bite and momentum” of the rendition of the piece a few months earlier by Bix Beiderbecke’s Wolverine Orchestra, “as well as the broad impact of an eleven-man band under full steam.”73 “The harmonically surprising finish,” write Gary Giddins and Scott DeVeaux, “inclined listeners to shake their heads in wonder and move the needle back to the beginning.”74 Armstrong’s playing here, remarks Ted Gioia, “was pointing the way to a more modern conception of improvisation.”75

         
            
            Fascinating Rhythm (1924)—Cliff Edwards 

         Pathe 025126

         Recorded on December 10, 1924; also issued on Perfect 11560

         Cliff Edwards is remembered today first as the voice of Jiminy Cricket in the 1940 Disney classic Pinocchio (introducing the Oscar-winning When You Wish Upon a Star), and secondarily for his early fame as “Ukulele Ike,” the ukulele-strumming crooner of happy tunes in the 1920s. He was also one of the first scat singers on record,76 and one of the early white vocalists with a genuine feeling for jazz, as wonderfully demonstrated in his rendition of George and Ira Gershwin’s Fascinating Rhythm, from the musical Lady, Be Good! This is a rhythmically intricate song requiring a very deft touch and a nimbleness that not too many singers had truly mastered as of 1924; Cliff Edwards had. As demonstrated by this performance, remarks Will Friedwald, Edwards “had a remarkable gift for using jazz techniques to make a lyrical point—the ultimate ideal of twentieth-century vocal music.”77 The four-string, two-octave miniature guitar known as the ukulele was created in Portugal, but after being introduced in Hawaii in the late 1800s, the instrument became closely associated with the islands. It gained in popularity with the Hawaiian song craze of the 1910s, and then skyrocketed thanks to “Ukulele Ike.” In his introduction to George Gershwin’s Songbook in 1932, George declared: “Our music asks for staccato effects. … The rhythms of American popular music are more or less brittle; they should be made to snap, and at times to crackle.” Composer Aaron Copland called it “rhythmically not only the most fascinating but the most original jazz song yet composed.”78

         
            
            Tea for Two (1925)—Marion Harris (music by Vincent Youmans, lyrics by Irving Caesar) 

         Brunswick 2747

         Recorded in November 1924; Pop Memories debut on January 24, 1925 (reached #1)
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               Figure 2.4Marion Harris. Library of Congress, Prints & Photographs Division, LC-DIG-ggbain-28475.
            

         

         Even though its run on Broadway was a relatively modest 321 performances (opening on September 16, 1925), No, No, Nanette was perhaps the decade’s most renowned musical before the 1927 revolution of Show Boat. The show was based on a 1920 comedy, His Lady Friends, and had a long gestation period, with an early tryout in Detroit beginning in April 1924. When the show struggled there, its producer Harry Frazee—owner of the Boston Red Sox, and the man who sold Babe Ruth to the Yankees—anxiously wired Youmans and Caesar that they needed to write some new songs. (Frazee also soon fired the director and took over himself.) The pair held a session at Caesar’s New York apartment; after finishing one song, Caesar was napping beside the fireplace when he was awakened by Youmans, demanding that he listen to a melody he’d just devised. Fifteen minutes later, Tea for Two was done.79 Debuting during the show’s long run in Chicago, both that and I Want to Be Happy became popular hits. The show opened in London in March 1925, and it already had two U.S. road companies going by the time it finally reached Broadway. The very simplicity of Tea for Two, its immediate singability, proved its greatest virtue, and no one sang it as winningly as the versatile Kentucky-born chanteuse Marion Harris. Will Friedwald: “She has chutzpah and she has projection, and her sound is remarkably well captured by the acoustic recording technology. She’s not the only singer of the era who sounds something like a modern pop-jazz artist, but Harris is by far the best.”80 When the American Society of Composers, Authors and Publishers (ASCAP) celebrated its fiftieth anniversary in 1964, Tea was cited as one of the 16 biggest hits of the half century.

         
            
            I’ll See You In My Dreams (1925)—Isham Jones conducting Ray Miller’s Orchestra 

         Brunswick 2788

         Recorded on December 4, 1924; Pop Memories debut on March 14, 1925 (#1 for 7 weeks) (DMDB)

         Among the most enduring of Isham Jones’ many 1920s hits as both composer and bandleader, I’ll See You In My Dreams is a bit unusual in that it features him conducting Ray Miller’s orchestra. The Chicago-born Miller, whose recording career began in 1920, featured jazzmen Miff Mole (trombone), Frankie Trumbauer (C-melody sax), and Rube Bloom (piano) on his 1924–1925 sessions. The February 1925 Talking Machine World reported that when Jones was ready to record his new song, he asked Brunswick to arrange for the session with Miller’s band.81 The ballad is best remembered with Gus Kahn’s lyrics, but this is an instrumental performance. Indicative of the pecking order of the decade’s bands is the fact that Paul Whiteman (who recorded the tune for Victor) is pictured on the song’s sheet music cover, rather than its composer.82 In a 1933 New York Evening Journal poll of 370 bandleaders on the greatest popular songs of the preceding decade, this ranked #7.83

         
            
            Adeste Fideles (O Come All Ye Faithful) (1925)—Associated Glee Clubs of America (written by John Francis Wade) 

         Columbia 50013-D

         Recorded on March 31, 1925 (RR-#44)

         
            On February 26, 1925, the Columbia Phonograph Company became the first U.S. company to obtain rights to the new electrical recording process licensed by Western Electric. The historic new technology, invented by Bell Labs under the supervision of Joseph Maxfield, was being offered to U.S. record labels for a $50,000 advance payment and a percentage of recording royalties. Columbia accepted the deal two months ahead of its arch-rival Victor, and wasted little time in demonstrating the process that would shortly render the traditional acoustic recording system obsolete.84 (Some experimental electrical recordings had previously been made, and Western Electric engineer Sam Watkins had demonstrated the process for both Victor and Columbia in 1924, but none had reached a large audience until this time.)85 Barely one month after the agreement, the company assembled a massive mixed choir (the advertising claimed 4,800 voices, translated as 850 singers on stage and 4,000 audience members singing along) at the New York Metropolitan Opera House, and it recorded a promotional disk to demonstrate the technology. On one side was the traditional English song John Peel; on the other was the venerable Christmas carol Adeste Fideles (O Come All Ye Faithful).86

         Written between 1740 and 1744, completed in France in 1750 (with Latin words) by the British-born John Francis Wade, and first printed in the United States in 1760,87 
            Adeste Fideles achieved its greatest fame as O Come All Ye Faithful with Frederick Oakeley’s English translation in the 1852 collection A Hymnal for Use in the English Church. Some have suggested that the carol’s melody originated as an anonymous Latin hymn; James J. Fuld notes that although the music has at times been ascribed to Saint Bonaventura, or a Portuguese composer (it has frequently been referred to as the “Portuguese Hymn”), there is no evidence for any such claims.88 The song was adopted by many Christian churches in the late 1800s, and Ace Collins writes that it became “one of the focal points of the caroling movement that swept the country” during that period, with many mobile choirs concluding their house-to-house performances with O Come All Ye Faithful.89 Noteworthy early recordings of the classic included those by the Peerless Quartet (1905) and John McCormack (1915); the impact of the Associated Glee Clubs’ landmark performance towers over all others. It was also one of Columbia’s top sellers of the decade on both sides of the Atlantic, according to Brian Rust.90 The clear, crisp sound of the mighty choir (accompanied by piano) had a startling impact, in bold contrast to the acoustic recording era it was sweeping aside, and remains impressive even today.91

         
            
            Charleston (1925)—Golden Gate Orchestra (California Ramblers) (written by Cecil Mack & James P. Johnson)92 

         Edison 51542

         Recorded on April 2, 1925 (RR, Jazz-#281)

         With perhaps the sole exception of Ben Selvin’s orchestra, no jazz or dance band of the 1920s was more prolific in the recording studio than the California Ramblers. Their entry in Brian Rust’s jazz discography occupies thirty-two pages. Like Selvin, they recorded for many different labels and under various names (Meyer’s Dance Orchestra, Palace Garden Orchestra, Ted White’s Collegians, etc.). Some of the band’s best work was done for Edison, and a perfect example is Charleston. The band was established in 1921 by Wallace T. “Ed” Kirkeby (a nonmusician who served as their manager and agent, and later best known for managing Fats Waller).93 Richard Sudhalter notes that as a wildly popular band specializing in peppy dance tunes, published “stock” orchestrations (as opposed to original charts), and performances at society cotillions and college proms, the Ramblers have been largely ignored by jazz historians.94 But at various times, its members included most of the decade’s finest New York-based white jazzmen. The band in 1925 included Red Nichols (trumpet), Tommy Dorsey (trombone), Jimmy Dorsey (alto sax/clarinet), and Adrian Rollini (bass saxophone).

         The Charleston, the dance that symbolizes the Roaring Twenties more than any other, seems to be of African origin; Leroi Jones believed it came from an Ashanti ancestor dance. Noble Sissle (Eubie Blake’s songwriting partner) recalled learning it in Savannah around 1905, and it became well known throughout the South; James P. Johnson reported that in 1913 it was being used as a “regulation cotillion step,” with many variations that all used the same rhythm. The irresistibly exuberant dance turned up in Broadway and other stage productions by the early 1920s.95 It was the great jazz pianist Johnson who cocomposed Charleston, the song that would forever mark the dance in popular memory. It was introduced by Elizabeth Welch in the all-black revue Runnin’ Wild, which opened on October 29, 1923. Arthur Gibbs & His Gang had the best-selling version, but the best rendition was by the Ramblers, a jaunty instrumental performance given a generous playing time of 4:11.

         
            
            Careless Love Blues (1925)—Bessie Smith 

         Columbia 14083

         Recorded on May 26, 1925 (Blues-#294)

         The classic traditional blues, copyrighted as Loveless Love by W. C. Handy in 1921, was first recorded under the latter title by Alberta Hunter for Paramount in February 1923, accompanied by Fletcher Henderson’s small group. Bessie Smith helped immortalize it under its best-known title with the assistance of Louis Armstrong (cornet), Charlie Green (trombone), and Fred Longshaw (piano), four months after she had unleashed her definitive rendition of Handy’s St. Louis Blues backed by Armstrong and Longshaw. Louis accompanied many blues singers on record during the 1924–1926 period, but none could compare with his work with Bessie. Years later, he recalled fondly: “Everything I did with her, I like.” “Bessie’s singing of Careless Love is a completely realized dramatic-narrative form in which voice and instrument play their appropriate parts,” noted Rudi Blesh in Shining Trumpets. “Bessie’s narration is inexpressibly bitter and tragic, while alternately the cornet and then the trombone sing behind her.”96

         Chris Albertson: “Bessie’s lusty performance features the more powerful lyrics of Martha Koenig and Spencer Williams, and her delivery of `this song of hate’ is convincing and without self-pity.” Armstrong and Green “create the proper milieu with marvelous snippets of countermelody and just enough lament in their horns to keep this tale of a broken heart on the intended track.”97 On this track, Armstrong, remarks Alyn Shipton, “uses his cornet to produce an intricate, harmonically sophisticated additional melody line that perfectly complements Bessie Smith, as if he were an additional vocalist.”98 Gunther Schuller writes that the song “is turned into an impassioned, bitter diatribe. The performance warms up a little slowly, but the final chorus fairly blazes, with Bessie setting the initial words ‘Love, oh love, oh careless love’ in a searing, sliding, moaning chain of blue notes.”99

         
            
            Don’t Let Your Deal Go Down Blues (1925)—Charlie Poole and North Carolina Ramblers 

         Columbia 15038

         Recorded on July 27, 1925 (C&W-#94, GHF, HBN-#132)

         When singer-banjoist Charlie Poole, fiddler Posey Rorer, and guitarist Norman Woodlieff quit their cotton mill jobs in Spray, North Carolina, and ventured to New York in July 1925 to successfully audition for their debut recording session for Columbia, one song, Don’t Let Your Deal Go Down, guaranteed that the high-powered string band would have a bright future, thanks to the disk’s robust sales of more than 100,000 copies. David Cantwell remarks that Poole (an admirer of Al Jolson) “echoes Jolson’s bouncy and declamatory style” as he boasts about all the places he’s seen as he rambles around the country, and his good gal back home. Only at the end does he reveal that his lady has found a better deal in the arms of another, non-rambling man.100

         The big sales for the record (which also has the distinction of being the first electrical recording of a country string band) led to a slew of cover versions, including those of Ernest V. Stoneman, Fiddlin’ John Carson, and Riley Puckett. At the legendary Bristol, Tennessee sessions (1927), Alfred G. Karnes borrowed Poole’s melody for his fervent performance of I Am Bound for the Promised Land. Blues legend Robert Johnson, who drew liberally from all musical genres, recorded his own variation on the song in 1936 as Last Fair Deal Gone Down. The modern renaissance of interest in Poole is reflected in Columbia/Legacy’s seventy-two-song compilation You Ain’t Talkin’ to Me: Charlie Poole and the Roots of Country Music (2005), and a two-disk 2009 set assembled by Loudon Wainwright III with various artists covering Poole classics, High, Wide & Handsome.

         
            
            Dinah (1925)—Ethel Waters 

         Columbia 487

         Recorded on October 20, 1925; Pop Memories debut on January 23, 1926 (reached #2) (GHF, Blues-#244, Jazz-#278, DMDB)

         During the first few years of her recording career starting in 1921, Ethel Waters had achieved stardom, singing primarily vaudeville-style blues and some hot jazz. Her transition to also include in her repertoire Tin Pan Alley ballads—crucial to extending her career across several decades—began with her gorgeous performance of Dinah. The Harry Akst-Sam Lewis-Joe Young composition had been introduced at the end of 1923 as a comedic number by Eddie Cantor in his Broadway musical “Kid Boots,” but was reinvented by Waters in the nightclub show “Plantation Revue.” Her recording surpassed the numerous other versions that came out at the same time to make it a pop standard. Cliff Edwards’ version was the jazziest among early vocals, but Ethel brought out its beauty, transcending the simple lyrics to create a sense of yearning. Ted Gioia remarks that she “transformed this novelty song into a supple jazz vehicle, even imparting a judicious dose of sensuality to a tune that would seem to resist this type of treatment.”101 Henry Pleasants: “In just about every popular singer who came after her one hears a bit of Ethel Waters.”102

         
            November 28, 1925: The Grand Ole Opry is first broadcast from Nashville on WSM radio (initially as the “WSM Barn Dance”).

         
            
            Always (1926)—Henry Burr (written by Irving Berlin) 

         Victor 19959

         Recorded on February 10, 1926 (reached #3 in Pop Memories) (EG-#10)

         After more than twenty years as perhaps the recording industry’s foremost ballad singer, Henry Burr offers a beautiful rendition of the classic Irving Berlin love song. Berlin had originally written the song in 1924 for the Marx Brothers’ Broadway show The Cocoanuts, but he dropped it from the score and, subsequently, published it as an independent number. Publicized as Berlin’s first published song following his marriage to Ellin MacKay, enthusiasts declared that it “surpassed all of his previous efforts.”103 The tune was introduced in vaudeville by Gladys Clark and Henry Bergman, and Burr was one of the artists who helped establish it on record. “Not for just an hour, not for just a day, not for just a year, but always. …”

         
            
            Trouble In Mind (1926)—Bertha “Chippie” Hill (written by Richard M. Jones) Okeh 8312 

         Recorded on February 23, 1926 (released in May) (NPR, Blues-#137)

         One of the most indelible blues compositions of the 1920s, Trouble In Mind was written by a man who first made his reputation as a renowned pianist in New Orleans brothels. Richard M. Jones, born on June 13, 1892 in Donaldson, Louisiana, got his start playing both piano and cornet with the Eureka Brass Band in 1902, and from 1908 to 1917, he became widely known for playing in Crescent City whorehouses, including those of Lulu White and Josie Arlington, while also leading his own band in area clubs. He also began writing songs during this period; his 1915 number Lonesome, Nobody Cares was performed by Sophie Tucker. After moving to Chicago in 1919, Jones worked for Clarence Williams’ publishing company, and by 1925 was organizing many record sessions for the Okeh label, and recorded with his own group the Jazz Wizards.

         Bertha “Chippie” Hill, born in Charleston, South Carolina, on March 15, 1905, worked as a dancer in an Ethel Waters show, had a stint with the Rabbit Foot Minstrels, and during the early 1920s, toured with blues great Ma Rainey as both singer and dancer, also working on the TOBA (Theater Owners Booking Association) circuit. It was after settling in Chicago that she began her association with Jones, who would accompany her on a series of sessions from November 1925 to May 1927. The first two of those dates found her accompanied by Jones and just one other musician: Louis Armstrong. Trouble In Mind is a simple but affecting slow blues that was almost certainly inspired, in part, by the spiritual I’m Troubled In Mind, cited in the 1880 book The Story of The [Fisk University] Jubilee Singers and Their Songs (author J.B.J. Marsh reports that he learned it from a former slave in Nashville). That tune also appeared in John Wesley Work’s Folk Song of the American Negro (1915) and Religious Folk Songs of the Negro As Sung at Hampton Institute (1927 edition), although the texts of the songs other than the title phrase are different from Jones’ composition.104 105 “Trouble in mind, I’m blue, but I won’t be blue always / The sun’s gonna shine in my back door some day.”

         Hill would record the song again in November 1928. After she was located by jazz author Rudi Blesh in Chicago, Bertha revisited her classic in February 1946 with Lovie Austin’s combo. “Poetically and musically it is of a rare order,” remarked Blesh of the original 1926 version in Shining Trumpets. “The voice sings in high register except for the downward cadences which end the phrases; the taut, muted trumpet is very blue in tone; underneath, the piano is simple and rich. Bertha’s singing is fervent and Armstrong’s varied antiphonal responses are of a high creative order.”106

         
            
            Heebie Jeebies (1926)—Louis Armstrong and His Hot Five 

         Okeh 8300

         Recorded on February 26, 1926 (GHF, Jazz-#231)

         
            Heebie Jeebies didn’t quite mark the recorded debut of scat singing, but it was hugely influential and the first “hit” record for the true king of jazz from his third recording session as a leader. Gene Greene, “The Ragtime King,” had performed something akin to a form of proto-scatting on records dating back to King of the Bungaloos in 1911; Cliff Edwards (Ukulele Ike) had been unmistakably scatting ever since his December 1923 recording of Old-Fashioned Love; in April 1924, Don Redman scatted on the Fletcher Henderson orchestra’s My Papa Doesn’t Two-Time No Time; and Paul Whiteman’s 1925 recording of Charleston features what Will Friedwald calls “a fully formed” scat vocal (by an unidentified singer) heard throughout the side. Also, as reported by Thomas Brothers in Louis Armstrong’s New Orleans, Jelly Roll Morton claimed that he, Tony Jackson, and others brought the scat technique to New Orleans sometime in the circa-1910 period after they learned it from a Vicksburg, Mississippi-born comedian named Joe Sims. Armstrong noted that he never claimed to have invented scat, merely to have refined and popularized it.

         According to the artist’s lifelong accounts, the scatting was improvised when Armstrong happened to drop his copy of the song’s lyric and he scrambled inventively to save the take, but Richard Hadlock (Jazz Masters of the ’20s) notes that the fact that the scatting occurred in the second vocal chorus makes it very unlikely that it was unplanned. In his Armstrong biography, Gary Giddins—calling his “unforgettable” vocal “the high point of an otherwise uninspired performance”—agrees that “it is hard to believe he did not know exactly what he was doing.”107

         Armstrong made scat singing something of a craze within the jazz community; the record is said to have sold some forty thousand copies, boosted by a special “Heebie Jeebies” dance that was commissioned by Okeh as a promotional device. Jazz hipster Mezz Mezzrow recalled that “for months” after this recording was released, “you would hear cats greeting each other with Louis’ riffs when they met around town”—“I got the heebies, one would yell out, and the other would answer ‘I got the jeebies,’ and the next minute they were scatting in each other’s face. Louis’ recording almost drove the English language out of the Windy City for good.”108 For whites, suggests Burton Peretti in The Creation of Jazz: Music, Race, and Culture in Urban America, “this particular inheritance from Louis Armstrong brought verbal communication closer to the music and to the emotional and psychological messages it transmitted. Since scat entered their conversation, it also brought jazz closer into their speaking voices as well.”

         After Lil Hardin Armstrong’s opening broken chords on piano, describes Rudi Blesh (Shining Trumpets), trombonist Kid Ory’s “long, swelling upward glissando leads into an ensemble which is an object lesson in New Orleans polyphony, every instrument filling its role properly.” Johnny Dodds’ clarinet solo is “a remarkable and musical variation on the theme.” Finally, Armstrong’s scat vocal serves as “the epitome of the voice becoming an instrument in jazz.” “What distinguishes Armstrong’s scat from examples recorded earlier is his unabashed vigor,” argues Thomas Brothers. “Heebie Jeebies is an assertive celebration of an unrefined, everyday African-American voice.”109

         
            
            Death’s Black Train Is Coming (1926)—Rev. J. M. Gates 

         Columbia 14159

         Recorded on April 24, 1926

         The most prolifically recorded black preacher of the pre-1950 era, Rev. J. M. Gates was a major presence in the gospel world of his time, and his most unforgettable record was Death’s Black Train Is Coming.

         James M. Gates, born July 14, 1884 in Georgia (probably in Hogansville), began to preach in his twenties, and in 1914 became the pastor at an Atlanta Baptist church. Upon beginning his recording career in 1926, he cut 220 sermons, monologues, and church songs over fifteen years, a figure that constitutes a quarter of all recorded African-American sermons from 1900 to 1943.110 Gates opens Death’s Black Train (from his debut session) with a sermon warning that with the train of mortality coming relentlessly, “you’d better set your house in order—or the train may be here tonight.” He sings the verses in a cappella, joined by two women (“Sister Norman and Sister Bell”) on the choruses. The charismatic performance was such a big seller that he also recorded versions for five other labels in 1926 alone, including Paramount and Victor.111 While trains were, of course, an important element in both white and black folk song, they were especially crucial on the black side of the tracks. Samuel Floyd’s survey of Michael Taft’s book Blues Lyric Poetry turned up thirty titles containing variants of the word “train,” and 220 songs in which the word is included in the text.112

         
            
            The Cuckoo, She’s a Fine Bird (1926)—Kelly Harrell 

         Victor 40047

         Recorded on June 10, 1926

         The first recording of one of the definitive Appalachian folk songs was made by Crockett Kelly Harrell, born in 1889 in the southern Virginia town of Fieldale. A non-instrument-playing singer with a plain but earnest and appealing voice, who worked in local textile mills, Harrell first recorded for Victor in January 1925, and was to revisit Victor studios regularly until 1929. He was, writes Nick Tosches in Where Dead Voices Gather, “that rarest of rural performers, a true folk artist, whose repertoire was built to some degree upon the remnants of antique balladry that had been carried across the Atlantic to the Southern colonies.”113 
            The Cuckoo is such a song, a tale of a gambling man, using a variant of the melody for the old Irish song Skewball (in print by the 1820s). It’s also related to the song Tenbrook and Mollie based on an 1878 Kentucky Derby race, and, indeed, Harrell’s version uses the line “he would never drink water, always drink wine” that we associate with Stewball. He’s accompanied by Carson Robison on guitar and an unidentified violinist.

         In Spiritual Folk-Songs of Early America, George Pullen Jackson found a Southern hymn called Be Gone Unbelief (in an 1878 hymnbook that states that the tune was learned in 1841) with a melody close to that of The Cuckoo. Josephine McGill collected a version of The Cuckoo as An Inconstant Lover in Folk Songs from the Kentucky Mountains (1917); H. M. Belden found a Missouri variant as Sweet William. Most of the versions heard by Cecil J. Sharp and Maud Karpeles from 1916 to 1918 for English Folk Songs from the Southern Appalachians were warnings to girls about placing their faith in untrue lovers, and some of these lines were also found in On Top of Old Smoky and Fair and Tender Maidens.

         Harrell’s rendition is a slow, gentle, and haunting rendition of the song that would be taken to immortality by Dock Boggs in October 1929. Dick Spottswood points out that this performance is also noteworthy, because Harrell includes some lines that were not duplicated in any other early recording of the song.

         
            
            Jakie Jazz ‘Em Up (1926)—(Harry) Kandel’s Jazz Orchestra 

         Victor 78877

         Recorded on July 23, 1926

         As Jewish klezmer music (like other subgenres of U.S. ethnic music) grew in popularity in the 1920s, it was influenced by the jazz and dance-band sounds that had emerged as a significant force on the decade’s record industry. A fascinating example of that influence is Jakie Jazz ‘Em Up by a substantially augmented version of Harry Kandel’s popular klezmer band. Born in 1885 in Lviv, Ukraine, he came to the United States in 1905, and began recording (although 1917 marked the start of his heavy-duty recording career). For this session, Kandel expanded his standard group by adding a hot trumpet soloist (unidentified), three saxes, and a tenor banjo alongside his own clarinet and regular lineup of two violins, flute, trombone, piano, and traps. Jakie (a popular Jewish nickname of the time) is a medley of several tunes previously recorded by the Kandel band, although in a different style than the vigorous, danceable approach used here. The first tune in the medley is immediately recognizable as the traditional Jewish theme adapted a dozen years later by trumpeter Ziggy Elman for his Frailich In Swing, which Elman then reworked (with the addition of Johnny Mercer’s lyrics) for Benny Goodman as the big-band classic And the Angels Sing. The piece had been recorded by Kandel’s band as Der Stiller Bulgarish for Victor all the way back in December 1905, and then by Abe Schwartz’ orchestra as Der Sctiller Bulgar in 1918; Schwartz even filed an unsuccessful plagiarism lawsuit over the Goodman record. The 1926 performance served as the title song of a klezmer compilation album by Global Village Records.114

         
         
            
            Bye Bye, Blackbird (1926)—Gene Austin (music by Ray Henderson, lyrics by Mort Dixon) 

         Victor 20044

         Recorded on April 19, 1926; Pop Memories debut on July 31, 1926 (3 weeks at #1)115 (RIAA)

         Even before his partnership with Buddy DeSylva and Lew Brown, composer Ray Henderson was a prolific hit-maker from 1922 on, and crooner Gene Austin was one of the prime beneficiaries. Five Foot Two, Eyes of Blue was Austin’s first big success with a Henderson song before that was surpassed by Bye Bye, Blackbird. The gentle, easygoing pop ballad was ideal for Austin’s understated vocal style. From 1925 to 1931, Austin recorded about 150 sides under an exclusive contract with Victor, and as Will Friedwald observes, he “became the single biggest star the recorded medium had known or, indeed, would know until Crosby’s breakthrough in the early Thirties.” A pure pop singer with no jazz or blues inflections, with “his subtle, understated style, clear voice, and unsentimental approach, and his excellent taste in material, Austin makes his Victor series one of the terrific listening experiences of the era.”116

         
            
            Young Woman’s Blues (1926)—Bessie Smith and Her Blue Boys 

         Columbia 14179

         Recorded on October 26, 1926 (Blues-#272)

         
            Young Woman’s Blues was a memorable highlight of a recording session made during a break from Bessie Smith’s fall 1926 Southern tour with the production “Harlem Frolics.” She’s accompanied by Joe Smith (cornet), Buster Bailey (clarinet), and Fletcher Henderson (piano). Gunther Schuller: “Joe Smith’s trumpet had the lovely, open, rich quality of Bessie at her most relaxed self … [his] tone, speed of vibrato, and carefully controlled pitch range provide a perfect matching continuity to Bessie’s voice.” Schuller also remarks that in this performance, Bessie “shows a huge, almost trombone-sized tone and provides utterly relaxed rococo ornaments.”117 “I’m a young woman, and ain’t done running ‘round. . . .”

         “It was Bessie Smith’s unparalleled ability to use her vocal technique to express the content of her songs with both emotional power and clear meaning that made her so important in early jazz,” writes Alyn Shipton. “Smith’s work gave [musicians] a lexicon of vocal effects upon which they could draw—from her lowering of the pitch to emphasize particular parts of a phrase, to the robust growling sound with which she delivered some of her lines.”118

         
            November 15: The National Broadcasting Company (NBC), the first nationwide radio network, is officially launched by RCA, General Electric, and Westinghouse. At the end of 1928, regular coast-to-coast broadcasting will begin with the hookup of sixty-nine NBC affiliates.

         
            
            Na Wesiliu, Pry Weczeri (At the Wedding Dinner) (1926)—Pawlo Humeniuk 

         Columbia 27084

         Recorded in November 1926

         Many of Ukrainian violin virtuoso Pawlo Humeniuk’s recordings depicted ceremonies connected with weddings—obviously an important event in all cultures, but one with rituals that have held particularly deep significance in Ukrainian tradition. In 1926 alone, he recorded the two-part Ukrainske Wesilia (Ukrainian Wedding) and the two-part Poprawiny (Party After the Wedding), along with another two-part ceremonial number concerning baptism, Chrestyny (Christening). Among all of these performances, Na Wesiliu, Pry Wecczeri is a real standout. It begins with a rather serious one-minute introduction, a dumka, or traditional air. Then, Humeniuk and his small combo—including sleigh bells, cymbaly (which has a xylophone-like sound), and string bass—launch into a vigorous kolomyika (a folk dance based in southwestern Ukraine), setting forth an intriguing melody with a Yiddish/Eastern feeling. The contrast between the two sections adds to its compelling quality. The listener is left with a festive, joyous aura. Dick Spottswood: “Few traditional Slavic fiddlers had been previously recorded in Europe or America, and none of them rivaled Humeniuk’s combination of technical accomplishment and fiery enthusiasm.”119

         
            
            Doctor Jazz (1926)—Jelly Roll Morton’s Red Hot Peppers (written by Joe Oliver)  

         Victor 20415

         Recorded on December 16, 1926 (released on February 25, 1927 as Doctor Jazz Stomp)120 (Jazz-#340)

         Joe “King” Oliver had recorded Jelly Roll Morton compositions as early as 1923 (before the two legends’ 1924 duet on King Porter), and Morton returned the favor on Doctor Jazz, a wonderfully energetic performance that also features Omar Simeon (clarinet).121
            Oliver’s own recording of his composition from four months later, amazingly, wasn’t issued until the 1950s. Although Morton had a pleasant singing voice (as would later be heard on his 1938 Library of Congress transcriptions), it would be heard on just two of his original 1920s recordings, and Doctor Jazz was the first, although the vocal is brief. Biographers Howard Reich and William Gaines note that his “lazy phrasing and bluesy style [say] a great deal about how jazz was sung in old New Orleans.”122 Robert O’Meally: “Note the careful way in which the solo voices—horns, piano, drums, and voice—all fit together to make a total ‘composed’ statement without losing the song’s made-up-on-the-spot, good-time energy.”123

         The Oliver band helped to promote the record in late March 1927 by going all over town in a truck (much as they had done many times back in New Orleans to promote live appearances), stopping at all corners to play a bit with signs letting folks know that Doctor Jazz was in stores, as reported by the Chicago Defender, and cited by Walter Allen and Brian Rust in their Oliver biography. Crescent City legend Punch Miller was long believed by some to be on cornet for this date, but discographers confirmed that the cornetist here is George Mitchell. “No other record can [top] this in sheer, infectious gaiety, compelling rhythm, and sustained interest,” opined Rudi Blesh.124 “Hello central, give me Doctor Jazz!”

         
            
            I’m Gonna Meet My Sweetie Now (1927)—Jean Goldkette and His Orchestra (music by Jesse Greer, lyrics by Benny Davis) 

         Victor 20675

         Recorded in New York on January 31, 1927 (released on July 8)

         Jazz aficionados who love the dance bands of the 1920s often lament the fate of the Jean Goldkette orchestra. Its personnel included some of the greatest jazz soloists of the age, and witnesses regularly reported that in live performances the band could blow away nearly any competitors. Yet this excitement rarely found its way onto record; somehow, most of that sizzle was dissipated in the recording studio. As band member Stanley “Doc” Ryker recalled for the August–September 1967 Storyville, Eddie King, Victor’s artists and repertoire man, “wouldn’t let us record” the hot arrangements that so dazzled live audiences, because he didn’t think they were commercial. Nonetheless, the Goldkette band did produce some strong records, and this was perhaps the finest.

         Born in Valenciennes, France, on March 18, 1899, Jean Goldkette came to the United States in 1911, finally settled in Detroit, was able to buy a ballroom, and formed his own band in 1924. When Russ Morgan came aboard in 1926 as arranger and organizer, he was able to recruit some sensational musicians. But Victor’s musical conservatism, and the band’s high payroll, shortened its career. Goldkette was also a successful booker of top bands, including McKinney’s Cotton Pickers and the band that later became the Casa Loma Orchestra.

         
            I’m Gonna Meet My Sweetie Now is a pop tune given a vigorous arrangement by Bill Challis (best known for his work with Paul Whiteman and fellow Goldkette employee Bix Beiderbecke). Richard Sudhalter, praising the recording as one of Goldkette’s best, notes the sixteen-bar solo on C-melody sax by Frankie Trumbauer, a hot baritone sax solo by Jimmy Dorsey, Joe Venuti on violin (a third-chorus solo), trombone solos by Bill Rank and Spiegal Wilcox, and “a final, shouting ensemble featuring Bix darting around the melody and Dorsey taking the bridge on clarinet.”125 Eddie Lang is on guitar, and Steve Brown’s resonant slapping on string bass (on this and other Goldkette records of the period) may have helped hasten the substitution of that instrument in place of tuba in the rhythm sections of other bands.126 Rob Bamberger remarks that the song inspired Thomas A. Dorsey (the future gospel composer) to write the blues hit Eagle Ridin’ Papa for Tampa Red; that song, in turn, would become a favorite of Western Swing bands in the mid-1930s.

         
            
            Back Water Blues (1927)—Bessie Smith 

         Columbia 14195

         Recorded on February 17, 1927 (Blues-#148)

         On February 7, 1927, Bessie Smith launched the tour of her show “Harlem Frolics of 1927” in Columbus and Cincinnati. When the company left Cincinnati, they were stopped by a flood forcing them to abandon the train, and they had to take rowboats to the place where they were staying, an undertaker parlor next to the theater. The event occurred when a backwater tributary of the Mississippi was flooded to save the levees. When fans saw her, they begged Bessie to sing a blues about what they were experiencing. Biographer Chris Albertson relates that shortly thereafter, she took a pencil and paper, started singing and humming, and wrote Back Water Blues.127 Just days later, she recorded it with James P. Johnson, her first collaboration with the Harlem stride piano legend regarded as her finest keyboard accompanist of all. “His richly embroidered, two-fisted style embellished and complemented Bessie’s voice in much the same manner as Louis Armstrong had done two years earlier.” Alyn Shipton: “Johnson’s facility is such that he adds a variety of rainlike effects” to the piece, but “his forte is in providing a steady, rhythmically fluid backdrop to both songs” on which he accompanied the singer that day, the other being Preachin’ the Blues.128

         
            
            Alexander’s Ragtime Band (1927)—Bessie Smith and Her Band 

         Columbia 14219

         Recorded on March 2, 1927 (Blues-#344)

         Blues empress Bessie Smith takes the Irving Berlin standard into the jazz/blues realm with pianist Fletcher Henderson and four other members of his orchestra: Coleman Hawkins (on clarinet rather than sax here), Joe Smith (cornet), Jimmy Harrison (trombone), and Charlie Dixon (banjo). During the same session, she tackled the familiar pop hits After You’ve Gone and There’ll Be a Hot Time In the Old Town Tonight. Few artists were more important to a record company than Bessie Smith was to Columbia; according to John Hammond, who produced her final session, Smith’s 78 rpm records sold more than 6.5 million copies between 1923 and 1928. Generations after her death, notes Will Friedwald, “it’s nearly impossible [for a singer] to do anything Smith had anything to do with without her influence continuing to resonate. Every song she ever sang is a Bessie Smith song, and her identity continues to stamp those songs in a way that few other artists can claim.”129

         
            
            Pretty Polly (1927)—Dock Boggs 

         Brunswick 132

         Recorded on March 10, 1927 (C&W-#489)

         During the same remarkable session at which Dock Boggs recorded Country Blues and Sugar Baby, the Virginia-born singer-banjoist turned in a chilling rendition of the very dark, ancient murder ballad Pretty Polly. Jon Pankake notes that there are several different variants of this traditional song, although all share the same theme of a young woman betrayed and murdered by her lover, and certain key lines; Dock’s version derives from the British broadside The Cruel Ship’s Carpenter aka The Gosport Tragedy.130 131 The violence of which he sings here is a quality he knew very well in real life. In the series of interviews with him recorded by a somewhat unnerved Mike Seeger in 1969, he vividly recalled that at one point he’d planned to kill the entire family of his wife Sara for being “overbearing.”132 When John Fahey released a compilation of Boggs’ 1927–1929 recordings following the CD rerelease of the Harry Smith Anthology of American Folk Music that had introduced the artist’s music to a new generation, Chris Morris remarked: “Even today, the effect of his music is startling: Boggs boasted a voice so astringent it could probably clean a wound, and his banjo style, which eschewed the conventional clawhammer attack for a bluesy stream of guitar-like single notes, was a striking anomaly for its day.”133 Char Leslie-Miller: “If God ever requires that rocks cry out, they may sound as old and earthy as Dock Boggs. His banjo rings like the end of time, and his voice cries out from the deeply submerged recesses of the American heart and mind.”134 After his rediscovery, the artist remarked: “I put so much of myself into some pieces that I very nearly broke down emotionally.”135

         
            
            Pan American Blues (1927)—DeFord Bailey 

         Brunswick 146

         Recorded on April 18, 1927 (GHF, HBN-#116)

         The first (and for many years, the only) black performer on the Grand Ole Opry, DeFord Bailey was also one of the Opry’s best-known stars, and a mouth harp master with few equals in his time. Born December 14, 1899 in Smith County, Tennessee, he grew up in a musical family (his grandfather was a renowned fiddler; all of his uncles and aunts played instruments); Bailey joined the Opry in 1926, was heard there every Saturday night until 1941, and in 1928, appeared on the show more often than anyone else. His harmonica features such as Fox Chase and Hen Cackle made him an audience favorite; when he toured along with other Opry members, the strength he demonstrated in the face of racial prejudice deepened the respect that his fellow performers already had for him. Pan American Blues was his most celebrated performance, and the song that inspired WSN manager Judge Hay to rename the WSN Barn Dance the Grand Ole Opry.136 It’s a simulation of the L&N passenger train, as his harmonica suggests each stage of the locomotive journey from pulling out of the station to the roar of full velocity. Bailey called it “black hillbilly music,” and the appeal lingers today.

         
            
            Wild Man Blues (1927)—Johnny Dodds’ Black Bottom Stompers (written by Louis Armstrong & Jelly Roll Morton) 

         Brunswick 3567137

         Recorded on April 22, 1927 (released in August 18); reissued on Decca M-30388 in 1938

         About two weeks before Louis Armstrong and His Hot Seven (including Johnny Dodds) recorded a powerful version of Wild Man Blues, clarinetist Dodds—this time with Armstrong in a supporting role—cut what may be an even more thrilling rendition. Born in New Orleans on April 12, 1892, Dodds played locally and on riverboats with Kid Ory and Fate Marable; then, he joined King Oliver in Chicago from 1920 to 1924 (alongside Armstrong for much of that time). He led his own group at Kelly’s Stables and other Chicago venues from 1924 to 1929, and he participated in a number of Hot Five and Hot Seven jazz classics (including Potato Head Blues, Struttin’ With Some Barbecue, and Hotter Than That).

         
            Wild Man Blues, a rare composing collaboration between Armstrong and Jelly Roll Morton, is introduced on the Stompers’ original version by Satchmo’s cornet, which dominates the first minute of the moderately slow, gorgeous blues. Dodds leads the way on the second half of the piece with wonderful soloing, ably supported by the rest of the ensemble: Roy Palmer (trombone), Barney Bigard (tenor sax), Earl Hines (piano), Bud Scott (banjo), and Johnny’s brother Baby Dodds (drums). The May 7 Hot Seven version of the song (which was released a few weeks before Dodds’) uses the same arrangement (with Satch and the Dodds brothers returning) and Armstrong is again transcendent, but the overall ensemble performance on the Dodds record is arguably superior. Morton recorded his own version in June. Melrose Brothers, the song’s publishers, transcribed Armstrong’s solo and made it part of their commercial orchestration of the tune. However, points out Richard Hadlock, to “make matters easier for average dance-band trumpeters, Louis’ single excursion into the upper register (above concert F on the top line of the staff) was lowered a full octave in the stock arrangement.”138

         
            
            Doin’ Things (1927)—Joe Venuti and Eddie Lang (written by Arthur Schutt) 

         Okeh 40825, recorded on May 4, 1927; also recorded for Victor 21561, June 21, 1928

         This New York session by the virtuoso duo of violinist Joe Venuti and guitarist Eddie Lang (accompanied by pianist Arthur Schutt) featured a well-matched pair of hot performances: Goin’ Places is exciting, and Doin’ Things is a killer. Schutt worked up the piece from Debussy’s Maid With the Flaxen Hair. The two masters had been playing together for several years, and this was their fourth session as a pair (not counting a date that produced no issued sides). They were both in Jean Goldkette’s orchestra at the time (three days before this performance, they’d played on Goldkette’s excellent My Pretty Girl), soon to move to Roger Wolfe Kahn’s. By all accounts, they were as perfectly complementary in personal styles as they were musically, with Venuti’s fiery intensity tempered by Lang’s understated manner. There’s nothing understated about Doin’ Things, with both men in blazing form.

         
            
            Sail Away, Ladies (1927)—Uncle Dave Macon and His Fruit Jar Drinkers 

         Vocalion 5155

         Recorded on May 7, 1927 (NPR, Folk-#144, C&W-#274, Blues-#379)

         Like so many songs recorded by Grand Ole Opry legend Uncle Dave Macon, Sail Away Ladies has a long history. In Country Music Sources, Gus Meade and Dick Spottswood report that it’s based, in part, on the traditional breakdown number Sally Ann, recorded by many country artists, including Fiddlin’ John Carson, in 1925. A variant of the song (different in some details) appeared in William W. Newell’s 1903 collection Games and Songs of American Children; Frank C. Brown collected it in North Carolina, and Thomas W. Talley included it in Negro Folk Rhymes (1922). As Sail Away Lady (singular), it was waxed by Uncle Bunt Stephens on solo fiddle in 1926 (a version included in Harry Smith’s folk music anthology). Uncle Dave fitted the old tune with fresh lyrics, and gave it a high-spirited, loose performance (with group members’ enthusiastic cries) on vocal and banjo accompanied by Kirk & Sam McGee (harmony vocals with Kirk on fiddle and Sam on guitar), and Mazy Todd also on fiddle. (The McGee brothers, from the rural area around Franklin, Tennessee, had been playing on Opy broadcasts since late 1925, touring on the RKO vaudeville circuit in the Midwest and Upper South, and frequently accompanied Macon, in addition to making recordings on their own.) Leonard Roberts suggests that the percussive noise heard on the record might be Macon doing a clogging dance, which Sam McGee recalled the artist doing while sitting in his chair, picking the banjo, and singing.139

         
            W. C. Handy did an arrangement of the song, which was included in his 1926 book Blues: An Anthology. Another admirer of the tune was folklorist Alan Lomax, who arranged for Macon’s recording to be included on a Decca album of Vocalion reissues, “Mountain Square Dances.” From May 7 to 11, Macon recorded thirty-six issued sides, including several with the Dixie Sacred Singers. Richard Nevins proclaimed this “with no hesitation or qualification whatsoever the greatest record of all time. … No other record has ever combined in one performance such high degrees of joyous celebration, uninhibited exuberance, motive expressiveness (especially in the tune’s transcendent high part), pure power, and infectious rhythm.”140 The song reverberated into the rock era; Lonnie Donegan recorded it in 1956 as Don’t You Rock Me Daddy-o, and it was then taken up by the Quarrymen with a young John Lennon, Paul McCartney, and George Harrison.141

         
            
            Riverboat Shuffle (1927)—Frankie Trumbauer and His Orchestra (featuring Bix Beiderbecke) 

         Okeh 40822

         Recorded on May 9, 1927 (Jazz-#326)

         Bix Beiderbecke had made an early (and acclaimed) recording of the Hoagy Carmichael tune Riverboat Shuffle in 1924 with his combo the Wolverines, but that was just a dress rehearsal for the far more polished performance that he would unleash three years later with Frankie Trumbauer. Bix had already struck up a friendship with the young songwriter by the time of the first recording; Carmichael’s working title for the tune was “Free Wheeling,” but he changed it at Bix’s suggestion. Like a few other songs recorded by the Trumbauer small group, Riverboat Shuffle uses a scaled-back version of a Bill Challis arrangement done for the Jean Goldkette orchestra in which both Bix and Tram played, and it works to perfection. In the 1927 rendition, writes Alyn Shipton, some of the rough edges of the melody are smoothed off, and “the solo itself is sufficiently relaxed to give the impression that Beiderbecke is somehow creating space around it, playing tricks with the time to sound less urgent than his supporting rhythm section.”142

         
            
            Jordan Is a Hard Road to Travel (1927)—Uncle Dave Macon and His Fruit Jar Drinkers 

         Vocalion 5153

         Recorded on May 9, 1927 (released on September 15) (C&W-#386)

         
            Jordan Am a Hard Road to Travel (its original title) is an ancient song that had been performed by Dan Emmett (officially credited as its writer) and Christy’s Minstrels on the minstrel circuit, published in 1853, and possibly performed for a few years before that. Harry C. Browne gave the song its first commercial recording in 1916. Uncle Dave Macon, who knew traditional U.S. music right down to his bones (and had famously recorded Emmett’s Old Dan Tucker in 1925), gave the number its most celebrated rendition, accompanied by his Fruit Jar Drinkers, including Kirk and Sam McGee (on fiddle and guitar, respectively), plus Mazy Todd on second fiddle. All that remains of the original minstrel standard, writes Bill Malone in liner notes for The Smithsonian Collection of Classic Country Music, is the chorus; “Macon uses the song as a vehicle to comment on social trends during the 1920s and on Henry Ford’s automobile,” which he had both praised and castigated in other songs.143 Macon’s banjo is as vibrant as his singing. The moniker “Fruit Jar Drinkers” was suggested by Grand Ole Opry head honcho George Hay, who loved colorful group names that would appeal to his rural Southern audience (he dubbed Dr. Humphrey Bate’s combo the Possum Hunters). The broad scope of Macon’s career is found in Bear Family’s nine-CD, 248-song compilation issued in 2004, Keep My Skillet Good and Greasy.

         Macon’s thick accent, exuberant performance style, and obvious familiarity with black song material made his race less than obvious to many listeners. In Blacks, Whites, and Blues, Tony Russell relates that when someone in the late 1960s was discussing DeFord Bailey as the only black performer on the Opry in the 1920s, gifted black guitarist John Jackson was puzzled. “The only black artist? What about Uncle Dave Macon?”

         
            
            I’m Coming, Virginia (1927)—Frankie Trumbauer and His Orchestra (featuring Bix Beiderbecke) 

         Okeh 40843

         Recorded on May 13, 1927 (released on July 25) (Jazz-#299, TM)

         Cornet great Bix Beiderbecke’s playing on I’m Coming, Virginia, writes Gunther Schuller, is “the essential Bix … poignant, with a touch of reserve and sadness shining through.”144 Ted Gioia cites this performance as one of the “decisive contributions to the ballad tradition of jazz.” He notes that the 2/4 bounce so prevalent on most previous jazz recordings “gives way to a smooth 4/4 ballad tempo, helped along admirably by Eddie Lang’s subtle guitar textures. Yet, the achievements of the rhythm section are overshadowed by the pungent solos by Beiderbecke and Trumbauer, with their artful balance of emotion and logic.”145 Lang’s guitar coda provides the record with a lovely conclusion. Richard Hadlock remarks that for this number arranger Irving Riskin wrote “an unorthodox guitar lead over a brace of supporting horns, emphasizing the string instrument’s new independence, which came in with Lang and electric microphones.”146 Emotionally, declares Richard Sudhalter in Lost Chords, this “is a strongly layered performance. It is dark, elegiac, saturated with brooding melancholy, but the gloom is seldom absolute”; at key moments, “shafts of light pierce the darkness.”147

         
            May 21: Charles Lindbergh completes his historic nonstop solo flight across the Atlantic, from New York to Paris.

         
            
            Mr. Jelly Lord (1927)—Jelly Roll Morton’s Red Hot Peppers 

         Victor 21064

         Recorded on June 10, 1927 (Jazz-#320)

         Jelly Roll Morton first recorded one of his masterpieces, Mr. Jelly Lord, as a guest with the white jazz combo the New Orleans Rhythm Kings on July 17, 1923, the first interracial jazz session in the United States.148 149 Also that year, it became part of the first batch of Morton compositions published by the Melrose brothers along with (among others) Grandpa’s Spells, The Pearls, and Wolverine Blues—as expressed by biographers Howard Reich and William Gaines, “the first great canon of jazz compositions.” Jelly Roll cut it with his Steamboat Four for Paramount in April 1924. The definitive version of Mr. Jelly Lord was unleashed by his Red Hot Peppers three years later. Actually, this was not the full Red Hot Peppers, but the trio of Morton, Johnny Dodds (clarinet), and Baby Dodds (drums), the first time in jazz that this particular combination of instruments was recorded (along with Wolverine Blues on the same date), making Jelly Roll perhaps the inventor of what later became known as “chamber jazz.” On an early take, Morton’s relentless pounding of his foot on the ground to keep time presented a recording problem, so a technician rigged a mattress about 8 inches square under the pianist’s foot to absorb the thumping sound.150 This is a leisurely, wonderfully stylish stroll with a touch of Dixieland, and excellent solos by the leader and Johnny Dodds. It would be the last of Morton’s classic Chicago sessions; his subsequent sessions were in New York or Camden, NJ.

         
            
            I Am Bound for the Promised Land (1927)—Alfred G. Karnes 

         Victor 20840

         Recorded on July 29, 1927 (C&W-#362)

         Among the many wonderful discoveries of Ralph Peer’s legendary Bristol, Tennessee, field sessions for Victor were the performances of a Kentucky-based preacher and gospel singer named Alfred Grant Karnes. Born February 2, 1891 in Bedford, Virginia, Karnes began raising a family (ultimately with seven children) in Corbin, Kentucky, after World War I service. As detailed by Donald Lee Nelson in the Spring 1972 J.E.M.F. Quarterly, he made his living as a barber until in 1925 he graduated as a Methodist minister from the Clear Creek Mountain Preacher’s Bible School. Having displayed his skills as a singer and multi-instrumentalist at local gatherings, Karnes in 1927 found out about the Bristol auditions and traveled there with a $375 Gibson Harp-Guitar to accompany himself. His baritone vocals were passionate and his harp-guitar playing—producing dramatic bass runs on that double-necked instrument—was equally fervent.

         Two of his six recorded solo numbers on this date were especially powerful: Called to the Foreign Field (an evangelical piece looking forward to rapture in the hereafter) and the spiritual I Am Bound for the Promised Land.151 The latter song had previously been recorded by several groups in 1926–1927, starting with the Jenkins Family (led by the blind singer-songwriter Rev. Andrew Jenkins, best known as composer of The Death of Floyd Collins) in October 1926.152 The original text was by Samuel Stennett (1787), and George Pullen Jackson found that its most frequently used tune was “practically identical” with an old Scottish piece, The Boatie Rows; this version was found in the hymnbook The Sacred Harp (1844).153 Karnes, however, jettisoned the traditional melody and substituted in its place the tune of Charlie Poole’s Don’t Let Your Deal Go Down. It works perfectly as he hurls himself into it with real fire. Karnes would record seven more songs of a primarily religious nature for Victor (only three issued) a year later in Bristol. Appreciation for Karnes’ performance extended to the blues world; Simon Napier in the August 1966 Blues Unlimited declared this song “sheer folk poetry, and his guitar accompaniment astounding.”154

         
            
            Bury Me Under the Weeping Willow (1927)—Carter Family 

         Victor 21074

         Recorded on August 1, 1927 (C&W-#286)

         This was the finest song to emerge from the Carters’ historic Bristol recording session that also gave Jimmie Rodgers his debut, and which launched country music as a full-fledged industry. Traveling throughout the South scouting rural talent, on July 21, 1927, Ralph Peer, his wife, and two engineers took a carload of portable recording equipment into Bristol, the largest population center in Appalachia. They leased a former furniture store and set up a makeshift studio.

         A front-page local newspaper story triggered a deluge of responses, and Peer scheduled both day and nighttime sessions to accommodate the performers who appeared. After hearing about the Victor field sessions, A. P. Carter, his wife, Sara, and A. P.’s young sister-in-law Maybelle drove 25 miles from their Maces Springs, Virginia home (in the Clinch Mountains), across the state line to Bristol. They recorded six songs on August 1 and 2, with Bury Me Under the Weeping Willow (a tune that both Sara and Maybelle had known since childhood), the first selection, and Peer was overwhelmed by the combination of A. P.’s skillful reworkings of traditional songs, Sara’s strong, earnest voice, and autoharp, and Maybelle’s unique method of picking guitar chords on the low strings while playing the lead on the high strings.

         Ethel Park Richardson found Bury Me Under the Weeping Willow in the Southern Appalachians as outlined in American Mountain Songs (1927), and that year, Carl Sandburg in American Songbag printed six stanzas (as O Bury Me Beneath the Willow) from the collection of Robert Winslow Gordon, shortly to be the founding head of the Library of Congress Archive of American Folk Song.155 As detailed by Gus Meade and Dick Spottswood, the song had first been recorded in December 1923 as Weeping Willow Tree for Okeh by Henry Whitter, with several versions the next few years, including Ernest Thompson (1924), Kelly Harrell (1926), and Ernest V. Stoneman (1926). Of course, after 1927, it belonged to the Carters.

         An addendum: The willow tree, according to a 1929 article by John W. Draper (cited by Nicholas Tawa in his book Sweet Songs for Gentle Americans: The Parlor Song In America, 1790–1860), was for many years a symbol of distressed lovers. It was not until the “weeping” variety of willow was imported to the West from China in the mid-1700s, and began to supplant the yew and cypress in cemeteries (and by 1800 often seen on gravestones), that it became widely known as a symbol of death. By the 1820s, this was increasingly reflected in popular song depictions, rarely as memorably as in this performance.

         
            
            Single Girl, Married Girl (1927)—Carter Family 

         Victor 20937

         Recorded on August 2, 1927 (HBN-#96, RR, Folk-#123, C&W-#201)

         A. P. Carter learned the traditional song Single Girl, Married Girl from his mother, Mollie, who would often sing it around the house.156 The plight of the song’s heroine, lamenting the loss of her carefree girlhood, was familiar to Mollie, who gave birth to eight children between 1891 (A. P.) and 1908. “Single girl, single girl, she’s going where she please. … Married girl, married girl, baby on her knee / Oh, baby on her knee. …” After A. P., Sara, and Maybelle Carter recorded four songs for Ralph Peer at their initial session in Bristol, he invited them back the following morning. Sara and Maybelle showed up (without A. P.), and in addition to one other number, Sara sang solo on Single Girl, accompanied by Maybelle on the autoharp. This is said to be the performance that convinced Peer to offer the Carters a Victor contract.157 When Victor released the single in early 1928 (backed by The Storms Are On the Ocean), it became a substantial seller throughout the South. “There must have been a lot of women out there who felt kin to something they heard in Sara’s lone voice,” notes the Carters’ biographers Mark Zwonitzer and Charles Hirshberg.158

         Bill Friskics-Warren praises Sara’s “stunning” vocal: a “forlorn alto [that] could well have been the inspiration for [Hank Williams’] heartsick whippoorwill. Yet Single Girl, Married Girl is also a strong dose of protofeminist sexual politics.” Sara was herself a mother who was often stuck at home while her husband went roaming the hillsides in search of folk songs. “Her feelings of frustration could hardly help bleeding through here.”159 The number was included in Harry Smith’s Anthology of American Folk Music.

         
            
            Section Gang Blues (1927)—Texas Alexander 

         Okeh 8498

         Recorded in New York on August 12, 1927 (released on September 25) (Blues-#259)

         One day after his recording debut (a session that produced the powerful Long Lonesome Day Blues), Alger “Texas” Alexander and his brilliant guitar accompanist Lonnie Johnson recorded another gem, Section Gang Blues. A native of Leona, Texas (born around 1890), Alger Alexander sang only at local parties until he was about thirty. Then, he began making music professionally as an itinerant singer, traveling from town to town, reportedly always carrying a guitar but calling on the best available local guitarist to play it. From 1927 to 1934, he recorded sixty-seven titles for Okeh and Vocalion.

         Alexander worked for much of his life as a section hand—laying tracks for railroads—so he knew the subject matter of the song firsthand. Like a few of his other early recordings, this is a pure, old-time field holler, described by Elijah Wald in Escaping the Delta: “Alexander improvises them as he goes, stretching measures and taking surprising melodic flights without any form or warning.”160 These hollers, note Gerard Herzhaft, “are exciting because they give rare recorded evidence of a musical form that prefigured the blues and because they suggest a link between songs that originated in Africa and the actual blues.”161 
            Section Gang Blues is also noteworthy, because he introduces the line, “Water boy, water boy, bring your water ‘round,” which found its way into Jimmie Rodgers’ country classic Blue Yodel No. 8 (Mule Skinner Blues) in 1930. When Bill Monroe and the many other artists who covered the Rodgers’ song delivered that line, it’s fascinating to know that it traces back to Texas Alexander.

         
            
            I Varka (1927)—Marika Papagika and Marika Kastrouni 

         Columbia 56075-F

         Recorded in New York in August 1927

         Out of over 225 sides that Greek superstar Marika Papagika recorded from 1918 to 1929, only a half dozen were vocal duets, especially the wonderful I Varka. It’s a gorgeous, emotional ballad in which her vocal blending with Marika Kastrouni is impeccable, the instrumentation (with violin, piano, and cello) sympathetic in accentuating the emotional impact, and the lyrics (as translated) poetic. The Depression brought an end to her prolific career, except for four sides that she cut in 1937. The major record companies largely stopped recording Greek music in the United States after 1930, preferring to import records made in Greece. Prof. Martin Schwartz writes of this performance in liner notes for a compilation of Marika Papagika recordings for the Alma Criolla company: “The fine straightforward and heartfelt duet is a revelation, and leaves one wishing she had recorded more.”

         
            
            Melancholy Baby (1927)—Gene Austin (music by Ernie Burnett, lyrics by George A. Norton) 

         Victor 21015

         Recorded on September 14, 1927 (released on December 2); reached #3 in Pop Memories
            162 (APS)
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               Figure 2.5“Melancholy Baby.” Courtesy of Library of Congress, Performing Arts Encyclopedia.
            

         

         Among songs that have achieved the status of enduring U.S. standards, few required a longer journey before reaching that status than the song we know as My Melancholy Baby. It was copyrighted in 1911 under the title Melancholy (composer Ernie Burnett never had another successful song), but it went unrecorded for sixteen years by the leading disk companies until the nation’s favorite crooner, Gene Austin, put it on 78.163 A fascinating 1913 commentary in Billboard remarked that “Melancholy” is “almost meaningless as a title. … If the song was titled ‘My Melancholy Baby,’ as suggested by the first line, it would be one hundred percent better.”164 In American Popular Song, Alec Wilder remarks that it is “unlike any other song of its [pre-1915] era … a good, well-written melody, highly unusual for its time.”165 Austin gives it the intimate treatment that made him the first giant singing star of the electrical recording era, three days before he recorded the most monumental hit of the decade, My Blue Heaven. After this performance, Melancholy Baby would be one of the most-recorded songs of the next generation.

         
            September 22: Gene Tunney overcomes a “long count” knockdown by Jack Dempsey to retain his heavyweight boxing championship.

         
            October 1: Babe Ruth wallops his sixtieth home run of the season for the New York Yankees, perhaps the most fearsome team in baseball history, with a lineup also featuring Lou Gehrig.

         
            October 6: Al Jolson’s “The Jazz Singer” opens the age of talking pictures.

         
            
            Train Forty-Five (1927)—G. B. Grayson and Henry Whitter 

         Gennett 6320

         Recorded on October 10, 1927 (released on January 1, 1928)

         The earliest years of country music are filled with the contributions of old-time fiddlers, and one of the best was North Carolina native Gilliam Banmon Grayson, whose three-year partnership with harmonica player/guitarist Henry Whitter was ended with Grayson’s death in an August 1930 auto accident. Train Forty-Five opens with Grayson singing of the locomotive leaving from the Atlanta station with words that would be echoed in generations of folk songs: “Hear the whistle blow a hundred miles. …”166 It’s a tale of a longtime railroad man who yearns to leave his traveling life and return home. The record has a pleasingly loose, improvisational feeling, with the two men calling out to each other as they play. According to Dick Spottswood, the melody may derive from a mid-1800s folk song, Jack of Diamonds, whose most famous recording was by bluesman Blind Lemon Jefferson as Jack o’ Diamond Blues in May 1926. Robert W. Gordon featured basically the same song, Old Reuben, in the January 1, 1928 New York Times as a mountain banjo number. On the flip side of this 78 is another song that has become a country/bluegrass standard, Handsome Molly. Ten years later, the trio of Steve Ledford, Wade Mainer, and Zeke Morris did an outstanding version of this tune as Ridin’ On That Train 45. The Grayson-Whitter original can be found on the boxed set “American Pop: From Minstrel to Mojo.”

         
            
            Someone to Watch Over Me (1927)—Gertrude Lawrence 

         Columbia 4618

         Recorded in London on October 25, 1927

         One of the leading stars of musical theater for a quarter century, Gertrude Lawrence was born in London on July 4, 1898, and after working in English music hall, she made her Broadway debut in 1924. She blossomed into full stardom in the 1926 George and Ira Gershwin musical Oh, Kay! The follow-up to the brothers’ smash Lady Be Good, Oh, Kay was designed as Lawrence’s first star vehicle, playing a character who was at once charming and seductive, yet also vulnerable. Someone to Watch Over Me focused on the latter quality, sung plaintively by Gertrude to a little rag doll, standing alone on stage in Act 2. Few songs so poignantly capture the sense of yearning for a love that does not yet exist. Alec Wilder praised the chorus as “harmonically ingenious,” and the release for its soaring quality.167 
            Oh, Kay! opened on November 8, 1926, and ran for a healthy 256 performances. Due to its demands, Lawrence didn’t get around to recording the song until the following fall. She never relinquished the stature achieved through this show; her subsequent theatrical triumphs included Private Lives (1931), Lady In the Dark (1941), and as a grand finale, The King and I (1951). This performance, remarks Dwight Blocker Bowers, “reveals a star at the peak of her interpretive powers.”168

         
            
            Birmingham Jail (1927)—Darby and Tarlton 

         Columbia 15212169

         Recorded on November 10, 1927 (C&W-#262, Blues-#406)

         
            Singer Tom Darby and slide guitarist Jimmie Tarlton recorded together for just a few years (1927–1930), but they exerted a major influence on early country music. Tarlton, from Chesterfield County, South Carolina, learned to play slide guitar from black musicians whom he encountered on his sharecropping family’s travels, and picked up Hawaiian-style guitar on the West Coast from one of the masters, Frank Ferera. After settling in Columbus, Georgia, he met Darby, a gifted white blues singer related to Riley Puckett (of Gid Tanner’s Skillet Lickers). Birmingham Jail was their second single, a song that Tarlton claimed was inspired by his experience in the jail after being arrested for moonshining.170 However, the lovely ballad has traditional roots. Guthrie T. Meade, Jr., found that the tune commonly associated with the song appeared as the first part of Happy Home Waltz around 1850. The earliest report of the lyric was collected by H. M. Belden’s Folk-Lore Society of Missouri in 1910, and it was cited in its most universally familiar form, as Down In the Valley, by G. L. Kittredge (“Ballads and Songs”) in the October–December 1917 Journal of American Folklore. Under the latter title, Frank C. Brown called it a generations-old favorite in the southern highlands, Virginia, and many other states.171

         The record sold nearly two hundred thousand copies, aided as well by its potent flip side, Columbus Stockade Blues—although the two performers earned only a flat $75 fee per side. Bill Malone remarks that Tarlton’s steel guitar playing here, “influenced by bottleneck blues techniques, is one of the earliest examples found on country recordings.”172 The duo recorded two sequels in 1928 and 1930.

         
            
            Lift Him Up, That’s All (1927)—Washington Philips 

         Columbia 14277

         Recorded in Dallas on December 2, 1927 (Blues-#429)

         One side of Washington Phillips’ first issued 78 from his debut session, Lift Him Up, That’s All is a wonderful showcase for his soft, lilting vocal and the delicate beauty of his instrument, which was said to be a dulceola (sometimes spelled as dolceola), but is now believed by some to be a zither. The lyrics are based on the Gospel of St. Paul, and John 12:32 (“And I, if I be lifted from the earth, will draw all men unto me”). The melody loosely adapts the tune of an older hymn, The Great Reaping Day. Phillips’ recording occurred at the same Dallas studio one day before Blind Willie Johnson’s epic debut session for Columbia. In the February 1968 Blues Unlimited, Simon Naiper called this performance “positively haunting.” In 2003, bluegrass great Ralph Stanley did a lovely version of the song. The original is included on the Dust to Digital boxed set Goodbye Babylon. “Oh lift him up, that’s all / Lift him up in his word / If you tell the name of Jesus everywhere / If you keep his name a-ringin’ everywhere that you go / He will draw men unto him. …”

         
            
            If I Had My Way I’d Tear This Building Down (1927)—Blind Willie Johnson 

         Columbia 14343

         Recorded in Dallas on December 3, 1927 (Blues-#364)

         Immediately after Blind Willie Johnson recorded one of the most magical performances of twentieth-century music—Dark Was the Night, Cold Was the Ground—he unleashed this searing rendition of the tale of Samson and Delilah, roaring out Samson’s righteous fury after he’d been betrayed to the Philistines.173 It served as the flip side of another masterpiece, Motherless Children. Although Johnson was not the only 1920s gospel singer to utilize the “false bass” (the voice croaking from the back of the throat)—it was a device used in Pentecostal churches by both male and female singers—he delivered it with such frightening ferocity that the style will always be identified with him. Describing the world of Johnson’s songs as “apocalyptic,” Charles Shaar Murray remarks: “If he can’t scare you sinners into righteousness, his music suggests, he’ll be quite happy to sit there and laugh while you burn for all eternity.”174

         
            
            It’s Nobody’s Fault But Mine (1927)—Blind Willie Johnson 

         Columbia 14303

         Recorded in Dallas on December 3, 1927

         All six titles recorded by Blind Willie Johnson at his debut session were magnificent performances by one of the greatest singers and guitarists that gospel music has ever known, and It’s Nobody’s Fault But Mine fits the description. His powerful, ravaged voice packs a wallop as he accepts responsibility for his lot in life. In a 1982 interview, Eric Clapton discussed his great admiration for Johnson’s recordings. “One of his songs that I would like to have done is Nobody’s Fault But Mine, but it is almost impossible to play. I dare you to find a slide player who can do that!”175

         
         
            
            Lady Gay (1928)—Buell Kazee 

         Brunswick 212

         Recorded on January 16, 1928 (Folk-#138, C&W-#365)

         Banjo-playing minister Buell Kazee brought traditional folk music to a mass audience in the late 1920s, and his best recordings still hold up today, in addition to their value in preserving a heritage that even then was ancient. Born August 29, 1900 in Burton Fork, Kentucky, he began performing concerts of “folk music” in 1925, and made his first recordings two years later, helping to repopularize many traditional songs with his distinctive tenor voice. Kazee recorded over fifty songs from 1927 to 1929, left music to become minister of a Baptist church in his home state, and finally returned during the early-1960s folk revival to perform again at Newport and other festivals. Charles Wolfe called him the “epitome of the Kentucky mountain singer … a high, tight, ‘lonesome’ voice accompanied only by a banjo geared to unusual tunings.” Kazee’s banjo playing was marked by his distinctively Appalachian “clawhammer” style.

         
            Lady Gay is a Southern mountain version of a traditional British folk song generally known as The Wife of Usher’s Well. Originally, as presented in Sir Walter Scott’s Minstrelsy of the Scottish Border (1802), it was the tale of three young men sent abroad to attend school but lost at sea; when the mother learns of their fate, she curses the sea and goes mad. By the late nineteenth century, the young men were instead babies, perhaps designed (as William Wells Newell suggested) to provide “a warmer appeal to the maternal heart.” The mother prays for the children to be returned to her, and they return as ghosts who can stay only briefly. Francis James Child (who included it in his classic collection) wrote of the ballad: “Nothing that we have is more profoundly affecting.” The Child versions contain no religious references, which seem to have crept into U.S. treatments. For example, in John Harrington Cox’s Folk-Songs of the South, as The Three Babes, the ghosts appear to her one night at Christmas time. She spreads a bountiful table for them, but they refuse to eat because they have food divine, and also decline a downy bed because it represents vanity and sin; they depart at the break of day. Arthur Kyle Davis, Jr., in Traditional Ballads of Virginia, writes that the motive for the dead children’s return is to forbid the mother’s “obstinate grief.” Years later, the Blue Sky Boys recorded it as The Unquiet Grave. Frank C. Brown remarked in his North Carolina folklore collection: “this admirable ballad has lasted better in America, for some reason, and especially in the South, than in the land of its birth.”176 Bill Malone writes of this performance: “The combination of Kazee’s mournful, clearly articulated singing, performed over his galloping banjo phrases, creates a haunting and compelling effect.”177

         
            
            I Am a Man of Constant Sorrow (1928)— Emry Arthur 

         Vocalion 5208

         Recorded in Chicago on January 18, 1928

         Singer-guitarist-harmonica player Emry Arthur, born in Wayne County, Kentucky (in the south central part of the state) around 1900, ensured his place in the annals of traditional American music by recording the first commercially issued version of the folk classic I Am a Man of Constant Sorrow. His father was a collector of old songs, and his brothers Sam and Henry were talented musicians who would later accompany him on record. And one of his neighbors was Dick Burnett, the man credited with originating the tune in 1913 under the title Farewell Song, and who probably taught the song to Arthur.178 Around 1925, he moved to Indianapolis, where he worked in a factory, and after acing an audition with Vocalion Records, made his recording debut in January 1928. Burnett had recorded Man of Constant Sorrow the previous year, but his performance was not released by Columbia (which, to the frustration of future musicologists, also destroyed the master). So Arthur’s rendition on his second day of recording introduced the haunting piece to the world, accompanied by brother Henry on the banjo. The melody is somewhat different from the one that would become famous through the Stanley Brothers’ 1950 recording, but the somber, evocative quality of the song comes through. Arthur was a popular and prolific artist until he lost his recording contract in late 1929 and also suffered setbacks in his personal life, including divorce and financial difficulty; he would return to record again for Paramount in 1931, and Decca four years later.

         
            
            Minglewood Blues (1928)—Cannon’s Jug Stompers 

         Victor 21267

         Recorded on January 30, 1928 (Blues-#229)

         Next to the immortal Walk Right In, Minglewood Blues stands as the most renowned song associated with the Red Banks, Mississippi-born jug band pioneer Gus Cannon. By the artist’s account, he was one of the first black instrumentalists on record when he made a cylinder recording for Columbia in 1901. (The label’s catalogs don’t list any recording under his name, and the cylinder has never been found, but Samuel Charters notes that there were uncredited cylinder recordings of banjo songs and dances, one of which could be his.) He formed his first jug band in 1908, and in 1914 began performing with medicine shows (which he would continue into the 1940s). But he would not record again until 1927, in seven duets as Banjo Joe with guitarist Blind Blake (including He’s In the Jailhouse Now). He formed the Jug Stompers that same year; this is one side of the trio’s first 78, featuring Noah Lewis on harmonica (who had played with Cannon as far back as 1910). “It was Lewis who really made the band, his blues playing being unequalled at the time,” says Paul Oliver in The Story of the Blues. Giles Oakley: “Noah Lewis’ harp-playing had a magnificently controlled grace and melancholy strength, sometimes taking the lead but also drifting and floating back into the ensemble-playing to mingle with the kazoo or Cannon’s oilcan ‘jug.’”179

         “The Jug Stompers’ recordings had the strong country-dance beat of the old ‘hamfat’ bands, with a deep blues feelings,” writes Charters in The Country Blues. “They brought their own rhythms to the blues. The banjo couldn’t sustain a tone as long as a guitar, so they played the blues accompaniments in a rushing 4/8 rhythm, instead of the slower 4/4. Cannon played with an alternate stroke on a middle string with his first finger; then a stroke on the two outside strings with his thumb and second finger.”180

         John Swenson: “Cannon played banjo like a woodchopper, hitting the strings with a fierce rhythmic intensity that matched the ribald enthusiasm of his singing, whistling, jug blowing and kazoo playing. He exuded an energy and love of playing … that is incredibly infectious.”181 Guitarist Ashley Thompson is the vocalist on Minglewood Blues, with Cannon on both banjo and jug (actually a kerosene can fixed on a harness around his neck). The title was inspired by Mengelwood (note the different spelling), a small suburban district outside Memphis. Melodically, the song can be considered (remarks Don Kent in liner notes for the Yazoo CD “The Best There Ever Was: The Legendary Early Blues Performers”) a close relative of Roll and Tumble Blues (aka Rollin’ and Tumblin’), as rendered by Hambone Willie Newbern (1929). Blues legend Charley Patton was so enamored of the piece that he used variations on the tune for many of his songs, as discussed by John Fahey in his dissertation on the artist; one of these takeoffs, It Won’t Be Long, even quotes from the main stanza of the Jug Stompers’ record. This performance was included on Harry Smith’s “Anthology of American Folk Music”; in When We Were Good, Robert Cantwell remarks that Thompson’s high-pitched voice “buzzes like the membrane in a kazoo.”182

         
            
            Mountain Dew (1928)—Bascom Lamar Lunsford 

         Brunswick 219

         Recorded in Ashland, Kentucky, on February 6, 1928 (NPR, Folk-#126)

         The man who billed himself as “The Minstrel of the Appalachians” was born March 21, 1882, in Mars Hill, North Carolina (near Asheville), and by age ten was performing on fiddle at schoolhouse functions. While working as a schoolteacher and at off-season businesses, including running a commercial beekeeping operation, he began to compile old ballads for folk song collectors. Lunsford attended law school at Trinity College (now Duke University), and he passed the bar exam in 1913; during the next decade, he worked as a county solicitor, had a World War I–era tenure with the U.S. Justice Department, taught English and history at Rutherford College, and gave lectures on folk music. He made his recording debut for Okeh in March 1924 (accompanying his vocals on banjo, as would be the case on all his subsequent records). The recording session that would ensure his reputation was his third on February 6, 1928, in which he waxed twelve sides, all commercially issued by Brunswick. Three proved to have enduring popularity: Darby’s Ram, Dry Bones, and above all, Mountain Dew.

         It’s a richly colorful comic story song about that great North Carolina tradition of moonshining and the effort to stay one step ahead of the law. It drew on his frequent representation of moonshiners with a courtroom sequence in which the rural entrepreneur tries to reason with the judge (this part of the song was dropped when other artists later covered it). Charles K. Wolfe reports that it is “probably” related to a pre-1920 Irish song, The Real Old Mountain Dew.183 Lunsford’s vocals were half-sung, half-spoken, and very down-homey (betraying little of his education), and his banjo plucking was modest but appealing. He appeared in a 1929 Fox Movietown newsreel playing the fiddle and clog dancing, had a final recording session for Columbia a year later, and in 1935, went to Columbia University to record 317 items from his “memory collection.” Scott Wiseman wrote new verses for the song and in 1939 recorded it as half of Lulu Belle & Scotty. Lunsford loved it and visited them in Chicago; he offered to sell his interest in the tune for just $25. But Wiseman later generously arranged with the publisher and BMI to pay Bascom 50 percent of all its royalties during the older artist’s lifetime.184 In 1947, Grandpa Jones repopularized Good Old Mountain Dew (the song’s best-known title) for King. In 1949, Lunsford had another marathon recording session for the Library of Congress (with 350 songs or fragments) and made commercial recordings in the 1950s.

         One of Lunsford’s most important contributions to traditional music came in 1928 when he founded the Mountain Dance and Folk Festival for the Asheville, North Carolina Chamber of Commerce. He remained active in the festival until suffering a stroke in 1965, and he helped launch similar folk festivals around the country. This remarkably colorful life was celebrated in Loyal Jones’ book Minstrel of the Appalachians. “It’s that good old mountain dew, and those that refuse it are few. …”

         
            
            In the Jailhouse Now (1928/1930)—Jimmie Rodgers 

         Original: Victor 21245, recorded in Camden, NJ, on February 15, 1928 (released in July); In the Jailhouse Now No. 2: Victor 22523, recorded in Hollywood on July 12, 1930185 (Folk-#83, GHF, C&W-#90, Blues-#201)

         A song with deep roots—in Songsters and Saints, Paul Oliver writes that it had been a favorite among black medicine-show and minstrel singers as early as 1919—In the Jailhouse Now is said to have been performed on radio (in some form) in 1922 by Atlanta-based Ernest Rogers, according to Bill Randle. Its first appearance on record seems to have been in September 1924, as Jail House Blues, by Whistler and His Jug Band; despite the title, its refrain was “she’s in the graveyard now.” Under the title She’s In the Graveyard Now, it was recorded in substantially the same form by Earl McDonald’s Original Louisville Jug Band (in March 1927), and as He’s In the Jailhouse Now by blues singer-guitarist Blind Blake (in November 1927) and medicine-show veteran Jim Jackson (two months later). The Memphis Jug Band would also make an entertaining version for Victor in 1930. But it was country legend Jimmie Rodgers who popularized the rollicking, light-hearted story song, leading to jazz and dance-band versions.

         Oliver suggests (as a pure speculation) that Rodgers may have learned the number from black songster Frank Stokes; the two men are believed to have played in a medicine-show company together.186 Despite the song’s history, Ralph Peer copyrighted it for Rodgers (crediting him with both words and music) very shortly after his recording; no previous sheet music version has been found. In this version, it’s all about a gifted card cheat who thought he was “the smartest dude in town,” until he gets caught and tossed in the slammer (some of the previous treatments had the protagonist imprisoned for election fraud—“instead of voting once, he voted twice!”). For Rodgers’ 1930 sequel (requested by Peer since the 1928 record had been such a strong seller, and of course, because Peer also benefited as the publisher), he dashed off new lyrics to the melody, and In the Jail-House Now No. 2 may actually be a stronger performance; whereas the original also included Ellsworth Cozzens on steel guitar, and Rodgers accompanied himself on the solo sequel. Webb Pierce scored a massive hit with his 1955 remake of In the Jailhouse Now, topping the Billboard country chart for twenty-one weeks.

         
            
            Somethin’ Doin’ (1928)—Nap Hayes and Matthew Prater (written by Scott Joplin & Scott Hayden) 

         Okeh 45231

         Recorded in Memphis on February 15, 1928

         During the same session at which they recorded their remarkable version of Scott Joplin’s The Entertainer (misidentified as another Joplin classic, Easy Winners), Nap Hayes (guitar) and Matthew Prater (mandolin) cut this lesser-known Joplin beauty. “The masterpiece is totally original,” writes David Jasen. “Its rich inspiration is reflected in its eternal springtime freshness that is so characteristic of the early classic rags.”187 
            Something Doing (its copyrighted title) was published in February 1903, one of several collaborations between Joplin and his protégé Scott Hayden (born in 1882 in Joplin’s home base of Sedalia, Missouri); their first teaming was Sunflower Slow Drag (1901). Prater’s playing is especially delightful, “decorative and trilled in the typically held-note fashion of country mandolin players of the time,” remarks Allen Lowe.188 The strongly rhythmic yet relaxed duet was included on Lowe’s boxed set American Pop: From Minstrel to Mojo. Tony Russell praises the duo’s performances as being among the very few rural ragtime recordings, alongside the Dallas String Band’s gems from the same period such as Dallas Rag.189

         
         
            
            See That My Grave Is Kept Clean (1928)—Blind Lemon Jefferson 

         Paramount 12608

         Recorded in February 1928 (NPR, Blues-#68, HS)

         A Southern folk-blues standard rooted in imagery from traditional Anglo-American balladry (often known in Britain as Two White Horses In a Line), See That My Grave Is Kept Clean was first recorded by Blind Lemon Jefferson in October 1927 (for Paramount 12585), but the version he cut about four months later is regarded as the classic. No other bluesman of the 1920s could match Jefferson’s profound influence on a generation of artists, and this haunting performance—described by Oliver Trager as “chillingly portentous … a spectral half-blues, half-spiritual piece played in arpeggio”—cast an enduring spell.190

         Other early blues recordings using the image of “two white horses standing on the burying ground” include Papa Harvey Hull’s France Blues (1927, aka “Hey Lawdy Mama”). As discussed by Todd Harvey, Jefferson’s performance heavily influenced subsequent versions of the song by Arthur Smith (1930) and Two White Horses In a Line (1931) by Joe Evans and Arthur McClain.191 On singing the words “Have you ever heard a church bell toll?,” the bass strings of his guitar solemnly and hauntingly intone a death bell. It was bitterly ironic that Jefferson’s own gravesite was untended and unmarked for thirty-eight years, until it was finally given a proper state historical marker at a public ceremony in October 1967; this recording was played at the ceremony’s conclusion.192

         
            
            Costumi Siciliani (Mazurka) (1928)—Gioviale String Trio 

         Victor 81378

         Recorded on April 3, 1928

         Italian-American mandolin virtuoso Giovanni Gioviale still takes listeners’ breath away with his 1928 recording of the sextet from Lucia, and during the same session the vaudeville dynamo offered another tremendous performance with Costumi Siciliani (“Sicilian customs”), which is credited to the leader as composer. Accompanied by a second mandolinist and guitar, the playing on this medium-tempo mazurka is intensely focused and searing. This performance can be found on the 1995 Rounder Select CD Italian String Virtuosi.

         
            April 27: The first Cajun music to be commercially recorded is two sides made in New Orleans by accordionist-singer Joseph Falcon.

         
            
            Antioch (1928)—Allison’s Sacred Harp Singers 

         Gennett 6658

         Recorded on May 1, 1928 (GOSP-#78)

         Sacred-harp singing is a tradition rooted in the “shape-note” method of musical instruction introduced in New England around 1800, a simplified system in which four musical syllables, “fa-sol-la-mi,” were designated by geometric shapes to denote their pitch. The term “sacred harp” refers to the human voice as the only instrument to be used. Singing-school teachers traveled widely in the early 1800s, and the approach expanded after the 1827 introduction of a new seven-note “do-re-mi” system. Benjamin White’s 1844 book The Sacred Harp: A Collection of Psalm and Hymn Tunes, Odes, and Anthems became the central text for Southern white group religious singing, in Bill Malone’s words “long revered in southern homes as second only to the Bible.” The decades following the Civil War marked the peak period for sacred-harp singing throughout the region.193 For a brief period in the late 1920s, numerous sacred-harp choral recordings were made, and a fine example is Antioch. The song’s words were first published in 1800 by a Baptist minister, “Mr. Medley”; these were set to the melody of a hymn composed in 1784 by U. G. Wood. Allison’s Sacred Harp Singers, based in Birmingham, Alabama, recorded thirty issued songs for Gennett in Richmond, Indiana. Allen Lowe remarks that this “is about as isolated a musical example as we could find—isolated, that is, from the African-American tradition that affected so much Southern white music.”194 While “fixed and rigid” in style, it’s a charming performance accompanied by piano. The 2003 movie Cold Mountain brought renewed attention to the sacred-harp tradition.

         
            
            Keep On the Sunny Side (1928)—Carter Family (written by Ada Blenkhorn & J. Howard Entwistle) 

         Victor 21434

         Recorded on May 9, 1928 (released on April 26, 1929) (C&W-#91, GHF, RHF, TM)

         The Carter Family’s longtime theme song used to open their subsequent radio broadcasts is (for the frequently somber group) an uncharacteristically happy song of optimism and faith. A. P. Carter adapted the piece from a 1905 gospel number that the group discovered in an old shape-note hymnal.195 The song had been inspired by a wheelchair-bound relative of writer Ada Blenkhorn, who would often request to be pushed along “the sunny side of the street.” “In the Carters’ hands,” writes David Cantwell in Heartaches By the Number, it “became a resounding statement of human aspiration.” While hope predominates in the song, he notes, it’s not unrealistic. The harmonies of Sara, A. P., and Maybelle “underscore that every human life will reckon with its share of light and darkness, guaranteed. Here they give the message an explicitly Christian spin, but it remains paramount even in many of country music’s most secular moments—the understanding that time changes everything, the hope that tomorrow we’ll dance.” Recorded at their first Camden, New Jersey session following their historic Bristol debut, it became one of their most commercially successful records (backed by The River of Jordan), selling 142,000 copies.196 The performance exemplifies what Ralph Peer recalled of their Bristol debut: “As soon as I heard Sara’s voice, I knew it was going to be wonderful.”

         
            
            Prove It On Me Blues (1928)—Ma Rainey 

         Paramount 12668

         Recorded on June 12, 1928 (Blues-#153, RHF, Jazz-#258)

         “No singer has ever had a greater measure of sheer, vital power. … Ma Rainey’s singing, monumental and simple, is by no means primitive,” remarked Rudi Blesh in Shining Trumpets.197 
            Prove It On Me Blues was bold for its time in its description of the lesbian lifestyle, accompanied by Ma Rainey’s Tub Jug Washboard band including Georgia Tom Dorsey (piano); guitarist Tampa Red’s presence is not documented but possible. “Looked up to find the gal I was with was gone. … I just like women, don’t like no men. …” Rainey was arrested on at least one occasion for alleged lewd activities with another woman, and was bailed out by her onetime protégé Bessie Smith; there were also rumors that she and Bessie (known to have relations with both men and women) may have been lovers at one time. Alynda Segarra, frontwoman for the Americana act Hurray for the Riff Raff: “To be a blues woman [in that era] was to live in the dangerous crossroads of cultural norms. Sharing songs based on personal experiences was a feminist act. The secret world of female relations was brought into the public sphere.”198

         
            
            Lovesick Blues (1928)—Emmett Miller and His Georgia Crackers 

         Okeh 41062

         Recorded on June 12, 1928 (HBN-#49, GHF, C&W-#82, Folk-#108, Blues-#238)

         Generations of country music fans know Lovesick Blues from Hank Williams’ rendition in 1949; Hank based his performance entirely on the original waxing by minstrel man Emmett Miller. Miller had cut Lovesick Blues for the first time on September 1, 1925 (Okeh 40465), but the instrumental accompaniment on that record paled beside the all-star company he keeps here, including Tommy Dorsey (trombone), Jimmy Dorsey (clarinet/alto sax), Arthur Schutt (piano), and Eddie Lang (guitar).

         “Emmett Miller is one of the most intriguing and profoundly important men in the history of country music,” declared Nick Tosches in Country: The Twisted Roots of Rock ‘n Roll. “He was the first recording artist to sing in the wry, bluesy yodeling style that was later associated with Jimmie Rodgers. He was also the first country singer to record with horns and drums.” Bob Wills made no secret of his imitation of Miller’s style on a number of early Texas Playboy records. “There was never another voice like Miller’s … it was congested, nasal, full of after-hours liquor and crazy times. He often swirled his lyrics off into high, weird yodels—a manic but wholly pleasant effect. He was the greatest song stylist of his generation, and until Jerry Lee Lewis came along no one jumped songs with such sheer country class.”199

         A man of some mystery until Tosches’ industrious digging uncovered key facts, Miller was born February 2, 1900, in Macon, Georgia, and starting in 1919 toured for years with blackface minstrel groups (including the Neil O’Brien and Dan Fitch minstrel troupes) and more briefly in vaudeville on the powerful Keith circuit. One of the performers with whom he worked was Cliff Edwards (aka “Ukulele Ike”), and Edwards may have helped get him a recording contract. Miller made his first recording in October 1924—Any Time, a song revived to massive success by Eddy Arnold nearly a quarter century later. After the September 1925 session, he didn’t record again until June 12, 1928. Among the other songs he helped popularize through his Okeh recordings were I Ain’t Got Nobody and Right or Wrong (both of which were among Wills’ earliest numbers on record in 1935). Several more sessions followed until the last in 1936.

         Mezzo-soprano Anna Chandler gave Lovesick Blues its original recording, for Okeh in March 1922. Miller’s initial 1925 version (backed only by pianist Walter Rothrock) possessed all his crucial qualities as a performer, as described by Tosches in Where Dead Voices Gather: “His wry, bizarre phrasing, his eccentric timing, his startling falsetto flights in the middle of vowels, his uncanny swoons of timbre and pitch—these were only the most accessible elements of the singular essence that set him apart, in his own day and forever.”200

         Tosches argues that Rodgers may have developed his “blue yodel” style, in part, on the example set by Emmett Miller. Rodgers was living in Asheville, North Carolina, in early June 1927 while Miller was performing there (Asheville had become Miller’s home base during the previous few years and he was well known there), and he speculates that the minstrel man may have been a guest on the Singing Brakeman’s local radio show, or Rodgers might have appeared on Miller’s bill at the Majestic. In any event, although Rodgers’ debut recording session in August 1927 included no blue yodeling, his original Blue Yodel was introduced three months later, perhaps inspired by what he saw and heard in Asheville.

         Miller’s 1928 performance, says Bill Friskics-Warren, has a depth and beauty that transcends the blackface genre. “As his clarinet-like falsetto slurs and slides, extending heartsick vowels over stoptime passages a la Louis Armstrong, Miller’s vocals run the gamut of human emotion and ultimately transcend it,” presenting his character “as the very embodiment of the self-surpassing human spirit.”201

         Allen Lowe writes that Miller seems to have pioneered “the use of a particular kind of falsetto, a voice-cracking leap in and out of the ‘false’ octave above the normal range of the voice, made particularly effective by a sudden return to the conventional register.” The technique may date back to black folk performances of the 1800s, which, in turn, may have been influenced by the Swiss yodel. “Emmett Miller was a brilliant exponent of the straight line of entertainment that minstrelsy drew through the quite different musical forms of jazz, country music, and pop song. If he ended up in historical oblivion, it’s because this hybrid blackface/cracker/hillbilly/jazz minstrel satisfied none of the purists, confused the traditionalists, and was too far out” for nearly everyone else.202

         
            
            Bull-Doze Blues (1928)—“Ragtime Texas” Henry Thomas 

         Vocalion 1230

         Recorded in Chicago on June 13, 1928 (Blues-#224)

         Second in fame only to Fishing Blues among all of Henry Thomas’ recordings, Bull-Doze Blues contributed its melody to folk revivalists in the 1960s (most notably Canned Heat, which used the tune for its 1968 smash Going Up the Country),203 but the performance stands on its own considerable merits. The tune as carried on the quills or pan-pipes is warm and delightful, possessing a happy, lilting quality. As on so many songs by the eastern Texas-born songster, the lyrics mix and match lines that had been floating in the oral folk tradition for generations. For example, the lines “If you don’t believe I’m sinking, look what a hole I’m in / If you don’t believe I’m sinking, look what a fool I’ve been,” most familiar for their use in the Memphis Jug Band classic Stealin’, Stealin’ (recorded three months after this performance), date back to at least the first decade of the twentieth century.204 In his liner notes to Herwin Records’ 1974 Thomas collection, Mack McCormick points out that despite the sunny surface of the music, there is a darker underlying theme. The Oxford English Dictionary reveals that in 1870s usage, if a Negro were invited to join a certain society and refused, he was taken to the woods and whipped, called a “bull-doze,” or doze fit for a bull. By the 1880s, the term had been broadened in the South to mean flogging a Negro nearly to death. Thomas sings that he’s going away on the next train leaving Mobile, Alabama, and headed to Memphis: “I’m going back where I never get bulldozed.”

         The quills had a long tradition among black musicians in the South, particularly Louisiana. Benjamin Latrobe’s famous 1819 account of singing and dancing at Place Congo in New Orleans included drums, gourd rattles, banjos, woodblocks, marimbas, quill pipes, clapping, stamping, and call-and-response vocals.

         Thomas, writes McCormick, grew up at a time (born in 1874) when people were shifting from rural to urban ways. “He was part of that transition, a harsh revolutionary period that is evidenced less in written histories than in the remarkable burst of new music that came out of it. He was part of faceless crowd who, like wandering entertainers in every age, help define and even mold their world—with morality plays and hero stories, with complaint and irony. And through songs that move the spirit.”

         
            
            Tis Ksenity As o Ponos (The Exile’s Grief) (1928)—Andonis Dalgas 

         Recorded in Athens on June 15, 1928

         This song was originally known as Her Yer Karanlik (All Around Is Darkness), described as “the classic song of the consumptive,” and recorded by many Turkish and Greek artists during the 1920s and 1930s. Turkish-born, Greek-based Andonios Dhiamandis, aka “Dalgas,” reworked it into a lament about the pain of exile from one’s homeland, overwhelmed by feelings of alienation and loneliness: “Oh my sweet mother, it’s for you I cry / And suffer here in my lonely exile. …” His accompaniment, as always, is stellar, with Lambros Leondaridhis on lyra, plus cembalo, mandola, and guitar. This served as the leadoff track for the Heritage label’s CD summarizing the great singer’s career, and it was also included on the Folklyric/Arhoolie collection “Greek-Oriental Rembetica: Songs & Dances In the Asia Minor Style: The Golden Years, 1911–1937.” It’s slow, mournful, and (in his trademark octave-spanning, undulating vocal style) quite moving.

         
            
            I Am a Pilgrim (1928)—Silver Leaf Quartette of Norfolk 

         Okeh 8594

         Recorded on June 16, 1928 (released on August 5)

         The state of Virginia was a prime breeding ground for fine gospel groups during the 1920s and 1930s, and Norfolk in particular, as home base for the Norfolk Jubilee Quartet (which recorded prolifically from 1921 to 1940) and the Silver Leaf Quartette. Like their in-state counterparts, the Silver Leafs were known for close harmonies and sophisticated arrangements. They comprised Melvin Smith (first tenor and lead), William Thatch (falsetto), William Boush (baritone), and Ellis McPherson (bass). The Silver Leafs recorded two dozen issued sides for Okeh from 1928 to 1931, including My Soul Is a Witness for My Lord and Sleep On, Mother (both from 1928), and Will the Circle Be Unbroken (1930). I Am a Pilgrim, one side of the first 78 from their debut session, is among the very best of their a cappella performances, led here by Thatch’s falsetto. According to Dick Spottswood, at least a form of the song dates back to the Civil War era. The song later became a staple of Merle Travis’ repertoire. The Silver Leafs carried on, with membership changes, until the 1970s. “I am a pilgrim, traveling through this barren land. …”

         
            
            I Can’t Give You Anything But Love (1928)—Annette Hanshaw 

         Harmony 706

         Recorded on July 24, 1928

         Collectors of pre-Swing Era vocal music reserve special affection for Annette Hanshaw. Her voice was modest but immensely charming, handling lyrics with warmth and zest, and concluding almost all of her early records by happily chirping, “that’s all!” Born in New York City on October 18, 1901 (apparently not in 1910, the date she provided), she was heard singing at a party by Pathe’ executive Herman Rose, and she began recording for the company in July 1926. When Pathe’ went into receivership (soon to merge with Cameo), in mid-1928, she switched to Columbia, which issued most of her recordings on its budget Harmony label. When these same performances were released on other Columbia subsidiaries such as Velvet Tone, or for international issues, Annette was sometimes under pseudonyms, including Gay Ellis, Dot Dare, and Patsy Young. Soon she was appearing on network radio and later in early movie musicals, and she recorded extensively until retiring to settle into married life in 1934. The classic Jimmy McHugh-Dorothy Fields song I Can’t Give You Anything But Love is ideally suited to Annette’s style; this mid-tempo rendition is accompanied by her small combo, the Sizzlin’ Syncopators led by pianist Rube Bloom and including Jimmy Lytell (clarinet), Mike Mosiello (trumpet), and Andy Sannella (alto sax). Jazz vocalist Barbara Rosene feels that Hanshaw was the first female vocalist who learned to use the microphone to the best advantage: “Annette is completely relaxed and unforced. Her unaffectedness is hip and so refreshing. I love her non-diva-like qualities. … Truly the best.”205

         
            
            King Kong Kitchie Kitchie Ki-Me-o (1928)—Chubby Parker and His Old-Time Banjo 

         Columbia 15296

         Recorded on August 23, 1928 (C&W-#395)

         The song best known as Froggie Went A-Courting is just about as ancient as surviving popular songs come, a children’s play tune that dates back to at least 1549 (when it was printed as The Frog cam to the myl dur in Wedderburn’s Complaynt of Scotland), and it may have been passed down orally for a century or more before that. A broadside text registered in London on November 21, 1580 was titled A most Strange Weddinge of the ffrogge and the mowse; its first publication with a tune came in Thomas Ravenscroft’s Melismata of 1611. L. W. Payne reported in a forty-four-page history of the song for the Texas Folk Lore Society in 1926 that it had been in “continuous use for four hundred years.”206 In Folk Songs of the Southern United States (1925), Josiah H. Combs said that it “is known in every U.S. state” in numerous versions in both white and black communities, with widely differing refrains, and it is called “the most universal of all traditional songs surviving in the English-speaking world.” From the start, nonsense refrains were central to the piece, varying according to geographic location. These were used (as discussed by Cazden and coauthors in Folk Songs of the Catskills) for “rhythmic pattern and onomatopoeic effect” and suggested “a matching set of dance steps during a stage presentation.” In English Folk Songs from the Southern Appalachians, Cecil Sharp and Maud Karpeles included twelve pages of variants; George Lyman Kittredge cited eighty-five different versions collected by 1922.207

         The Anglo-American classic finally made it onto record with Harry C. Browne’s Keemo Kimo (1920 for Columbia); this is the title that has been reported as a product of mid-1800s blackface minstrel shows. Country Music Sources (Meade & Spottswood) notes that the first issued country music version was Froggie Went A-Courting by folk song collector Bradley Kincaid in February 1928. Six months later came the most delightful early rendition of the beloved favorite by Frederick “Chubby” Parker, a singer-banjoist from Kentucky and a star of the WLS National Barn Dance program (billed as “The Stern Old Bachelor”) who had made his recording debut in early 1927 for Gennett. On King Kong Kitchie Kitchie Ki-Me-o, Parker is on tenor banjo along with his vocal and some very nice whistling. It was obviously a popular number for him, as he recorded it again for Champion in 1930, and a third time for Conqueror at his final session in October 1931. Harry Smith helped immortalize the performance by inclusion in his Anthology of American Folk Music. In a 1973 book on the Smith compilation, Josh Dunson remarked that the timeless tune has had innumerable versions, “but none with this fantastic, mind-boggling chorus.”

         
            
            The Big Rock Candy Mountain (1928)—Harry McClintock 

         Victor 21704 (artist listed only as “Mac”)

         Recorded in Hollywood on September 6, 1928 (released on November 16) (Folk-#168, C&W-#421)

         The son of a cabinet maker, Harry McClintock (born October 8, 1882 in Knoxville) began his life on the road at age fourteen, and before long was riding the rails in the company of bums, earning food and a few dollars by making up and singing songs. One of the first (purportedly in 1897, reports Norm Cohen)208 was The Big Rock Candy Mountain, a hobo’s fantasy taking fairy-tale images he’d learned in childhood and transferring them to a new realm.209 By 1905, writes Eugene Chadbourne, the song, which he had copyrighted, had become so popular that he had a printer run off packs of cards with the lyrics printed on them.210 211 
            Hallelujah, I’m a Bum, which he wrote or adapted after working with labor organizations such as the I.W.W. (the Wobblies), was McClintock’s other best-known standard. He became nationally known after landing a San Francisco radio show in 1925, and above all, through the forty-one folk and cowboy titles he recorded for the Victor label during the next few years. The definitive collection of hobo songs, George Milburn’s The Hobo’s Hornbook (1930), included two versions of Big Rock Candy Mountain, and it was the second song of that title that contained most of the verses recorded by McClintock.212

         On this delightfully breezy performance, he’s accompanied by guitar and his own whistling. The extent to which the song was an immediate hit—it was listed by Victor among its best-selling records for six straight months (December 1928 through May 1929)213—is reflected in the fact that just about every other label scrambled to cover it, including recordings by Frank Luther in November for Banner and related labels: Ernest Hare under the pseudonym Hobo Jack Turner in December for Velvet-Tone; and Vernon Dalhart for Edison.

         
            
            South (1928)—Bennie Moten’s Kansas City Orchestra 

         Original version: Okeh 8194, recorded in St. Louis on November 29, 1924; classic version on Victor 38021, recorded in Camden, NJ, on September 7, 1928214 (reached #10 in Pop Memories); reissued in November 1944 as Victor 24893215

         
            For at least two generations of music lovers, one of the most fondly familiar representations of traditional 1920s jazz (other than the early classics of Louis Armstrong and Jelly Roll Morton) was South by Bennie Moten’s Kansas City Orchestra. A wonderfully, jaunty, relaxed, medium-tempo ensemble performance, it became a staple of jukeboxes (particularly throughout the South and Midwest but also nationally) from the mid-1930s into the early postwar years, and it remained in the Victor record catalogs into the 1960s.216 Baritone saxophonist Jack Washington, barely seventeen years old, contributes greatly to the strength of the performance; he would later serve as the “anchor man” in Count Basie’s saxophone section. Tom Piazza remarks that the performance is “steeped in the New Orleans rhythmic feeling, with its characteristic sense of hesitation followed by a burst of movement ahead, like a parade beat.”217

         From 1928 to 1938, Tom Pendergast’s political machine ran Kansas City; with lax enforcement of liquor, gambling and vice laws, the town became a mecca for jazz musicians who arrived from all over the Midwest. In the large-scale migration of Southern blacks starting after the turn of the twentieth century and accelerating during and after World War I, Kansas City’s African-American population increased from about seventeen thousand in 1900 to more than forty-one thousand in 1940. Kansas City was the westernmost stop for the TOBA network of theaters featuring black acts. There were at least eighty social clubs in town by the mid-1930s; nightclubs and dance halls were ubiquitous. Along Twelfth and Cherry streets alone, there were eight clubs, including the 600 Club and Dante’s Inferno; the famous Hey-Hay Club (where patrons sat on bales of hay) was several blocks away on Cherry. Moten’s band helped introduce the “Kansas City beat” or “KC swing,” characterized by the twelve-bar blues, a strong 4/4 rhythm, exciting solos, and use of riffs showing off the players’ improvisational skills behind a driving beat.

         
            
            Concerto In F (1928)—Paul Whiteman and His Concert Orchestra (written by George Gershwin) 

         Columbia 50139, 50140, and 50141; recorded on September 5, 6, 15, and 17, 1928

         When George Gershwin accepted the New York Symphony Orchestra’s commission to write his first concerto, he was taking on a formidable challenge. “It seems to me the bravest thing he ever did was the Concerto in F,” Ira Gershwin remarked in the 1940s. “He undertook to write a composition [in a] form he did not know about, and which he had to study. After writing it, he had to orchestrate it for symphony orchestra,” another first-time experience.218 After completing the piece in about five months, the orchestration took another two months. It was Gershwin’s practice to draw on and develop material he had created earlier; for example, the opening of the third movement came from an unpublished piano “prelude” he had previously sketched out. On December 3, 1925, he was the soloist for its premiere at Carnegie Hall with the sixty-member orchestra. Charles Schwartz remarks that following a different symphonic work that preceded it that night, “the Concerto in comparison seemed to burst with a volcano of energy. Staid Carnegie Hall rocked as perhaps never before to an explosion of jazz-oriented sounds that roared forth from the orchestra.”219 As with Rhapsody In Blue, the Concerto drew mostly enthusiastic reviews, along with some barbs from classical critics who remained a bit snooty about a mere “popular” songwriter delving into their realm. George himself never viewed the genres as being all that different. Ira: “He was just as demanding of his talent when writing an opening for a revue as when composing and orchestrating his opera Porgy and Bess. It was all one to him.”

         The Concerto took longer to catch on than did Rhapsody, but did eventually become an orchestral staple. His former patron Paul Whiteman recorded it nearly three years after its premiere—its very first recording. (Mysteriously, Gershwin himself never recorded it; he did attend these sessions as an observer.) Ferde Grofe orchestrated the piece for a twenty-five-piece ensemble. Even though Whiteman in 1928 had outstanding first and second trumpet men in Charlie Margulis and Harry Goldfield, Bix Beiderbecke was assigned (at least by some accounts) the cornet solos in the second movement. Richard Hadlock: “His moody, muted opening statement, sounding curiously like Miles Davis in the late Fifties, comes off without hitch or hesitation.”220

         
            
            Stealin’, Stealin’ (1928)—Memphis Jug Band (written by Will Shade) 

         Victor 38504

         Recorded in Memphis Municipal Auditorium on September 15, 1928 (Blues-#150)221
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               Figure 2.6George Gershwin. Library of Congress, Prints & Photographs Division, LC-USZ62-133964.
            

         

         
            Guitarist-mouth harpist Will Shade formed the Memphis Jug Band in the Beale Street section of Memphis in the mid-1920s, just as Beale Street clubs were pulsating with the first wave of a fabulous array of home-grown jug bands, including Cannon’s Jug Stompers, Jack Kelly’s South Memphis Jug Band, and Jed Davenport and His Beale Street Jug Band. Shade’s outfit (which launched its prolific recording career in February 1927) is described by Cub Koda and Stephen T. Erlewine as “a free-wheeling mixture of blues, ragtime, vaudeville, folk, and jazz, which was all delivered with good-time humor.”222 Like Cannon’s group, the combo regularly drew on bits of traditional lyrics and melody. “If you don’t believe I love you, look what a fool I’ve been / If you don’t believe I’m sinkin’, look what a hole I’m in. … Stealin’, stealin’, pretty mama don’t you tell on me / I’m stealin’ back to my same old used-to-be. …”223 This verse echoes a very similar one used by Henry Thomas on Bull Doze Blues three months earlier, and it had been collected in basically the same form two decades earlier.224

         The band featured an ever-shifting personnel (with Shade and singer-kazoo player Ben Ramey being the two constants). In On Stealin’, perhaps their finest recording, the other participants are Charlie Burse (guitar), Vol Stevens (banjo & mandolin), and Jab Jones (jug). Jones is on lead vocal with everyone else joining in on the chorus, and Shade’s harmonica is front and center. It’s easygoing, loose (although, in fact, tightly rehearsed under Shade’s direction), and enormously catchy; little wonder that the Grateful Dead and Taj Mahal, among others, lovingly recorded cover versions decades later.

         
            
            It’s Tight Like That (1928)—Tampa Red and Georgia Tom / Tampa Red’s Hokum Jug Band 

         Original version by Tampa Red and Georgia Tom for Vocalion 1216, October 24, 1928; same title by Georgia Tom’s Hokum Jug Band for Vocalion 1228 on November 9, 1928; Selling That Stuff by The Hokum Boys for Paramount 12714 in c. December 1928 and Paramount 12778 in February 1929; It’s Tight Like That No. 3 as Tampa Red with Georgia Tom for Vocalion 1418, January 12, 1929; It’s Tight Like That No. 2 for Vocalion 1244, January 14, 1929; and It’s Tight Like That by Tampa Red “The Guitar Wizard” for Vocalion 1258, January 16, 1928 (RHF, Blues-#114)

         The partnership of Georgia-born, Florida-raised slide guitar master/singer Tampa Red (born Hudson Woodbridge) and pianist/singer-songwriter “Georgia” Tom Dorsey was one of the biggest-selling and most influential acts in blues from 1928 to 1932, and their reputation was guaranteed by one supremely silly song, It’s Tight Like That. After two unsuccessful attempts on the duo’s first two sessions together on September 19 and October 8, 1928, they nailed the song on October 24. Suggestive yet innocuous with a simple melody and a breezy, relaxed party vibe, it was advertised by Vocalion’s recording director J. Mayo Williams as “the catchiest and snappiest tune you’ve heard in a long time.” “Now the girl I love is long and slim / When she gets it, it’s too bad, Jim. / It’s tight like that, beedle um bum / It’s tight like that, beedle um bum / Hear me talkin’ to you, it’s tight like that.”

         Almost immediately, the record became a popular sensation, the likes of which blues had rarely, if ever, seen. Widely traveled bluesman Big Joe Williams later recalled for Living Blues editor Jim O’Neal: “Tight Like That went just about to the four corners of the United States. Went through both races, white and black. You’d hear little kids mumblin’ it everywhere you went.” As detailed earlier, the duo rushed into the studio just over two weeks later to record another version for the same label, this time with the Hokum Jug Band featuring vocalist Frankie “Halfpint” Jaxon, guitarist Martell Pettiford, Herman Brown on kazoo, and Carl Reid on jug. (This treatment is largely instrumental, with Jaxon calling out the title numerous times.) Freelancing among different labels was common in blues at the time, so Tampa and Tom were recruited to Paramount perhaps one month later to record the same basic tune as Selling That Stuff. McKinney’s Cotton Pickers jumped in with a version for Victor on November 23, and that did so well that they followed with two similar numbers just over four months later on both sides of a 78 (Beedle-Um-Bum and Sellin’ That Stuff). As record sales soared, still more cover versions or imitations (including the Lonnie Johnson-Spencer Williams piece It Feels So Good, and one by Jimmie Noone’s Apex Club Orchestra in late December, also for Vocalion), and variations on the same theme (Louis Armstrong’s It’s Tight Like This that December 12) proliferated. So Williams got the Hokum Boys back into his label’s Chicago to cut two more sequels, both as duets, early in the new year, and the original title rendered by Tampa as a solo. That’s known as flooding the marketplace, and it worked: Cumulative sales of these records has been reported as several hundred thousand copies. Even Reverend J. M. Gates utilized the universally known title in his Depression-themed sermon These Hard Times Are Tight Like That (1930).225

         Its impact was such that Elijah Wald in Escaping the Delta suggested: “Virtually all popular blues for the next twenty years can be seen as flowing directly from … two records,” the other blockbuster being Leroy Carr’s How Long, How Long Blues.226 Francis Davis remarks that while its lyrics (with all the homespun witticisms) have a rural flavor, rhythmically it “was one of the first ‘city’ blues, its beat anticipating much of the music recorded in Chicago” starting a decade later.227 Every label had to have one or more artists recording breezy, up-tempo material with gently risqué lyrics; many sold well, but none could hope to match the original. It might be seen as slightly embarrassing alongside Thomas A. Dorsey’s subsequent career as the foremost gospel composer (Precious Lord, Take My Hand)—although Dorsey himself had no regrets, noting that “blues is a part of me.”

         Arnold Shaw: “Nothing is so revelatory of the migrant state of mind in the period between the Depression and World War II as the hokum band craze. What listeners heard was a reminiscence of their rural past combined with a sense of being above it. The performers gave expression to ambivalent feelings, ribbing and referencing their backgrounds, mixing derision and nostalgia.”228

         
            
            The Lost Child (1928)—Stripling Brothers 

         Vocalion 5321

         Recorded in Birmingham on November 15, 1928

         Charles Stripling, a terrifically gifted fiddle-contest champion, and guitarist brother Ira from western Alabama made their mark on country music history with this thrilling instrumental that became the basis for the bluegrass standard Black Mountain Rag. The brothers had performed on various radio stations in Alabama and Mississippi, and Charlie took the second place in a 1926 fiddlers’ contest sponsored by Henry Ford. Two years later, they participated in auditions at the Bankhead Hotel in Birmingham conducted by a field unit for the Brunswick/Vocalion label, and they cut The Lost Child and one other number. In a 1963 interview by collector Bob Pinson subsequently published in the March 1968 JEMF Newsletter, Charlie Stripling recalled that he had learned the tune from another fiddler, but added some of his own “tricks.” (He was known at times to play the fiddle behind his head or over his shoulder; on this session, he merely turned his bow around and plucked the strings to create a distinctive sound.) The record did well enough that they returned to make sixteen sides in 1929 for Vocalion, and, subsequently, they had sessions for Decca in 1934 and 1936. Charlie continued playing at area dances until 1958.

         Charlie Stripling really cuts loose on this up-tempo piece, demonstrating that he truly was one of the finest country fiddlers of his time. Ira is powerfully rhythmic in support, making this a genuine duet and not merely one virtuoso’s showcase. It’s the leadoff track on the Old Hat CD “Down In the Basement: Joe Bussard’s Treasure Trove of Vintage 78’s, 1926–1937.”229

         
            
            Basin Street Blues (1928/1933)—Louis Armstrong and His Hot Five 

         Okeh 8690 recorded on December 4, 1928; also recorded for Victor 24351, on January 17, 1933 (Jazz-#353, Blues-#384)

         
         
            
               [image: ]

            
               Figure 2.7Louis Armstrong. Library of Congress, Prints & Photographs Division, LC-USZ62-120174.
            

         

         
            The first great recording of Spencer Williams’ enduring jazz/blues classic features a wordless vocal by Armstrong and Earl Hines, Hines on both piano and celeste, and a soaring Satch trumpet solo. Gary Giddins praises the dramatic sequence in which Louis’ trumpet emerges quietly from the hushed ensemble, “attains full bloom, and then disappears in favor of a scat vocal that goes deeper than the song’s words ever could.”230 The performance, remarks Laurence Bergreen, has “an intense, off-center rhythm that prefigured swing by a decade or so.”231 In Jazz Singing, Will Friedwald writes that Armstrong’s 1933 version for Victor, “one of the most thrilling records of the decade, shows the singer taking the scat technique to its limits. It owes little to the melody Handy wrote (or transcribed) and even less to the limits of the blues.” His 1928 small group original version of the song “serves as a blueprint for this 1933 big-band masterpiece. …”232 Also worthy of note is a 1944 radio transcription performance of the song that brought together for the first time in twenty years Armstrong and saxophone great Coleman Hawkins, who had played together in the mid-1920s with the Fletcher Henderson orchestra, and which also features Jack Teagarden on a tune closely identified with him.

         The original 1928 rendition, remarks Robert O’Meally in liner notes for a 2000 Armstrong compilation, “starts and ends with a shimmering spray of notes from Hines on celeste, which, in the first choruses, also sparkle beneath the harmonizing horns.” Hines comps on piano as Satch takes his first solo. “Then Hines executes a barrelhouse chorus on piano followed by a turn at the mike when he (along with Mancy Carr on banjo) sings in harmony while Armstrong scats a chorus that emphatically makes the point again that his vocal phrasing mirrored the solo work on his horn.” Dan Morgenstern: “The resolving dominants of Spencer Williams’ song turned Louis on, and he drapes some of his most extravagant and penetrating ideas over them. The high C with which he bridges his closing choruses must have been truly thrilling in person, and it still sends chills up the spine today. Equally enthralling is Louis’s sudden shift downward in both range and dynamics for the last eight bars.” One of his most famous performances (playing himself) of the song came in 1954’s The Glenn Miller Story, with James Stewart in the title sole so admiring of Armstrong that, as film critic David Thomson noted, it “could leave a wide-eyed mind wondering how and why America has ever had a race problem.”

         Spencer Williams was the nephew of Lulu White, owner of the famous Basin Street cabaret Mahogany Hall (to which Armstrong paid tribute in Mahogany Hall Stomp). When his mother died, he went to live with her, and became her adopted son. He recalled: “I’d go to sleep to the sound of the mechanical piano playing ragtime tunes, and when I woke up in the morning it would still be playing.”233

         
            
            Lord, I Just Can’t Keep from Crying (1928)—Blind Willie Johnson 

         Columbia 14425

         Recorded in Dallas on December 5, 1928

         One year after his history-making debut recording session that produced the masterpieces Dark Was the Night, Cold Was the Ground and Motherless Children Have a Hard Time, east Texas gospel master Blind Willie Johnson returned for a second session whose high point was Lord, I Just Can’t Keep from Crying. Kip Lornell and Dick Spottswood, in liner notes for the Dust to Digital boxed set Goodbye Babylon, call it an “autobiographical anthem” tracing back to his rejection by his stepmother, who had reportedly caused his blindness by throwing lye into his eyes when he was seven during a fight with his father. While “not explicitly referring to his blindness, his eyes are filled with tears. … Christian forgiveness inspires him to place [his mother] in heaven and to miss her profoundly.” Johnson’s vocal is intense and emotional, accompanied by a female vocalist who has never been reliably identified (probably Willie Harris, his wife Angeline Johnson, or Willie B. Richardson). Lawrence Hoffman cited Johnson’s “eerie sense of intonation when shading his or his partner’s voice at the unison or the octave, his mastery of many vibrato speeds, his driving sense of time … his humming and moaning vocal style that together with the slide created a mesmerizing, hypnotic effect—the list [of unique attributes] could be longer.”234

         
            
            Wsciekla Polka (Wild Polka) (1928)—Orkiestra Majkuta 

         Victor V-16041

         Recorded on December 6, 1928

         Wild, indeed. Wsciekla Polka is an exciting, fast-paced instrumental by a Polish-American group with unidentified personnel (two violins, viola, clarinet, and string bass), one of the six sides recorded at its only known session. It’s a dance number described by Norm Cohen as being in the Kozak style that is usually associated with Russian and Ukrainian repertoires. (Kozak is an alternate English spelling of “cossack,” describing a member of a traditional community of people living in Ukraine or southern Russia.) Most fascinatingly, remarks Cohen in liner notes for the Morning Star Records album “From the Tatra Mountains: Classic Polish-American Recordings from the 1920s,”235 its musical form is similar to the U.S. hoe-down tune Fire On the Mountain, whose most important early recordings by country string bands were made by Fiddlin’ John Carson (as Fire In the Mountain, 1926), Clayton McMichen and Riley Puckett (1927), and the Red Headed Fiddlers (under the amusingly garbled title Far In the Mountain, 1929). This Orkiestra Majkuta performance also served as the leadoff track for the Arhoolie LP “Polish Village Music: Historic Polish-American Recordings, 1927–1933.”

         
            
            Hokum Blues (1928)—Dallas String Band with Coley Jones 

         Columbia 14389

         Recorded in Dallas on December 8, 1928

         Each December from 1927 to 1929, Coley Jones and his Dallas String Band came to Columbia Records’ Dallas studio and recorded some sides that would be cherished by future generations of collectors. One year after their beloved classic Dallas Rag came Hokum Blues, the trio’s second most famous performance. His groupmates are Sam Harris (guitar) and Marco Washington (string bass). A variation on The Worried Blues, it’s another showcase for Jones’ mastery of the mandolin, with some spoken comments (at the beginning, they discuss what they’d like to play) and a brief group vocal. And like its predecessor, it is a performance filled with exuberance and joy. “I could play this all night long!” someone calls out, and we wouldn’t mind if they did.236 The flip side of the 78 is So Tired, also recorded during this period by Lonnie Johnson, and which would become more renowned through blues great Skip James’ reworked version as I’m So Glad.

         
            
            Tight Like This (1928)—Louis Armstrong and His Savoy Ballroom Five 

         Okeh 8649

         Recorded on December 12, 1928 (released on January 25, 1929) (Jazz-#295)

         The starting point for Louis Armstrong’s Tight Like This was a vaudeville-inspired performance of humorous, sexually suggestive blues by the team of Tampa Red and Georgia Tom Dorsey, It’s Tight Like That. Armstrong’s response, designed by arranger Don Redman, surpassed the original, featuring bawdy spoken interplay between Satch and (in falsetto) pianist Earl Hines, but more importantly (writes Gary Giddins), “one of Louis’s most expansive and scrumptious improvisations.”237 Hines offers vigorous variations on the theme, and then Armstrong launches into “three architectonic choruses with a solemn scene-setting motif played five times.” The final two choruses turn on motifs, “each opening at a higher interval, so that all three build cumulatively in range and fervor. The subject may be sexual, but the music erects a cathedral of the spirit.” Richard Hadlock proclaims it “a colossal trumpet solo … which is actually little more than a series of double-time arpeggiolike embellishments on a minor blues theme.” The piece is built up across four choruses “so gradually and smoothly that the listener is scarcely aware of the increase in tension and excitement until the final bars are reached.”238 Robert O’Meally in liner notes for Sony’s 2000 Armstrong boxed set: “Note especially the modernist, multidimensional playing of Hines, rocking on solo piano, and the dramatic play by Louis, who enters cautiously and then surges in double-time (quoting The Hoochie Coochie Song, one of his favorite comic references), building tension all the time, until the release in the final bars.”

         
            
            Makin’ Whoopee (1929)—Eddie Cantor (music by Walter Donaldson, lyrics by Gus Kahn) 

         Victor 21831 (reissued in 1933 as Victor 24330)

         Recorded on December 18, 1928; Pop Memories debut on February 9, 1929 (reached #2) (NPR, ASCAP, DMDB)

         One of the most charismatic all-around U.S. entertainers of the early 1900s, Eddie Cantor was born Eddie Israel Iskowitz in New York City, to Russian immigrant parents, on January 31, 1892. After being orphaned, he performed in vaudeville as a child, and became a major star by the early 1910s. Cantor was featured in a series of Ziegfeld “Follies” and other productions starting in 1917, was a radio headliner in the 1920s, and similarly successful in Hollywood from 1930 to 1952. He helped popularize such songs as You’d Be Surprised (1919), Margie (1920), and If You Knew Susie (1925). His most enduringly popular song, Makin’ Whoopee, was introduced in his stage show Whoopee (a musical adaptation of Owen Davis’ comedy The Nervous Wreck) and he also sang it in the show’s 1930 movie version. Inspired by an expression coined by columnist Walter Winchell, it’s the rueful, humorous tale of a poor schnook whose happy marriage-with-child soon runs aground, and faces the prospect of forking over all his money to her. “You better keep her, I think it’s cheaper than makin’ whoopee.”

         
            
            Candy Man Blues (1928)—Mississippi John Hurt 

         Okeh 8654

         Recorded on December 28, 1928 (Folk-#99, NPR, Blues-#149)

         Aside from his geographic origins, Mississippi John Hurt, notes Ted Gioia, did not fit neatly into the popular concept of Delta blues tradition. “Avalon may have been only a few miles outside the Delta region proper, but Hurt’s music was a world apart from the raw and impassioned strains characteristic of Charley Patton or Son House. … Hurt aimed for precision and refinement, a sense of control and restraint.”239 But the beauty of his three-finger guitar picking style and the quiet warmth of his vocals transcended all stylistic differences; whether you call his music folk or blues, he was an exceptional artist. Candy Man Blues came from his third and last recording session for Okeh, which also included the flip side of this record, the immortal Stack o’Lee Blues. According to Rev. Gary Davis in a 1960s interview, Candy Man “came out in 1905 in a carnival show.”240 Modern audiences are more familiar with Hurt’s latter-day treatments of the tune that charmed folk-revival audiences following his rediscovery in 1963, which are wonderful, but the original remains definitive. On that 1928 original, remarks Peter Aschoff, “the erotic message is far less ambiguous than it was” in later renditions.241

         
            
            West End Blues (1929)—King Oliver and His Orchestra 

         Victor V-38034

         Recorded on January 16, 1929

         Joe “King” Oliver’s greatest composition, West End Blues, will always be known for the definitive version by his protégé Louis Armstrong. Oliver first recorded his own treatment on June 11, 1928 (Vocalion 1189), seventeen days before Armstrong, but because the King’s cornet prowess was much diminished by that time, it’s a less-than-great performance. A much better representation was offered seven months later at Oliver’s premiere session for Victor. Cornetist Louis Metcalf opens the piece with the same mighty, soaring-then-descending cadenza made immortal by Satch, note for note—not quite at the same superhuman level, of course, but powerful in its own right—and the overall arrangement (by Luis Russell) is roughly the same, all driving to a strong finish.242 Oliver sits this one out. The band also includes J. C. Higginbotham (trombone), Charlie Holmes (clarinet/sax), Teddy Hill or Greely Walton (clarinet/sax), Russell (piano), Will Johnson (banjo/guitar), Bass Moore (bass), and Paul Barbarin (drums).

         
            January 4, 1929: The Radio Corporation of America (RCA), in a deal planned by its vice-president David Sarnoff, purchases the Victor Talking Machine Company, the industry leader.

         
            February 1: MGM’s “The Broadway Melody,” the first “all talking, all singing, all dancing” movie musical with original songs, has its Hollywood premiere.

         
            
            Handful of Keys (1929)—Fats Waller 

         Victor 38508

         Recorded on March 1, 1929 (Jazz-#221)

         One of Fats Waller’s most fleet-fingered piano performances, Handful of Keys shows great rhythmic interplay between his left and right hands. By the time he began his 1929 piano solo recordings, Waller had made dozens of piano rolls, and his technique was down stone cold. It’s bursting with such energy that one almost thinks he’s about to fly off beyond any rhythmic structure, but that’s an illusion, as he remains disciplined and at all times melodic. There’s also an undercurrent of subtle humor, and the piece draws strongly on ragtime influences. Len Lyons declares this performance “stupendous … glib, spontaneous, and joyous.”243 
            Handful of Keys would become, like James P. Johnson’s Carolina Shout, one of the standard showpieces for generations of pianists. Richard Hadlock calls it “a scintillating ‘shout’ in the [Johnson] manner, far from profound but a rhythmic delight.”244 Waller biographer Alyn Shipton remarks that after establishing its three themes, in the final chorus, “repeated right-hand chords act rather like a big-band riff against the inexorable progress of the left hand. Much of the piece, both in its structure, and in the devices of the last chorus, is reminiscent of the multi-thematic compositions of Jelly Roll Morton.” Waller returned to the number for a strong March 1935 version.

         
            
            Roll and Tumble Blues (1929)—Hambone Willie Newbern 

         Okeh 8679

         Recorded on March 14, 1929 (Blues-#217)

         Blues singer-guitarist Hambone Willie Newbern (from Brownsville, Tennessee) cut just six issued sides for Okeh across two days in Atlanta in March 1929, and the sixth and last, Roll and Tumble Blues, would become remarkably influential. Newbern made his primary living as a medicine-show performer, and his handful of recordings ranged from straight blues to minstrel-style comedy. Roll and Tumble Blues—his only performance on slide guitar—was drawn from roughly the same folk sources as Charley Patton’s Down the Dirt Road Blues recorded for Paramount less than three months later.245 In September 1929, his cousin Sleepy John Estes (accompanied by Yank Rachell on mandolin) used the same melody on his second recording session for The Girl I Love, She Got Long Curly Hair.246 Robert Johnson used the Newbern piece as inspiration for his If I Had Possession Over Judgment Day (1936), and he adapted the same arrangement a year later for Traveling Riverside Blues. Finally, it served as the basis for one of the most haunting blues recordings of the immediate postwar period, Rollin’ and Tumblin’ by the Babyface Leroy Trio featuring Muddy Waters in 1950. The original can be found on the CD Back to the Crossroads: The Roots of Robert Johnson. Newbern was later killed in a prison brawl, and nearly everything we know about him is courtesy of 1960s interviews with Estes.247 “I rolled and I tumbled, and I cried the whole night long. … I rolled this morning, mama, and I didn’t know right from wrong. …”

         
            
            Hot Town (1929)—Fess Williams and His Royal Flush Orchestra 

         Victor 38077

         Recorded on April 17, 1929 (released on October 25)248

         Anyone who loves songs about trains, and hot jazz of the 1920s, is sure to cherish Hot Town. Clarinetist and alto saxophonist Fess Williams (born April 10, 1894, in Danville, Kentucky) led bands in both Chicago and New York, and they headlined at Harlem’s Savoy Ballroom (along with Duncan Mayer’s Savoy Bearcats) on its opening night of March 12, 1926. In a 1927 “Battle of Jazz” at the Savoy, Williams’ band was pitted against those of King Oliver, Chick Webb, and Fletcher Henderson—royal company indeed. (For a time thereafter, Williams’ band served as the relief group for Webb’s at the Savoy.) Hot Town begins with a clang and train whistle signaling that the locomotive is about to leave the station. “All aboard the Wild Cat Special!” calls the conductor, who then rattles off the train’s stops ahead as it rolls through its unlikely itinerary of Miami, Mississippi, Hoboken, and beyond. “Mr. Conductor, I want to go to Hot Town!” cries a passenger. Hot Town, it turns out, is the final destination. The eleven-piece band then chugs forward into a pleasing mid-tempo instrumental with fine solos by George Temple (trumpet) and “Jelly” James (trombone). Harlem-style stride pianist Hank Duncan, who’s heard here and was with Williams for five years, left in 1930 to join King Oliver, and in 1935 began a long tenure with Fats Waller as second pianist. “All out for Hot Town!” the conductor declares at the end as the train rolls to a stop. Hot Town is beloved by Dick Spottswood, who plays it on his annual train specials, and WAMU (Washington, D.C.) “Hot Jazz Saturday Night” host Rob Bamberger, who declares Williams “truly one of my all-time favorites.” The record was included on the Old Hat CD “Down In the Basement: Joe Bussard’s Treasure Trove of Vintage 78’s, 1926–1937.”

         
            
            Ma Blonde est partie (My Blonde Went Away and Left Me) (1929)—Amede Breaux 

         Columbia 40510-F and Okeh 90010

         Recorded in Atlanta on April 18, 1929

         An important slice of Cajun music history as the premiere recording of the song that would become known as Jolie Blonde—the genre’s most famous song—Ma Blonde est partie also marked the debut session for one of Louisiana French music’s central families. Amede Breaux (his first name sometimes spelled “Amadie”) is on accordion and vocals, Cleoma Breaux on guitar, and Ophy Breaux on fiddle. The basic tune seems to go back generations; Amede combined it with sister Cleoma’s lyrics about infidelity and lost love. The performance, remarks Ryan Andre Brasseaux, “captured the melancholy and vulnerability that underscored the harsh reality of working-class life in south Louisiana before the Great Depression.”249 On the same day, Cleoma and Ophy participated in a session led by Joseph Falcon (later Cleoma’s husband, with whom she had made the very first Cajun commercial recordings a year earlier). Amede would later make numerous recordings with brothers Clifford and Ophy as Breaux Freres. After the Breaux family helped establish the song as a Louisiana standard, Jolie Blonde was taken to a broader audience on record by Leo Soileau (1935) and the Hackberry Ramblers (1936).

         
            
            El Deportado (The Deportee) (Parts 1 & 2) (1929)—Los Hermanos Banuelos 

         Vocalion 8287

         Recorded in c. early/mid-1929

         The human melodrama at the heart of corridos certainly did not end following the Mexican Revolution of the 1910s and the often-violent decade that followed. There was the constant battle for economic survival, which often involved the treacherous crossing of the border to seek a better life up north. That’s the tale told in El Deportado, whose protagonist declares, “I am going abroad, where there is no revolution.” The vocal duet (with guitar) by brothers David and Luis Banuelos details his journey by train, passing Jalisco, La Piedad, and Irapuato among other towns. “Run, run, little train, let’s leave the station / I don’t want to see my mother cry for her beloved son, for the son of her heart. …” In part 2 of the account (which runs nearly 7 minutes in all), he crosses the border, but runs into trouble in Juarez, where immigration agents make him feel worthless. There is no happy ending: “Goodbye, beloved countrymen, we are being deported / But we are not bandits, we came to work.” Fortunately, the violence in his homeland has ended by the time he returns, so “we will be welcomed by our beautiful nation.” The song has a vivid narrative flow, and a fine, accomplished performance. It’s included in the Arhoolie/Folklyric collection “Corridos y Tragedias de la Frontera: First Recordings of Historic Mexican-American Ballads,” and also in its album “Corridos, Part 1.”

         Although some Mexican-American corridos had appeared on record since 1921, in the opinion of Manuel Pena (The Texas-Mexican Conjunto: History of a Working-Class Music), the recordings of the Mexican-born Banuelos brothers, starting in May 1926 with El Lavaplatos, ushered in a “Golden Age” for the recorded corrido, reaching a peak during the 1929–1936 period. (The Banuelos recorded over 80 titles from 1926 to 1931 for various labels.) Occurring for the first time in significant numbers, “every type of traditional Mexican music in the Southwest found its way to the wax disc.”

         
            
            Nobody Knows You When You’re Down and Out (1929)—Bessie Smith (written by Jimmy Cox) 

         Columbia 14451

         Recorded on May 25, 1929 (Blues-#177)

         Columbia producer George Avakian declared (with a bit of hyperbole) that Bessie Smith’s rendition of Nobody Knows You When You’re Down and Out is “considered by many to be the greatest record she ever made. Her exposition and development of the text is a work of classic beauty, and her accompaniment (particularly Ed Allen’s great cornet) is equally superb.” The song had been written by vaudeville performer Jimmy Cox (whose daughter Gertrude “Baby” Cox sang with Duke Ellington in 1928), and it was first recorded in 1927 by Bobby Leecan (under the pseudonym “Blind Bobby Baker”) for the Pathe’ label.250 But the first significant version came in January 1929 by Clarence “Pine Top” Smith, of Pine Top’s Boogie Woogie fame. “Bessie’s interpretation is both cynical and poignant,” comments biographer Chris Albertson. “Following a moving solo by [Allen], she returns and lends a brilliant touch to this all-too-timely tale by humming the first half of her lines … it expresses the song’s mood more effectively than any words could do.”

         “I don’t think anybody in the world will ever be able to get as much hurt into one song,” said blues great Alberta Hunter of this performance. Albertson suggests that her powerful reading may have been affected by the singer’s despondency at the savage New York newspaper reviews that day for the opening night of her first and only Broadway show “Pansy.” The show would fold after just three performances.251

         
            
            Singin’ In the Rain (1929)—Cliff Edwards 

         Columbia 1869

         Recorded on May 28, 1929; Pop Memories debut on July 27, 1929 (reached #1)

         The advent of talking pictures meant that for the first time in 1929, more popular songs debuted on screen rather than on stage. Songwriters Arthur Freed and Nacio Herb Brown were particular beneficiaries of the new medium; that year alone, they featured their hits Wedding of the Painted Doll (from the picture Broadway Melody), Pagan Love Song (from The Pagan), and Chant of the Jungle (from Untamed). Broadway Melody, in particular, was such a box office bonanza that MGM, Warner Brothers, Paramount, and other studios rushed their stars into a succession of cinematic musical extravaganzas. Biggest of all the duo’s successes was Singin’ In the Rain, from the Hollywood Revue of 1929. Cliff “Ukulele Ike” Edwards appeared in more than thirty pictures (mostly for Metro Goldwyn Mayer), and by this time he had established himself, in Will Friedwald’s words, as “easily the most impressive male jazz and pop singer of the Twenties, the transitional figure between Jolson and Crosby.”252 In contrast to the frequently adventurous and thoroughly jazzy sides he’d done earlier in the decade, this is a more straight-laced pop performance (with band accompaniment, and a brief sample of his trademark scatting). While postwar listeners will always associate Singin’ with Gene Kelly, the breezy, warm rendition by the tune’s originator also deserves to be remembered.

         
            
            A Spoonful Blues (1929)—Charley Patton 

         Paramount 12869

         Recorded on June 14, 1929 in Richmond, Indiana (Blues-#180)

         The fourteen songs that Charley Patton recorded at his debut session for Paramount made it a landmark date not only in the history of country blues but also in the annals of popular U.S. music. Ted Gioia: “Many contributed—and still contribute—to this mystical construct we call the Delta blues, but this inspired burst of creativity in the Gennett studio … was the decisive turning point, the moment that the Delta flexed its muscles and asserted its preeminent position in the blues world.”253 A ragtime-based tune about cocaine addiction that may date back to the turn of the twentieth century, Spoonful was first recorded in 1925 as All I Want is a Spoonful by Papa Charlie Jackson. Patton learned it in the early 1900s from a Heron’s Place, Mississippi musician named Lem Nichols, and reworked it into a personal showpiece.254 He gave it “a new melody with a new rhythm and a more vivid style of presentation,” built around his bottleneck slide guitar chords and utterly unique phrasing patterns. “Patton made Spoonful completely subordinate to himself: in so doing he not only triumphed over a form, but also developed a piece that only he could have performed.”255 Howlin’ Wolf would make the song his own three decades later, but Patton established the model for all to follow.

         
            
            Bumble Bee (1929)—Memphis Minnie and Kansas Joe 

         Columbia 14542

         Recorded on June 18, 1929 (Blues-#165)

         The greatest of all female blues guitarists and songwriters, the woman known as Memphis Minnie was born Lizzie Douglas on a farm in Algiers, Louisiana (near New Orleans), on June 3, 1896 (or 1897 by some accounts), learned banjo and guitar as a child, and began her career at age fourteen playing for tips on Memphis street corners. After touring with Ringling Brothers Circus tent shows across the South, she made her recording debut on June 18, 1929. Accompanied by her second husband, guitarist-singer Kansas Joe McCoy, she made her reputation immediately with a tremendous opening session that included the blues classics Bumble Bee and When the Levee Breaks. The records, writes Robert Santelli, feature “McCoy’s crisp, intricately picked solos against Minnie’s sweeping rhythmic backdrop in the form of fat chords and carefully placed bass notes.”256 The suggestive Bumble Bee (“he ain’t stung nobody but me”) became such a hit that she recorded it again for Vocalion the following February, as Bumble Bee Blues, revisited it with the Memphis Jug Band for Victor in May 1930, and did a Bumble Bee No. 2 for the same label in June. In Early Downhome Blues, Jeff Todd Titon remarks that in her first recorded version, she “repeats lines and stanzas, hesitating occasionally, having difficulty finding formulas for rhyme.” It was, nonetheless, a potent performance, and a hot seller due largely to its tantalizing central sexual metaphor. Her subsequent renditions were more confident and accomplished. Minnie’s voice carried a husky, assured conviction that matched the strength of her playing; W. K. McNeil called it “without equal among women vocalists.”

         
         
            
            When the Levee Breaks (1929)—Kansas Joe and Memphis Minnie 

         Columbia 14439

         Recorded on June 18, 1929 (Blues-#330)

         A powerful blues narrative from the landmark debut recording session by Memphis Minnie and her husband Kansas Joe McCoy, When the Levee Breaks is set against the background of the catastrophic April 1927 flood of the Mississippi delta that destroyed many communities from Illinois to Louisiana, an event that also inspired Charley Patton’s 1929 blues classic High Water Everywhere. An exceptional guitarist who once beat Big Bill Broonzy and Tampa Red in a Chicago guitar contest, Minnie is matched note for note here by her husband, who handles the lead vocal with her harmonies. Led Zeppelin remade the song on its fourth album in 1971.

         Aside from being the home of the blues, writes James Dickerson, Memphis had another distinction during the early years of the twentieth century. “Beale Street was the only entertainment district in the nation openly hospitable to women entertainers. They were provided a safe environment in which to perform and afforded equal status with men. That enlightened attitude was not the result of a premature flowering of feminism in that musky, bare-knuckled river town, but of the fact that black women, along with cocaine and whiskey, were the currency of choice in that man’s world. Because their economic value was so high, black women were protected from the rowdiness of male patrons and encouraged to work on the street as entertainers and prostitutes.”257 Memphis Minnie took full advantage of that hospitality in each sense (for a time she supplemented her earnings as a performer by working as a prostitute), and she became a blues legend.

         
            
            Am I Blue? (1929)—Ethel Waters (music by Harry Akst, lyrics by Grant Clarke) 

         Columbia 1837

         Recorded on May 14, 1929; Pop Memories debut on July 20, 1929 (2 weeks at #1) (GHF, Trad-#191, Blues-#253, DMDB)258

         Billed as “the first all-color [Technicolor], all-talking, all-singing” musical film, On With the Show had the additional distinction of introducing the pop standard Am I Blue, performed on screen by Ethel Waters. New York City-born (August 15, 1894) composer Harry Akst had produced several hits since 1921 (including Baby Face and one of Waters’ biggest successes, Dinah); lyricist Grant Clarke’s resume included Ragtime Cowboy Joe (1912) and Second Hand Rose (1921). The November 1929 Metronome reported that Am I Blue had made “unprecedented strides” since its introduction, being picked up by numerous orchestras. But the song belongs to Ethel, whose performance of the ballad—backed by Manny Klein or Bob Effros (trumpet), Tommy Dorsey (trombone), Jimmy Dorsey (clarinet/alto sax), Ben Selvin (violin), Frank Signorelli (piano), and Joe Tarto (string bass)—is impeccable. Little wonder that Jimmy Rushing, when asked by Leonard Feather to name his favorite singers, cited Louis Armstrong, Bing Crosby, and Waters.259

         
            
            (What Did I Do to Be So) Black and Blue (1929)—Louis Armstrong (music by Fats Waller, lyrics by Andy Razaf) 

         Okeh 8714

         Recorded on July 22, 1929; reissued on Columbia 38052 in 1947 (Jazz-#222)

         One of the first important recordings addressing the issue of race, Black and Blue was written by Fats Waller and Andy Razaf for their stage hit “Hot Chocolates,” but it was Louis Armstrong (who was featured in the show) who elevated it to another level.260 In the show, the song served as a dark-skinned woman’s lament about being a loser in the game of love, compared with lighter-skinned rivals. It was only with Armstrong’s recording, on the flip side of his definitive version of Ain’t Misbehavin’ from the same show, that Black and Blue was reshaped as a protest song.261 “By stripping it of its verse and singing it in a male voice, and with such dignity and passion as to gloss over some of the lyrics’ less fortunate turns of phrase and turn them into poetry,” writes Dan Morgenstern, “Armstrong forever transformed the song, adding some majestic opening and closing trumpet passages for good measure.”262 Ralph Ellison’s character in his landmark 1952 book Invisible Man would enter a reverie on hearing this record; Ellison in the prologue discussed his wish to own five phonograph players so that he could listen to all five play Black and Blue simultaneously, and declared the record “a beam of lyrical sound.”263

         
            When Armstrong led a U.S. government-sponsored goodwill tour of Africa (actually initiated by CBS newscaster Edward R. Murrow, whose crew filmed it) in May 1956, he was distressed at violent police tactics used to control massive crowds thrilled by his presence in the British Gold Coast on the eve of its independence to become the nation of Ghana. Penny Von Eschen writes in Satchmo Blows Up the World: Jazz Ambassadors Play the Cold War: “It was perhaps Armstrong’s sympathy with the struggles of black people in a state slowly making its way out of colonialism that inspired him to play Fats Waller’s Black and White … [and] that sense of shared struggle was reciprocated. Among the scenes captured by the film crew was a shot of [Kwame] Nkrumah as Armstrong sang Black and Blue. The prime minister had tears in his eyes.”264 “My only sin is in my skin. …”

         
            
            Frankie and Johnny (1929)—Jimmie Rodgers 

         Victor 22143

         Recorded in Dallas on August 10, 1929

         Jimmie Rodgers’ discography found him recording in more widely varied locales than all but a few of his contemporaries—New Jersey and New York, Tennessee and Georgia, and later in California and Kentucky—and the high point of his sessions in Dallas (1929 and 1932) was this memorable performance of a folk-blues classic. Frankie and Johnny is the tale of how Frankie Baker, upon being attacked by her boyfriend, Allen Britt (sometimes called “Albert”), fatally shot him early on the morning of October 15, 1899. Found not guilty because she had acted in self-defense, Frankie left St. Louis, but there would be no escaping the folklore surrounding the episode, thanks to a song that was being performed within days of Albert’s death by St. Louis singer/pianist Bill Dooley, “Frankie Killed Allen.” By 1912, this had been reworked by Ren Shields and the Leighton brothers as Frankie and Johnny, which would be recorded by hundreds of artists, above all by bluesman Mississippi John Hurt in February 1928 as Frankie.265 Since then, the legend has been retold in almost every imaginable venue—as a play by John Huston (1930); sung on screen by Mae West (She Done Him Wrong, 1933), and depicted in the 1936 film Frankie and Johnny; in a mural by the great U.S. artist Thomas Hart Benton on the wall of the Missouri State Capitol (1936); and even as a ballet (1938). Richard Polenberg remarks that all of these artists “had profited from a heartbreaking event: a teenage boy’s life lost and a young woman’s devastated.”266

         Each early version of the song has distinguishing characteristics, and Rodgers’ treatment was distinctly provocative in relation to the conservative tenor of the times. Biographer Nolan Porterfield writes that despite the ubiquity of the song, it “was rarely performed in polite society.”267 Carl Sandburg called it a “classical gutter song.” Tony Russell is struck by the fact that Rodgers (borrowing from vaudevillian Frank Crumit’s 1927 recording) concludes his “buoyant” version with: “The story has no moral, this story has no end / This story just goes to show that there ain’t no good in men.” He notes that most white story songs (particularly accounts of tragic events) conclude with a moral—Carson Robison and Andrew Jenkins always neatly wrapped up their compositions that way—whereas their African-American counterparts rarely, if ever, did so.268

         
            
            That’s No Way to Get Along (1929)—Robert Wilkins 

         Brunswick 7125

         Recorded at Peabody Hotel, Memphis, on September 23, 1929 (Blues-#267)

         When the Rev. Robert Wilkins stunned the folk music world in 1964 with his extraordinary The Prodigal Son, fans learned that the ten-minute epic was a much-expanded version of a song from his third recording session thirty-five years earlier, That’s No Way for Us to Get Along. The Mississippi native had followed the classic path of early bluesmen, moving from the medicine show circuit to the recording studio, starting with a September 1928 Ralph Peer field session in Memphis. His first issued record from that date, the two-part Rolling Stone, was his best-known early performance. That’s No Way is the lament of a young man cast out by his family, finding himself standing on the roadside alone and crying. At the conclusion, he’s waiting for “some train to come along and take me away from here.” The skillful guitar work on Wilkins’ records, in bottleneck “Hawaiian style,” was just as compelling as the narratives he unfolded. After follow-up sessions in February 1930 and October 1935, he was rediscovered in February 1964 by Dick Spottswood, who hustled him into the studio to record once more for his Piedmont label. Those latter-day performances stand as his biggest legacy, but Wilkins’ early work deserves to be remembered with similar admiration.

         
         
            
            Going Down the Lee Highway (1929)— G. B. Grayson and Henry Whitter 

         Victor 23565

         Recorded in Memphis on September 30, 1929 (C&W-#301)

         Recorded on the same session as their original rendering of Tom Dooley, Going Down the Lee Highway is an exciting showcase for the high-energy fiddling of blind North Carolina-born Gilliam Banmon Grayson and the vigorous guitar accompaniment of Virginia-bred Henry Whitter, with some spoken interjections (“why was man born to die?”). The forty recordings made by Grayson and Whitter over three years included many memorable performances until Grayson’s death in an August 1930 auto accident; this song became an enduring bluegrass and folk standard as Lee Highway Blues. It’s included in the Smithsonian Collection of Classic Country Music.

         The extraordinary time from 1927 to 1929, declares William Gay, “was probably the richest period in American recording. Men like Ralph Peer were scouring the South for talent, but no one had yet figured out what would sell and what wouldn’t: The playing field was momentarily level and everyone had a shot, black bluesmen from the Delta and white string bands from the Carolinas, Georgia, and West Virginia. At least until the Great Depression hit, and the record business nearly stopped, and then many musicians went back to doing what they were doing before.”269

         
            
            Brilliancy Medley (1929)—Eck Robertson and Family 

         Victor 40298

         Recorded in Dallas on October 11, 1929; released in September 1930270 (C&W-#363)

         On June 30 and July 1, 1922, A. C. (Eck) Robertson had recorded twelve sides of solo fiddle and duets with Henry Gilliland that made him the first traditional country music performer to make commercial records. After seven years away from recording studios (a time lapse that Dick Spottswood calls “inexcusable” with regard to the Victor Talking Machine Company),271 the Texas fiddle master returned to make ten more sides (on October 10, 11, and 20, 1929), the most indelible of which was the Brilliancy Medley. The songs excerpted in the medley include Gray Eagle (a fiddle tune originally inspired by an 1839 horse race featuring a Kentucky horse of that name); Sally In the Garden (an 1850s number also known as Hog Eyed Man); Wake Up Susan (possibly tracing back to before 1825 and also known as Mason’s Apron); Brilliancy (based on the traditional Liverpool Hornpipe); Bill Cheatham (a portion of which dates back to 1887 and is also associated with Quayside Hornpipe); and The Drunken Billy Goat. He had actually tried to record Brilliancy and Cheatum (using that spelling) as a two-song medley accompanied by Nat Shilkret on piano on July 1, 1922, but the take was unissued; seven years later, he finished the job, in style.272 He’s accompanied by his wife and two sons on two guitars and a banjo. The performance was later included in Harry Smith’s folk anthology.

         
            
            Blind Arthur’s Breakdown (1929)—Blind Blake 

         Paramount 12892

         Recorded in October 1929

         Born either Arthur Phelps or (most likely) Arthur Blake in Jacksonville, Florida (c. 1890), Blind Blake was the master of ragtime-inspired blues guitar. He recorded eighty-one sides for Paramount from 1926 to 1932 and then disappeared; while some reports claimed he died in the 1930s, it is now believed that he was killed in an Atlanta streetcar accident in 1941. In Bruce Bastin’s words, “the first musical giant from the Southeast to record,” Blake possessed “overwhelming technique and utter confidence” that made him without peers in his time.273 Among all early blues guitarists, only Blind Gary Davis is regarded as a true rival in sheer virtuosity (and Davis, who offered only grudging praise for other musicians, greatly admired his skills). Allen Lowe writes that his playing here “is light of touch but never less than musically profound, and it truly swings with the implied sound and movement of dance.”274 It’s an extremely catchy and indeed dance-like guitar solo, wonderfully skillful, and was included on the box set “American Pop: An Audio History from Minstrel to Mojo, 1893–1946.”

         
            October 24: The collapse of Wall Street stock prices begins on Black Tuesday, leading to the onset of the Great Depression.

         
            
            Hello, Lola (1929)—Mound City Blue Blowers 

         Victor 38100

         Recorded on November 14, 1929

         The late 1920s was a golden period for free-wheeling recorded jazz jam sessions, and for sheer exuberance, few can top the Mound City Blue Blowers’ Hello Lola. The ringleader of this all-star ensemble was a singer whose other instrument was his comb. Williams “Red” McKenzie, born on October 14, 1899, in St. Louis, played the comb with tissue paper, for a kazoo-like effect, as described by Richard Sudhalter in Lost Chords: It was “blue-blowing,” singing hot choruses in falsetto through a comb-and-paper, “and what set him apart wasn’t so much the oddity of his ‘instrument’ as how good he was at it. Though untutored, he seemed to have a firmer melodic and rhythmic grasp than many professionals trying to master the idiom.”275 With two like-minded musicians, he formed the Mound City Blue Blowers, Mound City being a nickname for St. Louis. After recording several sides in 1924–1925 (with guest stars Eddie Lang and Frankie Trumbauer sitting in on a few), he led a reconfigured edition of the group on six well-remembered sides from August to November 1929. McKenzie also worked with Red Nichols (1929–1931), and he sang with Paul Whiteman’s orchestra (1932–1933). His biggest contribution to jazz was as a talent scout; he helped Bix Beiderbecke, the New Orleans Rhythm Kings, and other artists secure recording contracts, and was an energetic promoter of the music.

         The lineup alongside McKenzie for Hello Lola is formidable: Glenn Miller (trombone), Coleman Hawkins (tenor sax), Pee Wee Russell (clarinet), Eddie Condon (banjo), Jack Bland (guitar), Pops Foster (string bass), and Gene Krupa (drums). (McKenzie had been the vocalist on a Nichols session that included Miller, and he was so impressed that he invited Glenn as the only trombonist.) Condon, Krupa, and Russell had recently arrived in New York from Chicago to accompany vaudeville performer Bee Palmer; Hawkins was star soloist with Fletcher Henderson’s orchestra, and Foster played with Luis Russell’s band (the presence of the latter two made this an early significant interracial jazz session). The number originated as an untitled jam-session piece. A pretty girl named Lola happened to be hanging out at the studio, the story goes, inspiring the title. Hawkins and Russell play off each other with great zest, and McKenzie happily stays with them step for step. Miller biographer George T. Simon asked the trombonist for a Metronome article to choose what he thought was the best playing he’d ever done on records, and he immediately selected Hello Lola and its companion piece One Hour.276 Although the record was not a hit, it became so well known within the jazz world that it inspired similar performances, most notably The Jig In G by Emilio Caceres in 1934.

         
            
            The Wabash Cannonball (1929)—Carter Family 

         Victor 23731

         Recorded in Atlanta on November 24, 1929277

         A railroad epic tracing a mythical route extending far beyond the terrain of the real-life Wabash Railroad, Wabash Cannonball—a song that traces its lineage to an 1882 poem and a composition published in 1904—nonetheless (writes Norm Cohen) describes an earthly journey, rather than a spiritual one (as so many railroad songs did using the locomotive as a metaphor for a heavenly trek).278 The Carter Family’s treatment of the classic was the second recorded version, cut just seven months after Hugh Cross put it on record for the first time. But Victor didn’t release their record until November 1932—and in the darkest days of the Depression, it sold a negligible 1,728 copies. Roy Acuff would make the ultimate train song his own, first in his 1936 recording and above all, with his 1947 rendition.

         Each early version of Wabash has its own unique features: The Carters’ (on which Sara sings solo, supported by Maybelle’s ever-reliable guitar) omits Acuff’s familiar verse that began “She came down from Birmingham one cold December day,” instead substituting a verse opening with the less striking “I’ve rode the I.C. Limited, also the royal blue.” Cohen points out that while the song’s lyrics have a rather clearly defined history, “the source of the tune remains a mystery.” The melody copyrighted by William Kindt in 1904 is not the one we’ve come to know, but it is reminiscent of the pop/country standard I’ll Be All Smiles Tonight. The Carters’ record may have been all but overlooked in its own time, but in the light of history it stands taller than perhaps all but that of the Smoky Mountain Boy.

         
            
            Manes Tsergiach (1929)—Andonis Dalgas 

         Recorded in Athens on November 28, 1929

         From 1926 to 1934, he recorded at least 430 sides for the HMV (His Master’s Voice) label, plus hundreds more for other companies, and forged a legend in both his native Turkey and his adopted land of Greece, where he achieved stardom. Andonios Dhiamandis was known as “Dalgas,” primarily for its Turkish meaning in describing the “wave” of his voice, but in Greek the word means desire, passion, or yearning, equally appropriate for this extraordinary and emotional singer. The powerfully performed Manes Tsergiach is a song of anguish: “If I say that I am happy, a great lie I’ll be telling / Like the torment I undergo, nobody else does suffer. …” He’s beautifully accompanied by Lambros Leondaridhis on lyra, with mandolin and guitar. This track is included on the CD “Rembetika: The Rough Guide,” and also on a twenty-song Dalgas compilation by the Czech label Heritage.

         
            
            A Mother’s Last Word to Her Daughter (1929)—Washington Phillips 

         Columbia 14511

         Recorded in Dallas on December 2, 1929

         A magical performance from the itinerant Texas preacher’s last recording session, this is (with slight variations) the same gospel gem recorded eight days later in New Orleans by Blind Willie Johnson as Bye and Bye I’m Goin’ to See the King. Comparing the two performances, Greg Ward notes that “Phillips’ earnest vocal style sounds frail in comparison to the ferocious growling of the more accomplished Johnson, but he certainly matches his contemporary in terms of emotional intensity.” As on all of this unique artist’s recordings, his mastery of the exotic instrument that may have been a dolceola (or possibly a zither) adds to the song’s appeal. Tony Russell remarks that Phillips’ “ethereal tinkling” on the instrument constitutes “among the most touching expressions in black music.”279 At the song’s conclusion, the daughter, tears rolling down her cheeks, promises her mother that she will change her ways to gain entry to Heaven. “By and by I’m going to see the king. … But I don’t mind dyin’, ‘cause I’m a child of God. …”

         
            
            How Can a Poor Man Stand Such Times and Live (1929)—Blind Alfred Reed 

         Victor 40236

         Recorded on December 4, 1929 (HBN-#58, Folk-#130, C&W-#346)

         Blind Alfred Reed was one of the key country music performers of the late 1920s who regularly cried out on record about the plight of rural working men (and farmers in particular), and the most famous of his performances in this vein was How Can a Poor Man Stand Such Times and Live. Born June 15, 1880, in Floyd, Virginia, and blind from birth, Reed became an accomplished fiddler and singer from an early age, played for dances and other events in the Princeton, West Virginia area, and also earned money as a street musician. He contacted the Victor Talking Machine Company and arranged for his debut recording session in Bristol, Tennessee, on August 4, 1927, and this led to three subsequent sessions in Camden, NJ, and New York in December 1927 and December 1928. Most of his songs were narratives about recent events, social commentaries, or religious numbers.

         
            How Can a Poor Man Stand Such Times and Live is an urgent lament about the struggle of rural folks who were often in desperate straits long before the Great Depression (the song was recorded a month after the crash, but the conditions he describes had existed for years). Like several other rural hard-times recordings of the period such as Farm Relief Song, it was inspired by the popular Bob Miller song Eleven-Cent Cotton and 50-Cent Meat. Singing in his strong baritone and accompanied by his own fiddle and his son Arville Reed on guitar, he recalls: “There was once a time when everything was cheap”; then, he recites the ever-rising prices for food, doctors, and other everyday necessities. When people pay a grocery bill, they “feel like filling out our will” at the same time. Bill Malone in Don’t Get Above Your Raisin’: Country Music and the Southern Working Class: “Farmers were intensely conscious that they suffered from more than simply economic problems and that the gap between their prices and expenses was paralleled by a similar gap between their own self-image and that accorded them by the public.”280 The onset of the Depression ended Reed’s recording career after this session, but he continued to play in the Princeton area for years thereafter. This performance can be found on the Document import CD covering Reed”s “Complete Recorded Works,” and the fourth volume of the Harry Smith folk anthology.
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                Stop and Listen Blues (February 17, 1930)—Mississippi Sheiks

            
                Motherless Child Blues (March 1930)—Elvie Thomas

            
                Puttin’ On the Ritz (March 26, 1930)—Fred Astaire

            
                Goodbye, Babylon (April 1930)—Rev. T. T. Rose and Singers

            
                Star Dust (May 1930)—Isham Jones and His Orchestra

            
                Dry Spell Blues, Parts 1 and 2 (May 28, 1930)—Son House

            
                Blue Yodel No. 9 (Standin’ on the Corner) (July 16, 1930)—Jimmie Rodgers (with Louis Armstrong)

            
                Body and Soul (October 9, 1930)—Louis Armstrong and His Sebastian New Cotton Club Orchestra

            
                Body and Soul (October 11, 1930)—Paul Whiteman and His Orchestra
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                La Toma de Matamoros (The Assault on Matamoros) (Parts 1 & 2) (December 5, 1930)—“Lara y Novelo”
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                Dolce Avvenire (December 1930)—Giovanni Vicari Trio
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                Molly, Put the Kettle On (October 24, 1931)—Gid Tanner and His Skillet Lickers

            
                Georgia On My Mind (November 24, 1931)—Mildred Bailey

            
                St. Louis Blues (February 11, 1932)—Duke Ellington and His Famous Orchestra, vocal by Bing Crosby

            
                It Don’t Mean a Thing (If It Ain’t Got That Swing) (February 27, 1932)—Duke Ellington and His Orchestra
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                Grand Canyon Suite (April 26–28, 1932)—Paul Whiteman and His Orchestra
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                Willow Weep for Me (November 17, 1932)—Paul Whiteman and His Orchestra

            
                Brother, Can You Spare a Dime? (November 26, 1932)—Rudy Vallee and His Connecticut Yankees

            
                Toby (December 13, 1932)—Bennie Moten’s Kansas City Orchestra

            
                Hawaiian Love (February 22, 1933)—Noi Lane’s Hawaiian Orchestra
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                Stormy Weather (March 25, 1933)—Leo Reisman and His Orchestra (vocal by Harold Arlen)

            
                Sophisticated Lady (May 16, 1933)—Duke Ellington and His Famous Orchestra

            
            
                Stormy Weather (May 16, 1933)—Duke Ellington and His Famous Orchestra

            
                I Never Will Marry (June 17, 1933)—Carter Family

            
                The Crawdad Song (August 5, 1933)—Lone Star Cowboys

            
                Home On the Range (September 27, 1933)—Bing Crosby

            
                Dance of the Octopus (November 21, 1933)—Red Norvo

            
                Daybreak Express (December 4, 1933)—Duke Ellington and His Orchestra

            
                Brown’s Ferry Blues (December 6, 1933)—Delmore Brothers

            
                Blues Before Sunrise (February 21, 1934)—Leroy Carr

            
                Alexander’s Ragtime Band (May 23, 1934)—Boswell Sisters

            
                Jim Crack Corn (Blue Tail Fly) (1934)—Sons of the Pioneers

            
                The Very Thought of You (July 7, 1934)—Ray Noble and His Orchestra, vocal by Al Bowlly

            
                Les Blues de Voyage (Traveling Blues) (August 8, 1934)—Amede Ardoin and Dennis McGee

            
                Mundo Enganoso (Deceptive World) (August 10, 1934)—Lydia Mendoza

            
                Stratosphere (September 4, 1934)—Jimmie Lunceford and His Orchestra

            
                Old Original Kokomo Blues (September 10, 1934)—Kokomo Arnold

            
                Wrappin’ It Up (September 12, 1934)—Fletcher Henderson and His Orchestra

            
                Rock Island Line (October 5, 1934)—Kelly Pace and Group

            
                Rock Island Line (June 22, 1937)—Huddie Ledbetter (Leadbelly)

            
                On the Sunny Side of the Street, Parts 1 and 2 (November 7, 1934)—Louis Armstrong

            
                Lost In a Fog (November 18, 1934)—Coleman Hawkins

            
                Don’t Be That Way (November 19, 1934)—Chick Webb and His Orchestra

            
                Le Valse de Gueydan (Jole Blonde) (January 18, 1935)—Leo Soileau and His Three Aces

            
                Under the Double Eagle (January 27, 1935)—Bill Boyd and His Cowboy Ramblers

            
                Taking Off (January 28, 1935)—Milton Brown and His Brownies

            
                El Dia Que Me Quieras (The Day That You Love Me) (March 19, 1935)—Carlos Gardel

            
                Blue Skies (June 25, 1935)—Benny Goodman and His Orchestra

            
                King Porter (July 1, 1935)—Benny Goodman and His Orchestra

            
                Summertime (July 19, 1935)—Abbie Mitchell with George Gershwin and Orchestra

            
                Twelve Gates to the City (July 26, 1935)—Blind Gary (Rev. Gary Davis)

            
                I’m Getting Sentimental Over You (October 18, 1935)—Tommy Dorsey and His Orchestra

            
                Baby Please Don’t Go (October 21, 1935)—Big Joe Williams (as “Williams’ Washboard Blues Singers”)

            
                Stompin’ At the Savoy (January 24, 1936)—Benny Goodman and His Orchestra

            
                Ave Maria (February 4, 1936)—Marian Anderson

            
                New River Train (February 17, 1936)—The Monroe Brothers

            
                My Long Journey Home (February 17, 1936)—The Monroe Brothers

            
                The Workers’ Appeal (April 7, 1936)—Growling Tiger (The Tiger)

            
                Man Smart, Woman Smarter (April 9, 1936)—King Radio

            
                A Fine Romance (July 26, 1936)—Fred Astaire

            
                Moon Glow (August 21, 1936)—Benny Goodman Quartet

            
                Jolie Blonde (October 17, 1936)—Hackberry Ramblers

            
                Easy to Love (October 21, 1936)—Teddy Wilson and His Orchestra featuring Billie Holiday

            
                Organ Grinder’s Swing (October 24, 1936)—Jimmie Lunceford and His Orchestra

            
                Sweet Home Chicago (November 23, 1936)—Robert Johnson

            
                Terraplane Blues (November 23, 1936)—Robert Johnson

            
                Ramblin’ On My Mind (November 23, 1936)—Robert Johnson

            
                I’ve Got My Love to Keep Me Warm (January 12, 1937)—Billie Holiday

            
                Marie (January 29, 1937)—Tommy Dorsey and His Orchestra

            
                Song of India (January 29, 1937)—Tommy Dorsey and His Orchestra

            
                Maraval Girls (February 10, 1937)—The Tiger

            
                Mystery Pacific (April 26, 1937)—Quintette of the Hot Club of France (Django Reinhardt

            
                Good Morning, Little Schoolgirl (May 5, 1937)—(John Lee) Sonny Boy Williamson

            
                Stones In My Passway (June 19, 1937)—Robert Johnson

            
                Trouble So Hard (July 22, 1937)—Vera Hall, Dock Reed, and Henry Reed

            
            
                Riding On That Train 45 (August 2, 1937)—Steve Ledford, Wade Mainer, and Zeke Morris

            
                El Colorado (September 13, 1937)—Narciso Martinez

            
                Sometimes I Feel Like a Motherless Child (November 2, 1937)—Marian Anderson

            
                In the Mood (January 14, 1938)—Edgar Hayes and His Orchestra

            
                John the Revelator (January 24, 1938)—Golden Gate Jubilee Quartet

            
                Sent for You Yesterday (But Here You Come Today) (February 16, 1938)—Count Basie and His Orchestra (w/ Jimmy Rushing)

            
                Swinging the Blues (February 16, 1938)—Count Basie and His Orchestra

            
                Coal Creek March (March 29, 1938)—Pete Steele

            
                Theme, “The Adventures of Robin Hood” (May 14, 1938)—Erich Wolfgang Korngold

            
                Pretty Polly (May 30, 1938)—Coon Creek Girls

            
                Doggin’ Around (June 6, 1938)—Count Basie and His Orchestra

            
                A-Tisket, A-Tasket (June 18, 1938)—Chick Webb and His Orchestra, vocal by Ella Fitzgerald

            
                Rock My Soul (August 10, 1938)—Golden Gate Jubilee Quartet

            
                It Makes No Difference Now (September 13, 1938)—Cliff Bruner’s Texas Wanderers

            
                I’m Free (What’s New?) (October 19, 1938)—Bob Crosby and His Orchestra

            
                The Rising Sun (November 3, 1938)—Roy Acuff

            
                Thanks for the Memory (November 23, 1938)—Bob Hope and Shirley Ross

            
                September Song (November 24, 1938)—Walter Huston

            
                John Henry (December 26, 1938)—Leadbelly

            
                Roll ‘Em, Pete (December 30, 1938)—Joe Turner and Pete Johnson

            
                This Train (January 10, 1939)—Sister Rosetta Tharpe

            
                My Prayer (January 12, 1939)—The Ink Spots

            
                More Than You Know (January 30, 1939)—Teddy Wilson and His Orchestra featuring Billie Holiday

            
                Death (January 31, 1939)—The Lion

            
                Deep Purple (February 4, 1939)—Larry Clinton and His Orchestra, vocal by Bea Wain

            
                The Gallows Pole (April 1, 1939)—Leadbelly

            
                Sunrise Serenade (April 8, 1939)—Glen Gray and His Casa Loma Orchestra

            
                Sunrise Serenade (April 29, 1939)—Glenn Miller and His Orchestra

            
                At the Woodchopper’s Ball (April 12, 1939)—Woody Herman and His Orchestra

            
                Back In the Saddle Again (April 18, 1939)—Gene Autry

            
                Fine and Mellow (April 20, 1939)—Billie Holiday

            
                Yesterdays (April 20, 1939)—Billie Holiday

            
                Summertime (May 1939)—Sidney Bechet Quintet

            
                Orange Blossom Special (June 16, 1939)—Rouse Brothers

            
                O Que e Que Baiana Tem? (1939)—Carmen Miranda

            
                The Little Dove (1939)—Aunt Molly Jackson

            
                Ida Red (July 5, 1939)—Roy Acuff and His Smoky Mountain Boys

            
                Cherokee (July 17, 1939)—Charlie Barnet and His Orchestra

            
                Tuxedo Junction (July 18, 1939)—Erskine Hawkins and His Orchestra

            
                (Ravel’s) Bolero (August 11, 1939)—Benny Goodman and His Orchestra

            
                Day In, Day Out (August 27, 1939)—Artie Shaw and His Orchestra, vocal by Helen Forrest

            
                Lester Leaps In (September 5, 1939)—Count Basie’s Kansas City Seven (featuring Lester Young)

            
                When Lights Are Low (September 11, 1939)—Lionel Hampton and His Orchestra

            
                Flying Home (October 2, 1939)—Benny Goodman Sextet

            
                All the Things You Are (October 26, 1939)—Artie Shaw and His Orchestra

            
                Precious Lord (late 1939)—Five Soul Stirrers

            
                Lunceford Special (December 14, 1939)—Jimmie Lunceford and His Orchestra

            
                The Man I Love (December 15, 1939)—Billie Holiday

         

         
            
            Stop and Listen Blues (1930)—Mississippi Sheiks 

         Okeh 8807

         Recorded in Shreveport, Louisiana, on February 17, 1930 (Blues-#246)

         The same debut session that produced one of the greatest blues recordings of the pre-war era, Sittin’ On Top of the World, generated the Mississippi Sheiks’ next best-remembered performance, Stop and Listen Blues. It’s a superb variation on Jackson, Mississippi artist Tommy Johnson’s widely influential 1928 recording Big Road Blues, with the same melody, leaps into falsetto, and central guitar riff, but almost entirely different lyrics other than the refrain. (It’s even been reported, says Ted Gioia in Delta Blues, that Victor, Johnson’s record label, considered suing Okeh for allegedly violating the copyright on Big Road Blues, but apparently never did.) The title was taken from the warning notice “Stop! Look! Listen!” on ungated rail crossings. Walter Vinson had a preoccupation with funerals, and his lyrics concern the death of a girlfriend: “I found my baby layin’ on the cooling floor / I had a sweet little sparrow, but she’s dead and gone.” Like the Johnson song, it uses imagery that would be picked up over a quarter century later by Howlin’ Wolf: “Crying smokestack lightning, bells that shine like gold. …” David Evans points out that for all the musical similarities to Big Road, “the mood of Stop and Listen Blues is in total contrast to that of Johnson’s record.”1 Vinson is on lead vocal and guitar, and Lonnie Chatman’s fiddle has a particularly haunting quality here.2 In liner notes for a Sheiks CD compilation for Document Records, Chris Smith notes that Vinson sometimes deferred instrumentally to the violin, but “here he plays with unrestrained force.” The record proved so popular that the Sheiks cut a New Stop and Listen for Paramount two years later (with new lyrics on the girlfriend’s death), one of the Grafton, Wisconsin-based label’s final releases before it went out of business.3

         
            
            Motherless Child Blues (1930)—Elvie Thomas 

         Paramount 12977

         Recorded in Grafton, Wisconsin, in c. March 1930 (Blues-#347)

         During the same sessions that produced Geeshie Wiley’s immortal Last Kind Word Blues, her musical partner Elvie Thomas (accompanied by Wiley on guitar) recorded the remarkable Motherless Child Blues.4 Aside from the shared theme, this is a different song from Blind Willie Johnson’s Motherless Children Have a Hard Time (1927). Much like other late-period Paramount recordings, only two physical copies of this 78 survived. Possessing a somber, haunting quality, the performance contains lines that closely parallel the ancient Rising Sun Blues (aka House of the Rising Sun): “My mother told me just before she died / Oh daughter, daughter, please don’t be like me / To fall in love with every man you see / But I did not listen to what my mother said. … Now she’s dead, she’s six feet in the ground. …” She rhetorically asks her ex-lover, “Remember the day you drove me from your door. … I walked away, and I wrang my hands and cried. …” Old-time music collector Joe Bussard was obsessed with the first “clanging, deathless note” from Geeshie’s guitar here, and Scott Blackwood remarks that her subsequent playing is equally special, creating “a weirdly beautiful tension-and-release pattern. Then you settle in for Elvie’s confession—one of the most heartbreakingly vulnerable cautionary tales ever waxed.”5 Ted Gioia calls it “that greatest of rarities: a true blues lullaby.” He points out that the song “follows an unusual sixteen-bar blues structure that states the opening line of each stanza thrice, rather than the more typical two times.”6 The flip side is a duet billed as by “Wiley & Thomas,” Over to My House. John Jeremiah Sullivan calls this performance (the only one of her six recordings with Wiley on which Elvie takes the lead) and Last Kind Words “among the masterpieces of prewar American music. … Generations of spirituals pass through Motherless Child, field melodies and work songs drift through it. …”7

         
            
            Puttin’ On the Ritz (1930)—Fred Astaire (written by Irving Berlin) 

         Columbia BD-96

         Recorded in London on March 26, 1930 (Jazz-#364)

         
            Puttin’ On the Ritz is Irving Berlin’s exercise in pure rhythm, written as the title song for a 1929 movie and introduced by Harry Richman. In American Popular Song, Alec Wilder says that Berlin “composed a rhythmic device that is probably the most complex and provocative I have come upon, by any writer.” The piece begins in 4/4 tempo, then takes off in a dizzying range of time signatures that keep the listener off balance until the title phrase.8 James Morris writes that this approach “brings vitality to [the] song and propels it forward. It is also a classic argument for the interdependence of rhythm and melody, for one can imagine no other melodic line that would serve the changing pulses of the rhythm as well as this one does.”9 Lyrically, the piece is very much of its time, depicting whites being oh so daring in visiting Harlem clubs (Berlin would later revise the words). Astaire, recording in London with a band believed to include future bandleaders Ted Heath (trombone) and Spike Hughes (bass), rides the intricate rhythms with consummate skill, even making jazzy variations on Berlin’s melody; the performance includes his dance break.

         Will Friedwald remarks of this performance: “Astaire is exuberant throughout, swinging, syncopated, thoroughly in the jazz idiom.” He’s “playing with the time like mad, rushing ahead of the beat and retarding all over, often in unexpected places.” It exemplifies Friedwald’s broader comment that “Astaire’s sorcery is of a very particular nature: It’s almost entirely fueled by rhythm. He didn’t have a virtuoso’s voice, but his gift of rhythm enabled him to do more with a song than any ten crooners with gorgeous baritones and super-wide ranges.”10

         
            
            Goodbye, Babylon (1930)—Rev. T. T. Rose and Singers 

         Recorded for Paramount in April 1930 in Grafton, Wisconsin

         Although this performance was commercially unreleased and did not see the light of day for seven decades, Goodbye Babylon is a delightful representation of African-American gospel in the Pentecostal/holiness style. The Rev. Rose and his group had four recording sessions for Paramount from 1927 to 1930, of which this was the last. The shouted vocals are tremendously energetic and engagingly ragged, accompanied by piano and hand-clapping. After being discovered, it served as the title track of a multi-artist 2003 Dust to Digital gospel boxed set compiled by Dick Spottswood and colleagues.

         
            
            Star Dust (1930)—Isham Jones and His Orchestra 

         Brunswick 4586

         Recorded in May 1930; chart debut on September 13, 1930 (#1 in Pop Memories)

         The evolution of the greatest ballad in pop music history, Hoagy Carmichael’s Star Dust, which had begun with the composer’s own October 1927 “Hoagy Carmichael & His Pals” recording followed by a few other versions also in a medium dance tempo, took a crucial step forward with the 1930 performance by the Isham Jones orchestra. It was the first recording of Star Dust in the ballad format that it would forever retain thereafter; the first version to be heard by a mass audience; and simply a beautiful arrangement and performance at all levels.

         Ohio-born, Chicago-based saxophonist/bandleader Isham Jones was also one of the era’s most successful songwriters, with hits including Swingin’ Down the Lane (1923), and his two biggest classics, It Had to Be You (1924) and I’ll See You In My Dreams (1925). Victor Young, shortly to emerge as an important orchestra leader and composer in his own right, wrote the ballad arrangement of Star Dust for Jones (one of his last assignments working for Isham, just before Brunswick hired him as the label’s chief arranger), and also has a featured violin solo at mid-record leading a small string section for a full chorus. From the opening verse to the moderately slow tempo and sentimental aura to the presentation of the legendary melody with a trumpet lead to the clean, crisp conclusion, this is a ballad of supreme elegance and loveliness. The one element that was yet to come (in 1931) was the inclusion of Mitchell Parrish’s lyrics, but just about everything we associate with the song is right here. (Young also provided a fascinatingly original, lavish arrangement for a 12-inch disk “concert” treatment of the song by his orchestra in May 1931 featuring vocals by the Boswell Sisters.)

         A March 1931 Metronome ad for the song proclaimed it “the new comet of the musical world!” (citing Jones’ recording in particular).11 The following month, publishers Irving and Jack Mills hailed Duke Ellington’s Mood Indigo and Star Dust as their “twin sensations” of the year. The magazine’s May issue listed the Jones record as the nation’s top-selling disk, and it called Carmichael’s creation “a number one tune that is threatening to become a sensational hit.”

         
            
            Dry Spell Blues, Parts 1 and 2 (1930)—Son House 

         Paramount 12990

         Recorded in Grafton, Wisconsin, on May 28, 1930 (Blues-#147)

         In one of the most amazing recording sessions in pre–World War II blues, Mississippi singer-guitarist Eddie “Son” House, on his first visit to a recording studio (and his last until a 1941 date for the Library of Congress), unleashed three incendiary performances, each of them a two-part epic issued on both sides of Paramount 78’s. My Black Mama was the unquestioned classic of the group, and Preachin’ the Blues won renown because it would serve as the basis for Robert Johnson’s Preaching Blues six years later. The other two-part gem was Dry Spell Blues, which (like the other titles on the session) also featured Willie Brown on second guitar; Brown was Charley Patton’s longtime playing partner, and he and Patton traveled with House from Mississippi to Grafton, Wisconsin, to make records. Mark Humphrey calls it “an apocalyptic account” of the devastating drought of 1928–1930.12 (“I believe to my soul this ol’ world is ‘bout to end. …”) W. K. McNeil: “House is one of those rare individuals whose work is distinctive both vocally and instrumentally. His rich, dark, raw voice is obviously powerful and is emphasized by the guitar.” His repeated rhythmic guitar phrase “imparts a hypnotic quality which combines with the tense, emotional vocalizing to create a moving, memorable performance.”13

         
            June 1930: At a time when the Depression-battered music industry is beginning its plunge, the Durium Products Corporation launches a daring innovation: cheap 78 rpm records made of unbreakable laminated cardboard, marketed at more than 750,000 U.S. newsstands and sold for 15 cents each.14 Soon its Hit of the Week records create what Variety calls the “sole sensation of an otherwise dull industry,” purportedly surpassing the combined sales of the other record companies.15 However, it won’t last; sales decline after the early months, and Hit of the Week folds in 1932.

         
            
            Blue Yodel No. 9 (Standin’ On the Corner) (1930)—Jimmie Rodgers (with Louis Armstrong) 

         Victor 2358016

         Recorded in Hollywood on July 16, 1930 (GHF, HBN, Folk-#143, C&W-#160, Blues-#168)

         The one record on which the father of country music teamed with the man who had single-handedly transformed jazz, Blue Yodel No. 9 isn’t quite a classic, but it is a fascinating and musically rewarding meeting of giants. Louis Armstrong’s musical tastes were wide-ranging, including an appreciation for white hillbilly sounds. Jimmie Rodgers had incorporated the blues as an integral part of his music from the beginning, and he had worked with jazz-flavored combos both informally and on record. So Rodgers’ manager Ralph Peer—who had worked with Satchmo during the trumpet king’s early period at Okeh Records—realized that it was natural to recruit Armstrong and his pianist wife, Lil Hardin Armstrong, as his only accompanists for this Hollywood session.17 Armstrong had recently moved from Chicago to California, and he was happy to tackle a fresh challenge. (The identity of the pianist was a matter of controversy for years, with some jazz writers feeling that the style doesn’t sound like Lil; Rodgers’ lyric sheet lists “Lillian”—no last name.)

         The song is basically a rewrite of Frankie & Johnny (which Rodgers had already recorded in its original form a year earlier), a narrative set at the corner of Beale and Main Streets in Memphis. After a tentative start as Armstrong (like other accompanists before him) adjusts to Rodgers’ shaky sense of keeping time, the performance shines. Bill Friskics-Warren notes that this setting represents the crossroads where black and white meet. Armstrong’s trumpet soloing, he remarks, mimics the singer’s lazy drawl: “Just witness how Louis’s solo after the second break echoes Jimmie’s woozy vocals, his tone less imperious and more laid-back than usual.”18 Rodgers’ biographer Nolan Porterfield: “Blue Yodel No. 9 is a signal achievement, one that fans of both musicians can justifiably cherish. If to some extent Armstrong carries the side, he carries it sympathetically, immersed in a mode of expression natural to singer and musician alike: the anguished, defiant, and ultimately triumphant language of the true blues.”

         
            August 1930: The grim state of the record industry is symbolized when the top periodical covering the business since 1905, “Talking Machine World,” announces that due to “changing conditions,” its new name is “Radio Music Merchant.” After December, it eliminates coverage of commercial recordings.

         
            
            Body and Soul (1930)—Louis Armstrong and His Sebastian New Cotton Club Orchestra 

         Okeh 41468 (reissued in 1932 on Columbia 2707)

         Recorded on October 9, 1930; Pop Memories debut on October 1, 1932 (reached #7)

         (Jazz-#443)

         The American standard Body and Soul was first established as a jazz classic by this Louis Armstrong performance. Paul Whiteman’s orchestra and Libby Holman had the hit recordings of the song during the same period in late 1930, but it was Armstrong who demonstrated its possibilities as a vehicle for jazz improvisation, both vocally and instrumentally. It’s from his third session with the band that he took over at Frank Sebastian’s Cotton Club in Culver City, California (located adjacent to MGM Studios), after Armstrong’s Broadway role in “Hot Chocolates” ended with the show’s closing, and the Carroll Dickerson orchestra (which had served as his regular employer) broke up. His new band was hardly in the same league as the Hot Five or Seven (this session does not include trombonist Lawrence Brown, who’d played on the previous two, but it does include a young Lionel Hampton on drums), but Gary Giddins notes that as he “completely refurbished” the song, the “soupy saxes and static rhythms spur Armstrong to ever more outlandish conceits.”19

         Stanley Crouch: “Louis Armstrong is always above us, maintaining a celestial relationship of heat and illumination or moving the tides and sending down the snow, sustaining an aesthetic quality of photosynthesis and giving the ocean its color as that wet mirror reflects through its waves the infinite meaning of the blues. Yes, he is the sky of modern American music at its most original. No matter where you turn, there he is. In the morning, the sky is there; night, the sky is there. …”20

         
            
            Body and Soul (1930)—Paul Whiteman and His Orchestra 

         Columbia 2292

         Recorded on August 29, 1930; Pop Memories debut on October 11, 1930 (#1 for 6 weeks)

         The biggest-selling recording of the all-time pop standard Body and Soul, by Paul Whiteman’s orchestra, can’t compare artistically to jazz-oriented versions by the likes of Armstrong and Billie Holiday, but is, nevertheless, very good indeed. Whiteman biographer Don Rayno reports that the bandleader had been an “ardent admirer” of composer Johnny Green since first hearing Green’s arrangements at Harvard University three years earlier, and had recorded Coquette (a Green-Carmen Lombardo-Gus Kahn collaboration) in 1928.21 Jack Fulton’s falsetto vocal comes at the outset of the record, and it includes some lyrics not often heard in later years: “My pride has been humbled, I was a mere sensation / Although I have tumbled, I’m yours, body and soul.” The performance is instrumental thereafter, and with Whiteman’s exceptional ensemble (which at this point included Frank Trumbauer on C-melody sax, cornetist Andy Secrest, trombonist Bill Rank, and pianist Roy Bargy) and the sheer beauty of the material, one cannot dismiss this performance. Rayno opines that Bargy’s arrangement “captures the poignant mood of the song,” and cites Secrest’s fine eight-bar solo.22

         
            
            I Got Rhythm (1930)—Ethel Merman (music by George Gershwin, lyrics by Ira Gershwin) 

         Introduced in Girl Crazy (October 14, 1930); later recorded on December 12, 1947 for Decca 24453 on album Songs She Made Famous (released in June 1948) (NPR-100, ASCAP, Time, Trad-#117, TC)

         Few songs are so fundamental to American popular culture as I Got Rhythm. Its melodic strains and lyric phrases have been routinely quoted for more than eighty years, even by people with only a vague awareness of George and Ira Gershwin.23 And for all the many hundreds of versions over the decades, it will always belong to the artist who introduced it, Ethel Merman. Born Ethel Zimmerman on January 16, 1909 in Astoria, NY, she began singing in clubs, and got her big break in Girl Crazy. The show (a satire of the Old West) ran for 272 performances; Ginger Rogers was its star (she sang But Not for Me and Embraceable You), while Merman unleashed I Got Rhythm (an ode to life’s simple pleasures) and Sam and Delilah. Charles Schwartz: “More than anything else, it was her raucous, full-voiced singing of I Got Rhythm, which carried to every corner of the theater and outside lobby as well, that made her a star overnight. When she belted out the tune and held a high C while the orchestra played around her, she always brought the house down.”24 When she auditioned for George Gershwin, he told her: “Don’t ever let anyone give you a singing lesson. It’ll ruin you.” Merman became one of the queens of the Broadway musical, including Anything Goes (1934), Annie Get Your Gun (1946), and Gypsy (1959). This song was so integral to her career that she titled her autobiography after its tag line, “Who Could Ask For Anything More?” Henry Pleasants: “She was never, really, a singer of songs in a conventional sense. She was a projector of characters, and she needed the setting [of a Broadway stage] to work her special magic.”25

         
            
            La Toma de Matamoros (The Assault on Matamoros) (Parts 1 & 2) (1930)—“Lara y Novelo” (Agustin Lara & J. Novelo) 

         Brunswick 41281

         Recorded on December 5, 1930

         The most legendary figure of the Mexican Revolution was Doroteo Arango alias Francisco “Pancho” Villa, who (as outlined by Guillermo E. Hernandez) “became an outlaw after killing a wealthy landlord who had attempted to violate his sister, and was then forced to lead the life of a fugitive.” His experience in evading his pursuers with the protective help of rural sympathizers became valuable when he became one of the leaders of guerrilla forces seeking to overthrow the Mexican government starting in 1911. To his adversaries he was nothing but a bandit-turned brutal soldier; to his admirers, as reflected in the many corridos written in his honor, he was a larger-than-life hero. On March 27, 1915, Villa’s forces attacked the Mexican village of Matamoros across the Rio Grande from Brownsville, Texas, a victory that came at a high cost, with numerous casualties. It was a prelude to the far bloodier battle just over two weeks later at Celaya, a defeat (leaving over 4,000 dead) marking a decisive setback for Villa’s “Division del Norte.” In the two-part La Toma de Matamoros, the vocal and guitar duo of Agustin Lara and “J. Novelo” (first name unknown) offer a vivid account from the perspective of a soldier: “With my 30-30 I am going to join the ranks of the revolution / In order to conquer freedom for our nation’s people.” Hernandez, in liner notes for Folklyric’s four-LP compilation “The Mexican Revolution,” says the corrido is almost certainly an eyewitness account; the song states that “the composer of these lyrics was a second lieutenant of the second regiment.” Although the album lists one of the performers as “Augustin” Lara, Dick Spottswood’s Ethnic Music on Records reveals that Augustin Lara was a Mexican pianist who made records in 1934 and is almost certainly not on this performance; rather, says Spottswood, Novelo’s partner here is Agustin Lara (with the slightly different spelling of the first name). It’s a potent performance with a sense of urgency.

         
            
            Casa Loma Stomp (1930)—Casa Loma Orchestra (written by Gene Gifford) 

         Okeh 4149226

         Recorded on December 6, 1930 (Jazz-#435)

         
            Casa Loma Stomp is the record that established the Casa Loma Orchestra’s trademark style, through the arrangements of Gene Gifford: Tightly disciplined staccato rhythms, with precise tradeoffs between the sections. The band had four previous recording sessions dating back to October 1929, but these were a prelude for the “classic” Casa Loma period that began right here.

         Georgia-born Gene Gifford was a banjoist and guitarist who, writes Richard Sudhalter in Lost Chords, “had developed a concept of ensemble writing almost mathematical in its order and balance.” He had played with and written for several “territory” bands in the South and Southwest, but was largely unknown until joining Glen Gray and the Casa Loma crew. “He brought to his new job a style of ensemble writing that seems, at this early point, to have been little short of revolutionary,” suggests Sudhalter, by using the band’s sections as “antiphonal blocs, fused through call-and-response patterns” that anticipated the Swing Era of five years hence, and honed through relentless rehearsal.27 Gunther Schuller marvels at Casa Loma Stomp: “How is it that an obscure white guitar and banjo player … could create … seemingly in one musical stroke, the full-blown progenitor of hundreds of swing-style offspring—in effect tantamount to the national anthem of 1930s jazz?”28 In The History of Jazz, Ted Gioia cited the band’s influence on Benny Goodman, among others. “With its fast tempos, extroverted solos, and unrelenting syncopations, the Casa Loma Orchestra was forging a music distinctly not for the faint-hearted.”29

         
            
            Dolce Avvenire (1930)—Giovanni Vicari Trio 

         Recorded for Columbia in December 1930

         Among the great mandolin virtuosos of the pre–Bill Monroe era, Italian-born vaudeville favorite Giovanni Giovale reigned supreme, but not far behind was another Italian master who emigrated to the United States, Giovanni Vicari. He issued many recordings of popular and classical music from Naples and Sicily from the late 1920s through at least the late 1940s, sometimes using a Spanish form of his name (Juan Vicari) when he recorded Spanish or South American music. Dolce Auvenere is an absolutely gorgeous instrumental performance featuring two mandolins, a piece using the form of an Italian mazurka. One can imagine it as the perfect musical accompaniment for a Venetian boat ride. Vicari’s nephew Ray Allen (real name Raymond Albanese), whom he tutored in early music studies in Greenwich Village, cowrote the novelty Pepino the Italian Mouse, which became a pop hit in 1963.

         
            
            St. James’ Infirmary (1930)—Cab Calloway and His Orchestra 

         Brunswick 6105

         Recorded on December 23, 1930; Pop Memories debut on May 16, 1931 (reached #3)

         Within weeks after its powerful recording of St. James’ Infirmary, Cab Calloway’s orchestra received the big break of being selected by Irving Mills to succeed Duke Ellington’s as the resident band at New York’s Cotton Club at the end of January 1931 (remaining for almost exactly a year). (Actually, an earlier incarnation of the band had been known as the Cotton Club Orchestra, and it had preceded Ellington in residence at the Harlem nightspot in 1927.) Calloway also inherited Ellington’s nightly coast-to-coast radio broadcasts live from the club, and his charisma translated sensationally over the airwaves, making him a national star. Louis Armstrong had helped establish St. James’ Infirmary as a jazz classic, and the Calloway ensemble is nearly as stirring; among its highlights is the lovely trumpet introduction led by Wendell Culley (who would later gain wider fame with Count Basie in the 1950s, including his celebrated solo on Lil’ Darlin’). The largely unsung hero of the early Calloway recordings was Walter “Foot” Thomas, who provided most of the arrangements and served as musical director. Many moviegoers received their first exposure to this performance in the surreal 1933 Betty Boop cartoon “Snow White,” in which it is sung by a shape-shifting Calloway.

         
            
            Love for Sale (1930)—(Fred) Waring’s Pennsylvanians (written by Cole Porter)  

         Victor 22598

         Recorded on December 24, 1930

         One of the early Cole Porter compositions to win recognition as a popular classic, Love for Sale as performed by the Fred Waring orchestra also has the distinction of being one of the most hypnotically disturbing, even creepy recordings in the mainstream pop world during the pre-rock era.

         Porter, the most urbane and sophisticated of all pop composers, wrote Love for Sale as part of his Broadway musical The New Yorkers, about a young socialite who gets mixed up in the realm of gangsters. The show opened on December 8, 1930. The song was performed in the show by Elizabeth Welch and it portrayed a black prostitute in Harlem who poignantly describes her plight. Even though beautifully written and not exploitive, the song was considered sufficiently shocking to be widely banned from radio airplay. This made it all the more beloved to Porter: “I like it best because it’s kind of a step-child. … I can’t understand it. You can write a novel about a harlot, paint a picture of a harlot, but you can’t write a song about a harlot.” Nevertheless, Love for Sale emerged within a decade as a great standard.30 Dwight Blocker Bowers calls it “one of his most well-constructed pieces, seamlessly matching its melodramatic phrases with a sensual and vaguely sinister melody.”31

         Among the hundreds of recorded versions, none can match the impact of the very first. Fred Waring, born on June 9, 1900 in Tyrone, Pennsylvania, began his career as a bandleader in 1922 at Pennsylvania State College, and for the next decade his orchestra was prolific and popular, with chart-topping hits, including his longtime theme song Sleep and Little White Lies. At his peak of fame in 1932, he ceased recording for nearly ten years, but remained popular on radio through the 1940s, particularly for his “glee club” group vocals.32 Later generations knew him best as inventor of the Waring blender.

         The Waring recording of Love for Sale features the eerie, ethereal vocals of the Three Waring Girls (June Shafer, Ida Peerson, and Stella Friend), whose soft, expressionless soprano voices seem to waft down from the heavens. The fact that the girls sound so young makes it all the more subversive to hear them singing about “appetizing young love for sale.” Perhaps the radio censors were right; pop music did not come much darker than this record.

         
            
            Rockin’ In Rhythm (1931)—Duke Ellington and His Cotton Club Orchestra 

         Recorded on January 14, 1931 for Brunswick 6038; recorded on January 16, 1931 for Victor 26310 (Jazz-#442)

         Declared “simply a masterpiece of swing” by Len Lyons,33 
            Rockin’ In Rhythm was originally written by Duke Ellington to accompany a star dancer at Harlem’s Cotton Club, where the band’s long engagement was coming to a close. John Edward Hasse describes it as “a showcase for the section work of the saxophones and for Cootie Williams on trumpet.”34 Wilfrid Mellers suggests a close melodic similarity to Duke’s 1928 piece Black Beauty.35 The piece builds contrast by going from major to minor (the passage played by Barney Bigard on clarinet) and back again to major. (Bigard is on the original Brunswick recording soloing on the song’s quasi-Oriental section, but not on the Victor version two days later.) Tricky Sam Nanton also offers a gruff trombone solo.

         
            
            Hard Time Killin’ Floor Blues (1931)—Skip James 

         Paramount 13065

         Recorded in c. February 1931 (Blues-#107, BHF)

         The eighteen songs recorded by Skip James for Paramount in 1931 fall into three categories: gospel selections such as Jesus Is a Mighty Good Leader, which are fervent but straightforward; blues accompanied by his piano (22-20 Blues being the best known), often musically fascinating; and—towering above the other two groups—his guitar blues. Here, James plumbed emotional and psychological depths achieved by few other artists; as his biographer Steve Calt writes, “they reek of unmitigated misery.” Hard Time Killin’ Floor Blues, called “dirge-like” by Calt, is surpassed only by his classic Devil Got My Woman in achieving an intense spiritual bleakness.36 “Hard times here everywhere you go / Times is harder than ever been before / Well the people are drifting from door to door / Can’t find no heaven, I don’t care where they go. …” As on all of these recordings, his E-minor-tuned guitar adds immensely to the impact of his falsetto vocals. (Elijah Wald points out that in his Paramount performances, James used that amazing falsetto sparingly, saving it for key emotional moments.)37 Robert Santelli remarks that it “ranks with the most compelling blues songs ever recorded.”38 Thirty-five years later after his rediscovery, his powerful re-creation served as the potent opening track for the 1966 Vanguard album “Skip James Today!” “If I ever get off this killin’ floor / I’ll never get down this low no more. …”

         
            March 7: Charlie Chaplin’s classic “City Lights” premieres. Ignoring the advent of sound films, it continues his mastery of silent cinema (aside from his own musical score).

         
            
            La Crisis Actual (The Present Crisis) (Parts 1 & 2) (1931)—Los Cancioneros Alegres 

         Vocalion 8401

         Recorded on March 11, 1931

         Mexicans crossing the border to make a better life in the United States had a hard enough time even before the Depression, particularly with the constant fear of deportation, and the dire situation they faced in 1931 is powerfully portrayed in La Crisis Actual. “Mexicans have always suffered indignities here / But never have things gotten this bad,” sing Los Cancioneros Alegres, a vocal duet with guitars. “People are beginning to realize the crisis in general / God only knows, gentlemen, where all this will end.” The composer, C. Cuevas, notes that there was a time when Mexicans could make good money in south Texas, but in the new hard times, scarce jobs are being taken away and given to U.S. citizens. At the end of part 2, the narrator is about to be deported. “Good-bye, United States!” The potent performance (aided by the second guitar adding some depth to the sound) is included in the Folklyric/Arhoolie double CD “Corridos y Tragedias de la Frontera.”

         
            
            Out of Nowhere (1931)—Bing Crosby (music by Johnny Green, lyrics by Edward Heyman) 

         Brunswick 6090

         Recorded on March 30, 1931; Pop Memories debut on April 25, 1931 (3 weeks at #1)

         (Trad-#224, Jazz-#471)

         In only his second recording session as a solo performer after his rousingly successful 1930–1931 stint with Gus Arnheim’s orchestra, Bing Crosby scored the first chart-topping record under his own name with Out of Nowhere. Composed by Johnny Green (cowriter of the previous year’s classic Body and Soul), the song is accompanied by Benny Kreuger’s orchestra, and it is given a dramatic interpretation by Crosby. His performance “is a commendable blend of intimacy and forcefulness,” opines James Morris. A striking element of the record, Morris points out, is the placement of the verse not at the beginning but in the middle of the song, “where it serves as an interlude—a wise decision because the verse introduces a different rhythmic pulse … strengthening the repeat of the chorus.”39 Heightening the drama and aura of sensuality is Bing’s decision to begin the second chorus (“you came to me from out of nowhere … ”) at “hardly above the level of a husky whisper,” before he returns to full voice for the climax. One imagines this is the kind of performance that Bob Dylan had in mind when he told Mikal Gilmore about his admiration for the early Bing Crosby: “I don’t think you can find better phrasing anywhere.”40 The May 1931 Metronome (which reported Crosby’s Just a Gigolo as the nation’s #2 selling disk) remarked that Nowhere “has been receiving considerable attention from crooning bands.”41 By the July issue, it had become the #1 selling song on the West Coast.42 After the record hit big, Crosby and the Rhythm Boys performed it in his first movie for Paramount, the potboiler “Confessions of a Co-ed.”

         
            
            Roll On, Mississippi, Roll On (1931)—Boswell Sisters (written by James McCaffrey, Eugene West, & Dave Ringle) 

         Brunswick 6109

         Recorded on April 23, 1931; Pop Memories debut on June 20, 1931 (reached #7)

         After recording two issued sides for Victor five years apart (1925 and 1930) and three for Okeh in 1930, the Boswell Sisters entered their golden period with Brunswick in March 1931, and their second date for the label produced the terrific Roll On, Mississippi, Roll On. Richard Sudhalter notes that before the Boswells, female singing groups such as the Brox Sisters and Trix and the Keller Sisters were content to sing the material largely as written. “The idea of tampering with or in any way customizing the material, not to mention incorporation of hot jazz elements, was without precedent.” However, “for the Boswells, it seemed, nothing was immune to alteration. … A song was only an arbitrary construct, a sequence of ideas, assembled in accordance with a canon of prevailing conventions. Those conventions could be bent, even discarded, if that suited the overall needs of interpretation.”43 This high-energy performance brilliantly demonstrates the Boswells’ trademark knack for ever-shifting tempo changes; in Jazz Singing, Will Friedwald observes that it “works in no less than four dramatic time jumps and one crescendo climax in which the music gradually (but still quickly) increases in speed.”44 The sisters apparently developed this technique from early exposure to European art music, including a stint as instrumentalists with the New Orleans Philharmonic.

         (Manny Klein, trumpet; Tommy Dorsey, trombone; Jimmy Dorsey, clarinet/alto sax; Joe Venuti, violin; Arthur Schutt, piano; Eddie Lang, guitar; Joe Tarto, string bass; Stan King, drums)

         
            
            Blue Again (1931)—Louis Armstrong (music by Jimmy McHugh, lyrics by Dorothy Fields)45 

         Okeh 41498

         Recorded on April 28, 1931

         The fabulous introductory trumpet solo by Louis Armstrong on his recording of Blue Again, remarks Mark Tucker, “carries echoes” of his never-to-be-surpassed opening for West End Blues three years earlier, and it served as a prototype for Bunny Berigan’s 1936 intro for his classic I Can’t Get Started. This was one of Armstrong’s “mini-concertos” with his favorite song structure of the time: introduction, trumpet statement of theme, vocal chorus, and trumpet solo chorus to the finish, with the orchestra providing simple harmonic and rhythmic support. Following a wide-ranging vocal chorus in which he consistently phrases just after the beat, his concluding trumpet solo is another shining gem, as he spins off variations from a single note. Miles Davis’ arranger Gil Evans later declared that this was the record that inspired him to become a musician.

         
            
            I’m Through With Love (1931)—Bing Crosby (written by Matty Malneck, Fud Livingston, & Gus Kahn) 

         Brunswick 6140

         Recorded on June 12, 1931; Pop Memories debut on July 25, 1931 (reached #3) (Jazz-#499)

         Biographer Gary Giddins writes that Bing Crosby was the first great ballad singer in jazz; I’m Through With Love demonstrates that early facility at its highest. In absorbing the lessons imparted by the records of Louis Armstrong and Ethel Waters, “Bing added three elements that proved crucial to the fulfillment of popular singing: his expansive repertoire, expressive intimacy, and spotless timbre. … His sound had little precedent: rich, strong, masculine, and clean.”46 Less than three months after he recorded it in the studio, Crosby delivered perhaps his greatest rendition of I’m Through With Love on the September 2 debut broadcast of “Fifteen Minutes with Bing Crosby,” the CBS program that provided his first exposure over a nationwide radio hookup. He was nervous at first as heard on his first couple of numbers, but had warmed up by this concluding selection, accompanied by his regular guitarist Eddie Lang and violinist Joe Venuti. Crosby and Lang had become friends while both worked for Paul Whiteman; the guitarist married a close friend of Dixie Lee, Crosby’s wife. This intense performance, whose emotional quality is enhanced by a slight hoarseness due to nodes on his throat that later healed, brings out the underlying bitterness of the lyrics; it can be found on the Smithsonian boxed set American Popular Song.

         
            
            Star Dust (1931)—Bing Crosby 

         Brunswick 6169

         Recorded on August 19, 1931; Pop Memories debut on September 12, 1931 (reached #5)47 (Jazz-#441)

         Hoagy Carmichael’s Star Dust had been recorded several times as an instrumental before it was made available with a printed lyric in early 1931, as announced in the February Metronome: “Due to the many requests from throughout the country for a vocal edition of the new pet baby of the orchestra leaders, entitled Star Dust … a lyrical version has just been released.” The item concluded that the song “has been growing more and more popular, and it is almost a certainty that the tune will develop into one of the biggest things of the year.” The first vocal recording was made in April 1931 by the Ben Selvin orchestra with vocal by Smith Ballew. However, that recording included only a vocal chorus. Also, the Boswell Sisters sang a similarly incomplete version with Victor Young and the Brunswick Orchestra in May. Bing Crosby’s rendition in August was the first to present the full verse and chorus. It was part of his first session with conductor and arranger Victor Young. It had been Young who did the arrangement for the Isham Jones orchestra’s instrumental recording of Star Dust that established it as a major hit. By the magazine’s September issue, just as Bing’s record was about to be issued, the tune “is now acknowledged by most critics to be the type of song that will not fade away within a few months. It has qualities that will keep it riding for a long time to com, and all indications are that it will become a modern classic.” The August session also included the song that would be the flip side of this 78: Bing’s superb performance of Dancing In the Dark from the musical “The Band Wagon”—a pairing that made it one of the great singles of the decade.

         Crosby had known Carmichael since 1927; Hoagy’s hero and friend Bix Beiderbecke had been cornetist in Paul Whiteman’s orchestra and often played behind Bing. In his Carmichael biography, Richard Sudhalter says that Crosby’s rendering of Star Dust is “an affecting performance.” It’s an ardent vocal in which he sings the beginning of the verse “not as published … but as Carmichael first conceived and wrote it,” apparently reflecting Bing’s familiarity with the number “stemming directly from its composer.” This rendition is superior in feeling to Crosby’s May 1939 remake. “At times in the 1931 version it is easy, and right, to imagine the singer kneeling beside the garden wall portrayed in the lyric, absorbed in a reverie of passion and regret for a love won and lost.”48

         In his book Stardust Melodies, Will Friedwald cites Crosby’s skillful exchange of phrases with alto sax soloist Jimmy Dorsey, and the record’s pleasing conclusion with a few notes on the celeste, “as if to suggest stars twinkling in heaven’s firmament.” The singer’s reading of the shimmering Beiderbecke-inspired verse (“sometimes I wonder … ”) “is particularly masterful; this is surely the definitive early vocal version of the song.”49

         
            
            Tiger Rag (1931)—Mills Brothers 

         Brunswick 6197

         Recorded on October 12, 1931; Pop Memories debut on November 21, 1931 (4 weeks at #1) (Murrells)
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               Figure 3.1Mills Brothers. Library of Congress, Prints & Photographs Division, LC-USZ62-126074.
            

         

         The giant hit from the Mills Brothers’ debut recording session, Tiger Rag is a dazzling performance of vocal wizardry as brothers John, Herbert, Harry, and Donald Mills recreate musical instruments with their voices and cupped hands, accompanied only by John’s acoustic guitar.50 The brothers were all born from 1911 to 1915 in Piqua, Ohio, and began public performances in 1925. Will Friedwald: “It’s no coincidence that the brothers began to work professionally in the same year that electrical recording was perfected. There’s no way that any aspect of [their] music—especially the instrumental imitations—could have worked before the invention of the microphone.”51 They had their own WLW radio show as youngsters in Cincinnati, and on coming to New York in 1930 landed a choice gig on CBS Radio, and a recording contract with Brunswick. Tiger Rag happens to have been the song that the Mills boys heard being played by a seven-piece band in their hometown, and it gave them the idea of trying to sound like a band.52 While John serves as a four-piece rhythm section all by himself, humming bass notes while playing the guitar, the other three become a trumpet and two saxophones, and their rapid-fire scatting is brilliant. After the Original Dixieland Jazz Band introduced the song in 1918, Ethel Waters had the first successful vocal recording four years later; the Mills Brothers’ unique approach made it fresh again.

         
            
            Molly, Put the Kettle On (1931)—Gid Tanner and His Skillet Lickers 

         Columbia 15746

         Recorded in Atlanta on October 24, 1931

         Fiddler Gid Tanner and the Skillet Lickers, the hottest string band in early country music, recorded Molly, Put the Kettle On at their final session for Columbia, and it’s a tremendous representation of their sound: wild, loose, and raucous, steeped in the atmosphere of the rural South, with furious fiddling, and spoken comments from group members in between dance calls. In Country Music Sources, Meade and Spottswood report that the song had appeared as Jennie’s Bawbee in the Glasgow publication Kerr’s 1st Collection of Merry Melodies for the Violin in the late 1800s, and in The J.W. Pepper Collection of 500 Reels, Jigs. Etc. for Violin (1908).53 E. C. Perrow discussed it in the April–June 1913 Journal of American Folklore (“Songs & Rhymes from the South”). Uncle Dave Macon recorded it as part of the Sourwood Mountain Medley in 1926, and the Leake County Revelers as Molly, Put the Kettle On in 1928.

         A variation on a traditional children’s tune, it was often played in conjunction with a game in which a girl and a boy would select partners from the surrounding ring and dance with the partners, then to be replaced in turn by other dancing couples.54 The piece was later rendered with a slight name change as Polly Put the Kettle On by the fiddle duo of Georgia Slim and Howdy Forrester (in a mid-1940s radio broadcast), and also under that title by bluesman Sonny Boy Williamson (1947). Clayton McMichen is in a particularly powerful form as part of a three-fiddle assault (the third being Lowe Stokes). Greg Reish, noting in particular the wide gulf between Tanner’s old-time fiddling and McMichen’s jazz-inflected approach, remarked that as the three men cut loose, “diverse abilities and stylistic chasms kept them apart just enough to dilate the melody, replacing its clear line with a dissonant, snaking heterophony worthy of Tibetan oboe music.”55

         
            September 1931: Victor announces the introduction of the “long-playing record,” followed four months later by Columbia. Both companies also offer phonographs that play the 10- to 15-minute records (Victor claimed up to 30 minutes in some cases).56 But sales in the depths of the Depression are dismal, and the experiment is abandoned; the LP will finally achieve popular acceptance in 1948.

         
            
            Georgia On My Mind (1931)—Mildred Bailey 

         Victor 22891

         Recorded in Chicago on November 24, 1931 (released in March 1933)57 (Jazz-#476)

         Composer Hoagy Carmichael introduced his own Georgia On My Mind on record in 1930 (with accompanists including Jack Teagarden and Bix Beiderbecke), and a year later Louis Armstrong gave it his special touch.58 Few artists had as much to do with the song’s early popularity as Mildred Bailey. Born Mildred Rinker on February 27, 1907 in Tekoa, Washington (her second husband was named Bailey), she played piano accompaniment for silent movies and demonstrated sheet music, and she got her first break singing in a five-and-dime store and inspiring a club owner to hire her. She began performing on Los Angeles radio and West Coast clubs as a teenager. When her brother Al Rinker and friend Bing Crosby began gaining local popularity, Mildred encouraged them to come to Los Angeles, which led to them joining the nation’s top bandleader Paul Whiteman. Al and Bing, in turn, subsequently helped her get hired by Whiteman in 1929. However, the big man rarely used her on record; it took Jack Kapp’s initiative of having Mildred cut four songs in 1931, fronting the Casa Loma Orchestra to show what she could do. She would go on to record over two hundred sides for Vocalion, and she would later follow Kapp to Decca.

         Although a large woman, Mildred had a light, delicate voice and an easy-flowing style that was a perfect match for the songs of Carmichael (as she would prove again with his Rockin’ Chair, which became her trademark song). “Her rhythms were precise yet speech-like, and her high, tremulous voice could convey reflection, as here, or exuberance with equally refreshing sincerity,” writes James Morris.59 She’s accompanied by a small combo featuring Matt Malneck (violin), Nat Natoli (trumpet), and Roy Bargy (piano).

         
            1931: Sales of phonographs, which peaked at two million in 1927, plunge this year to one hundred thousand. Phonograph sales revenue has tumbled from a $46 million peak in 1927 to $4.9 million, and record sales plummet to $17.6 million.

         
            
            St. Louis Blues (1932)—Duke Ellington and His Famous Orchestra, vocal by Bing Crosby 

         Brunswick 20105

         Recorded on February 11, 1932

         Duke Ellington’s orchestra had enjoyed a chart-topping hit in 1930 with a vocal by Bing Crosby and the Rhythm Boys on Three Little Words for the Amos ‘n Andy film Check and Double Check, but the circumstances of that record (The Rhythm Boys were hidden while three Ellington musicians lip-synched the vocal due to the taboo about white singers with a black band.) made it less than a true collaboration. The only occasion on which Crosby got to properly record with the Duke, an artist he greatly admired, was this memorable performance of W. C. Handy’s St. Louis Blues.

         Crosby rushed from a performance at Brooklyn’s Paramount Theater to record this session with Ellington’s ensemble at the Columbia studio between midnight and 1 A.M. Baritone saxophonist Harry Carney kicks off the record, and after choruses by trumpeter Cootie Williams and trombonist Joe Nanton, plus a short piano transition, Bing enters after about a minute to sing two twelve-bar choruses, backed by Carney, clarinetist Barney Bigard, and guitarist Fred Guy. Crosby biographer Gary Giddins writes that as Bing continues with the two sixteen-bar refrains, he “coolly improvises phrases with such authority that when he forgets a lyric, he is able to unhestitatingly fake—in true blues tradition—a closing refrain.” The band switches to a doubled-up tempo for the final segment as alto saxophonist Johnny Hodges wails a chorus, “setting up a stirring passage by Bing, one of the finest examples of scat singing in that era.” He concludes at half tempo: “And I love my baby till the day I die.” Will Friedwald calls this performance “a four-and-a-half-minute marvel,” and “a highlight in the careers of both of these 20th-century icons.”60 Although they would never record together again, Ellington created his concerto version of Frankie and Johnny for Bing’s radio show in 1941, and the last recording Crosby made in the United States was for a memorial tribute to Duke in 1977.

         
            
            It Don’t Mean a Thing (If It Ain’t Got That Swing) (1932)—Duke Ellington and His Orchestra 

         Brunswick 6265

         Recorded on February 2, 193261; Pop Memories debut on February 27, 1932 (reached #6)

         (GHF, Jazz-#183)

         Ivie Anderson’s very first commercially recorded vocal with Duke Ellington’s orchestra, It Don’t Mean a Thing, happened to be the song that inadvertently served as an early theme for the Swing Era yet to come. The title came from a favorite saying of Duke’s former trumpet star Bubber Miley.62 Joe Nanton (muted trombone) kicks it off, then Ivie swing in, accompanied by Harry Carney (trombone) and Barney Bigard. Johnny Hodges’ alto sax solo, writes Eddie Lambert, is “beautifully integrated with the orchestral part.”63 Cootie Williams (trumpet) also solos in this memorable performance. Martin Williams suggested that it was “obviously conceived as an instrumental,” with Ivie’s vocal (on very simple lyrics—two choruses plus a little scatting—credited to Irving Mills) apparently taking over passages first designed for Williams and Hodges.64 Ted Gioia calls this “one of Ellington’s finest works of the era,” combining “the rich orchestral colors of his horn writing with a very danceable beat.”65

         
            
            Washboard Blues (1932)—Connie Boswell/Casa Loma Orchestra (music by Hoagy Carmichael, lyrics by Fred Callahan) 

         Brunswick 20108

         Recorded on March 16, 1932

         Written in 1925, Washboard Blues was one of the first songs establishing Hoagy Carmichael as a pop composer to be reckoned with. Over the next several years, it was given several memorable recordings; none can top the extended-length 1932 performance by the Casa Loma Orchestra with both vocal and arrangement by the bluesiest white female singer of her generation, Connie Boswell.

         Carmichael himself—then a law student, a piano player, and an aspiring composer—made the debut recording of Washboard Blues as a small-combo instrumental on May 16, 1925. His biographer Richard Sudhalter writes that shortly thereafter, Fred Callahan—who made his living cutting gravestones and wrote poetry on the side—crafted lyrics for the piece, based on Hoagy’s own thoughts about a world-weary black woman washing clothes. His words—“deep, profoundly, sadly evocative ones”—lent the song “shape and dimension.” In “one deft stroke, its opening line achieves the goal of all fine writing: to establish time, place, setting, mood, emotion—and a sense of impending, inescapable despondency.”

         The song, he observes, was “something new” in the pop marketplace, with “eloquence as musical narrative. … There is not an unnecessary or superfluous bar or phrase, not a hint of condescension or minstrelsy, in its depiction of a day in the life of a poverty-stricken black woman, a woman stripped of everything save her abiding dignity.”66 
            Washboard Blues was given its first widely heard recording in December 1926 by Red Nichols (again as an instrumental), and then received the honor of an extended concert arrangement by Bill Challis for the Paul Whiteman orchestra, with Carmichael on vocal and piano; the November 1927 recording was issued on a 12-inch record to accommodate its extra length.

         But it would take a great voice for Washboard Blues to fulfill its potential, and that voice belonged to Connie Boswell. Born on December 3, 1907 in New Orleans (some sources have said that she was born in Kansas City and moved with her family a few years later to the Crescent City.), she suffered from polio as a child, and after a fall would be in a wheelchair most of her life. But this didn’t stop her from becoming the focal point of the Boswell Sisters with Martha and Vet; playing instruments (Connie on cello, the others on piano and violin, respectively) as well as singing, the Boswells began recording for Brunswick in early 1931 and shot to immediate fame. Adding to the potency of their records was their top-flight jazz accompaniment by small combos often featuring the likes of Joe Venuti, Eddie Lang, Tommy and Jimmy Dorsey, Bunny Berigan, and Benny Goodman.

         In Jazz Singing, Will Friedwald writes that Boswell was a true New Orleans musician, sharing with her Crescent City compatriots their “wildly swinging beat; a raw, earthy voice … [and] directness and open emotionality.” Connie had a frisky playfulness in dropping behind the beat and then jumping back on top of it; Friedwald also hears in her vocals a deep sensuality that she had picked up from the Bessie Smith and other blues records she loved.67 Gunther Schuller: She “was certainly a pioneer among white singers in using jazz inflection and phrasing, a ‘horn’-like approach to singing,” and thus influenced many subsequent singers, including Ella Fitzgerald and Peggy Lee.68

         Connie occasionally moonlighted as solo vocalist with bands, and Washboard Blues marked her one session with Glen Gray’s Casa Loma Orchestra. Glen Gray Knoblaugh was born on June 7, 1906 in Roanoke, Illinois, and the alto saxophonist became leader of a band that named itself after the Casa Loma, a lavish building in Toronto where they played in 1928. The band became known for its mixture of hot jazz arrangements by Gene Gifford and ballads featuring vocalist Kenny Sargent, and by the mid-1930s it was one of the most admired ensembles in the country. Its theme was Smoke Rings, and its best-known hit was the 1939 smash Sunrise Serenade.

         On Washboard Blues, arranged by Boswell and Gifford, Connie (writes Schuller) sings “in almost operatic aria fashion, with a formidable array of contrasting tempos, instrumentations, textures, and moods.” The combination of the song’s lyrical and musical power, the intricate arrangement (running over 5 minutes as the record was issued on a 12-inch disk), and Connie’s vocal makes it immediately unforgettable.

         
            
            Grand Canyon Suite (1932)—Paul Whiteman and His Orchestra (written by Ferde Grofe) 

         Victor 36052 (Sunrise, Parts 1 & 2), 36053 (Painted Desert), 36053 & 36054 (On the Trail, Parts 1 & 2), 36054 (Sunset), 36055 (Cloudburst, Parts 1 & 2)69; recorded on April 26, 27, & 28, 1932

         Renowned for over a decade as Paul Whiteman’s invaluable arranger, Ferde Grofe’ achieved his own independent immortality as composer of one of the twentieth century’s best-loved concert works, the Grand Canyon Suite. Born March 27, 1892 in New York City, Ferdinand Grofe’ played the piano for ten years in the Los Angeles Symphony, and in 1919 moved to San Francisco, where he met Whiteman. They formed a historic association, remaining with the big man until 1931 as pianist, composer, and chief arranger; virtually every Whiteman hit—from Whispering (1920) onward—bore Grofe’s imprint.70 His role in orchestrating George Gershwin’s Rhapsody In Blue (1924) earned him particular acclaim. Mississippi Suite (1925) was the first in a series of original Grofe’ concert compositions given lavish treatment by the Whiteman orchestra, followed by Three Shades of Blue and Metropolis (both 1928).

         As outlined by Whiteman biographer Don Rayno, Grofe’ had considered composing a concert piece about the Grand Canyon ever since he first experienced it in 1917: “I first saw it at dawn, because we got there the night before and camped. I was spellbound by the silence.” Then came the sunrise: “I get chills right now just thinking about it … you feel awfully close to God there. It was overwhelming.” It was during subsequent Arizona visits in 1922 and 1926 that the idea of creating a musical portrait “germinated.” He began actual work on the piece in 1929; the opening movement, “Sunrise,” was finished in April 1930, with distinct melodies representing the birds and the four-legged creatures stirring, and finally, as the composer described it, “the big chord at the end—the sunlight chord, when the light finally comes over the canyon—and everything is showered with light.” After completing the “Sunset” movement, he showed them to Whiteman, who was thrilled. In summer 1931, the bandleader urged Grofe’ to complete the suite. “Painted Desert” came next, and then what became the most famous movement of all, “On the Trail.” It was Victor recording supervisor Eddie King, who suggested the idea of writing about one of the Canyon’s most popular attractions, the Bright Angel Trail. Seizing the idea, Grofe came up with the “hee-haw” theme, followed by the gentle clip-clopping portraying the donkey carrying a rider and supplies down the trail, and a wordless cowboy’s chant as he rides along. The final movement, “Cloudburst,” was finished just in time for the Whiteman orchestra’s premiere of the work on November 22 at Chicago’s Studebaker Theatre. On seeing the completed score, the leader declared, “I’ve never heard anything like this in my life!”71

         The orchestra recorded the suite on four 12-inch disks (eight sides). Kurt Dieterle (violin), Charles Strickfaden (English horn/oboe), and Chester Hazlett (bass clarinet) are featured on “Sunrise.” Dieterle’s violin cadenza on part 1 of “On the Trail” is called “a technical tour de force” by Rayno; Strickfaden and Hazlett again are standouts, Jack Fulton wordlessly sings into a trombone mute against oboe and woodblock for the wonderful “cowboy” theme, and Roy Bargy has a celeste solo on part 2. “Cloudburst” brings it all to a glorious conclusion.72 After 
            Grand Canyon Suite swiftly became one of the best-known concert works in the popular orchestral repertoire, Grofe’ left Whiteman for his own conducting career, and he would compose other orchestral pieces into the 1950s. This one would tower over them as imposingly as the natural wonder’s highest point (Point Imperial, 8,800 feet) looms over the canyon’s deepest gorge.

         
            
            Maple Leaf Rag (1932)—Sidney Bechet/New Orleans Feetwarmers 

         Victor 23360; reissued in 1938 on Bluebird B-7614

         Recorded on September 15, 1932 (Jazz-#388)

         The Scott Joplin masterpiece Maple Leaf Rag provides the point of departure for an exciting, frenetic performance by a combo simply billed on the record label as the New Orleans Feetwarmers, but, in fact, a powerful showcase for Sidney Bechet on soprano sax.73 His supporting cast features his frequent trumpet partner, Tommy Ladiner, plus Teddy Nixon (trombone), Henry Duncan (piano), Wilton Myers (string bass), and Morris Morand (drums). This session included another renowned performance on I Found a New Baby. When times in the music business got tough, Bechet and Ladiner set up a tailor shop together in Harlem, until Bechet returned to music to join Noble Sissle’s band from 1934 to 1938 and then striking out on his own. After a drum fanfare, Bechet cuts loose with the brass riffing behind him, Duncan takes two stride choruses, and (describes John Edward Hasse), “all three horn players improvise simultaneously, in the classic tradition of New Orleans polyphony. In each successive chorus, as he swoops and soars over the harmonies, Bechet departs more and more from Joplin’s tune to generate meteoric melodic invention.”74 When the record was reissued on Bluebird, the July 1938 Down Beat noted: “Only Bechet has been able to achieve such brilliant hot intonation from this instrument; his phrasing is that of a master.”

         
            November 8, 1932: Franklin D. Roosevelt is elected President.

         
            
            Willow Weep for Me (1932)—Paul Whiteman and His Orchestra (written by Ann Ronell) 

         Victor 24187

         Recorded on November 17, 193275; Pop Memories debut on December 17, 1932 (reached #2) (APS)

         Ann Ronell composed an opera, a ballet, the hit song Who’s Afraid of the Big Bad Wolf? from the 1933 Disney cartoon Three Little Pigs, later scored several films, and finally, became the first woman to conduct soundtrack music. Her most lasting musical contribution was the ballad standard Willow Weep for Me. “It is an exceptional song,” declared Alec Wilder in American Popular Song. The song has a “unique” chorus, and “not until the fifth measure does it bother with harmony. And then the accompaniment moves into double time and out again the next measure. This is one of the few examples of a shift in rhythm I’ve ever seen in a piano part.”76

         James R. Morris notes that while such changes of rhythm were not uncommon in instrumental jazz, they were so unusual in popular song that Ronell’s publisher initially balked at printing it as written. “The song is also harmonically inventive for its time, with frequent use of augmented chords and changes from major to minor modes which still sound fresh and attractive.”77 David Jenness and Don Velsey remark that the tune has a “very blueslike” chord progression.78

         Paul Whiteman’s orchestra, if not quite the monumental force it had been in the 1920s, remained one of the country’s most popular in 1932, with personnel including Andy Secrest (cornet), Bill Rank (trombone), Frank Trumbauer (C-melody saxophone), and Roy Bargy (piano). The vocalist on this performance is Irene Taylor (recently hired by Whiteman to succeed Mildred Bailey), who succeeds in carrying across the song’s bluesy elements in bending notes and playing with the rhythm. The arrangement is by Hawley Ades. One week after this performance, the band with Taylor rerecorded Willow as part of a three-song medley on an experimental LP recording by Victor.

         
            
            Brother, Can You Spare a Dime? (1932)—Rudy Vallee and His Connecticut Yankees 

         Columbia 2725

         
            Pop Memories debut on November 26, 1932 (reached #1) (NPR, RIAA)

         From a modern perspective, he seems a quaint and even amusing figure, but in his time Rudy Vallee was one of the titans of U.S. popular entertainment. Born Hubert Prior Vallee on July 28, 1901 in Island Pond, Vermont, he began playing the saxophone in his teens, formed his own band in 1921 while at the University of Maine (he later transferred to Yale), and worked with several other bands, one of which became the first to broadcast regularly on British radio while on a 1924 visit. After a 1927 stint with Vincent Lopez’s ensemble, Vallee formed the Connecticut Yankees the following year, and became an immediate star through radio broadcasts from New York’s Heigh Ho Club; his intimate vocal style made him the first vocalist to be dubbed a “crooner.” This stardom carried over to recordings starting in early 1929, first on Harmony and then on Victor, and also to movies (including his 1929 leading-man vehicle The Vagabond Lover) and Broadway. His 1930 recording of Stein Song (University of Maine) became one of the biggest hits of the era.

         When the E. Y. Harburg-Jay Gorner song Brother, Can You Spare a Dime? was introduced in the short-lived Broadway musical “Americana,” Vallee became one of the first artists to record the classic that would become the enduring anthem of Depression-era America, and his record was an immediate smash. Spoken announcements at the outset of a record went mostly out of style by 1910, but this is an exception. “This is Rudy Vallee again, singing a song out of character,” he proclaims before the song begins. Vallee’s gentle vocal style was not nearly as well suited to the intense material as that of Bing Crosby, whose stirring recording of the narrative ballad for the Brunswick label became definitive. But Vallee’s rendition was, nonetheless, distinguished in its own right, with an appropriately dramatic band arrangement.

         
            
            Toby (1932)—Bennie Moten’s Kansas City Orchestra (written by Eddie Barefield & Buster Moten) 

         Victor 23384

         Recorded on December 13, 1932 (Jazz-#466)

         One of the greatest jazz recording sessions between 1925 and 1934 that did not involve either Louis Armstrong or Duke Ellington was surely the Bennie Moten band’s December 13, 1932 date for Victor in Camden, New Jersey (its final studio session). Among the ten tunes recorded that day, two are outright jazz classics—Moten Swing and Toby—and the others range from good to terrific (Prince of Wails and The Blue Room). Considering that the band members were at the tail end of a disastrous Eastern tour, and were so desperately hungry and short of money that they cooked rabbit stew on a pool table during the marathon session, the performances are all the more remarkable. On this day, writes Gunther Schuller in Early Jazz, “the Moten band not only cut ten sides which can only be described in superlatives, but inaugurated a conception of orchestral jazz distinct from [Fletcher] Henderson and the Eastern axis, a conception moreover which was to bypass the inherent stylistic hazards of the Swing Era and provide at least one of the routes leading to modern jazz and bop.”79

         
            Toby is a variation on the 1920s standard Sweet Sue (with, Schuller notes, one riff borrowed from the Casa Loma Orchestra’s Casa Loma Stomp). “The drive and energy evident from the beginning are sustained throughout at this fast tempo, and the pacing of the arrangement—the way these riffs build one to the next—is outstanding. Composer-arranger Eddie Barefield sensed just what to write, where to place it, whom to let solo, when, and for how long. And the band knew how to play it all.” The featured soloists include pianist Count Basie (who would take over the remnants of the band when Moten died),80 Eddie Durham (guitar and later trombone), Walter Page (string bass), Ben Webster (tenor sax), and Barefield (clarinet). It all builds relentlessly to a big flag-waving finish, with not a hint of the ragtime influence that had dominated the band’s 1920s records.

         
            1932: Industry-wide record sales this year plummet to six million, down 94 percent from the high point of 104 million in 1927, and record sales income is an anemic $11 million. Only forty thousand phonographs are sold, versus 987,000 in 1927. 1933 will be even worse, until a slow recovery begins by early 1934.

         
            
            Hawaiian Love (1933)—Noi Lane’s Hawaiian Orchestra (written by Joseph Lopez) 

         
            Victor 24306 

         Recorded in Hollywood on February 22, 1933

         Dick Spottswood cites this performance as the first known recording of an electronically amplified guitar, or indeed of any electronically amplified instrument. Sam Koki is the lead guitarist (on the so-called “frying pan” guitar), and it’s a lovely waltz performance with flavorful playing that runs throughout the performance. The same session also included the band’s fine fox-trot Hawaiian Ripple, also with amplified guitar front and center. It would not be until 1935 that the electric guitar became a familiar presence in country music, through Bob Dunn with Milton Brown’s Musical Brownies, and Leon McAuliffe with Bob Wills and His Texas Playboys. These guitar wizards set the stage for Charlie Christian, T-Bone Walker, and the guitar heroes to follow.

         
            
            Theme from “King Kong” (1933)—Max Steiner 

         Film premiere on March 23, 1933 (AFI-#13)

         Max Steiner had built a reputation as an arranger and orchestrator of musical comedies in London (starting in 1907) and Broadway (dating back to 1914) when he came to Hollywood in 1929. His early assignments as film composer included Symphony of Six Million and Katharine Hepburn’s screen debut, A Bill of Divorcement. And then came King Kong, the film that transformed popular concepts of horror films for its feverish dream vision achieved not only through its immediately legendary (if rudimentary by modern standards) special effects but also through its psychologically rich script, intense performances, and Steiner’s brilliant score. He later recalled: “It was made for music. It was the kind of film that allowed you to do anything and everything, from weird chords and dissonances to pretty melodies.” Producer Merian Cooper gave him creative freedom and a budget of $50,000 to record the score with an 80-piece orchestra. Tony Thomas remarks that “it was worth every penny because it is his score that literally makes that film work. As soon as the audience hears that three-note theme—those three massive, darkly orchestrated chords—it knows it is in for a fantastic experience. The score accents all the strangeness, mystery, and horror in the story,” hinting at not only the monster’s frightfulness but also his streak of tenderness and compassion. “The music is the voice for the doomed brute.”81 Merwyn Cooke calls it the film that “almost single-handedly marked the coming-of-age of nondiegetic [sound which emanates from a source outside the screen] film music; it established a style and technique of scoring that was not only much imitated during the Golden Age, but continues to be reflected in mainstream narrative scoring practices to the present day.”82

         
            
            Stormy Weather (1933)—Leo Reisman and His Orchestra (vocal by Harold Arlen) 

         
            Victor 24262 

         Recorded on February 28, 1933; Pop Memories debut on March 25, 1933 (8 weeks at #1)83

         In one of the great one-two punches of 1930s pop music, Leo Reisman’s orchestra followed its massive chart-topping success in the winter of 1932–1933, thanks to Cole Porter’s Night and Day (vocal by Fred Astaire, who had introduced the classic on Broadway) with another blockbuster: the timeless ballad Stormy Weather, with vocal by the song’s composer, Harold Arlen. Arlen had a moderately busy side career as a singer during the 1926–1934 period, and by this time was performing mainly his own songs, including Let’s Fall In Love, Ill Wind, and As Long As I Live (all recorded in 1934). This was his second recording with the Boston-born Reisman’s orchestra; the society bandleader was a friend. During the early 1930s, Reisman’s band served as the house orchestra for the Central Park Casino, from which he broadcast weekly shows for Fleischman’s yeast and Pond’s cold cream. His guest vocalists included jazz chanteuse Lee Wiley, and Arlen.

         Arlen and lyricist Ted Koehler wrote Stormy Weather for the annual Cotton Club Parade, in which it was unforgettably introduced by Ethel Waters. Excited by the song’s possibilities, Arlen (as related by biographer Edward Jablonski) showed it to Reisman well before opening night. “One look at Stormy Weather galvanized Reisman into preparing an arrangement for his band” in time for his next recording session, five weeks before the song’s Cotton Club premiere on April 6. Victor rushed the recording (with Astaire’s vocal on the obscure Irving Berlin tune Maybe It’s Because I Love You Too Much on the B side) into stores as quickly as possible.84 As a result, the Reisman-Arlen disk was already a smash by the time Brunswick was able to release Waters’ record in May. Ethel couldn’t be too upset, because the advance success of the song helped make the Cotton Club show a nightly sellout, and her own record also did well.

         The Reisman version offers a more sedate approach to the torch ballad than we’ve generally heard in subsequent years; Arlen’s vocal is soft and pleasant while a far cry from Waters’ powerful treatment. But the song’s great beauty carries the performance, opening with a violin solo backed by the band, then the horn section carrying the melody, and another violin snippet before the composer/singer enters.

         
            March 9: New York premiere for “42nd Street,” one of the greatest early movie musicals. Its success is rivaled only by that of “Gold Diggers of 1933” (released on May 27).

         
            
            Sophisticated Lady (1933)—Duke Ellington and His Famous Orchestra 

         Originally recorded for Columbia 35837 on February 15, 1933; classic version for Brunswick 6600 on May 16, 1933; reached #3 in Pop Memories (Jazz-#269)

         Many early Duke Ellington classics found their starting points in improvised solos by the band’s brilliant musicians during rehearsals, and Duke based one of his most beloved ballads, Sophisticated Lady, on some inspired “fooling around” in the dressing room by trombonist Lawrence Brown (who came up with the opening eight bars) and saxophonist Otto “Toby” Hardwick (who designed the release); trombonist Joe Nanton also contributed to the first “draft” of the piece. The original February version for Columbia is excellent, but still better is the impeccable Brunswick rendition three months later (on the flip side of the band’s hit version of Stormy Weather), made shortly before the band’s first trip to Europe. Brown and Barney Bigard (clarinet) have featured solos in the opening section; Ellington and Hardwick take sixteen bars each in the second chorus, and Hardwick’s alto solo became his most renowned. The Columbia recording credits Brown and Hardwick as coauthors, along with the band’s manager/publisher Irving Mills. But in a standard practice for the time, Duke offered the musicians a flat payment of $15 each for their rights to the song, and both accepted. Terry Teachout notes that by the time the song was copyrighted and published, “their names had vanished from the credits, never to be seen again.”85 After the tune acquired lyrics by Mitchell Parish, its most celebrated version came in 1956 by Rosemary Clooney with the Ellington orchestra.

         
            
            Stormy Weather (1933)—Duke Ellington and His Famous Orchestra 

         Brunswick 6600

         Recorded on May 16, 1933

         The Duke Ellington orchestra was featured in the Cotton Club Parade of 1933 that introduced the world to Stormy Weather, and it was given the opportunity to record the first instrumental version of the Harold Arlen classic. It became a smash while the vocal performances by Ethel Waters (who sang it at the Cotton Club backed by Duke’s men), and the Leo Reisman/Arlen disk also reigned atop the charts. The flip side of the Ellington record was no less than Sophisticated Lady.

         In good times, a band that had a widely broadcasted radio program could rely on that as a good source of income, but this was not true in the desperate straits of the early 1930s. The Ellington band was not paid a dime for all its broadcasting from the Cotton Club in 1932. And since few people were buying records, that meant Duke and his men had to hit the road for live concert dates just to eke out a living. In February 1940, closing out his contract with Columbia before moving to Victor, Ellington remade Stormy Weather, this time with vocal by Ivie Anderson.

         
            
            I Never Will Marry (1933)—Carter Family 

         Bluebird 8350

         Recorded on June 17, 1933

         The Carter Family’s marathon sixteen-song recording session of June 17, 1933, which featured the magnificent Gold Watch and Chain and their original (but unissued) version of Will the Circle Be Unbroken, included the beautiful but deeply melancholy ballad I Never Will Marry. An adaptation of a traditional British ballad, it had never been recorded before this splendid performance. Published in 1940 by H. M. Belden in Ballads and Songs Collected by the Folk-Lore Society of Missouri, and later by G. Malcolm Laws, Jr., in American Balladry from British Broadsides, it would be revived by many artists, including the Bailey Brothers (1947), the Country Gentlemen (1958), and (most appropriately) the Carter Sisters with Mother Maybelle.86 Recorded shortly after the breakup of the marriage between A. P. and Sara Carter, this is a tale of suicidal despair over lost love: “I never will marry, I’ll be no man’s wife / I expect to live single all the days of my life. … The shells in the ocean shall be my death bed / The fish in deep water swim over my head. …”

         
            July 5: John A. Lomax and his son Alan begin their historic series of Southern field recordings for the Library of Congress and its Archive of American Folk Song.

         
            
            The Crawdad Song (1933)—Lone Star Cowboys 

         Bluebird 6052

         Recorded in Chicago on August 5, 1933

         “You get a line and I’ll get a pole, honey / You get a line and I’ll get a pole, babe / You get a line and I’ll get a pole, and we’ll go down to the crawdad hole. …” The television generation knows this endearing Southern ditty best from seeing Andy and Opie sing it on The Andy Griffith Show. Frank C. Brown’s North Carolina collection uncovered the song in 1919; Cecil Sharp’s English Folksongs of the Southern Appalachians included a related tune, Craw-Fish Man.87 Vance Randolph (Ozark Folksongs) collected a version of the song in Missouri in 1926 under the title Sweet Thing (“Oh, what will you do when the pond goes dry, sweet thing? / Set on the bank an’ watch the crawdads die, sweet thing. …”); four years later, Josiah H. Combs (Folk-Say: A Regional Miscellany) reported a Kentucky variant. Peter Muir, in his 2004 doctoral dissertation Before ‘Crazy Blues’: Commercial Blues In America, 1850–1920, cited a melodic connection between Crawdad Song and the folk classic Sugar Baby, a venerable favorite in the Southern mountains that may be at least distantly related to the eighteenth-century British ballad The Lass of Roch Royal.88

         The tune was first recorded in 1929 by the duo of Honeyboy and Sassafrass as Krawdad Song for Brunswick.89 The Lone Star Cowboys—consisting of Leon Chappelear and the Attlesey brothers—turned in this loose, playful rendition with Homer and Jethro-like banter and fine playing to match. Bluebird waited until October 1935 to release it, while in the meantime they issued a November 1933 rendition under the title You Get a Line and I’ll Get a Pole by the Girls of the Golden West.

         
            
            Home On the Range (1933)—Bing Crosby (lyrics by Bruce Higley, music by Dan Kelley) 

         Brunswick 6663

         Recorded on September 27, 1933

         John Lomax introduced us to the touching Western poetry of Home On the Range when he collected it for his 1910 book Cowboy Songs, and Other Frontier Ballads.90 Lomax thought the song was in the public domain, but it turned out that the husband-wife songwriting team of William and Mary Goodwin of Tempe, Arizona, had registered the copyright for a song they called “An Arizona Home” in 1905, with the familiar introduction: “Oh, give me a home where the buffalo roam” and a chorus of “A home! A home! Where the deer and the antelope play.” The tune was published by the St. Louis firm Balmer & Webber, and it changed hands a few times before it was acquired and copyrighted by Ralph Peer’s Southern Music Corporation. After a sheet music arrangement was published, early hillbilly recordings were made by Vernon Dalhart (1927), singing cowboy Ken Maynard (1930), and Carson Robinson and Frank Luther (1932), among others.91

         Still, the song remained relatively obscure, until Franklin D. Roosevelt was quoted as saying it was his favorite song, and on the night of his election a group of reporters sang it on FDR’s doorstep. Interest in the song exploded, Bing Crosby’s recording was a success (by Great Depression standards, at least), Gene Autry sang it on radio, and Kay Francis sang it to Edward G. Robinson in the film I Loved a Woman. This flurry of activity led the Goodwins in early 1933 to write to Peer, claiming to be the song’s true authors. In June 1934, Peer’s company filed suit against twenty-nine defendants who’d made commercial use of the song. Finally, a copy of the Kirwin, Kansas Chief from February 26, 1876 surfaced with the poem “Western Home” by a Dr. Bruce Higley on the front page; in most respects, the words are the ones we know, but without the chorus or the phrase “home on the range.” Affidavits were collected from Higley’s surviving friends attesting that he’d written the words, which were soon put to music by another local, Dan Kelley. The two men were officially credited with the song, and the Peer lawsuit collapsed. As Peer biographer Barry Mazor notes, the song didn’t really take off until after the chorus evolved into the catchier “Home, home on the range.”92

         Crosby was comfortable with Western-themed songs, as he would prove many times in the years to come, and his recording is an absolute gem.93 Slow and lovely, it conveys a sense of reverence that perfectly suits the lyrics’ awe and wonder at the splendor of the open western skies and landscape. Crosby biographer Gary Giddins: “Not until Bing sang it … was the song embraced as a national hymn.”94

         
            
            Dance of the Octopus (1933)—Red Norvo 

         Brunswick 6906

         Recorded in New York on November 21, 193395 (Jazz-#436)

         Great jazz can be dangerous to your economic well-being. That was the lesson learned by Red Norvo, who, as a struggling young musician in the depths of the Depression, lost his record contract over the recording of the avant-garde Dance of the Octopus.

         Xylophone wiz Norvo (born Kenneth Norville on March 31, 1908 in Beardstown, IL) was slowly earning a reputation in the jazz world in 1933, having recently played with Paul Whiteman’s orchestra and married singer Mildred Bailey. The Depression caused nearly all record labels to emphasize soothing sweet-band styles and ballad or novelty vocals over the hot jazz that had risen to the fore in the late 1920s. So when Norvo composed the innovative Dance of the Octopus, he knew he was taking a chance. He surreptitiously slipped into the Brunswick studios at midnight under John Hammond’s supervision with Benny Goodman (on bass clarinet here), Dick McDonough (guitar), and Artie Bernstein (string bass) to record this quasi-classical piece with a chamber-music feeling; at the same wee-hours session, they also recorded a suitable companion piece, Bix Beiderbecke’s In a Mist.

         Richard Sudhalter describes a recording he calls “a marvel”: “Its opening bars evoke a striking visual image, Jules Verne’s 20,000 Leagues Under the Sea set to music; Goodman’s bass clarinet trills ominously while the marimba-xylophone introduces a four-mallet vamp. … By drawing a felt-covered pick across his strings behind the bridge, McDonough meanwhile produces the effect of suffused light, glimpsed fitfully through stygian darkness.” The record “then opens out into an essay rich in thoughts, a musical octopus whose tentacles seem to reach in all directions at once.”96 Gunther Schuller declared: “It is certainly the most advanced composition of the early thirties, falling almost outside the realm of jazz.”97

         Shortly thereafter, writes Sudhalter, Norvo was summoned to the office of Brunswick head honcho Jack Kapp, who told him, “I couldn’t sell five of those records”—and proceeded to tear up his contract and hand him the pieces. Back home and in a state of shock, Norvo flung into the fireplace other compositions he had planned to record—including the original manuscript for Dance of the Octopus, with a second theme that had to be left off the record due to time limitations. When Mildred saw what he was doing, she tried to retrieve the pages from the fire, but it was too late.

         Norvo rebounded from this dark moment to build an enduring career with an admired late-1930s band featuring Mildred’s vocals, and subsequent work with artists ranging from a new Benny Goodman Quintet to Frank Sinatra in the 1950s.

         
            
            Daybreak Express (1933)—Duke Ellington and His Orchestra 

         Victor 24501

         Recorded on December 4, 1933 (Jazz-#450)

         Duke Ellington loved few things more than traveling by train—a good thing, as he spent a vast amount of time on rail lines throughout his long career. Daybreak Express delightfully uses the band to convey the sounds and rhythms of a steam locomotive from its departure to the conclusion rolling into the station. The composition is built, in part, on the chord structure of the main strain from the venerable Tiger Rag, but transformed. In The Swing Era, Gunther Schuller calls this recording an “astonishing, virtuoso tour de force.” Beginning with its depiction of the train gradually gathering momentum, once the train reaches express speed, Ellington offers “a variety of locomotive imitations, from the click of the tracks and chug of the engine to the wailing train whistle. (Albert Murray described the sound of this record as exceptionally created “railroad onomatopoeia.”) As the train flies across the landscape, mighty parallel chords, filled out with [trumpeter Cootie Williams’] growls and [clarinetist Barney Bigard’s] high-note wails, lead to a chromatically descending progression which [saxophonist Otto Hardwick] embellishes with breathtaking cascading eighth-note arpeggio figures.” Finally, the train slows and enters the station, with trumpeter Freddy Jenkins emulating the wheezing of the steam engine as it comes to a halt. “Daybreak Express was a landmark not only as a technical performance … but as a stunning lesson in the capacity of the jazz medium to equal or better anything that was being done in classical program music—and in Ellington’s case with an orchestra of only fourteen!”98

         
            December 5: With the ratification of the 18th Amendment to the Constitution, Prohibition comes to an end. The event is “hailed as a life saver” by the music industry.99
            

         
            
            Brown’s Ferry Blues (1933)—Delmore Brothers 

         Bluebird 5403100

         Recorded in Chicago on December 6, 1933 (C&W-#193, HBN-#294, Blues-#367)

         Alton and Rabon Delmore, born the sons of tenant farmers in Elkmont in the hills of northeast Alabama (Alton on December 25, 1908 and Rabon on December 3, 1916), grew up in a musical family; their uncle W. A. Williams was a well-known gospel songwriter. They began performing on radio in 1932, and made an immediate impression with their skills as songwriters, their beautiful harmonies, and their ability to move smoothly from gentle ballads to blues to up-tempo numbers. The Delmores were hired as performers on the Grand Ole Opry in spring 1933, were soon receiving more fan mail than anyone on the show other than Uncle Dave Macon, and that December traveled north to Chicago to record seventeen songs for RCA’s Bluebird label. Brown’s Ferry Blues is an original, gently bawdy blues (“two old maids playin’ in the sand / Each one wishin’ the other was a man”) that takes its name from a site on the Tennessee River. Both brothers were gifted guitarists, and the deft finger picking here adds to the number’s appeal. Although the song is one of the Delmores’ trademark numbers, their occasional musical cohorts Sam and Kirk McGee also claimed partial authorship.101 The record was such a hit that the Delmores did a comparably strong sequel in 1935 with new verses to the same melody, Brown’s Ferry Blues #2. A decade later, when the Delmores teamed with Grandpa Jones and Merle Travis for an all-star gospel quartet, the group was called the “Brown’s Ferry Four.”

         
            
            January 26, 1934: Harlem’s legendary Apollo Theater opens at 253 West 125th Street, to become one of the foremost venues for black entertainers for decades thereafter.

         
            
            Blues Before Sunrise (1934)—Leroy Carr 

         Vocalion 02657

         Recorded on February 21, 1934 (Blues-#162)102

         Described by W. K. McNeil as “deceptively simple poetry,” this record was one of the Indianapolis-raised Leroy Carr’s last great blues successes a year before his death at just twenty-nine.103 Carr’s refined vocal and piano are accompanied, as always, by Scrapper Blackwell on guitar. “He, perhaps more than any other single artist, was responsible for transforming the rural blues patterns of the ’20s into the more city-oriented blues of the ’30s,” observed Francis Smith. Carr’s high-pitched voice was unremarkable, but Arnold Shaw remarks that “his great forte was in creating a mood, especially of longing and loneliness.” While some critics found his keyboard board merely functional, Shaw declares that “he was possibly the first impressive blues pianist.”104 The carefully crafted lyric illustrates Paul Oliver’s view of Carr as perhaps “the first self-conscious blues poet.”105 Robert Johnson’s Kind Hearted Woman was directly inspired by this Carr classic. Tony Russell noted that in performances like this, “he conjured up the image of a doubtful lover, brooding over an empty coffee cup and a brimming ashtray as dawn comes up on bluesville’s rain-streaked streets. With his gentle touch on the piano he created a mood of ambiguity.”106

         
            February 23: Frank Capra’s “It Happened One Night” premieres.

         
            
            Alexander’s Ragtime Band (1934)—Boswell Sisters 

         Brunswick 7412

         Recorded on May 23, 1934; Pop Memories debut on April 20, 1935 (reached #9); reissued on Vocalion 4239, chart debut on August 6, 1938 (reached #4)107

         New Orleans-raised Connie, Martha, and Helvetia “Vet” Boswell, after being signed by Jack Kapp to Brunswick Records in early 1931, made a remarkable series of approximately seventy-five recordings over a six-year period. The Boswells were, according to Will Friedwald in Jazz Singing, “the greatest of all jazz vocal groups.”108 Richard Sudhalter: “It is no exaggeration to say that the Boswell Sisters’ treatments of popular song material extend far beyond anything covered by the simple term ‘arrangement.’ On record after record, they fragment, alter, reharmonize, recompose, interpolate, free-associate their way into a concept which in the context of the early 1930s had no name—and had the power to terrorize such conservative listeners as Jack Kapp.”109 Connie was the primary force in devising the vocal arrangements, and Glenn Miller helped construct most of the equally splendid instrumental charts. The sisters’ treatment of Irving Berlin’s Alexander’s Ragtime Band is one of the best vocal versions of the standard, with a fabulous ensemble, including Bunny Berigan and Manny Klein (trumpets), Tommy Dorsey (trombone), Jimmy Dorsey (clarinet/alto sax), and Dick McDonough (guitar). When Twentieth-Century Fox came out with its World War I–era musical Alexander’s Ragtime Band starring Tyrone Power and Alice Faye in 1938, the Boswells’ version was reissued with great success.110

         
            
            Jim Crack Corn (Blue Tail Fly) (1934)—Sons of the Pioneers 

         Recorded in 1934 as radio transcription for the Standard Recording Company

         Best known under the title Blue Tail Fly, this venerable American folk standard was first published in 1846 as De Blue Tail Fly (minus the “Jim crack corn” refrain); four years later, it was included along with a separate listing for Jim Crack Corn in a book of Christy’s Minstrels songs based on Negro origins; apparently, the two songs were soon joined together as one.111 It was a “coded protest” song in which slaves could fantasize about the death of their white master, and freedom, buried beneath the facade of a seemingly carefree ditty.112 The song related how a blue tail fly bit the pony on which the slaveowner was riding (with the slave trailing behind). “The pony run, he jumped, he pitched / He threw my master in the ditch / And when he died the juries asked why / I blamed it on the blue tail fly.” Eric Lott: “What, in fact, but the slave’s own ‘negligence’ kills his master?” The “jubilance” at the conclusion “conveys the song’s sense of its own mischievousness.”113

         
            Although Burl Ives repopularized the song as a twentieth-century folk favorite with his Decca recording around 1946, perhaps the best recorded version was by the Sons of the Pioneers. Done (on a 12-inch transcription disk for exclusive use by radio stations and not for sale) the same year as their classic Tumbling Tumbleweeds, it features the peerless harmony vocals of Leonard Slye (later known as Roy Rogers), Bob Nolan, Tim Spencer, and Hugh Farr, with Farr’s fiddle especially prominent.114 “Jimmy crack corn and I don’t care, the master’s gone away. …”

         
            
            The Very Thought of You (1934)—Ray Noble and His Orchestra, vocal by Al Bowlly 

         Victor 24657

         
            Pop Memories debut on July 7, 1934 (5 weeks at #1)115 (Trad-#151, Jazz-#241)

         One of the best-remembered ballads of the 1930s, The Very Thought of You was written and introduced on record by bandleader Ray Noble. Born in Brighton, Sussex, England, on December 17, 1903, Noble began writing songs while in school in the 1920s, specialized in music at Cambridge University, and after a brief 1929 stint as an arranger with Jack Payne’s orchestra, was appointed musical director of HMV (“His Master’s Voice,” the British arm of Victor Records). For five years with the New Mayfair Orchestra, HMV’s house band, Noble (observe Phil Hardy and Dave Laing) “produced the smoothest sounding dance music in Britain,” and he soon became the first British bandleader to achieve success in the United States. (The New Mayfair Orchestra was not an actual working band outside the studio, but instead used some of the top musicians from various English bands.) In September 1934, The Metronome called him “perhaps the most imitated of any maestro in the world.” Lady of Spain (1931) was his first U.S. hit record. Good Night, Sweetheart (1931) was his first big original composition in the United States, although he didn’t have the big record. After his ballad Love Is the Sweetest Thing (1933), he soared still higher a year later with The Very Thought of You, with the vocal—as on all Noble recordings of this era—by the enormously popular Al Bowlly.116 “I see your face in every flower, your eyes in stars above. …”

         
            August 4: Decca Record Co. is established as the U.S. branch of the British label under the leadership of Jack Kapp. It will become a major force with such stars as Bing Crosby and Louis Armstrong, helping to revive the Depression-battered industry, thanks in part to pricing all its 78’s at just 35 cents.117 118
            

         
            
            Les Blues de Voyage (Traveling Blues) (1934)—Amede Ardoin and Dennis McGee 

         Bluebird B-2189

         Recorded on August 8, 1934

         Among all of the great French Cajun singers in Bayou country, none was more emotionally expressive than Amede Ardoin, and his voice and accordion were always shown off to best advantage when teaming with fiddler Dennis McGee. Michael Doucet notes that in addition to the power of his vocals, his accordion playing “effortlessly executes difficult passages including triplets, syncopated beats, and octave intervals, while building improvised choruses with graceful facility and forceful ingenuity.”119 This performance is from his first session since November 1930. (Cajun and other ethnic music artists were allowed to make precious few recordings during the depths of the Depression from 1931 to early 1934.) His girl is displeased with him, and he’s all alone and penniless. “Oh, where will I make a new start?” Marc Savoy marveled: “What Amede did with musical notes and rhythm, Shelley, Byron, Frost, etc. did with words and rhyme.”120

         
            
            Mundo Enganoso (Deceptive World) (1934)—Lydia Mendoza 

         Bluebird B-2274

         Recorded in San Antonio on August 10, 1934

         
            Mundo Enganoso, a bolero cancion (a song in the moderate 3/4 tempo associated with the Spanish-derived bolero dance), finds  Mexican-American artist Lydia Mendoza unfolding a male-perspective narrative of a life that has drifted into misfortune. The narrator is “treated like a nobody,” and even friends offer no comfort. “Now I realize the truth, that in this world nothing is real or true.” Bidding farewell at the end, she warns: “Death will come to us all and make us equal,” and anyone else could face the same sad fate. This session came slightly over four months after her historic solo debut date that included Mal Hombre. Lydia’s command of the twelve-string guitar, making her a counterpart to Maybelle Carter as a female instrumental role model, is well displayed in this solo performance. It’s included in the Folklyric/Arhoolie collection “Lydia Mendoza, Part 1: The First Recordings, 1928–1938.” “I don’t know why it is, but when I sing a song, I’m really in the song,” she explained four decades later. “When I’m singing a song with a lot of sentiment … my soul feels that song. And if it’s about rejection, the same thing. I live the song I’m singing.”

         
            August 14: The Social Security Act is passed by Congress, the most enduring element of Franklin Roosevelt’s New Deal.

         
            
            Stratosphere (1934)—Jimmie Lunceford and His Orchestra 

         Decca 299

         Recorded on September 4, 1934 (Jazz-#453)

         As evidenced by its 1934 classic Jazznocracy, the Jimmie Lunceford band was performing material that seemed ahead of its time before the Swing Era reached full flower, and a prime example is the Lunceford original that Gunther Schuller calls “astonishing” and “startlingly innovative,” Stratosphere. Described in his The Swing Era as basically a D minor composition, it takes “surprising harmonic turns,” runs through “quick shifting, colliding parallel chords,” and “finally a wild, almost atonal ending.” The performance includes passages that “probably would have been impossible for most other ensembles to bring off.”121 Lunceford biographer Eddy Determeyer writes that this was the kind of performance that the band’s audience “drank in breathlessly: full of unexpected turns, tempo shifts, percussive effects, crescendos, four-tone clusters, bitonal harmonies, and contrasts.”122 Because it was so experimental for its time, Stratosphere received relatively little recognition until years later; Schuller suggests that it foreshadowed the modernist recordings that Stan Kenton and Boyd Raeburn made in 1946 and thereafter. The featured soloists are Willie Smith (clarinet/alto sax) and Joe Thomas (clarinet/tenor sax).

         
            
            Old Original Kokomo Blues (1934)—Kokomo Arnold 

         Decca 7026

         Recorded on September 10, 1934 (Blues-#163)

         James “Kokomo” Arnold’s first session for Decca produced one of the most remarkable double-sided hits in blues history: this song (which was named after a brand of coffee, and loosely based on fellow guitar whiz Scrapper Blackwell’s 1928 tune Kokomo Blues) and the classic reverse side, Milk Cow Blues. Robert Johnson, who drew heavily on Arnold’s work, borrowed the melody of this song two years later for Sweet Home Chicago. Robert Santelli writes that Arnold’s bottleneck guitar style, as heard here, “influenced an entire generation of slide guitarists.” Playing left-handed, “he raced his right hand up and down the neck of his guitar as if creating ferocious clusters of notes and phrasings was a prerequisite.”123 His voice was also wide-ranging, featuring a sharp falsetto. Arnold left music after 1938, and he turned aside invitations to play again until his death in 1968.

         
            
            Wrappin’ It Up (1934)—Fletcher Henderson and His Orchestra 

         Decca 157

         Recorded on September 12, 1934

         Months before Fletcher Henderson began providing a long series of classic arrangements for Benny Goodman in 1935, the pianist-composer made one of the most indelible recordings with his own orchestra, the smoothly swinging Wrappin’ It Up. In liner notes for the Smithsonian’s Collection of Classic Jazz, Martin Williams praised Henderson’s intricate call-and-response patterns. In the introduction, the brass section “states a kind of jazz fanfare, the saxophones respond, and a brief discourse between the two sections follow.” Then, in the opening chorus, it is the saxophones that state the main theme, with punctuating responses by the horns. After a striking solo by alto saxophonist Hilton Jefferson in the second chorus, Henry “Red” Allen offers a fiery trumpet solo opening the third chorus, leading into the exciting finale. Also in the ensemble are Buster Bailey (clarinet/alto sax) and newcomer Ben Webster (tenor sax). Wrappin’ It Up (sometimes known as “The Lindy Glide”) was recorded immediately after another Henderson classic, Down South Camp Meeting. Biographer Jeffrey Magee remarks that the two performances “represent Henderson’s masterworks for big band”; this number, with its “cyclical” structure presenting a single thirty-two-bar theme with three variations, foreshadows the approach of the impending Swing Era.124 Goodman’s band also did a fine version by using Henderson’s arrangement in 1938.

         
            
            Rock Island Line (1934)—Kelly Pace and Group 

         Recorded for Library of Congress on c. October 5, 1934125 (Blues-#355)

         
            
            Rock Island Line (1937)—Huddie Ledbetter (Leadbelly) 

         Recorded for Library of Congress on June 22, 1937 (Folk-#132, Blues-#286)

         One of the greatest of all train songs, Rock Island Line was introduced to the world by Kelly Pace, a twenty-one-year-old prisoner at the Cummins State Farm in Gould, Arkansas, leading a group as recorded by John Lomax. It’s a terrific performance using a call-and-response arrangement. Lomax came to Cummins after recording material at prisons in Pine Bluff and Tucker, Arkansas, and it proved a spectacularly successful visit. Huddie Ledbetter (Leadbelly) personally witnessed the performance (after release from prison, he served as Lomax’s driver for this field expedition), and Leadbelly’s many renditions of the number (starting from his initial 1937 recording) made it a universally known folk standard.126 In 1939, Pace (still doing time at Cummins State Farm) recorded the classic original version of the Christmas favorite The Holy Babe, aka Children Go Where I Send Thee. The other members of his group here are Charlie Porter, L. T. Edwards, Willie Hubbard, Luther Williams, Napoleon Cooper, Albert Pate, and Willie Lee Jones.

         The railroad line that inspired the song was originally the Chicago and Rock Island Railroad, which began carrying passengers between Chicago and Rock Island, Illinois, in 1852, and it was combined with the Pacific Railway Company in 1880. The line expanded as far west as Denver and Santa Rosa, New Mexico; as far north as Minneapolis; and as far south as Galveston, Texas, and Eunice, Louisiana (Chicago was its easternmost site). The Rock Island jointly operated the Golden State Limited (which reached Los Angeles) with the Southern Pacific Railroad from 1902 to 1968. On March 31, 1980, the Chicago, Rock Island, and Pacific Railroad ran for the last time.127 Stephen Wade reports that the song is rooted in a 1929 piece by Clarence Wilson, an engine wiper for the Rock Island in Arkansas, called Buy Your Ticket over Rock Island Lines. As others picked up the tune, the original verses fell away, but the essence of the chorus remained. Wade devotes a chapter of The Beautiful Music All Around Us: Field Recordings and the American Experience to Pace and Rock Island Line.128 “The Rock Island Line is a mighty good road / The Rock Island Line is the road to ride. …”

         
            
            On the Sunny Side of the Street, Parts 1 and 2 (1934)—Louis Armstrong (music by Jimmy McHugh, lyrics by Dorothy Fields) 

         French Brunswick 500491129

         Recorded in Paris on November 7, 1934130

         Ever since his years in Chicago nightclubs during the 1920s, Louis Armstrong had to deal with gangsters (his manager was associated with Al Capone), but they had never given him serious problems until July 1933, when mobsters threatened him repeatedly to the point where it appeared, writes biographer Laurence Bergreen, that “he couldn’t play anywhere in the United States without fearing for his safety.” So he set sail at month’s end for England; during his UK engagement, his lip split from the constant demands placed on it, requiring a four-month rest. On recuperating, he was off to Paris, and there he recorded some “astonishing” sides, including a jubilant rendition of the four-year-old standard On the Sunny Side of the Street. Harry Richman introduced the song in Lew Leslie’s “International Revue”; no one has ever done it like Louis.131

         
            
            Lost In a Fog (1934)—Coleman Hawkins 

         Parlophone R-2041 (later U.S. issue on Decca 18252)

         Recorded in London on November 18, 1934

         
         
            
               [image: ]

            
               Figure 3.2Coleman Hawkins. Library of Congress, Prints & Photographs Division, LC-USZ62-115385.
            

         

         At Coleman Hawkins’ first recording session after beginning his extended stay in Europe, he unleashed a performance that (suggests Rob Bamberger) can be considered a precursor to his immortal treatment of Body and Soul five years later. Restless and ready for a change after his 1923–1934 tenure with Fletcher Henderson’s band, the tenor saxophone great arranged in March 1934 with British bandleader and booking agent Jack Hylton for a European tour. The original plan was for just a brief leave of absence, but he would not return to the United States until 1939. Composer Dorothy Fields and lyricist Jimmy McHugh wrote Lost In a Fog specifically for the Dorsey Brothers Orchestra, which recorded it with vocal by Bob Crosby. The Hawkins session was divided between two small-combo performances and two splendid duets with pianist Stanley Black (the other: Fats Waller’s Honeysuckle Rose). The Hawk’s intricate exploration of virtually every melodic possibility contained within Fields’ composition is in a more relaxed and less dramatic style than his Body and Soul rendition that would stun the world, but it shows a similarly vast imagination. He’s wonderfully accompanied by Black, whose playing shows elements of Teddy Wilson (who actually would not achieve prominence until the following year).132

         
            
            Don’t Be That Way (1934)—Chick Webb and His Orchestra 

         Decca 483

         Recorded on November 19, 1934 (Jazz-#376)

         Soon after switching from Columbia to the new Decca label, Chick Webb and his ace composer-arranger Edgar Sampson came up with another furiously swinging classic to match their hit of six months before, Stomping At the Savoy. Like its predecessor, Don’t Be That Way is a riff number built on a simple chord structure, and with strong solos by Elmer Williams (tenor sax), Sampson on alto sax, and Reunald Jones (trumpet) plus a taut, powerful arrangement, it grabs hold of the listener and never lets go. Gunther Schuller and Martin Williams cite the way Webb as masterful drummer “underlines phrases, accents with his cymbals, and adds connective fills virtually throughout.”133 Gary Giddins: “Most of Webb’s records were in the [Fletcher] Henderson tradition, which massed reeds and brasses in antiphonal call-and-response. Yet the band’s audacious attack, primed by Webb’s prodding rhythms, rim-shot turnbacks, and explosive breaks, gave the arrangements a unique kick.”134 Benny Goodman’s smash 1938 cover version would be heard by a vastly larger audience, but for many jazz lovers the song will always belong to Webb.

         
            
            Le Valse de Gueydan (Jole Blonde) (1935)—Leo Soileau and His Three Aces 

         Bluebird B-2171

         Recorded in New Orleans on January 18, 1935 (World-#48, C&W-#180)

         One of the emblematic Cajun artists, Leo Soileau (born January 19, 1904 in Ville Platte, LA) had recorded about two dozen titles for Victor and Paramount from October 1928 to November 1929, until the Depression ended virtually all southern ethnic-music recording activities. Only the second Cajun artist to make records (after Joseph Falcon’s combo), Soileau had learned fiddle from his father and Cajun pioneer Dennis McGee.135 After more than five years away from the studios, the fiddler-vocalist—accompanied on record for the first time by his Three Aces—finally returned in January 1935 to cut eight titles. The last of the day, Le Valse de Gueydan, became one of the most famous Cajun performances of all.

         The history of the tune we know as Jolie Blonde began with Ma Blonde Est Parti by Amede Breaux, Orphy Breaux, and Cleoma Breaux on April 18, 1929; according to Cajun fiddler Wade Fruge, the waltz tune may date back some two hundred years. For his revised version, Soileau borrowed portions of Ma Blonde and also John Bertrand’s less well-known 1929 rendering of Valse de Gueydan (for Paramount), but in a different musical setting. In Ryan Brasseaux’ description, he “transformed the eerie ballad into a string band arrangement,” still a waltz but at a somewhat brisker tempo.136 The Three Aces are Floyd Shreve (guitar), along with two less firmly identified colleagues, Bill (Dewey) Landry (guitar) and Tony Gonzales (drums). Bill Malone calls this “the first recording of Jole Blon in the form now known,” employing the high-pitched wail that would become standard for the song, as well as the fiddle style that would become equally familiar for modern Cajun music.137 Brasseaux: “His shrill sustained vocal attack and sharp fiddle work provided the blueprint” for Harry Choates’ still more famous 1946 treatment of the classic.

         
         
            
            Under the Double Eagle (1935)—Bill Boyd and His Cowboy Ramblers (written by J. F. Wagner) 

         Bluebird 5945

         Recorded on January 27, 1935 (C&W-#259)

         Composed in 1902 by Austrian military bandmaster Josef Franz Wagner, Under the Double Eagle (Unter dem Doppelader) was one of the trademark marches of John Philip Sousa, who recorded it with his band on August 27, 1903 and several times thereafter.138 Like so many marches and ragtime pieces, the number made its way into hillbilly repertoire, and it was recorded by such artists as the Blue Ridge Highballers (1926), the Kessinger Brothers (1930), and Fisher Hendley and His Carolina Tar Heels (1933).139 For years, the classic instrumental was used as the second song (after Wildwood Flower) that young country guitarists learned to play, following the path laid here by Bill Boyd, the record that made it a standard. The Greenville, Texas-based Boyd was a longtime radio personality in Dallas on WRR, and appeared in some Hollywood cowboy films (but not to be confused with the actor who became known on screen as Hopalong Cassidy). This performance, featuring Boyd on guitar and Art Davis on fiddle—the tenth and final selection recorded at the Ramblers’ second session for Bluebird—remained in RCA Victor’s country music catalog for over forty years.140

         
            
            Taking Off (1935)—Milton Brown and His Brownies 

         Decca 5149

         Recorded in Chicago on January 28, 1935

         Electric steel guitar pioneer Bob Dunn had his most renowned solo showcase with the exciting instrumental Taking Off. Dunn had grown up with traditional string-band music in Oklahoma, and he first heard the steel guitar as played by a Hawaiian group that came to the area in 1917. During the next several years, he acquired a steel guitar, took lessons by correspondence with Hawaiian musician Walter Kolomoku, and first played professionally in 1927 with a group called the Panhandle Cowboys & Indians. From 1927 to 1934, he played with various groups on vaudeville tours and on radio stations in the Midwest and on the Mexican border.

         In late 1934, Dunn joined Milton Brown’s Brownies in Fort Worth, Texas, and January 28, 1935 was his first recording session with the band. Bill Malone recounts in Country Music, U.S.A.: “Dunn converted a standard round-hole Martin guitar into an electric instrument by magnetizing the strings and raising them high off the box. He then attached an electric pickup to the guitar, which in turn was connected to a Vol-U-Tone amplifier that Milton Brown had purchased in Mineral Wells, Texas.”141 Although he was not the first to play an electric guitar on record—that distinction belongs to Sam Koki of Noi Lane’s Hawaiian Orchestra in February 1933—this was almost certainly its first use on a country record. After Milton Brown’s death in 1936, Dunn would record the piece again with Roy Newman’s combo a year later. Robert Palmer: “Dunn played pedal steel like a modernist-leaning trumpeter: isolated bursts of notes, daring harmonic choices, unpredictable phrasing that could be jagged one minute and flow like honey the next.”142

         
            February 3: Martin Block, an announcer for WNEW in New York, broadcasts his first “Make Believe Ballroom” show, symbolizing radio’s suddenly growing use of commercially recorded music (as distinct from transcriptions) rather than live performers.143 The playing of records on the air had been rare until this point, with Al Jarvis in Los Angeles the first man to broadcast recorded music.

         
            
            El Dia que me quieras (The Day That You Love Me) (1935)—Carlos Gardel (music by Carlos Gardel, lyrics by Alfredo Le Pera) 

         Recorded for Columbia on March 19, 1935 (World-#39, GHF)

         Renowned as “the King of Tango,” singer-songwriter-actor Carlos Gardel was born on December 11, 1890 in Toulouse, France, and grew up in Buenos Aires, Argentina. He began his recording career in 1917, and by the late 1920s had achieved an international reputation. Featured in a number of films for Paramount in France and the United States, one provided the title of his most famous song, El Dia que me quieras. A love song in his customary tango rhythm, the ballad showcases his powerful, resonant baritone, with lush orchestration and a mid-song spoken recitation. The tune became an enduring standard with many subsequent covers, including a 1994 version by Luis Miguel that hit #1 on the Billboard Latin chart. Gardel was killed in a plane crash at the height of his fame just a few months after this recording.

         
            April 20: “Your Hit Parade” debuts on the NBC Red radio network, making weekly song countdowns a familiar tradition.

         
         
            
            Blue Skies (1935/1946)—Benny Goodman and His Orchestra 

         Bluebird 10680, recorded on June 25, 1935; new version on Columbia 37053, recorded on May 14, 1946 (chart debut on August 17, 1946, reached #9)144 (Jazz-#428)

         Soon after Fletcher Henderson was hired to write arrangements for the Benny Goodman orchestra, the band began its Let’s Dance radio program, a huge opportunity for a still fledgling organization. The show’s format required Benny to play numerous pop tunes and standards, and one of the first such numbers for which Henderson fashioned an arrangement was Irving Berlin’s Blue Skies. Bunny Berigan on trumpet is a particular standout on the wonderful 1935 instrumental recording. Henderson biographer Jeffrey Magee notes the arrangement’s “internal variations—melodic changes within as well as among choruses. No wonder it was one of Goodman’s favorites.”145 James Lincoln Collier praised Henderson’s opening with “staccato trumpets over the rhythm section, a device that allows a lot of air into the music and lets the sound of the rhythm section come through clearly.” Eleven years later, Goodman revisited Blue Skies with a relaxed, blues-inspired vocal by Art Lund, and solos by Benny and Lou McGarity (trombone); this version was included on the Smithsonian’s boxed set “Singers & Soloists of the Swing Bands.”

         
            
            King Porter (1935)—Benny Goodman and His Orchestra 

         Victor 25090

         Recorded on July 1, 1935; Pop Memories debut on September 15, 1935 (reached #10)

         The breakup of Fletcher Henderson’s orchestra in 1934 made available one of the greatest talents in early big-band jazz, and John Hammond hired Henderson to write arrangements for a Benny Goodman band that was still in its initial struggling period. He began by sending Benny some of the charts already in the Henderson book, and one of the first was King Porter Stomp, the Jelly Roll Morton classic that Fletch had recorded in 1928 (and twice more in 1932–1933). Goodman was thrilled. “He was just a marvelous arranger,” he recalled years later. “After I heard just one or two of his arrangements, I just couldn’t get enough of them. Each one was a little classic.”

         Having just been fired from New York’s Hotel Roosevelt Grill for playing hot music when management wanted it soft and sweet, the Goodman band entered the studio at a difficult moment, facing a coast-to-coast tour that, members feared, could be its last—but, in fact, would culminate in the triumphant engagement at the Palomar Ballroom (starting August 21) in Los Angeles that would later symbolize the full flowering of the Swing Era. The band’s performances that day of King Porter and Sometimes I’m Happy (its flip side) were, writes biographer Ross Firestone, “the first fully realized expressions of what Benny was trying to achieve. Fletcher’s orchestrations, with their gorgeous writing for the saxophone section, are played at just the right tempo with a relaxed self-assurance that reveals all their excitement and charm.” Drummer Gene Krupa is “solid as a rock as he drives the band forward and fills in behind the soloists in a kind of ongoing dialogue that both supports and inspires the other end of the conversation.” The remarkable trumpeter Bunny Berigan, who has two solos during the number, “is simply breathtaking, playing at the bottom of the horn and then at the top, now muted, now open, with the full, rich sound, deeply felt emotion and bottomless flow of ideas that characterize his best solo work. Benny himself almost bubbles over with delight on King Porter, placing his flawless technique at the service of a throaty, raspy sound that hints back to the clarinet players of his Chicago youth.”146 Gunther Schuller called the number’s big stomp section “the final classic call-and-response riff chorus, which was to become the single most influential ensemble idea in the entire Swing era.”147

         Henderson biographer Jeffrey Magee calls the number “a complete anomaly” in Goodman’s book, given both the age and the “stomp” nature of the piece. Henderson restored Morton’s trio melody to the foreground (a shift from most earlier versions), and the net effect of his changes provided “a shift in emphasis toward ensemble precision.”148 John Hammond was thrilled with the results, declaring in Melody Maker: “It is the first time, to my knowledge, that a large white orchestra has succeeded in capturing the attack and freedom of the best colored bands.”

         
            
            Summertime (1935)—Abbie Mitchell with George Gershwin and Orchestra 

         Mark 56 Records 667, recorded on July 19, 1935 (Trad-#102)

         Nearly three months before the October Broadway opening of George Gershwin’s folk opera Porgy and Bess, the composer persuaded William Paley, chief executive of CBS, to arrange for studio facilities to record excerpts from the score with members of the cast and full orchestra. Gershwin himself is on piano and directs the orchestra (with personnel unknown). Singer-actress Abbie Mitchell, who originated the role of Clara, sings the opening aria, Summertime (lyrics by DuBose Heyward), which would become one of the most beloved songs of the twentieth century. (Clara is a mother on impoverished Catfish Row, singing to the baby in her arms.) Born September 25, 1884 in New York City, Mitchell was married to the great composer Will Marion Cook, was featured in several of his musicals while still in her teens, and appeared in numerous U.S. and UK productions over the next three decades; Porgy and Bess was her final musical role on stage. She gives the lullaby—with its combination of lyrical warmth and melodic melancholy—a moving performance, included on the Smithsonian’s four-disk set I Got Rhythm: The Music of George Gershwin. While Todd Duncan and Anne Brown (who played the title roles) would make subsequent recordings from the score, this would be Abbie’s only recording of the classic that she introduced.

         
            
            Twelve Gates to the City (1935)—Blind Gary (Rev. Gary Davis) 

         ARC 7-04-55

         Recorded in New York on July 26, 1935 (Blues-#339)

         Among the Reverend Gary Davis’ original 1935 gospel and blues recordings, perhaps the one that had the deepest impact was Twelve Gates to the City. Born April 30, 1896 in Laurens, South Carolina, Davis was partially blind at birth and lost his remaining sight as a youngster. Self-taught and listening to a wide range of music from gospel, marches, and ragtime to blues, jazz, and minstrel hokum, he became an extraordinary guitarist with a finger-picking style rivaled by very few. Based in Durham starting in the mid-1920s, he became a full-time street musician, and with the backing of a local businessman got the opportunity to record fifteen issued sides (and one unissued) for the ARC label, billed simply as “Blind Gary,” on this date. The primarily gospel performances included such gems as I Am the True Vine, I Belong to the Band—Hallelujah, and Twelve Gates.

         In short order, the song also known as Oh What a Beautiful City became a gospel standard, covered by Blind Boy Fuller (an artist whose guitar style was powerfully influenced by Davis’ remarkable finger-picking, particularly after he was present during this session) in 1940, and the Golden Gate Quartet in 1941. Davis had become an ordained minister in 1933, and after moving to New York in 1940 served for years as a minister at the city’s Missionary Baptist Connection Church; his gospel fervor as heard in this performance is undeniable. “You could almost say that Davis was the greatest blues guitarist never to play blues,” observes Tony Russell, as “he was technically equipped far beyond most blues guitarists of his or any era, capable of improvising tirelessly in several keys, almost always with a brusque touch that was instantly recognizable.”149 Elijah Wald: “Showy as the guitar work gets, every lightning run serves the voice rather than distracting from it.”150 The artist’s most widely heard version of the song was made for Riverside in 1956.

         
            
            I’m Getting Sentimental Over You (1935)—Tommy Dorsey and His Orchestra (music by George Bassman) 

         Victor 25236

         Recorded on October 18, 1935; Pop Memories debut on February 29, 1936 (reached #8)

         (NPR, GHF, Trad-#94, Jazz-#151)
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               Figure 3.3Tommy Dorsey. Library of Congress, Prints & Photographs Division, LC-USZ62-76045.
            

         

         One of the great swing-era theme songs, I’m Getting Sentimental Over You was first played by Tommy Dorsey during his brief stint with the Richard Himber orchestra, and then recorded by the Dorsey Brothers Orchestra for Brunswick on September 24, 1932 with vocal by Jean Bowes (lyrics by Ned Washington); with a poor arrangement and vocal, it was not a hit. A better version was recorded by the brothers’ band with vocal by Bob Crosby on August 15, 1934 for Decca. When the brothers had an acrimonious breakup in the middle of a set at Glen Island Casino near Long Island Sound on May 30, 1935, after completing some contractually mandated summer engagements and final recordings, Jimmy Dorsey continued to lead the band and Tommy set out on his own. The trombonist took over Joe Haymes’ floundering dance band, and used I’m Getting Sentimental Over You as his theme. Saxophonist Noni Bernardi fashioned an instrumental arrangement that Dorsey biographer Peter Levinson called “a mini-concerto that showcased Dorsey’s uncanny ability to play facilely in the upper register with perfect control, building to a high C. Even more important, it showcased the exquisite and romantic quality of his tone.”151 Tommy’s band first tried to record it in September, but ten takes didn’t produce a satisfactory master. A month later, they nailed it in a performance that also featured pianist Paul Mitchell.

         
            
            Baby Please Don’t Go (1935)—Big Joe Williams (as “Williams’ Washboard Blues Singers”) 

         Bluebird 6200

         Recorded in Chicago on October 31, 1935 (Blues-#52, RHF)152

         
            One of the seminal Delta blues classics has its origins in a tune that Jelly Roll Morton claimed (in his 1938 Library of Congress sessions with Alan Lomax) to have written around 1905–1907, I’m Alabama Bound.
            153 The piece was not copyrighted until decades later (although it was published in 1909 by white New Orleans pianist Robert Hoffman), and the truth of its genesis is shrouded in mystery.154 But even before World War I, it had become familiar among both blacks and whites around the South and beyond.155 Newman I. White collected it for American Negro Folk Songs (1925)156; John and Alan Lomax found it in Parchman, Mississippi, for American Ballads and Folk Songs (1934).157 As outlined by Meade and Spottswood in Country Music Sources, it was first recorded as I’m Alabama Bound by Papa Charlie Jackson in 1925, and over the coming years the simple tune found its way into numerous other recordings under various titles, most notably as Don’t Leave Me Here by “Ragtime Texas” Henry Thomas in 1927, and in Charley Patton’s Elder Greene Blues (1929).158 Stephen Wade points out that another variation on the same source material is Vera Hall’s Another Man Done Gone.159

         Big Joe Williams took this raw material and made it his own. Born on October 16, 1903 in Crawford, Mississippi, starting at age twelve he began hoboing his way around Mississippi, and in the early 1920s began years of touring throughout the South as part of a tent show with the Birmingham Jug Band (with whom he would record in 1930).160 Settling in St. Louis, he performed locally, and was taken to Chicago by pianist Walter Davis (a Bluebird recording artist) to record in February 1935. The six songs recorded at the premiere session (including Providence Help the Poor People) showed him to be a rough-edged but powerful performer, leading to an invitation to return to the studios eight months later. The first of the four songs cut during his second session was Baby Please Don’t Go. Accompanied by Henry Townsend (second guitar), Chasey Collins (one-string fiddle), and “Kokomo” (washboard),161 Williams makes a tune that had already been compelling in its earlier incarnations, positively hypnotic. Its sheer bare-bones simplicity and feeling of loose back-porch improvisation combined with the intensity of Williams’ performance (his guitar style was rudimentary but had a percussive quality), and the fiddle that’s interwoven throughout the piece, created an unforgettable impact. After decades of extensive recording for various labels, he found a new audience with the folk and blues revival.162

         
            
            Stompin’ At the Savoy (1936)—Benny Goodman and His Orchestra 

         Victor 25247

         Recorded on January 24, 1936; Pop Memories debut on July 11, 1936 (reached #11)

         (Jazz-#303)

         Benny Goodman loved Stompin’ At the Savoy from the time it was introduced by the Chick Webb orchestra in 1934 (with the arrangement by its composer, saxophonist Edgar Sampson) and had been performing it in live shows for more than a year before he recorded it. James Lincoln Collier writes that this crowd-pleasing “killer-diller” is a call-and-response number all the way, and utterly simple in its construction: The rousing, immediately memorable main theme consists of just two notes, repeated three times. Goodman plays only eight solo bars on the record, whose main star is trombonist Joe Harris; the Sedalia, Missouri-born sideman (hailing from Scott Joplin’s hometown) carries almost all of the third chorus himself in the best-known solo of his career. In the brilliant second chorus, observed George Simon, “each call-and-response segment has its own crescendo—starting soft and growing steadily louder over the eight bars. The band brings it off with complete precision.”163

         
            
            Ave Maria (1936)—Marian Anderson (music by Franz Schubert, words by Walter Scott) 

         Victor 14210

         Recorded in New York on February 4, 1936 (also recorded in Paris for HMV, July 7, 1936)164 (Gospel-#42, RIAA-#90)
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               Figure 3.4Marian Anderson. Library of Congress, Prints & Photographs Division, LC-USZ62-116625.
            

         

         Franz Schubert composed the music for what became Ave Maria as Elle ns dritter Gesang (Ellen’s Third Song) in 1825 as part of his Opus 52, a setting of seven songs from Sir Walter Scott’s epic poem, The Lady of the Lake, in a German translation by Adam Storck. “Ave Maria” are the opening words of Ellen III. The piece was first performed on January 31, 1828 in Vienna.165 The traditional Roman Catholic prayer Ave Maria has often been set to the music of Johan Sebastian Bach from his Well-Tempered Clavier (1801), and that combination was first published as Ave Maria in 1859.166 However, over time, Schubert’s melody was also set to the text of the Catholic prayer. Walt Disney used Schubert’s song for the finale of his classic 1940 film Fantasia. The Schubert composition was crucial in the repertoire of Marian Anderson. Proud of her classical training and skill, Anderson was sometimes annoyed when audiences clamored for her rendition of Negro spirituals, which—however wonderful—were only a small part of her standard programs. Because Ave Maria is a classical work that has crossed over to become universally familiar, it provided a perfect vehicle to show her impeccable technique, range (at least three octaves), and vocal purity. Her 1936 HMV recording came from the same sessions that produced her landmark treatments of works by Swedish composer Jean Sibelius. Anthony Heilbut: “Classical music has seldom known an instrument like Anderson’s, one that could soar to ethereal highs—she could mimic angels, ghosts, ecstatic maidens and terrified children—then descend to unearthly, androgynous lows.”167

         
            
            New River Train (1936)—The Monroe Brothers 

         Bluebird 6645

         Recorded on February 17, 1936 (C&W-#452)

         The song best known as Ridin’ On That New River Train is one that has brought a smile to every generation of country and bluegrass fan over the past eight decades. As detailed by Gus Meade and Dick Spottswood in Country Music Sources, it’s a song with a long and interesting history. A traditional tune with unknown composers, it was first widely heard in eastern Kentucky by the early 1920s,168 and it was first recorded by Henry Whitter in February 1924 (Okeh). Many subsequent recordings followed over the next decade, including Kelly Harrell (acoustic version for Victor in 1925, plus an electrically recorded version in 1926), Vernon Dalhart (recorded for multiple labels in 1925), and Ernest Stoneman (1928). In their 1934 classic American Ballads & Folk Songs, John and Alan Lomax included a song called Darlin’ that apparently shares the same roots (“O darlin’, you can’t love but one … darlin’, you can’t’ love but two. …”)169

         Bill and Charlie Monroe—in their debut session—took New River Train to an entirely new level with this rip-roaring performance, excitingly up-tempo and bluesy, driven by Bill’s passionate mandolin playing.170 Tony Scherman remarked in the New York Times: “Monroe invented something like a language for [the mandolin], made it a blistering solo instrument. Moving his pick rapidly up and down and across the strings, he was able to play up to double- and quadruple-time runs, and when the tempo was as fast to begin with [as on New River Train], Bill’s 16th-note runs drove people half-wild, made them jump out of their seats, throw their hats in the air, stomp their shoes, holler like crazy fools.” Charles K. Wolfe noted that the songs of the Monroe Brothers and their 1930s country counterparts “spoke to a generation and offered solace in a world of hard hits and hard times.”171

         
            
            My Long Journey Home (1936)—The Monroe Brothers 

         Bluebird 6422

         Recorded in Charlotte, NC, on February 17, 1936

         The very first song recorded by Charlie and Bill Monroe at their historic debut session was the rousingly up-tempo My Long Journey Home. Bill’s mandolin drives the exciting performance, providing a hint of what was to come for the Father of Bluegrass as the brothers sing (with Charlie on lead and Bill on tenor harmony), “I’m on my long journey home.”

         During the winter of 1935–1936, the Monroes were building a career through a grueling tour schedule. Eli Oberstein, RCA Victor’s Southern regional A&R man (and by 1938, its overall director of recordings), overcame the Monroes’ initial resistance to sign them to a recording contract that granted them complete artistic control over the selection and arrangement of their material. At this first session (in a nondescript second-floor warehouse), Charlie and Bill made an immediate impression by skillfully executing nearly all of their ten songs on the first take.

         This is a melody that’s had a long journey of its own. Apparently dating back to about 1890 in its basic form, it was originally written about Allius Brown, High Sheriff of Jefferson County (Birmingham), Alabama. The song first turns up on record in 1927 as High Sheriff by the Aiken County String Band, and in the one and only recording made by blues singer Ollis Martin (self-accompanied on harmonica) on a 78 made in Birmingham that year for the Gennett label called Police and High Sheriff Come Ridin’ Down, a narrative about cops cracking down on the popular con routine known as the “skin game.”172 Even before the recordings, the tune had been collected by Carl Sandburg by the mid-1920s as Yonder Comes the High Sheriff. During that decade, Abbe Niles’ column “Ballads, Songs and Snatches” in The Bookman suggested that the latter song had Negro origins as I’ve Laid Around and Played Around, which he identified as one of the themes of W. C. Handy’s Harlem Blues. (Niles further discussed this history in his foreword to the 1926 Handy book Blues: An Anthology.) Handy himself, in a 1938 Library of Congress session for Alan Lomax, recorded a variant of the Ollis Martin song as Olius Brown.

         Bill Monroe later recalled of the tune: “That came from Kentucky. Everybody back there in my early days, they all knew that old song.”173 As their recording helped make it a bluegrass standard, the tune took on a new set of lyrics, and would achieve its greatest popularity by country singer-guitarist Billy Grammer as Gotta Travel On, which became a Top Five pop smash at the end of 1958 (and which Bill Monroe, in turn, would himself record). (“I’ve laid around and played around this old town too long … and I feel like I’ve gotta travel on.”)

         
            
            The Workers’ Appeal (1936)—Growling Tiger (The Tiger) 

         Decca 17288

         Recorded on April 7, 1936

         Trinidad, to an even greater extent than most of the world, was in the depths of the Great Depression in 1936, and the crisis fired the creative energies of one of the era’s greatest calypso performers, Neville Marcano, known as the Growling Tiger. “Every man is born to be free from oppression and tyrannic slavery,” he sings with passion in The Workers’ Appeal. The piece features the same fiercely populist attitude as Tiger’s 1936 classic Money Is King.

         
         
            
            Man Smart, Woman Smarter (1936)—King Radio 

         Decca 17287

         Recorded on April 9, 1936; accompaniment by Gerald Clark and His Caribbean Serenaders

         Most of us know the song either through its inclusion on Harry Belafonte’s staggeringly successful 1956 album “Calypso” or through the 1976 pop remake by Robert Palmer. But the playful, lyrically inventive Man Smart, Woman Smarter was originated by Trinidad calypso legend King Radio (real name Norman Span), the best remembered of his many clever musical depictions of the eternal battle between the sexes (although the calypsonian most associated with such songs was Atilla the Hun).174 Radio had made his U.S. recording debut on March 31, 1936; among the other sides cut during the next ten days was a trio number April 7 with Roaring Lion and Growling Tiger, Monkey, and a humorous number about what Eve took away from Adam, Ribs. Uncharacteristically for calypso recordings of the period, Man Smart is a totally solo vocal, without the usual group singalongs on the chorus.

         
            1936: As record sales continue their slow recovery, at least 40 percent of all records produced in the United States this year go into automatic phonographs (jukeboxes).

         
            
            A Fine Romance (1936)—Fred Astaire (music by Jerome Kern, lyrics by Dorothy Fields) 

         Brunswick 7716

         Recorded on July 26, 1936; Pop Memories debut on August 29, 1936 (#1 for 5 weeks)

         
         
            
               [image: ]

            
               Figure 3.5Fred Astaire & Ginger Rogers. Library of Congress, Prints & Photographs Division, LC-USZ62-79980.
            

         

         Second only to The Way You Look Tonight in the score of perhaps the greatest Astaire and Rogers musical, Swing Time, A Fine Romance was praised by Alec Wilder in American Popular Song for having “a wonderful quality of uninterrupted movement.”175 Dorothy Fields’ witty lyrics contribute to the song’s appeal; the number was originally subtitled “A Sarcastic Love Song.” The line, “A fine romance, with no kisses” was inspired by the fact that in Astaire’s early films, he never kissed his leading lady; two years later, he turned it around by giving Ginger a slow-motion smooch that lasted nearly 4 minutes in Carefree. Fred Astaire, as always, knows precisely how best to emphasize or glide through each line for maximum effectiveness.

         
            August 3, 1936: U.S. track star Jesse Owens wins his fourth gold medal at the Olympic Games in Berlin. Adolf Hitler, embarrassed at seeing his supposedly superior “Aryan” athletes defeated by an African-American, leaves the stadium and lets someone else present Owens with his medals.

         
            
            Moon Glow (1936)—Benny Goodman Quartet (written by Will Hudson, Eddie DeLange, & Irving Mills) 

         Victor 25398

         Recorded on August 21, 1936; Pop Memories debut on September 26, 1936 (reached #8)

         (Jazz-#285)

         Benny Goodman had scored his first giant hit as a bandleader in 1934 with Moon Glow; two years later, he relegated that record to obscurity with a superior new version that happened to be the first recording by the Goodman quartet, with his mighty trio mates Teddy Wilson (piano) and Gene Krupa (drums) joined by the great vibraphonist Lionel Hampton. Hampton was leading a nine-piece band at the Paradise Club in Los Angeles in August 1936; two members of Goodman’s band saw him there, were knocked out, and after Benny finished his engagement at the Palomar ballroom one evening he drove to the club to check it out. After listening for a half hour, he asked Hamp whether he could sit in, and they ended up jamming for 2 or 3 hours. The next night, he brought Wilson and Krupa, and another long jam session ensued. Finally, Goodman asked him, “Pops, how’d you like to make a record with me?” The next day, after Benny recorded some numbers with his full band, the quartet played Moon Glow.176 Will Hudson and Eddie DeLange wrote the tune through separate contributions before they’d ever met, and song publisher Irving Mills was also cut into the credits, a frequent practice at the time. In the January 1937 Down Beat, George Frazier declared Hampton the most exciting musician to emerge in 1936, using this performance as evidence.

         Ross Firestone: “The performance is so relaxed and the four of them play together with such obvious empathy and enjoyment it sounds as if they’ve been doing it for years.” Goodman later recalled: “It was the story of the Trio all over again—one of those natural things that was meant to be.”177

         
            
            Jolie Blonde (1936)—Hackberry Ramblers 

         Bluebird 2003

         Recorded in New Orleans on October 17, 1936 (World-#92)

         Talk about staying power: The Hackberry Ramblers were formed in 1933, and more than seventy years later, the group (with the core membership largely intact) was still performing. The most famous of all pre–World War II French Cajun bands, the Ramblers made their biggest single contribution by helping to popularize the song that’s been called “the Cajun national anthem,” Jolie Blonde.

         The son of a Cajun accordion player, fiddler-singer Luderin Darborne (born in Evangeline, Louisiana), formed the group after attending business school for two years, playing both hillbilly tunes and pieces of French-Canadian origin. The Ramblers began recording for Bluebird in August 1935, got their own radio show sponsored by Montgomery Ward a year later, and from that point on lived a dual existence: recording sides in English as the Riverside Ramblers, while continuing to release French numbers as the Hackberry Ramblers.178 The first Cajun group to use amplification in dancehalls (connecting a generator to their Model T), they were also perhaps the first to play standing up (accordion-driven bands played while seated, and the Ramblers had dispensed with that instrument). When the Ramblers began broadcasting in 1933 on KFDM, a radio station in Beaumont, Texas, that had a hookup in Lake Charles, LA, it became one of the first Cajun live radio programs, and this became a key vehicle for marketing the music.179

         Darborne’s lead vocal is fine, but it’s his vigorous fiddling and the steady rhythm of Lonnie Rainwater (steel guitar) and the guitars of Floyd Rainwater and Lennis Sonnier that make the performance special. Harry Choates closely emulated the Ramblers’ recording with his 1946 version (as Jolie Blon) that became a surprise smash and an instant classic. Roy Acuff and Moon Mullican followed with 1947 remakes, and from that point on, the whole world knew Jolie Blonde. The French chorus translates to “Pretty blonde, what have you done, why did you leave me?” The group’s remarkable career ended only with the death in 2005 of multi-instrumentalist Edwin Duchon.

         
            
            Easy to Love (1936)—Teddy Wilson and His Orchestra featuring Billie Holiday (written by Cole Porter) 

         Brunswick 7762

         Recorded on October 21, 1936

         Originally written by Cole Porter for the 1934 musical Anything Goes but dropped from the score, Easy to Love was introduced in the 1936 movie Born to Dance, in which it was sung (in a manner of speaking) by James Stewart, danced to by Eleanor Powell, and reprised by Frances Langford. In American Popular Song, Alec Wilder calls it “a superb piece of flowing, nostalgic writing.”180 The biggest hit version of the song was by Ray Noble’s orchestra with vocal by Al Bowlly; the best was by Billie Holiday. The John Hammond-produced session features leader Wilson (piano), Irving Randolph (trumpet), Vido Musso (clarinet), Ben Webster (tenor sax), Allen Reuss (guitar), Milt Hinton (bass), and Gene Krupa (drums).

         
            
            Organ Grinder’s Swing (1936)—Jimmie Lunceford and His Orchestra (written by Will Hudson) 

         Decca 908

         Recorded on August 31, 1936; Pop Memories debut on October 24, 1936 (reached #2) (TG)

         On paper, Will Hudson’s Organ Grinder’s Swing is a slight piece of music, based on a children’s ditty. But in the hands of Jimmie Lunceford’s orchestra (which had enjoyed previous successes with Hudson’s Jazznocracy and White Heat) and arranger Sy Oliver, it became a marvel. In Visions of Jazz, Gary Giddins writes that Oliver transformed it “into an off-the-wall fantasy in which the colors change every eight measures, from growl trumpet and vamping baritone sax to celeste and woodblocks to guitar and clarinet.”181 In 1937, Critic Hugues Panasssie described the piece as “a pearl” to be prized for its “radically different” (slow) tempo, and its “marvelous use of contrasts” producing “the most perfect balance, the most subtle rocking you can imagine.” Gunther Schuller declared it “quite magical and astonishing in its economy.” Lyrics were later added, and it became a hit all over again for artists including Ella Fitzgerald; Lunceford’s original stands on its own.

         
            November 23: Life Magazine publishes its premiere issue.

         
            
            Sweet Home Chicago (1936)—Robert Johnson 

         Vocalion 03601

         Recorded in San Antonio on November 23, 1936; released in August 1937

         (Blues-#30, RHF, BHF-1, Folk-#141)

         Georgia-born slide guitarist-singer Kokomo Arnold was one of Robert Johnson’s favorite bluesmen, and Sweet Home Chicago is Johnson’s powerful variation on Arnold’s 1934 classic Old Original Komomo Blues (itself a descendant of guitarist Scrapper Blackwell’s 1928 song Kokomo Blues).182

         In Deep Blues, Robert Palmer writes that Johnson overhauled Arnold’s piece by “radically reworking the guitar accompaniment” and revising the lyrics.183 (The flip side of the Arnold record, Milk Cow Blues, was the inspiration for Johnson’s Milkcow’s Calf Blues.) Sweet Home Chicago, notes Robert Santelli, “became mandatory for every Windy City blues artist who ever strapped on a guitar.184 Like the bass string strokes on Dust My Broom, the boogie bass line carries Sweet Home Chicago. Quite probably, there is no more popular blues bassline riff than the one in this song.” This became the first Johnson song to be widely covered by other artists, including versions by Tommy McClennan (1939) and Walter Davis (1941) before Junior Parker’s 1959 recording helped introduce the piece to a new generation. In 1983, Johnson’s performance was one of the original five songs inducted into the Blues Hall of Fame.

         
            
            Terraplane Blues (1936)—Robert Johnson 

         Vocalion 03416

         Recorded in San Antonio on November 23, 1936; released in March 1937 (Blues-#69, PW)

         “What do we hear?” asks Paul Williams of Robert Johnson’s Terraplane Blues. “The guitar. The voice. The rhythm. The lyrics. What do we feel? Passion. Honesty. Pride. Fear. It’s all in the grooves. And it goes straight through the needle, through the ears, into the blood, and into the heart of the listener.”185 One of the eight songs recorded at the blues legend’s debut recording session, Terraplane, named after a Hudson Motor Company automobile model of the time, was one side of his first commercially issued record (the other side: Kind Hearted Woman Blues), and his only contemporary “hit” (by the standards of 1930s blues 78’s), selling perhaps four thousand or five thousand copies.

         The song is the constantly womanizing Johnson’s erotic comparison of his latest lady love to an automobile, substituting the vehicle’s components for a woman’s body parts, but in a vastly more artful way than the likes of R. Kelly could manage decades later (“I’m gonna get deep down in this connection, keep on tanglin’ with these wires / And when I mash down on your little starter, then your spark plug will give me fire”). In The Country Blues, Samuel Charters calls it “an extended sexual image, elaborated until the blues is an imaginative poetic image, rather than a thin series of double meanings.” In Escaping the Delta, Elijah Wald points out that Johnson’s vocal draws on stylistic elements from two of his models, Kokomo Arnold and Peetie Wheatstraw. Terraplane, declares Williams, “is relentless. From the guitar notes that begin it, to the first words (‘I feel so lonesome’) to the inevitable and necessary pop hook (the little guitar twist in the payoff line—it follows the word ‘terraplane’ the first time you hear it) to the glorious moaning bridge in the middle, to the muffled last words, this record drives—once or twice you can actually hear his pounding foot but mostly you just feel it, as the sole accompanying instrument slips back and forth so effortlessly between rhythm and melody, structure and elaboration, form and content.”186 Ben Ratliff: “Johnson’s handling of rhythm, his dragging and syncopation, his filling of spaces and making them as long as he likes, sounds extraordinary.”187

         
            
            Ramblin’ On My Mind (1936)—Robert Johnson 

         Vocalion 03519

         Recorded on November 23, 1936 (Blues-#236)188

         For the relatively few who purchased it in 1937, Vocalion 03519 qualifies as one of the most precious 78 rpm recordings of the age for its pairing of two Robert Johnson blues thunderbolts: Cross Road Blues and Ramblin’ On My Mind. Robert Santelli writes that the latter song carries forward “Johnson’s relentless interest in boogie rhythms, perhaps inspired by the boogie-woogie pianists of the period. Lyrically, the song reveals something of Johnson’s personal life and general rootlessness.”189 Having listened obsessively to such seminal blues guitarists as Lonnie Johnson and Scrapper Blackwell, and to boogie pianists including Meade Lux Lewis, he developed an utterly distinctive walking boogie bass line played on the bottom strings of the guitar, particularly striking in this performance. Pete Welding pointed out that based on the various alternate takes of his recordings, Johnson generally had a fixed arrangement for his songs and would repeat them in the same manner, but Ramblin’ was one of the few exceptions.190 A decade and a half later, Elmore James would adopt the slide guitar triplets heard on this record for his hit version of Johnson’s Dust My Broom. “I believe my time ain’t long. …”

         
            
            I’ve Got My Love to Keep Me Warm (1937)—Billie Holiday 

         Vocalion/Okeh 3431

         Recorded on January 12, 1937; Pop Memories debut on February 20, 1937 (reached #4)191

         (Jazz-#458)

         The 1937 movie musical On the Avenue starring Dick Powell, Madeleine Carroll, and Alice Faye was a disappointment, but it featured a terrific Irving Berlin score that produced hits in This Year’s Kisses and, above all, I’ve Got My Love to Keep Me Warm, introduced on screen by Powell and Faye. The definitive vocal recording of the song was by Billie Holiday, accompanied by Jonah Jones (trumpet), Edgar Sampson (clarinet), Ben Webster (tenor sax), Teddy Wilson (piano), Allen Reuss (guitar), John Kirby (bass), and Cozy Cole (drums). Biographer Donald Clarke remarks that “the tempo is just right, there’s a nice solo from Webster, and Berlin should always have been so lucky with his singers: Billie’s phrasing is exactly right for staying indoors on a cold winter night, and her dying pitch on the ends of phrases, on the words ‘storm’ and ‘form,’ is even more apposite than usual.”192 Gunther Schuller calls this “one of Billie’s greatest performances,” in her final half-chorus “exulting in the triumph of ‘warm’ love over cold despair.”193

         
            
            Marie (1937)—Tommy Dorsey and His Orchestra (vocal by Jack Leonard, written by Irving Berlin) 

         Victor 25523

         Recorded on January 29, 1937; Pop Memories debut on March 13, 1937 (2 weeks at #1) (GHF, Trad-#139, Jazz-#257, Murrells)

         Irving Berlin wrote Marie in 1928 as a waltz theme for the film “The Awakening.” It became one of the best-remembered hits of the early Swing Era as performed by Tommy Dorsey’s orchestra. This incarnation of the song made its radio debut on the January 11, 1937 broadcast of the “Jack Pearl Show” on which the band was regularly featured, and a week later on the debut broadcast of Dorsey’s own new program on NBC’s Blue Network. Dorsey introduces the piece with a superb trombone solo, and following Jack Leonard’s opening vocal section, the highlight of Marie is Bunny Berigan’s “stupendous” trumpet solo (as praised by Dorsey biographer Peter Levinson)—“surely one of the most familiar trumpet solos in jazz history—in which he coyly and strategically plays with both the beat and the melody, starting with a clarion F to a high F, and then changing the key as well as the mood.” In The Swing Era, Gunther Schuller calls Berigan’s chorus “a perfectly composed solo, a major statement in its own right, and as fine an example as one needs to find of how a jazz improvisation may transform fairly innocuous song material into highly creative art.”194 The exuberant, rhythmic chanted chorus by the band, ending with “Livin’ in a great big way—mama!” “sets up the tremendous impact of Berigan’s trumpet chorus.” The record concludes with solos by Bud Freeman (tenor sax) and Dorsey on trombone.

         Dorsey purchased for $50 (plus eight Dorsey band charts) the arrangement from a black band, Doc Wheeler’s Sunset Royal Serenaders, that proved a knockout when they preceded Tommy’s band on stage at Nixon’s Grand Theatre in Philadelphia. The Serenaders did the song in 4/4 time, alternating instrumental sections with the whole band singing a chorus. Wheeler’s band, which didn’t record until 1941, had, in turn, gotten the idea for the band singing from Don Redman, who did it with his group in 1932. Alto saxophonist Fred Stulce adapted most of the arrangement for Dorsey, having Leonard sing lead and then the ensemble picking it up. The double-sided smash of Marie and Song of India sold over 150,000 copies, a tremendous achievement in the midst of the Depression. In the Down Beat readers’ poll, Marie was voted the #2 best record of 1937 behind only Benny Goodman’s Sing, Sing, Sing (with Song of India #4). Marie was also voted the #28 all-time favorite record in a 1956 Billboard disk jockey poll.

         
         
            
            Song of India (1937)—Tommy Dorsey and His Orchestra (written by Nikolai Rimsky-Korsakov) 

         Victor 25523

         Recorded on January 29, 1937; Pop Memories debut on March 27, 1937 (reached #5) (Jazz-#373)

         As the Tommy Dorsey rendition of Irving Berlin’s Marie dominated jukeboxes across the United States in 1937, its flip side Song of India generated tremendous activity in its own right. The haunting composition by Nikolai Rimsky-Korsakov, adapted from his Chanson Indoue (translating to “song of the Indian guest”) in the 1897 opera Sadko, had first been adapted for a dance band by Paul Whiteman’s orchestra in 1921, one of the biggest hits of its era. Dorsey and guitarist Carmen Mastren did the initial outline for Tommy’s ensemble, which was then fleshed out by Paul Weston and trombonist Red Bone. As outlined by Dorsey biographer Peter Levinson, Dave Tough’s introduction on the tom-toms precedes the saxes and brass riffing against each other, using a call-and-response patterned after Don Redman’s 1920s arrangements for Fletcher Henderson, before Dorsey’s trombone states the theme. This leads into Tommy’s “piercing, pristine” muted solo. After a sixteen-bar sax section chorus, Bunny Berigan unleashes one of his most celebrated trumpet solos, then Dorsey returns to take the tune out. “One of the outstanding elements of the Song of India recording is the perfect intonation displayed by the saxophones and the exacting section work of the entire orchestra,” remarks Levinson. At year’s end, Down Beat readers voted it the second best big-band arrangement of 1937.

         
            
            Maraval Girls (1937)—The Tiger 

         Recorded for Decca in Port-of-Spain, Trinidad, on February 10, 1937

         Neville Marcano (aka The Tiger) was one of the unquestioned giants of Trinidadian calypso during the 1930s and 1940s, and Maraval Girls is one of his most unforgettable performances. It’s all about his desire for a girl from the town of Maraval, a country girl with simple tastes. The tune is built on the melody of a traditional carnival kalinda number, which he would use again for another piece, Down the Road. Tiger spits out the rapid-fire lyrics with admirable dexterity, and the band (Bert McLean’s Jazz Hounds) excitingly scrambles to keep up with him. The song is featured in the Rounder Records compilation “Calypso Breakaway, 1927–1941.”

         
            
            Mystery Pacific (1937)—Quintette of the Hot Club of France (Django Reinhardt) 

         HMV K-8396

         Recorded in Paris on April 26, 1937

         
            Mystery Pacific is one of the most thrilling performances by the legendary Quintette of the Hot Club of France, as Gypsy guitar master Django Reinhardt and violin virtuoso Stephane Grappelly (later spelled Grappelli) lead us on a wild, scorching ride. The train-inspired piece features some of the combo’s hottest work, with Django, in particular, cutting loose. The Reinhardt-Grappelly partnership was inspired by the team of Eddie Lang (guitar) and Joe Venuti (violin), and Django’s playing drew, in part, on the tradition of the “Manouches,” predominantly French-speaking Gypsies settled in France and Belgium.195 Gary Giddins and Scott DeVeaux: “At a time when most American guitarists played little more than rhythm and chords, Reinhardt emerged as a soloist of stunning originality and deeply personal romanticism.”196 Rounding out the ensemble: Marcel Bianchi and Pierre Feret (guitars), and Lucien Simoens (string bass).

         
            
            Good Morning, Little Schoolgirl (1937)—Sonny Boy Williamson 

         Bluebird 7059

         Recorded on May 5, 1937 (Blues-#55, RHF)

         John Lee “Sonny Boy” Williamson, the man credited by many (writes Robert Palmer) as being “largely responsible for transforming the harmonica from an accompanying instrument into a major solo voice” in the blues, was born on March 30, 1914 in Jackson, Tennessee, just north of Memphis. Already a mouth harp virtuoso in his teens, he regularly performed across Tennessee and Arkansas with established bluesmen Sleepy John Estes and Yank Rachell before settling in Chicago in 1934. There he landed a Bluebird recording contract in 1937, and his very first issued record as vocalist would become one of the most familiar blues standards of all time, the salacious Good Morning, Little Schoolgirl. This is country blues in its purest form: an earnest, plaintive vocal with an unmistakable rural vibe, his vigorous mouth harp, and guitar accompaniment by Big Joe Williams and Robert Lee McCoy. Palmer writes in Deep Blues: “Bluesmen had been playing the harp for a long time, of course, but Williamson featured it in sensitively phrased instrumental choruses and played it right into the recording microphone, switching between voice and harp so rapidly that the two sounds seemed to merge into one.”197 Williamson cut more than 120 sides for RCA (which owned Bluebird) from 1937 to 1947, and was still at the peak of his fame after Shake That Boogie was a hit in 1947, when he was tragically murdered in mid-1948 as he was assaulted on his way home from a Chicago gin mill. He was so revered that another Delta bluesman, Aleck “Rice” Miller, had already renamed himself the second Sonny Boy Williamson, and had a substantial career into the 1960s. Good Morning, Little Schoolgirl was covered by just about every blues-loving rock artist from the early 1960s onward.

         
            
            Stones In My Passway (1937)—Robert Johnson 

         Vocalion 03723

         Recorded in Dallas on June 19, 1937198 (Blues-#311)

         
            Stones In My Passway is declared by Peter Guralnick in Searching for Robert Johnson to be one of the “cornerstones” on which the great bluesman’s legendary reputation rests. Like many of Johnson’s most ambitious compositions, “it suggests both in its imagery and its language almost Biblical overtones which raise again the whole conflicted nature of Johnson’s life and work.” The piece also “suggests levels of real and metaphorical experience that can be extended indefinitely by the imagination of the listener.” Guralnick additionally praises the artist’s guitar work here, played with a slide, with the guitar tuned in open G, “and the strings echoing the words almost as a second voice.”199

         Timothy White writes in Rock Lives that Johnson’s repertoire “was a litany of widening mental and spiritual wounds: heaving, throbbing, scarlet patches of rent muscle and tissue, coupled with the shrieking horror that greets such sights. His recordings of Stones In My Passway and Love In Vain were you-are-there utterances of the resounding victory of despair over faith.” Stones, in part, describes sadness that steals away his sexual appetite, “but even as he and his latest conquest rise to ravage each other, the oxygen needed to fuel it is seemingly sucked from their bedchamber, their quivering torsos near to imploding. ‘I got a woman that I’m loving, boy,’ Johnson gasps, as the desolate two-minute confessional culminates in a harrowing carnival of psychic dismemberment, ‘but she don’t mean a thing.’ Like virtually all of the existing Johnson guitar-and-voice tracks … Stones In My Passway is the sound of a doomed man thinking out loud, feeling with each cutting tug of the frets that he’ll never get out of his blues alive.”200 Greil Marcus calls it “the most terrifying of Johnson’s songs,” because here “terror is too ubiquitous to have a face; it is formless, elusive, overpowering.”201

         
            
            Trouble So Hard (1937)—Vera Hall, Dock Reed, and Henry Reed 

         Recorded for Library of Congress on July 22, 1937

         When Ruby Pickens Tartt and John Lomax discovered Vera Hall in the rural Alabama town of Livingston during a Library of Congress field trip in 1937, they found one of the key performers in the careers of both John and his son Alan Lomax. Tartt had known Hall since Vera was a youngster, and (relates Stephen Wade) she “considered Vera the finest singer of her experience.” She had learned a wide range of black folksong from gospel to blues to play-party numbers, performing with warmth, feeling, and a gift for improvisation.202 Vera often sang with her cousin Doc Reed (sometimes spelled “Dock”), and in addition to solo numbers by each, the Livingston session featured nineteen unaccompanied vocals by Vera, Doc, and Henry Reed. Trouble So Hard was the first, and it would also serve as the leadoff selection for the third Library of Congress album of field recordings, Afro-American Spirituals: Spirituals, Work Songs, and Ballads (1942). Elements of the song date back to at least the 1860s, a haunting lament seeking refuge from personal tragedy through faith in God. Wilfrid Meller discussed Trouble So Hard as an example of the fact that spirituals were not intended to be a “harmonic” music; “such harmony as occurs is a heterophonic [music in which two or more performers produce essentially the same melody with slight modifications in one part] and accidental consequence of inflections in the single line, whereby the song’s harsh realism is strengthened.”203 Dance/techno artist Moby would take Vera’s 1959 solo version of the song (from Alan Lomax’s Sounds of the South collection) and remold it for his 2001 classic Natural Blues.

         
            
            Riding On That Train 45 (1937)—Steve Ledford, Wade Mainer, and Zeke Morris 

         Bluebird 7298

         Recorded in Charlotte, N. Carolina, on August 2, 1937

         This remake (with slight variations including a dramatically faster tempo) of the G.B. Grayson and Henry Whitter song Train Forty-Five from ten years earlier has great charms of its own, including some scorching fiddle playing. Singer-fiddler Steve Ledford (who, along with Zeke Morris, worked regularly with Wade Mainer’s band) had actually recorded the same melody before, with modified lyrics, as Ruben’s Train in 1932 for the Melotone label, which, in turn, was later cut by Mainer in 1941 as Old Ruben. While Train 45 focuses on a weary railroad man, the Ruben songs are concerned with hobos and bums hitching a ride. Each of these songs has (in Norm Cohen’s phrase) become “entangled” over the years with the folk standard 500 Miles.204 R. D. Bass offered a stanza of the song in the Journal of American Folklore as sung by South Carolina Negroes in 1905.205 The Ledford performance was included on Victor’s 1940 reissue of classic hillbilly/folk performances, “Smoky Mountain Ballads,” and decades later on, the Rounder compilation “Train 45: Railroad Songs of the Early 1900s.” “Lord, I’m 900 miles from my home. …”

         
            
            El Colorado (1937)—Narciso Martinez 

         Bluebird 3048

         Recorded in San Antonio on September 13, 1937

         For a generation of Mexican-Americans, Narciso Martinez was the living embodiment of conjunto music, the accordion-led duos or small combos that dominated the sounds of the Texas-Mexican border region for many years. The music of Mexico was brought into the United States not only by immigrants but also by groups that toured the United States as early as 1884, when La Orquesta Tipica Mexicana was invited to appear in New Orleans.206 By the turn of the twentieth century, some Mexican ensembles were performing regularly throughout southern Texas. The accordion had been a part of border-region music ever since the 1860s, and following the advent of commercial recordings of Tex-Mex music, Bruno Villarreal began the era of accordion-led conjunto recordings in 1928. Narciso Martinez’s October 1936 recording debut made him a sensation in border communities, and the combination of his two-row button accordion leads with bajo sexto player Santiago Almeida established a new musical standard. The duo’s second session eleven months later was a marathon date on which they cut thirty songs. El Colorado, the session’s leadoff number, is a happy, up-tempo polka that is splendidly danceable.207

         
            
            Sometimes I Feel Like a Motherless Child (1937)—Marian Anderson 

         Victor 1982

         Recorded on November 2, 1937

         Among all of the great Negro spirituals, Sometimes I Feel Like a Motherless Child has a quiet, understated depth of emotion that makes it stand alone. Although it’s believed to have originated during slavery days, its first known appearance in print was in William E. Barton’s 1899 collection Old Plantation Hymns, under the title Motherless Child.208 Paul Robeson’s 1926 recording of the song helped immortalize it for a broader audience. Robeson’s counterpart as the greatest U.S. black classical and concert vocalist of her time, contralto Marian Anderson first recorded the piece in London in 1930; her most famous treatment came seven years later. Accompanied as always by solo piano, she sets forth the stark account of desperate solitude, all alone in a dangerous world: “Sometimes I feel like a motherless child, a long way from home. … Sometimes I feel like I’m almost gone. …” Richard Crawford notes that it “packs so much poignancy into its opening line that elaboration is hardly needed.” Whereas “home” was a universal theme in nineteenth-century parlor music, for the slaves, “home was not the domestic institution that songs like Home, Sweet Home celebrate but rather an idea of home,” which might be eternal or a metaphor for freedom; here, it can be either one.209

         
            December 21, 1937: Walt Disney’s “Snow White and the Seven Dwarfs,” the first full-length animated feature film, has its Los Angeles premiere.

         
            
            In the Mood (1938)—Edgar Hayes and His Orchestra 

         Decca 1882

         Recorded on January 14, 1938

         Every great song has a story behind it, but few songs have a story as rich and intricate as that of In the Mood. As outlined by Rob Bamberger, the story seems to begin in June 1925, with Clarinet Getaway by Jimmie O’Bryant’s Washboard Band. At the very beginning of the record, the trio—the leader on clarinet, pianist Jimmy Blythe, and Jasper Taylor (washboard)—plays a riff very close to the familiar In the Mood theme (but harmonized differently), repeated several times, although not carried through to the end. More famously, in August 1930, trumpeter Joe “Wingy” Manone’s group Barbecue Joe and His Hot Dogs presented a riff for Tar Paper Stomp that we identify unmistakably with In the Mood about 15 seconds into the piece, repeated a second time, then dropped for the remainder of the record. (The theme uses the “three-over-four” musical figure that, in one form or another, had been on the scene ever since ragtime, exemplified in Wilbur Sweatman’s Down Home Rag.) The next incarnation came in March 1931 with Hot and Anxious by the Baltimore Bellhops, with Horace Henderson fronting his brother Fletcher’s band; the riff comes 41 seconds in, serving as a contrast to the rest of the slow blues. Don Redman’s band recorded the same song in June 1932 but with a brisker arrangement; the riff appears 30 seconds in, runs about 20 seconds, and does not recur thereafter. The first full-bodied presentation of the immortal theme came in July 1935 with the Mills Blue Rhythm Band led by Lucky Millinder, featuring Henry “Red” Allen (trumpet), J. C. Higginbotham (trombone), Buster Bailey (clarinet), and Edgar Hayes (piano)—performing Joe Garland’s There’s a Rhythm in Harlem. Finally, not only does the riff appear up front, but it is also used as the central element right down to the final section of the medium-brisk swinger. It’s wonderful—but not quite there yet.

         Having reworked the tune, newly retitled In the Mood, Garland gave it back to Hayes, and everything kicks up to another level. Born August 15, 1905 in Norfolk, Garland’s long experience as sideman (tenor/baritone sax) and arranger included work with Elmer Snowden, Jelly Roll Morton, and Mills Blue Rhythm Band (1932–1936), before joining Hayes (1937–1938).210 Lexington, Kentucky native (May 23, 1904) Edgar Hayes was pianist-arranger with Mills Blue Rhythm Band (1930–1936) before launching his own orchestra.211 His In the Mood is very much the song we know, from the introduction to the iconic theme carried throughout the record. Bamberger notes that the arrangement has some different elements from Glenn Miller’s classic, and it lacks the dramatic finish that imprinted Glenn’s masterpiece on our collective consciousness. But it set the stage perfectly for that greatest of big-band records.212

         
            January 16, 1938: Benny Goodman and his orchestra soar at the historic concert in Carnegie Hall.

         
            
            John the Revelator (1938)—Golden Gate Jubilee Quartet 

         Bluebird 7631

         Recorded in Charlotte, NC, on January 24, 1938 (RR, Gospel-#31)

         Five months after the Golden Gate Jubilee Quartet’s debut recording session at Charlotte’s Pope Hotel—fourteen songs including Jonah and its breakthrough track Golden Gate Gospel Train—the phenomenal foursome had another marathon fourteen-song session whose high point was John the Revelator.213 The tale of John the Baptist, based on chapter 5 of the Revelation of St. John the Divine, had been unforgettably recorded by Blind Willie Johnson in 1930, and during the intervening time by the Five Soul Stirrers of Houston (1936, later known as simply the Soul Stirrers). The ensemble of Bill Johnson (baritone and leader), Henry Owens (first tenor), William Langford (second tenor), and Orlandus Wilson (bass) give the song their trademark crisp, swinging, and stirring treatment. It was honored as part of the fourth group of inductees to the National Recording Registry.

         
            
            Sent for You Yesterday (But Here You Come Today) (1938)—Count Basie and His Orchestra (vocal by Jimmy Rushing ) 

         Decca 1880

         Recorded on February 16, 1938 (Jazz-#310)

         Perhaps the best-remembered blues vocal showcase for Jimmy Rushing with the great early Basie band, including Lester Young (tenor sax), Sent for You Yesterday is an improved variation on a song that Rushing and Basie had recorded in October 1930 as members of Bennie Moten and His Kansas City Orchestra, That Too-Doo. The earlier record included the lines “Good morning, blues—blues, how do you do?” and “sent for you yesterday, here you come today” that they revived nearly nine years later.214 The Basie 1938 record has only one vocal refrain, but terrific solos all around, featuring Harry Edison and Buck Clayton on trumpets; tenor saxophonists Lester Young and Hershel Evans are also integral to the track’s power. It was included on the Smithsonian boxed sets Big Band Jazz and The Blues. Whitney Balliett remarked of Rushing: “His supple, rich voice and his elegant accent have the curious effect of making the typical roughhouse blues lyric seem like a song by Noel Coward.”215 “Were there a jazz Mozart,” suggested Nat Hentoff, Jimmy Rushing “would have been his Don Giovanni.” Calling him “one of the most urbane of jazz singers,” he “had so mastered time that everything he sang had a deeply relaxed, swinging pulse. Indeed, even the silences between the notes swung just as deeply.”216

         
            
            Swinging the Blues (1938)—Count Basie and His Orchestra (written by Eddie Durham) 

         Decca 1880

         Recorded on February 16, 1938 (TM)

         
            The flip side of the Count Basie band’s big pop hit Sent for You Yesterday, Swinging the Blues is a terrific, hard-driving number by arranger Eddie Durham; Gunther Schuller calls it “perhaps the most appropriately named title in the entire Basie library.”217 According to Martin Williams, the piece is drawn from elements of Fletcher Henderson’s Hot and Anxious (which, in turn, was rooted in Duke Ellington’s 1929 Doin’ the Voom Voom) and Comin’ and Goin’.218 Lester Young (tenor sax), Buck Clayton (trumpet), and Harry “Sweets” Edison (the young trumpet star on his first session with the band) all strike sparks with their solos.

         
            
            Coal Creek March (1938)—Pete Steele 

         Recorded for AFS on March 29, 1938 (NPR, Folk-#115)

         One of the most explosive labor/management battles of the late 1800s occurred in 1891 when east Tennessee coal miners’ efforts to organize for better pay and working conditions led employers to utilize vicious strike-breaking tactics (leasing prison convicts to replace workers) triggering a virtual war in which some 1,400 people, mostly miners, were killed.219 The awful episode, explains Stephen Wade, ushered in a grim period of further uprisings, strikes, shootings, and natural disasters, all connected with coal mining, that ran through 1911. Collectively, they inspired a number of songs, including Buddy Won’t You Roll Down That Line (recorded by Uncle Dave Macon), and the instrumental Coal Creek March. Marion Underwood first recorded it as a banjo-guitar duet in 1927; eleven years later, an even more powerful version was cut by paper mill employee and banjo master Pete Steele. A Kentucky native, Steele moved to Hamilton, Ohio, in the 1930s; he played for years with another transplanted Kentucky banjo player, Andy Whitaker, from whom he learned this song. We learn from Wade that Coal Creek March was a banjo variation on a piece published in 1838 as Fandango, but known thereafter as Spanish Fandango, that served for generations as a universally known guitar instructional number. Steele told Alan Lomax that the March was specifically inspired by a mine explosion a few miles from Coal Creek in 1902 that killed 184, one of the worst accidents in U.S. mining history. One of the first musicians known to have publicly performed it, in about 1909, was Dick Burnett, best known as the originator of I Am a Man of Constant Sorrow.220 At the same 1938 session, Steele recorded another piece about the labor battle, The Last Payday at Coal Creek. Roughly two decades after this memorable recording, Steele performed both songs again on a film made by Pete Seeger and his wife; these filmed performances are available on DVD as A Musical Journey: The Films of Pete, Toshi & Dan Seeger.

         
            
            Theme, “The Adventures of Robin Hood” (1938)—Erich Wolfgang Korngold 

         Film premiere on May 14, 1938

         A number of the great motion picture soundtrack composers of Hollywood’s Golden Age came from the world of classical music, and few arrived with such accolades as Erich Wolfgang Korngold. Born on May 29, 1897 in Brno, Czechoslovakia (but then part of Austria), he was a child prodigy, the likes of whom had rarely been seen since Mozart, writing his first major work at age eleven. As a teenage composer, pianist, and conductor, he dazzled nearly all. Richard Strauss (composer of Also Sprach Zarathustra) declared: “This firmness of style, this sovereignty of form, this individual expression, this harmonic structure—one shudders with awe to realize these compositions were written by a boy.” During the 1920s, he was largely responsible for the Johann Strauss revival across Europe. Arriving in Hollywood in 1934, he was snapped up by Warner Brothers to score its most prestigious productions. Over a twelve-year period, he composed scores for eighteen films, given the luxury (enjoyed by few other Hollywood composers of the age) of choosing only the pictures that truly interested him, all with lavish budgets and adequate time. After big successes, including A Midsummer Night’s Dream and the Errol Flynn epic Captain Blood (both in 1935) and his Oscar-winning score for Anthony Adverse, the following year, Korngold would enjoy his most acclaimed triumph with another Errol Flynn thriller, The Adventures of Robin Hood.

         In Music for the Movies, Tony Thomas writes that Korngold was “the first film composer to write long lines of continuous music, great chunks that contained the ebb and flow of the film’s mood and action.” The key to this technique was his conception of film as a form of opera, having written and conducted many operas. He was also noted for his innate sense of timing, which was “a constant source of amazement” to the musicians and sound engineers with whom he worked, able to write pieces of music to fill precise units of time in a film.221

         
            
            Robin Hood was to be the most expensive production that Warner Brothers had ever staged to this point, and the studio was anxious for Korngold to score it. The composer initially declined, as he was still devoting half his time to work in Austria. But when Austrian Chancellor Schuschnigg at a February 12, 1938 meeting with Hitler agreed to the union of that country with Nazi Germany, Korngold realized it was time to go, and he returned to the United States for the studio assignment. Thomas notes that in his score for the classic, sweeping adventure, there are distinct themes for each of the main characters—Flynn as Robin, Olivia de Havilland as Maid Marian, Basil Rathbone as the evil Sir Guy, and Claude Rains as Prince John. He also praises the perfectly pitched themes for key moments in the film as Robin and his men rout their adversaries in Sherwood Forest, Maid Marian gradually falls for Robin, and everything builds to the final battles and the triumphant coronation of King Richard. “Altogether, like the film itself, the music is a never-ending delight.” It earned Korngold his second Academy Award. Due credit must also go to Hugo Friedhofer, who orchestrated this and all but one of Korngold’s scores (Korngold simply lacked the time to do the orchestrations as well as the scores); Friedhofer would later become a fine film composer in his own right.

         Korngold’s score, marvels David Thomson in Have You Seen. …?: A Personal Introduction to 1,000 Films, “is not just the perfect complement to this adventure; it is its bloodstream. When people bleed in this film, they bleed music. When they laugh, they sing.”222

         
            
            Pretty Polly (1938)—Coon Creek Girls 

         Vocalion 04659

         Recorded in Chicago on May 30, 1938

         
            Pretty Polly, a U.S. adaptation of a British broadside, is described by Bill Malone as “one of our greatest ballads. American music possesses no better example of folk poetry, nor a more dramatic evocation of impending doom than the murderer’s response to Polly’s anxiety”: “Polly, pretty Polly, you’re guessin’ about right / I dug on your grave the biggest part of last night.”223 The Kentucky-based Coon Creek Girls were led by Lily May Ledford (vocal and banjo), possibly with Rosie Ledford (guitar). They constituted (declared the July–August 1976 Sing Out) “the first women’s singing group in commercial country music.” The other best-known versions of the song were by B. F. Shelton (at the historic Bristol, Tennessee sessions) and Dock Boggs (like Shelton’s in 1927), and Ralph Stanley in the 1950s.

         
            June 1938: Superman makes his first appearance on the cover of Action Comics No. 1.

         
            
            Doggin’ Around (1938)—Count Basie and His Orchestra (written by Herschel Evans) 

         Decca 1965

         Recorded on June 6, 1938 (Jazz-#316)

         One of the many Count Basie classics created during the band’s prolific early Decca period, Doggin’ Around is, above all, a triumph for tenor saxophonist Herschel Evans (born March 9, 1909 in Denton, Texas), who cowrote it, arranged it, and is the record’s key soloist. It’s a high-powered dance number with more solo space than usual for the leader, and an exciting, brassy climax. Martin Williams wrote of Basie: “His solo on Doggin’ Around is a classic of linking and occasionally contrasting melodic ideas, and is probably his masterpiece.”224 Samuel A. Floyd calls it “an example of the tremendous swing generated by [Basie’s] hard-driving four-to-the-bar renditions.” He calls attention to the Count’s “ostinato-like boogie treble pattern, which sets the stage for what’s to come.”225 Ernest Borneman remarked that the basic riff here (often employed in one form or another by Basie) was identical to the Cuban clave’ rhythm.226

         In The Swing Era, Gunther Schuller opines of Evans on this and the session’s other gem Blue and Sentimental: “With his big effusive tone and slippery blues inflections, Evans demonstrates in a few minutes how one player can encompass yearning sentiment (Blue) and virile eloquence (Doggin’). Both pieces also feature an even more pared-down Basie piano, sparse single notes which here still have the freshness of discovery.”227 Had Evans not died so young (of heart failure in 1939 just short of his thirtieth birthday), Ted Gioia notes that he probably would have emerged from out of the shadow of his fellow Basie saxman Lester Young (who also solos here) to be recognized as one of the masters of the tenor.

         
            
            A-Tisket, A-Tasket (1938)—Chick Webb and His Orchestra, vocal by Ella Fitzgerald (written by Van Alexander & Ella Fitzgerald) 

         Decca 1840

         Recorded on May 2, 1938; Pop Memories debut on June 18, 1938 (10 weeks at #1)228 (GHF-#63, MEM-#44,Trad-#72, RIAA-#105, Jazz-#115, Murrells)229

         
            The familiar nursery rhyme about the little girl who lost her yellow basket made its first known appearance in print in the 1879 nursery tune I Sent a Letter to My Love; the phrase “a-tisket, a-tasket” came later, mentioned in a 1901 book on children’s singing games.230 (William Wells Newell’s 1883 book Games and Songs of American Children included a slight variant with the refrain: “I tisket, I tasket, a green and yellow basket. …”) It was Ella Fitzgerald’s idea to adapt it into a pop song; she went to the Chick Webb band’s new arranger, Van Alexander, to devise a swinging chart for the number, working closely with him on it, even changing some words (mixing in some jivey double-talk lingo), and earning cowriter status.231 Ella turned twenty-one in April 1938, but her vocal style sounded years younger, and Ted Gioia in The History of Jazz notes that the tune was “an ideal vehicle for Fitzgerald’s child-like vocal style—a style that stood in stark contrast to the sultry sexuality and dark moodiness of a Bessie Smith or a Billie Holiday. Bringing a naive innocence to her interpretation of a lyric, Fitzgerald conveyed a joyous exaltation, tinged with a sense of humor, reminiscent of her early model Louis Armstrong.”232 
            A-Tisket, A-Tasket became one of the most phenomenal hits of the 1930s, among the handful of records that helped lift the industry out of its long sales depression.

         
            June 22: Joe Louis knocks out Germany’s Max Schmeling in the first round, a triumph that takes on vast symbolic significance, for both African-Americans and all Americans, against the background of looming world war.

         
            
            Rock My Soul (1938)—Golden Gate Jubilee Quartet 

         Bluebird B-7804; also issued as Victor 20-2921

         Recorded on August 10, 1938 (GOSP-#34, RHF)

         Quartets had been an important part of gospel ever since the Norfolk Jubilee Quartet and the Silver Leaf Quartette in the 1920s, but it was the enormous success of the Golden Gate Quartet starting in 1937 that placed male foursomes firmly at the center of recorded sacred music. Robert Darden points out that in 1934, only eight jubilee quartets were recording. By 1938, that number had climbed to more than fifty; every major label had at least one quartet, and nearly all were following the Gates’ lead. In addition to their razor-sharp close harmonies with “precise attacks and releases,” central to the group’s success was its finger-snapping rhythms. Bass singer Orlandus Wilson recalled: “The main churches that got to me were the Holiness churches, because they sang with a beat. And whenever I got around to training the group. I’d give our things a beat.”233 
            Rock My Soul (In the Bosom of Abraham), a standout from the group’s third recording session (and first in New York after two sessions in North Carolina), is a fine representation.

         
            
            It Makes No Difference Now (1938)—Cliff Bruner’s Texas Wanderers (written by Floyd Tillman) 

         Decca 5604

         Recorded on September 13, 1938 (C&W-#115)

         Houston-born (April 25, 1915) Cliff Bruner performed with a traveling medicine show before joining the pioneering Western swing band of Milton Brown in 1934, and his jazz-influenced fiddle was an important element in the Musical Brownies’ sound until Brown’s death in 1936. Bruner’s own band, which also featured fellow Brown alumnus Bob Dunn on steel guitar, subsequently built a following on the Texas Gulf Coast and southwest Louisiana. Dickie McBride does the vocal on this ballad of unrequited love written by future country star Floyd Tillman.234 One of the biggest country music hits of 1939, it was listed by Billboard for five consecutive months (June through October) as one of the half-dozen or so top hillbilly sellers. Jimmie Davis’ cover version of the song was also a solid hit that year—the ever-canny future Louisiana governor had purchased the song outright from Tillman for about $300235—but Bruner’s treatment reigned supreme. Barry Mazor remarks that the tune was not just a Western swing hit, “but would also prove a prototype for the new, worldly, and world-weary honky-tonk songs of the forties.”236

         
            
            I’m Free (What’s New?) (1938)—Bob Crosby and His Orchestra (written by Bob Haggart) 

         Decca 2205 (as I’m Free), recorded in Chicago on October 19, 1938; reissued as What’s New? (Pop Memories debut on September 2, 1939, reached #10)237

         Carving out his own career apart from being Bing Crosby’s kid brother, Bob Crosby, writes George Simon, “led one of the swingingest and most colorful bands of all time.” Born August 23, 1913 in La Jolla, California, he sang with the Dorsey Brothers Orchestra (1934); then became the frontman for a band of former Ben Pollack sidemen who quit the Pollack orchestra en masse and formed their own organization (actually incorporating themselves) with arranger/saxophonist Gil Rodin. When Benny Goodman made swing commercially viable in 1935, they realized their prospects would improve with an identifiable leader, and enlisted Crosby.238 With a remarkable ensemble that by 1938 featured Billy Butterfield (trumpet), Matty Matlock (clarinet/sax), Irving Fazola (clarinet), Eddie Miller (tenor sax), Warren Smith (trombone), Bob Zurke (piano), Nappy Lamare (guitar), and Ray Bauduc (drums), the band also had a special asset in Bob Haggart, not only a brilliant bassist but also a gifted composer. The band became best known for its Dixieland numbers (performed by a stripped-down membership known as the Bobcats), but could also do straight jazz and pop with equal aplomb. Haggart’s finest composition (and arrangement), originally called I’m Free, offered a stunning melody and thrilling trumpet soloing by Butterfield.239 Crosby asked Johnny Mercer to write lyrics for the tune, but after struggling with the assignment for two months the great Mercer was stymied. Johnny Burke had more luck after changing the title, and as What’s New it became a pop hit in 1939 for Bob’s brother Bing. That led to a successful reissue of the original instrumental. Ted Gioia calls the tune “a noir ballad, set in a major key but with the sensibility of the minor mode.” The “touches of chromaticism in the melody impart a dreamy Chopinesque flavor to the proceedings.”240

         
            October 30: Orson Welles’ Mercury Theater of the Air broadcast of’ “War of the Worlds” on CBS radio proves so realistic that some listeners are panicked into believing that Martians have landed in New Jersey.

         
            
            The Rising Sun (1938)—Roy Acuff 

         Vocalion/Okeh 04909

         Recorded on November 3, 1938

         An ancient folk tune apparently originating in eighteenth- or nineteenth-century England, The House of the Rising Sun didn’t appear in print until Robert Winslow Gordon in a 1925 article for Adventure Magazine published the lyrics (largely in the form we know today) as contributed by a railroad man who had heard it from a Southerner. It was Clarence (Tom) Ashley (of Coo Coo Bird fame) who first recorded the song in 1933 as Rising Sun Blues; he had learned the tune from his grandparents. For years after World War I, Ashley had worked the medicine show circuit, and one of his partners in the early 1930s was a young Roy Acuff, to whom he taught the song. In 1938, the soon-to-be country music legend recorded his own slow, bluesy treatment of the folk standard.241 Opening with a Dobro guitar, the performance uses mostly the familiar lyrics—“There is a house in New Orleans / They call the Rising Sun / It’s been the ruin of many poor boy / And me, oh Lord, for one. …” Ted Anthony notes that Acuff sings it in a major key but with a melody similar to the one used a year earlier by sixteen-year-old Kentucky girl Georgia Turner in an abbreviated but haunting field recording for John Lomax. Although his vocal “suggested none of the desolation or misery of its lyrics,”242 it’s, nonetheless, an evocative rendition that paved the way for a song that would, over time, become iconic.

         
            
            Thanks for the Memory (1938)—Bob Hope and Shirley Ross (music by Ralph Rainger, lyrics by Leo Robin) 

         Decca 2219

         Recorded on November 23, 1938243 (GHF, AFI-#63, ASCAP, Trad-#175)

         For the most part, Bob Hope forged his legend in just about every area of show business other than music: vaudeville, radio, movies, and television. But his film The Big Broadcast of 1938 produced the Oscar winner for the best song and his theme song for life, Thanks for the Memory. Born Leslie Townes Hope on May 29, 1903 in Eltham, England, he was in the United States by age four, entered vaudeville, and was featured in the 1933 Broadway musical Roberta. After making eight comedy shorts, he attained stardom on radio, which led to the film that made him a household name. Thanks for the Memory is a gem of a song, warm and gently humorous, and his amiable vocal is well matched with Shirley Ross, an Omaha-born former big band singer (briefly with Gus Arnheim’s orchestra) who had also appeared in the previous year’s Big Broadcast of 1937. Philip Furia calls it “a list song that rivals any of [Cole] Porter’s as the epitome of nonchalant sophistication.”244 To capitalize on the song’s popularity, Hope also starred in a separate 1939 film titled Thanks for the Memory, in which he and Ross also sang Two Sleepy People (the B side of this record), a #1 hit for Fats Waller. In 1940, Hope teamed with Bing Crosby for the first of their seven “Road” pictures, and he would remain at the pinnacle of showbiz for the next half century.

         
            
            September Song (1938)—Walter Huston (music by Kurt Weill and Maxwell Anderson) 

         Brunswick 8772

         Recorded on November 24, 1938 (GHF-#36, BB DJ-#8, BBC-#34, Trad-#84, DMDB)

         Among the most original and challenging of musical theater composers, Kurt Weill was born March 2, 1900 in Dessau, Germany; became musical director for a small opera company at 19; composed ballet and operatic music; and in the late 1920s, began writing scores for German stage productions. His 1928 opera Die Dreigroschenoper (The Threepenny Opera) was a breakthrough, with thousands of performances across Europe and a brief 1933 U.S. run. Its central song, translated into English as Mack the Knife, would become a classic. Following Hitler’s rise, Weill and his wife (and frequent star), Lotte Lenya, fled to Paris in 1933, and then to the United States in 1935. He would enjoy several Broadway successes, including Lady In the Dark (1941), One Touch of Venus (1943), and Lost In the Stars (1949). Knickerbocker Holiday, the satire of tyrannical politician Peter Stuyvesant and his confidantes written by playwright/lyricist Maxwell Anderson,245 was not a hit (running 168 performances following its October 19, 1938 opening), but it featured one of the most enduringly popular ballads in theater history, September Song. Walter Huston (born Walter Houghston, April 6, 1884 in Toronto) moved from vaudeville (starting 1909) to Broadway drama (1924), then to Hollywood, including both the Broadway and film (1936) versions of Dodsworth; he would win the Academy Award for his performance as a grizzled gold prospector in his son John Huston’s 1948 classic Treasure of the Sierra Madre. He was no singer (Knickerbocker would be his only musical), but he adeptly talked-sang his way through this gorgeous love song delivered by an aged man to the girl he adores. Recognizing Huston’s limitations, Anderson told Weill that they’d have to write something modest for him; instead, Weill suggested that they would give him “the most romantic song ever written”—which, writes Ethan Mordden, September Song “more or less is.”246 It was one of the first forty recordings inducted into the Grammy Hall of Fame.

         
            
            John Henry (1938)—Leadbelly 

         Recorded for the Library of Congress on December 26, 1938 and August 23, 1940; also recorded for Asch 343-3 in summer 1943 (Blues-#407)

         From the turn of the twentieth century onward, the ballads of John Henry were so familiar among both black and white musicians that Georgia fiddler Clayton McMichen (of Skillet Lickers fame) declared: “That’s born in you. You heard that all your life; your mother sung that rocking you in the cradle.” One man who made the steel driving man’s anthem a part of his repertoire following the early years of the song’s known existence was Huddie Ledbetter, aka Leadbelly, and his multiple recordings of the number are regarded as among its finest representations. In his detailed study of the song’s history, Norm Cohen cites “ample circumstantial evidence to suggest that people were singing about John Henry in the early 1890s.”247 Its first appearance in print was the April–June 1909 Journal of American Folklore after being collected in North Carolina, and within a few years was being found throughout the South and Appalachia. Neither John and Alan Lomax’ Negro Folk Songs as Sung by Lead Belly (1936) nor the Charles Wolfe-Kip Lornell biography of the artist mention Ledbetter performing it in his formative years, but it seems inconceivable that it was not a part of his vast storehouse long before he got around to recording it in 1938. (John Henry was the very first song presented in the Lomaxes’ American Ballads & Folk Songs in 1934, the year after they first recorded Leadbelly at the Angola prison.)248 From that point on, Ledbetter was as closely associated with the epic narrative as any artist.

         
            
            Roll ‘Em, Pete (1938)—Joe Turner and Pete Johnson 

         Vocalion 4607

         Recorded on December 30, 1938 (Blues-#59, RHF, NPR, Jazz-#240)

         Kansas City blues belter Big Joe Turner’s first commercial record release, Roll ‘Em Pete, followed his triumph one week earlier at John Hammond’s Carnegie Hall “From Spirituals to Swing” concert and established him as a major force in blues.249 The home base for Turner and pianist Pete Johnson (from about 1933 onward) was the Sunset, owned by political boss Tom Pendergast’s crony Felix Payne and managed by Piney Brown, one of Kansas City’s many black clubs centered east of Paseo on Twelfth and Eighteenth streets. Turner would often sing his way right out of the club, out the door and onto Twelfth Street. Turner’s other favorite venue was across the street at the Lone Star, run by Frank Duncan, catcher for the Negro League’s Kansas City Monarchs. Many of the clubs were owned by gangsters, but even as prostitutes plied their trade there and gambling was endemic, musicians had freedom and a sense of security. This is a flat-out, rollicking blues-shouting performance, establishing an irresistible groove with Johnson’s endlessly imaginative boogie-woogie piano; it’s been said (remarked Peter Silvester) that on a good night, “Johnson could play as many as fifty different choruses of Roll ‘Em Pete.”250 Turner and Johnson would follow a few months later with the similarly exciting Cherry Red.

         “The sense of freedom in Turner’s jump blues was spatial as well as temporal in origin,” suggested Arnold Shaw in Honkers and Shouters. “If it was generated by the freewheeling spirit of Pendergast’s Kansas City and the enhanced economic situation of the urban negro in the late ’30s, it also drew vitality from the rolling plains and wide open spaces of the Southwest. It was a new world for Negroes emerging from the viselike restrictions of tenant farming and mill labor.”251

         
            January 1, 1939: The Columbia Broadcasting System’s acquisition of the American Record Corporation, including all masters of Columbia, Brunswick, and Vocalion, becomes official. The deal ushers in the “golden age” of Columbia Records.

         
            January 6: Alfred Lion’s Blue Note Records has its first recording session, featuring boogie-woogie pianists Meade Lux Lewis and Albert Ammons.

         
            
            This Train (1939/1947)—Sister Rosetta Tharpe 

         Decca 2558

         Recorded on January 10, 1939 (GOSP-#24, RHF, Blues-#119)

         Two and a half weeks after her performance at John Hammond’s “From Spirituals to Swing” concert at Carnegie Hall helped make her a national name (building on the success of her October recording of Rock Me), Sister Rosetta Tharpe turned in one of her most celebrated vocal and guitar performances on This Train. The gospel standard had first been recorded under its best-known title, This Train Is Bound for Glory, by Wood’s Blind Jubilee Singers in August 1925, then by the Southern Plantation Singers (1927) and the Biddleville Quartette (1928). Biographer Gayle F. Ward notes that the song was included in a late-1938 booklet published by Irving Mills (who had just signed Rosetta to a contract with Mills Music), Eighteen Original Negro Spirituals, and this booklet would “serve as a crucial source of Rosetta’s repertoire for the next 35 years.”252 Rosetta’s recording helped make the song so well known that it served as the title of Woody Guthrie’s memoir Bound for Glory. On July 1, 1947, Tharpe recorded a new version accompanied by pianist Sammy Price’s trio. “This train is bound for glory, everybody rides, for it must be holy. … If you want to ride it, you must be redeemed. …”

         
            
            My Prayer (1939)—The Ink Spots 

         Decca 2790

         Recorded on January 12, 1939; chart debut on October 7, 1939 (reached #3 in Pop Memories)

         Shortly after the Ink Spots created a popular sensation with their breakthrough record If I Didn’t Care and enjoyed a chart-topping hit with Address Unknown, the vocal quartet kept the hot streak going with their gorgeous performance of the ballad My Prayer. The song had originated as a violin piece by Georges Boulanger and Avant de Mourir, and it was adapted as a pop song by British songwriter Jimmy Kennedy. Glenn Miller had the (slightly) bigger hit recording of the song with vocal by Ray Eberle, but the performance by lead tenor Bill Kenny, bass Orville “Hoppy” Jones, Charlie Fuqua, and Ivory “Deek” Watson is more memorable. It utilizes the same device as If I Didn’t Care with Kenny’s high tenor (in peak form here) set against Jones’ deep-voiced spoken interlude. The Platters—a group directly inspired by the Ink Spots—had a massive #1 hit in 1956 with their remake.

         
            
            More Than You Know (1939)—Teddy Wilson and His Orchestra featuring Billie Holiday (music by Vincent Youmans, lyrics by Billy Rose & Edward Eliscu) 

         Brunswick 8319

         Recorded on January 30, 1939 (Jazz-#403)

         Called Vincent Youman’s “best ballad” by Alec Wilder, More Than You Know was introduced by Mayo Maethot in the 1929 musical Great Day! which ran for only thirty-six performances despite the inclusion of this gem and the popular title song. In American Popular Song, Wilder singles out for praise the “unusual, almost rhapsodic” release or bridge.253 James Morris marvels that a triplet figure introduced in the chorus that establishes a delayed feeling recurs several times in the song, and Billie Holiday never sings it the same way twice. “The harmonic structure of the entire chorus is quite sophisticated, employing a number of augmented chords which contrast effectively with an occasional use of a basic tonic chord.”254 The exclusion of the song’s excellent verse is the only thing missing from a superb performance. Pianist Teddy Wilson’s small group features solos by Roy Eldridge (trumpet) and Benny Carter (alto sax), and also includes Ernie Powell (clarinet/tenor sax), Danny Barker (guitar), Milt Hinton (bass), and Cozy Cole (drums). This would be the last of the legendary Wilson sessions to feature Lady Day.

         
            
            Death (1939)—The Lion 

         Recorded in Port-of-Spain, Trinidad for Decca, on January 31, 1939 (accompanied by Audley Francis Washboard Orchestra)

         Perhaps more than any of his contemporaries among Trinidad music giants of the 1930s and 1940s, Hubert Raphael Charles—the calypso great known as the Roaring Lion (or simply The Lion)—was unafraid to sometimes depart from the genre’s typically breezy, lighthearted fare to also tackle serious subjects. A memorable example is Death, a thoughtful, somber meditation on mortality. Citing Old Testament stories about man disobeying God, he notes that “no solemnity, no grief, no regret / Can make us escape the arrows of death.” The Lion had conveyed a similar message in the 1936 track Fall of Man (in which he noted that mankind’s fall was predetermined by Adam and Eve), but whereas in that performance he couched serious lyrics in a catchy, danceable musical package, here both words and music match the purpose behind the parable. It’s included on the Rounder compilation “Fall of Man: Calypsos on the Human Condition.”

         
            
            Deep Purple (1939)—Larry Clinton and His Orchestra, vocal by Bea Wain (music by Peter DeRose, lyrics by Mitchell Parish) 

         Victor 26141

         Recorded on December 23, 1938; Pop Memories debut on February 4, 1939 (9 weeks at #1)255

         A ballad whose popular appeal has remained remarkably strong across generations, Deep Purple was first published as a piano composition in 1934 and expanded into an orchestral piece that year by Paul Whiteman’s band. Its composer, New York–born Peter DeRose, had been writing songs professionally since 1918, but would have to wait until 1931 for his first substantial hit, the sentimental When Your Hair Has Turned to Silver, followed three years later by the smash Wagon Wheels. Mitchell Parish, best known for penning lyrics to Hoagy Carmichael’s Stardust, added words to Deep Purple in 1935,256 but the number remained little known until Larry Clinton’s recording (and Jimmy Dorsey’s comparably popular cover version) made it a classic four years later.

         Born in Brooklyn on August 17, 1909, Larry Clinton got his start in the early 1930s as an arranger for a succession of bands, including Isham Jones, Glen Gray, Tommy and Jimmy Dorsey, and Bunny Berigan. By the time he formed his own big band in 1937, he was also emerging as a prolific composer, including a series of color-based swing instrumentals, such as Study in Brown (his original theme, first written for Gray’s Casa Loma Orchestra) and Study In Blue. Central to his band’s success was singer Bea Wain, another native New Yorker, noted for the warmth of her vocal style. My Reverie and Heart and Soul were huge hits for the band in 1938, and Deep Purple would top them all. Simple but lovely, its many fans included baseball legend Babe Ruth, who declared it his all-time favorite song. Deep Purple would be revived as an R&B/pop hit in 1957 by Billy Ward and His Dominoes, and then taken to #1 in 1963 through the breezy rendition by Nino Tempo and April Stevens.

         
            
            The Gallows Pole (1939)—Leadbelly 

         Musicraft 227

         Recorded on April 1, 1939 (song listed as “The Gallis Pole”)257

         Folk/bluesman Huddie Ledbetter, aka Leadbelly, was gifted at reworking songs from a wide range of traditional sources, and one with a particularly tangled history is The Gallows Pole. The tale of a highwayman who’s robbed many men and is trying to escape being hanged, it is (reports musicologist Dick Spottswood) based primarily on The Highwayman, recorded in 1926 by Charlie Poole and His North Carolina Ramblers. The Poole song, in turn, combined elements of Poor Boy, a traditional ballad recorded by many country and blues artists under various titles, including B. F. Shelton (as Cold Penitentiary Blues in 1927), Charlie Jordan (as Dollar Bill Blues in 1930), and later Woody Guthrie (as Gambling Man in 1944). And the song is deeply rooted in the old British ballad The Maid Freed from the Gallows (No. 95 in Francis James Child’s collection, and No. 28 in Sharp & Karpeles’ English Folk Songs from the Southern Appalachians) aka Hangman Slack Your Rope.258 The ballad was probably introduced into English tradition in the late 1600s by gypsies.259 Led Zeppelin would record their own variation as Gallows Pole on their six-million-selling third album in 1970.

         
            
            Sunrise Serenade (1939)—Glen Gray and His Casa Loma Orchestra (written by Frankie Carle) 

         Decca 2321

         Recorded on February 17, 1939; Pop Memories debut on April 8, 1939 (2 weeks at #1)

         
            
            Sunrise Serenade (1939)—Glenn Miller and His Orchestra 

         Bluebird 10214

         Recorded on April 10, 1939; Pop Memories debut on April 29, 1939 (reached #7)260

         This mellow Swing Era gem became most famous as the flip side of Glenn Miller’s immortal Moonlight Serenade, a song that Miller had already been using as his radio theme without a proper title, which gained its title when Glenn decided to pair it on record with Frankie Carle’s Sunrise Serenade. Pianist-arranger Frankie Carle composed it as a piano instrumental; lyrics were later added by Jack Lawrence, and when Carle later became a bandleader, it served as his theme. The Glen Gray/Casa Loma performance, with the composer on piano, was reported as Decca’s #1 top seller of 1939.261 (Carle would enjoy his greatest success with the long-running 1946 #1 hits Oh! What It Seemed to Be and Rumors Are Flying.) Other standouts in Gray’s band at the time included Murray McEachern (trombone and sax) and Frankie Zullo (trumpet). Miller’s treatment of Sunrise Serenade is a gorgeous instrumental performance in its own right, and it helped establish the classic Miller configuration of two clarinets and two tenor saxes, each pair in thirds an octave apart. Tex Beneke’s tenor solo is a standout.

         
            
            At the Woodchopper’s Ball (1939)—Woody Herman and His Orchestra (written by Joe Bishop & Woody Herman) 

         Decca 2440

         Recorded on April 12, 1939; Pop Memories debut on May 13, 1939 (reached #9)

         (GHF, Jazz-#271, Murrells)

         
            At the Woodchopper’s Ball, Woody Herman’s first big hit and longtime trademark song, was a head arrangement on a blues pattern mostly written by Joe Bishop that the band had worked out at the Roseland Ballroom in Brooklyn, built around simple, repetitive, and infectious riff choruses by the brass section. Herman’s crew was known during this period as “The Band That Plays the Blues,” and its comfort with black-rooted music (Duke Ellington was a particular role model) paid off by helping to provide its breakthrough. Bassist Walt Yoder had seen a woodchopping contest at the Sportsmen’s Show in Boston Garden and suggested the title. The piece features Herman’s genuinely bluesy clarinet, Neil Reid on trombone, Steady Nelson on trumpet, and Saxie Mansfield on tenor sax. It was voted the #3 best record of 1939 by Down Beat readers (behind Benny Goodman’s And the Angels Sing and Glenn Miller’s Moonlight Serenade).262

         
            
            Back In the Saddle Again (1939)—Gene Autry (written by Ray Whitley) 

         Okeh/Vocalion 05080 (also issued on Columbia 37010 & Conqueror 9341)

         Recorded on April 18, 1939263 (NPR-100, HBN-#30, C&W-#33, GHF, RIAA)
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               Figure 3.6Gene Autry. Library of Congress, Prints & Photographs Division, LC-USZ62-137550.
            

         

         
            Back In the Saddle Again “is the quintessential cowboy anthem from the quintessential silver screen cowboy,” writes Bill Friskics-Warren in Heartaches By the Number. “When Gene, his voice splitting the difference between his heroes Jimmie Rodgers and Bing Crosby, croons genially about his horse, his six-gun, and sleeping under the stars, it’s entertainment at its best. Especially with that jaunty accordion conjuring images of him bouncing up and down on his mount.”264

         Hollywood’s definitive singing cowboy, Gene Autry (a Tioga Springs, Texas native) made his first recordings in 1929, and two years later hit big with That Silver-Haired Daddy of Mine. He helped make Republic Pictures the standard-bearer for screen Westerns with music. Gene’s recordings may have had pop slickness, but his best work also possessed a strong folklike quality that has helped them stand the test of time. From 1961 until his death, he was owner of baseball’s California (now Los Angeles) Angels.

         The song that became the Autry theme was written by Ray Whitley, born in Atlanta on December 5, 1901. After service in the U.S. Navy, he worked as an electrician, moved to New York City in 1929, and was one of the laborers who helped build the Empire State Building. Having already been singing and playing guitar on the side, he landed his own radio show, and in 1933 began his recording career. A few years later, he ventured to Hollywood and began appearing in “B” Westerns. One of his early films for RKO was the 1938 George O’Brien film Border G-Men, in which his composition Back In the Saddle Again was first heard.

         In a practice that was commonplace among top artists and bandleaders during much of the 1920–1950 era, the rights to the song were sold by Whitley to Autry, who, subsequently, listed himself as the composer. As with other Autry tunes that he purchased outright from its composer, he reworked the song slightly. Whitley, known as “RKO’s Singing Cowboy,” later worked for a time for Autry’s Republic Records, and wrote additional songs for the superstar; his last movie appearance was as James Dean’s manager in Giant (1956).

         
            
            Fine and Mellow (1939)—Billie Holiday (written by Billie Holiday & Milt Gabler)  

         Commodore 526265

         Recorded on April 20, 1939 (NPR-100, Jazz-#150, Blues-#172)

         The B side of one of the most legendary 78’s ever issued, Fine and Mellow is a simple blues that became magical because of an impeccable performance. The session had been arranged for Milt Gabler’s tiny Commodore label, because Columbia refused to let her record the incendiary anti-lynching tale Strange Fruit. They already had the standards Yesterdays and I Gotta Right to Sing the Blues lined up, and needed one more song to fill out both sides of two 78’s. Billie came to the date with some standard blues lyrics written down. (Variants of the line “love is just like a faucet, it turns off and on / Sometimes when you think it’s on, it has turned off and gone” can be found in Clara Smith’s 1923 record Down South Blues, Ethel Waters’ Ethel Sings ‘Em the same year, and Edward Thompson’s 1929 Seven Sister Blues, among others.) To make the song distinctive, Gabler contributed the verse: “High-drape pants, stripes are really yellow / Kisses me, makes me fine and mellow.” That provided the song’s title. Saxophonist Tab Smith sketched out a riff that he and tenor saxophonists Kenneth Hollon and Stanley Payne played behind her. Frankie Newton is on muted trumpet, and Sonny White is on piano. Gabler, instead of taking a cowriter credit, copyrighted the song in Holiday’s name only, and as it became a standard she earned royalties that helped carry her through some tough times. (Big Joe Turner once claimed that he wrote the song during the period when both he and Holiday were performing at Café Society, and Mark Humphrey suggests that “it certainly sounds like Turner of that vintage.”)266

         Perhaps her most emotionally affecting rendition of the song occurred on December 8, 1957 on the CBS special “The Sound of Jazz,” featuring a final reunion between Billie and her old friend tenor saxophonist Lester Young. He had been in poor health, but delivered a lovely solo (Doc Cheatham also soloed strongly on trumpet with a band that additionally included Coleman Hawkins and Ben Webster) that, notes Ted Gioia, has been called “the most moving jazz moment ever captured on film.”267 Young died fifteen months later, and Billie died four months after that.

         
            
            Yesterdays (1939)—Billie Holiday (music by Jerome Kern, lyrics by Otto Harbach) 

         Commodore 527268

         Recorded on April 20, 1939 (Jazz-#392)

         
            Jerome Kern’s ballad classic Yesterdays, introduced in the 1933 Broadway musical “Roberta” by Fay Templeton, is “an extraordinarily evocative song, simple in construction, narrow in range, and unforgettable,” declares Alec Wilder.269 Its greatest recording was made by Billie Holiday on the same historic session as her rendering of Strange Fruit, sandwiched between that song and Fine and Mellow. Only Holiday, writes Will Friedwald in Jazz Singing, could take Kern’s stately melody “and make it swing gently while at the same time retaining its drama, and only Holiday can take [Otto Harbach’s] deliberately archaic … lyric and make it breathe. … One word from Holiday is worth a thousand pictures.” David Jenness and Don Velsey note that some of Harbach’s lyrics from this period such as Smoke Gets In Your Eyes (with the word “chaffed”), and the use of “sequestered days” here, had this vintage parlor-song quality.270 Jack Gottlieb (in Funny, It Doesn’t Sound Jewish) suggests that the song contains a “kernel” of the melody Schochen ad, from the Jewish cantorial morning service (shacharit), which he calls a “fluke” borrowing. In an interview with Voice of America’s Willis Conover, Holiday named this as one of her all-time favorites.271

         
            
            Summertime (1939)—Sidney Bechet Quintet 

         Blue Note 6

         Recorded in May 1939; live version recorded in March 1947272 (Jazz-#117)

         The legendary Blue Note label, founded by Alfred Lion not long before this May 1939 session, produced its first acknowledged classic in the Sidney Bechet Quintet’s performance of Summertime, the Gershwin classic from Porgy and Bess. Given extra time to stretch out on the 12-inch record, Bechet amazes on soprano saxophone, accompanied by Meade “Lux” Lewis (piano), Teddy Bunn (guitar),273 Johnny Williams (bass), and Sid Catlett (drums). Ted Gioia in The History of Jazz: “Playing soprano saxophone—an instrument that in the hands of many others has an all too limited expressive range and a disconcerting tendency to go out of tune—Bechet employs his full arsenal: growls, moans, plaintive calls, luminous high tones, whispered asides, even a sly quote from an opera aria.”274 The October 1, 1939 Down Beat raved: “Here is improvisation at its very best.” Hearing Bechet’s impassioned, dramatic tremolo on soprano, rarely more beautifully exhibited than in this performance, and no one could question his status as one of the supreme jazz soloists.

         
            June 12: The first induction ceremony for the Baseball Hall of Fame is held in Cooperstown, New York, with all eleven living inductees present, including Babe Ruth.

         
            
            Orange Blossom Special (1939)—Rouse Brothers 

         Bluebird 8218

         Recorded on June 16, 1939

         Florida-born singer-fiddler Ervin Rouse wrote Orange Blossom Special in 1938 (at least he wrote the words; another fiddler from Florida, Chubby Wise, claimed to have created the melody), inspired by a streamlined train of that name that in November 1925 inaugurated its run from Miami north to Washington, D.C. The original title was South Florida Blues. Roy Hall and His Blue Ridge Entertainers, featuring fiddler Tommy Magness, was the first group to record the song, in November 1938, but as Rouse had already copyrighted the tune and threatened legal action if anyone released a version before his, Bluebird did not commercially release the performance. The following February, Walter Hurdt did an instrumental version called Train Special that was released by Bluebird; apparently, Rouse took no action because of the different title and absence of lyrics. Ervin and his brother Gordie Rouse (vocal and guitar) finally waxed their own rendition three months later—yet again for Bluebird—and this was the recording that first made the great fiddle tune famous. It’s a spirited, rousing performance. The group had first recorded in 1936, at that time under the leadership of older brother and fellow fiddler Earl Rouse. Oddly enough, after this session at which five numbers besides Orange Blossom Special were cut, it would be at least four years before the group stepped into a recording studio again.275

         
            
            O Que e que Baiana Tem? (1939)—Carmen Miranda (written by Dorival Caymmi) 

         (World-#45, RR)

         She made her reputation with comically outlandish headwear (turbans decorated with artificial fruit), extravagant jeweled costumes, and performances accentuated with gyrating hip movements and exaggerated facial expressions. But while Carmen Miranda was an accomplished comedienne, she was also a charismatic singer whose recordings retain their allure generations later. Born Maria do Carmo Miranda da Cunha on February 9, 1909 near Lisbon, Portugal, she grew up in Rio de Janeiro, sang there on radio in the 1920s, and soon became a top Brazilian star in nightclubs and movies, performing throughout South America during the 1930s. Following her arrival in the United States in May 1939, Carmen quickly captivated the press, and shot to stardom that year in the Broadway and road show Streets of Paris. The 1940 film Down Argentine Way made her a household name, leading to many more films and recordings into the early 1950s. “The Brazilian Bombshell’s” biggest records were Mama Euquero (I Want My Mama) (1941) and her 1948 teaming with the Andrews Sisters, Cuanto la Gusta. But the performance inducted into the National Recording Registry was perhaps her most important career-launching piece, O Que a que a Baiana Tem, which she performed in the 1939 Brazilian film Banana da Terra. The lyrics describe the traditional dress of the black and mestizo women of Brazil’s Bahia region. It’s a catchy, danceable number that she gives an exuberant (but not excessive) treatment, accompanied by guitars, trumpet, and multiple percussion instruments along with backing singers.

         
            
            The Little Dove (1939)—Aunt Molly Jackson 

         Recorded in New York City for Library of Congress

         “Aunt Molly” Jackson is best remembered as a passionate activist on behalf of Kentucky coal miners and labor unions through writing and singing union anthems as well as protest actions. She deserves at least equal stature as a classic Appalachian folk ballad singer, and one of her most unforgettable performances was The Little Dove. Born Mary Magdalene Garland in 1880 in Clay County, a ninth-generation Kentuckian, she earned the nickname “Aunt Molly” after becoming a midwife at age twelve (older mountain midwives were typically called “Granny”), delivering somewhere between sixty-five and hundreds of babies over a period of more than twenty years. She married coal miner Jim Stewart at thirteen, and before long, her angry defiance on behalf of miners and their wives created a proudly earned reputation as a troublemaker; once her husband was fired after she distributed a pro-union song. Her professional name came from a later husband, Bill Jackson.

         Molly had learned over a hundred old songs from her great-grandmother, and this led her to begin recording in 1939 for Alan Lomax and the Library of Congress’ Archive of Folk Song. The Little Dove is a traditional white Southern hymn that was first reported by Phillips Barry in the July–September 1912 Journal of American Folklore, and then collected in 1917 under the title The Lonesome Grove by Cecil Sharp for English Folk-Songs from the Southern Appalachians. Sharp collected four variants of the tune, and indicated that its first stanza may have been inspired by the traditional English ballad Giles Collins. (“Look away, look away, that lonesome dove / That sails from pine to pine / It’s mourning for its own true love, just like I mourn for mine.”) In Spiritual Folk-Songs of Early America (1937), George Pullen Jackson included the song as Newberry or Lonesome Grove, and traced it back to the 1855 hymn book Social Harp, which attributed it to William C. Davis. Jackson further remarked that the melody belongs to a family of tunes related to the traditional English ballad Lord Lovel (No. 75 among the Child ballads).276

         
            The Little Dove is a hauntingly beautiful lament that Molly sings a cappella. “As I sat in a lonesome grove, sat o’er my head a little dove / For its lost mate it began to coo, it made me think of my mate too. …” The singer’s spouse was lost to consumption (it’s sung from the male perspective), and their baby died soon afterward; she looks ahead to the time they “will meet to part no more.” “O hasten on the happy day, when I must leave this clod of clay / And soar on high to that blessed plain / There I’ll meet Mary and my Jane.” In liner notes for the Library of Congress album “Anglo-American Shanties, Lyric Songs, Dance Tunes and Spirituals” (including this song and first released as an album of 78 rpm records in late 1942), Alan Lomax remarked that her performances are “in the pure style of Kentucky mountain folk singing.”

         
            
            Ida Red (1939)—Roy Acuff and His Smoky Mountain Boys 

         Vocalion 05359

         Recorded in Memphis on July 5, 1939

         The Smoky Mountain Boys’ exciting, very up-tempo performance is the most renowned version of one of country music’s best-loved traditional hoedowns. E. C. Perrow included it in a landmark 1913 Journal of American Folklore article after collecting it from Kentucky mountain whites in 1905.277 According to Country Music Sources (Meade and Spottswood), Ida Red was first recorded in 1924 by Fiddlin’ Powers and Family for Victor (vocal by Carson Robison), with subsequent recordings by Riley Puckett (1926), Ernest Stoneman and His Dixie Mountaineers (1926), Gid Tanner and His Skillet Lickers (1934), and Bob Wills (1938), among others.

         
            The Acuff rendition features Roy and Pete “Brother Oswald” Kirby on duet vocal. Oswald’s banjo and Acuff’s fiddle kick it off: “Ida Red, Ida Red, I’m in love with Ida Red. …”278 The record has something of a raucous Gid Tanner quality, with the leader’s frenetic fiddling all over the place. Sixteen years later, this recording served as an inspiration (in melody and furious tempo) for Chuck Berry’s breakthrough hit Maybellene.279 It’s included on the Sony boxed set “Can’t You Hear Me Callin’: Bluegrass: 80 Years of American Music.”

         
            
            Cherokee (1939)—Charlie Barnet and His Orchestra (written by Ray Noble) 

         Bluebird 10373

         Recorded on July 17, 1939 (GHF, Jazz-#220)

         Ray Noble’s suite dedicated to the American Indian included Cherokee, which Charlie Barnet made into one of the great jazz standards through this exciting performance. The song had been recorded five months earlier by Count Basie’s orchestra, a version whose poor sales led Victor/Bluebird A&R man Leonard Joy to suggest that Barnet shouldn’t bother with the tune. But Barnet’s would fare much better, partly because its crisp, concise treatment was more commercially appealing than Basie’s extended two-part version. Most important to its success is the vivid arrangement by Billy May (later one of the favorite arrangers for Frank Sinatra, Nat Cole, and others), who’s also here on trumpet.280 Several years later, Charlie Parker would improvise variations on this song for his bop masterpiece Ko Ko.281

         Born Charles Daily on October 26, 1913 to wealthy New York City parents, by age sixteen, Charlie Barnet was leading a band on ocean liners, and at nineteen in 1932 was fronting the resident band at the Paramount Hotel in Manhattan. A tenor saxophonist (and occasionally on soprano), he used Duke Ellington and Count Basie as the inspirations for a band featuring his and May’s arrangements. Barnet’s was one of the first white bands to feature black musicians, and it frequently used black arrangers. A colorful personality, he married a reported eleven (!) times.

         
            
            Tuxedo Junction (1939)—Erskine Hawkins and His Orchestra 

         Bluebird 10409

         Recorded on July 18, 1939; Pop Memories debut on December 16, 1939 (reached #7)

         Glenn Miller had the giant pop hit with Tuxedo Junction in 1940, but bandleader Erskine Hawkins cowrote it (with his trumpet player Sam Lowe) and introduced it on record; for many big-band lovers, the superbly swinging original is at least as good, if not better. The tune originated, as related by Artie Atlas, in a sign-off musical phrase that had been used ever since the early 1930s at Harlem’s Savoy Ballroom; the band concluding a set would introduce the riff, which would then be picked up by the relief band as it moved in from an adjoining bandstand.282 One night, Hawkins’ combo had to improvise around the phrase for 4 minutes before Chick Webb’s orchestra took over, and this improvisation became Tuxedo Junction. At the July 1939 session, Hawkins was short one number, so he and Lowe took the Savoy tune fragment, wrote an eight-bar introduction and a sixteen-bar middle section to the main phrase, and in 10 minutes a swing-era classic was born. The title was suggested by the leader’s valet, the name of a trolley crossing in the steel mill district of Birmingham, Alabama (Hawkins’ birthplace), where black mill workers went at day’s end to change into their “tuxedos” for a night out on the town.

         Born July 26, 1914, trumpet player Hawkins formed his band at Alabama State Teachers College, brought it to New York City in 1938, and the following year the ensemble rose to prominence through its recordings and appearances at the Savoy. A specialist in hitting dramatic high notes, he was billed rather immodestly as “The 20th Century Gabriel.” Nevertheless, Wilbur “Dud” Bascomb was the band’s primary trumpet soloist, possessing a more nuanced and swinging quality than the leader, and Gunther Schuller and Martin Williams proclaim Bascomb’s Tuxedo Junction muted-horn solo (which comes after features for Hawkins and alto saxophonist William Johnson) as “his classic,” quoted by other trumpeters (including Miles Davis) for decades thereafter.283 Bascomb and Johnson wrote the splendid arrangement.

         
         
            
            (Ravel’s) Bolero (1939)—Benny Goodman and His Orchestra (by Maurice Ravel) 

         Recorded for Columbia on August 11, 1939; originally unissued, later released on V-Disc 731
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               Figure 3.7Benny Goodman. Library of Congress, Prints & Photographs Division, LC-USZ62-130039.
            

         

         “Jazzing the classics” was all the rage in the 1939–1941 period, with swing arrangements of classical composers from Tchaikovsky and Beethoven to Mendelssohn and Debussy. It was also a controversial trend, often disdained by jazz critics and classical purists alike. But while such adaptations could be nothing more than a gimmick if done blithely, in the hands of superb artists they could become a springboard for fascinating recordings. A perfect example of the latter is the Benny Goodman version of one of the twentieth century’s best-known classical pieces, Maurice Ravel’s Bolero.

         Few arrangers of the Big Band Era could top Eddie Sauter as a bold innovator. Born December 2, 1914 in Brooklyn, Sauter moved from musical studies at Columbia and Julliard to playing trumpet and mellophone and doing arrangements for the bands of Charlie Barnet (1935) and Red Norvo (1936–1938). It was his work with Goodman from 1938 through the early 1940s that forged his reputation, including such original compositions as Benny Rides Again, Clarinet a la King, and All the Cats Join In. After the 1940s work with Artie Shaw, Tommy Dorsey, Woody Herman, and Ray McKinley, Sauter teamed with another of the Swing Era’s most esteemed arrangers, Bill Finegan, to form the Sauter-Finegan band in 1952; that band’s wildly unconventional instrumentation (including oboe, bass clarinet, and English horn) and arrangements delighted a discriminating group of admirers.

         Sauter’s arrangement of Bolero was one of his early creative triumphs. French composer Maurice Ravel wrote it on a commission from Ida Rubinstein; her ballet production built around the piece premiered in November 1928. The 15-minute work took an intoxicating Spanish-sounding theme and repeated each of the theme’s two parts nine times in the same key, using different orchestrations to vary the texture and building to a gradual crescendo. It quickly became the biggest composition of Ravel’s career, particularly after being introduced as an orchestral number a year later. The July 9, 1930 Variety reported that “one of the best selling records of the winter season” was a Victor recording of Bolero, which had attained a “huge popularity” after being featured by the New York Philharmonic and the Boston Symphony.284 285 Of course, it took on a whole new life in the hit 1979 motion picture “10” when it was used for its erotic, hypnotic qualities as luscious Bo Derek’s favorite accompaniment to lovemaking.

         The Goodman band tried out the Sauter arrangement for the first time in an August 1938 “Camel Caravan” radio broadcast. It was not until a year later that the band recorded a full-scale version of the arrangement. Whatever quibbles the purists of opposing camps may offer, this is a rich and exciting performance, boiling the original 15 minutes down to about three and a half minutes but capturing the piece’s emotional (and sensual) essence, and building steadily in intensity to a thrilling conclusion. In addition to Goodman on clarinet, the band at this session included Ziggy Elman and Chris Griffin on trumpets, Jerry Jerome on tenor sax, Toots Mondello on alto sax, and Fletcher Henderson on piano (Henderson has at times been incorrectly credited with this arrangement). In The Swing Era, Gunther Schuller praised Sauter for preserving the trombone glissandos of the work’s final measure, while suggesting that squeezing it all into a 4/4 dance tempo meant that it couldn’t match Ravel’s original.286 Sauter and Goodman were trying to create something distinct and powerful, and at this they succeeded.

         Unfortunately, due to the controversy over swinging the classics, Ravel’s estate would not allow the record to be released. Aside from limited distribution to U.S. soldiers on V-disc in the mid-1940s, it remained an unheard treasure until finally released on LP many years later.

         
            August 25: “The Wizard of Oz” premieres, featuring Judy Garland’s “Over the Rainbow.”

         
         
            
            Day In, Day Out (1939)—Artie Shaw and His Orchestra, vocal by Helen Forrest (music by Rube Bloom, lyrics by Johnny Mercer) 

         Bluebird 10496

         Recorded on August 27, 1939

         
            Day In, Day Out was lyricist Johnny Mercer’s second experience working with composer Rube Bloom, following their 1936 collaboration on a Blackbirds stage revue starring a young Lena Horne. Pianist-composer Bloom had enjoyed a handful of moderate successes during the previous decade, and with Mercer’s lyrics would score his biggest pop hit in 1940 with Fools Rush In. Bloom left the music off with Mercer, and some weeks later, writes biographer Philip Furia, the wordsmith “came up with one of his most passionately driven lyrics. … Its soaring melodic line, which ranges beyond the standard 32-bar chorus to 56 measures, is composed of short, jabbing phrases that were perfect for bringing out the big band sound. The opening phrases suggested the turnaround title to Mercer, and he also found a parallel pair of phrases in ‘Come rain, come shine,’ which he would later use as the title for another song.” Mercer cleverly gave the title phrase a twist “by using it to describe unrelenting excitement,” making a description of a daily routine stimulating “until it culminates in a kiss, and he compares it to the beating of the heart, at once monotonous and ecstatic.” The song’s climax, notes Furia, comes when Bloom’s melody shoots up to high F, and Mercer follows by juxtaposing the simplest words with “deftly shifting meanings.”287

         Early in his career as writer and composer, Alec Wilder was given the assignment of arranging Day In, Day Out for a singer, and in American Popular Song, recalls it as being “unlike any song in the pop field I’d ever seen.” In addition to the fifty-six-measure length, Bloom’s “melodic line soared and moved across the page like a lovely brush stroke.” It also “achieves great emotional intensity,” which is amplified by Mercer’s lyric. “He is replete with surprises” in the melody, stretching phrases and returning to high F “in romantic desperation. … It’s an absolutely great song.”288

         Bob Crosby’s orchestra had the big hit in 1939 with Day In, Day Out, but the finest rendition is that of Artie Shaw. Jerry Gray and Shaw fashioned the arrangement for this recording, which has the benefit of Helen Forrest as vocalist. Born April 12, 1918 in Atlantic City, Forrest had sung with her brother’s band in Washington, D.C., before joining Shaw in late summer 1939. When Shaw temporarily disbanded that December, she joined Benny Goodman until August 1941, then scored several big hits with Harry James’ orchestra until going solo in late 1943. Her warm, “liquid” vocal qualities made Helen among the most popular of all big-band singers. “Forrest’s clean tone and ability to sing in the center of the pitch” contribute to her outstanding interpretation, writes James Morris. “Forrest handles the innate intensity of the song almost casually, allowing it to carry her along but never becoming engulfed in its momentum.”289

         
            September 3: Britain and France declare war on Germany. Poland surrenders to Germany later this month.

         
            
            Lester Leaps In (1939)—Count Basie’s Kansas City Seven (featuring Lester Young) (written by Young & Basie) 

         Vocalion 5118

         Recorded on September 5, 1939 (Jazz-#100, NPR)

         Although he spent most of his amazing career as a big-band leader, Count Basie also did some of his most memorable work with smaller combos, and this Kansas City Seven session with Lester Leaps In and Dickie’s Dream is one of the prime examples. Tenor saxophonist Lester Young had emerged by this point as one of the most renowned musicians in jazz through not only his work with Basie but also his key contributions to many Billie Holiday classics, and Lester Leaps In further strengthened his reputation, to the point where he would strike out on his own in late 1940. The piece is a “head arrangement” based on the harmonies of George Gershwin’s I Got Rhythm. Martin Williams called it a “classic performance” in which the “inspirational interplay of Basie’s piano accompaniment is almost the equal of Young’s inventive brilliance.”290 Buck Clayton is also featured (albeit without soloing) on trumpet; the rest of the group: Dickie Wells (trombone), Freddy Green (guitar), Walter Page (bass), and Jo Jones (drums); John Hammond supervised the session. Basie biographer Stanley Dance on Lester Young’s style and how it contrasted with that of Coleman Hawkins: “Detached, cool, never pushing, it played with and against the rhythm section’s lifting beat as a bird does against shifting air currents.”

         
            
            When Lights Are Low (1939)—Lionel Hampton and His Orchestra (written by Benny Carter) 

         Victor 26371

         Recorded on September 11, 1939 (Jazz-#465)

         
         
            
               [image: ]

            
               Figure 3.8Lionel Hampton. Library of Congress, Prints & Photographs Division, LC-USZ62-132945.
            

         

         During an exceptionally long career that spanned over seventy years, Benny Carter quietly left an indelible impression as a composer, arranger, bandleader, and master of multiple instruments. Born August 8, 1907 in New York City, he played in small clubs as a teenager and with various bands before a 1927–1928 stint with Charlie Johnson’s orchestra and then his own band for a year. A 1930–1931 stay with Fletcher Henderson’s ensemble included his first important arrangements. He was already winning acclaim as one of the finest alto saxophonists, and was also adept on tenor, clarinet, and trumpet. Carter joined McKinney’s Cotton Pickers in 1931, led his own band from 1932 to 1934, and did arrangements for Duke Ellington, Benny Goodman, and others. Working in Europe from 1936 to 1938 brought him wider public acclaim than ever before, leading to his U.S. return in mid-1938 and a new Carter band. While never reaching commercial success as a leader, Carter was brilliant behind the scenes, as demonstrated when he composed, arranged, and directed the lovely mid-tempo piece When Lights Are Low for Lionel Hampton’s orchestra.

         While still a member of Goodman’s quartet and sextet, vibraphonist and multi-instrumentalist Hampton led a series of exciting sessions under his own name with all-star sidemen. In Jazz: Its Evolution and Essence, Andre Hodeir proclaims this performance the Hampton band’s “masterpiece.” Carter offers a “delicately inventive” alto solo, and Hodeir suggests that if he, Hampton, and Coleman Hawkins (leading an amazing tenor sax trio with Ben Webster and Chu Berry) never played better, it is thanks to a stellar rhythm section. With Charlie Christian (guitar), Clyde Hart (piano), Milt Hinton (bass), and Cozy Cole (drums), it “doesn’t seem that there are four instruments played by four musicians; the impression of unity is so strong that the plurality of voices becomes questionable.” Cole, in particular, serves to “launch the band in an astonishing way” because his breaks are “placed with incomparable rhythmic precision.”291

         
            
            Flying Home (1939)—Benny Goodman Sextet 

         Columbia 35254

         Recorded on October 2, 1939

         Benny Goodman called the young black Dallas-born, Oklahoma-raised electric guitarist Charlie Christian “one of the most astounding musicians I think I’ve ever heard,” and the first showcase for that amazing talent was the classic riff number Flying Home, whose first performance by the Goodman sextet was on the August 17, 1939 “Camel Caravan” radio broadcast just a week after he was hired by Benny. Vibraphonist Lionel Hampton and Goodman are credited as the song’s composers, but by most accounts, Christian was an equally important contributor to its creation, as his brilliantly inventive riffs inspired his fellow musicians to new heights. Flying Home was the very first number that Charlie recorded with the clarinetist/leader. The rest of the sextet, in addition to BG and Hampton: Fletcher Henderson (piano), Artie Bernstein (string bass), and Nick Fatool (drums).

         Goodman biographer Ross Firestone: “Along with Lionel Hampton, Christian dominates Flying Home, playing a long, loping bluesy solo that sounds as if it could go on forever.”292 Uncharacteristically, Benny relegates himself to briefer solo statements that merely complement the two featured artists. “The intricate unison riffing here, so elegantly executed that the three voices merge into one,” served as the prototype for subsequent gems by the small group. After Hampton left to form his own full-time band, he made Flying Home into the ultimate bring-down-the-house thriller, particularly on his May 1942 version featuring tenor sax wild man Illinois Jacquet. The Goodman sextet original is leisurely by contrast, but almost as richly satisfying.

         
            
            All The Things You Are (1939)—Artie Shaw and His Orchestra (vocal by Helen Forrest) 

         Bluebird 10492

         Recorded on October 26, 1939; chart debut on January 13, 1940 (#8 peak)293 294

         
            The magnificent Jerome Kern-Oscar Hammerstein ballad All the Things You Are is given a luminous vocal for Artie Shaw’s band by Helen Forrest, just twenty-one years old but already one of the finest of all big band singers. In The Swing Era, Gunther Schuller suggested that clarinet king Shaw himself is in less than prime form here, although this seems hardly discernable; suffering from exhaustion, he had already collapsed on stage earlier in 1939, leading to an extended hospital stay, and about a month after this session he would dissolve the band. In February 1944, Victor reissued this and Tommy Dorsey’s versions of the song on the same 78.295 Stephen Sondheim saw the show from which this classic came (Very Warm for May) at age nine, and credited it with inspiring him to pursue a career as a Broadway composer. Ted Gioia cites as one of the song’s many virtues the second eight bars, containing an “unusual modulation” that brings the melody down five scale steps, a shift that serves to deepen the ballad’s underlying mood.296

         
            
            Precious Lord (1939)—Five Soul Stirrers 

         Bronze BR-103

         Recorded in c. late 1939 (Gospel-#136)

         The Thomas A. Dorsey gospel classic we know as Precious Lord, Take My Hand was first recorded in 1932 by Sallie Martin (accompanied by the composer on piano), and the Golden Gate Quartet’s February 1939 recording helped make it a nationally known standard. A very close rival to the Gates’ as the greatest early rendition was this exceptional performance by the group that would later be known as the Soul Stirrers. The group had first recorded four titles for the Library of Congress in 1936 as the Five Soul Stirrers of Houston, and three years later made their commercial recording debut. Three members of the 1936 group, Ernest Rundless, Mozel Franklin, and Senior Roy Crain, were joined by two newcomers: Jesse J. Farley, and the man who would become legendary as one of gospel’s great lead singers, Rebert (R. H.) Harris. “Brilliantly, uniquely, Harris not only created but defined the terms of good quartet singing,” writes Anthony Heilbut. He was largely responsible for making falsetto an integral part of gospel performances, his vocals inspired by blues artists such as Blind Lemon Jefferson and Leroy Carr. “Harris’ voice comes through with the timeless urgency of a Robert Johnson or a Billie Holiday.”297 Harris and Franklin share the lead vocals in this compelling, almost mesmerizing a cappella performance. “Precious Lord, take my hand / Lead me on, let me stand / I am tired, I am weak, I am worn / Through the storm, through the night / Lead me on to the light. …”

         
            
            Lunceford Special (1939)—Jimmie Lunceford and His Orchestra (written by Eddie Durham) 

         Vocalion/Okeh 5326

         Recorded on December 14, 1939

         One of the most admired ensembles of the early big band era, Jimmie Lunceford’s band did some of its finest work through the arrangements of Eddie Durham. The guitarist/arranger was with Lunceford from early 1935 to mid-1937, then left to join Count Basie, but continued to contribute occasional songs and arrangements for his former employer thereafter, especially the high-energy dance number Lunceford Special. Gunther Schuller writes that the piece shows the “fine drive and ensemble style” of the orchestra, featuring strong solos by Willie Smith (alto sax), Snooky Young (trumpet), Trummy Young (trombone), and Joe Thomas (tenor sax).298 Ted Gioia says Smith’s “sophisticated and sweet-toned saxophone work places behind him only Benny Carter and Johnny Hodges among altoists of the decade.”299 Smith was equally renowned for relentlessly rehearsing the band’s reed section, helping to make it like a precision machine with (as Richard Cook and Brian Morton express it) “superbly polished, interlocking parts.”

         
            
            The Man I Love (1939)—Billie Holiday 

         Okeh 5377

         Recorded on December 15, 1939 (Jazz-#410)

         The George and Ira Gershwin ballad The Man I Love is tailor-made for Lady Day, with a combo drawn entirely from Count Basie’s band with the exception of pianist Joe Sullivan. Billie’s performance, notes biographer Donald Clarke, conveys the song’s “understated pathos,” and we also get a tenor sax solo by Lester Young.300 The other participants are Buck Clayton and Harry Edison (trumpets), Earl Washington and Jack Washington (alto sax), Joe Sullivan (piano), Freddy Green (guitar), Walter Page (bass), and Jo Jones (drums). Her later version from an April 22, 1946 Jazz at the Philharmonic concert, with a lineup including Young, Clayton, and Coleman Hawkins, is also highly regarded.

         
            December 15: The era’s biggest motion picture, “Gone With the Wind,” has its Atlanta/world premiere.
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                Star Dust (January 29, 1940)—Glenn Miller and His Orchestra

            
                The East Bound Train (February 5, 1940)—Blue Sky Boys

            
                Ballad for Americans, Parts 1–4 (February 9, 1940)—Paul Robeson

            
                The Invasion of Poland (February 1940)—Roaring Lion

            
                Fixin’ to Die Blues (March 8, 1940)—Bukka White

            
                Dusty Old Dust (So Long, It’s Been Good to Know Ya) (April 26, 1940)—Woody Guthrie

            
                Tom Joad (Parts 1 and 2) (April 26, 1940)—Woody Guthrie

            
                Cotton Tail (May 4, 1940)—Duke Ellington and His Famous Orchestra

            
                After Hours (June 10, 1940)—Erskine Hawkins and His Orchestra

            
                Stewball (June 17, 1940)—Leadbelly and Golden Gate Quartet

            
                Tom Dooley (1940)—Frank Proffitt

            
                Tom Dooley (1952)—Frank Warner

            
                The Nearness of You (August 22, 1940)—Connie Boswell

            
                Summit Ridge Drive (September 3, 1940)—Artie Shaw and His Gramercy Five

            
                In a Mellotone (September 5, 1940)—Duke Ellington and His Famous Orchestra

            
                Warm Valley (October 17, 1940)—Duke Ellington and His Famous Orchestra

            
                Benny Rides Again (November 13, 1940)—Benny Goodman and His Orchestra

            
                Star Dust (January 4, 1941)—Tommy Dorsey and His Orchestra featuring Frank Sinatra and Pied Pipers

            
                Dancing In the Dark (January 23, 1941)—Artie Shaw and His Orchestra

            
                Song of the Volga Boatmen (February 22, 1941)—Glenn Miller and His Orchestra

            
                Take Me Back to Tulsa (February 26, 1941)—Bob Wills and His Texas Playboys

            
                Boogie Woogie Bugle Boy (March 1, 1941)—Andrews Sisters

            
                Solo Flight (March 4, 1941)—Benny Goodman and His Orchestra featuring Charlie Christian

            
                Catfish Blues (March 28, 1941)—Robert Petway

            
                Portrait of a Guinea Farm (April 16, 1941)—Claude Thornhill and His Orchestra

            
                Why Don’t You Do Right (April 23, 1941)—Lil Green

            
                Let Me Off Uptown (May 8, 1941)—Gene Krupa and His Orchestra, vocal by Anita O’Day & Roy Eldridge

            
                Solitude (May 9, 1941)—Billie Holiday

            
                Pastures of Plenty (May 1941)—Woody Guthrie

            
                Green Eyes (May 17, 1941)—Jimmy Dorsey and His Orchestra

            
                Worried Life Blues (June 24, 1941)—Big Maceo

            
                Besame Mucho (1941)—Pedro Vargas

            
                Blues In the Night (September 10, 1941)—Cab Calloway and His Orchestra

            
                When Was Jesus Born? (October 1, 1941)—Heavenly Gospel Singers

            
                House of the Rising Sun (c. late 1941)—Josh White

            
                Going Down Slow (November 11, 1941)—St. Louis Jimmy (Jimmy Oden)

            
                He Never Said a Mumblin’ Word (December 3, 1941)—Golden Gate Quartet

            
            
                The Man I Love (December 15, 1941)—Lena Horne

            
                (There’ll Be Bluebirds Over) The White Cliffs of Dover (December 20, 1941)—Kay Kyser and His Orchestra

            
                But Not for Me (December 30, 1941)—Harry James and His Orchestra

            
                Moonlight Cocktail (February 7, 1942)—Glenn Miller and His Orchestra

            
                I’m Gonna Move to the Outskirts of Town (March 6, 1942)—Big Bill Broonzy

            
                Well, Git It! (March 9, 1942)—Tommy Dorsey and His Orchestra

            
                Skylark (March 19, 1942)—Earl Hines and His Orchestra, vocal by Billy Eckstine

            
                There’s a Star-Spangled Banner Waving Somewhere (March 19, 1942)—Elton Britt

            
                Sleepy Lagoon (April 18, 1942)—Harry James and His Orchestra

            
                Tangerine (April 18, 1942)—Jimmy Dorsey and His Orchestra

            
                Wreck on the Highway (May 28, 1942)—Roy Acuff and His Smoky Mountain Boys

            
                Main Stem (June 26, 1942)—Duke Ellington and His Famous Orchestra

            
                Down Under (July 24, 1942)—Woody Herman and His Orchestra

            
                The Cuckoo Bird (August 1942)—Hobart Smith

            
                I’m Free At Last (August 28, 1942)—Southern Sons

            
                Lift Every Voice and Sing (October 22, 1942)—Southern Sons

            
                There Are Such Things (November 7, 1942)—Tommy Dorsey and His Orchestra, vocal by Frank Sinatra with Pied Pipers

            
                Brazil (Aquarela do Brasil) (January 23, 1943)—Xavier Cugat and His Waldorf-Astoria Orchestra

            
                Black (first movement From “Black, Brown & Beige”) (January 23, 1943)—Duke Ellington and His Famous Orchestra

            
                For Me and My Gal (January 24, 1943)—Judy Garland and Gene Kelly

            
                That Old Black Magic (February 20, 1943)—Glenn Miller and His Orchestra

            
                All or Nothing At All (June 19, 1943)—Frank Sinatra with Harry James and His Orchestra

            
                Pistol Packin’ Mama (June 19, 1943)—Al Dexter and His Troopers

            
                Paper Doll (July 17, 1943)—Mills Brothers

            
                But Not for Me (November 2, 1943)—Judy Garland

            
                Artistry In Rhythm (November 19, 1943)—Stan Kenton and His Orchestra

            
                I’ll Be Home for Christmas (December 4, 1943)—Bing Crosby

            
                Sweet Lorraine (December 15, 1943)—King Cole Trio

            
                It’s Only a Paper Moon (December 15, 1943)—King Cole Trio

            
                Oklahoma! (December 18, 1943)—Alfred Drake and Cast, “Oklahoma!”

            
                The Man I Love (December 23, 1943)—Coleman Hawkins’ Swing Four

            
                It’s Rainin’ Here This Morning (February 1944)—Grandpa Jones and Merle Travis

            
                As Time Goes By (April 1, 1944)—Billie Holiday

            
                The Boy Next Door (April 20, 1944)—Judy Garland

            
                Swinging On a Star (May 13, 1944)—Bing Crosby

            
                I’ll Walk Alone (July 8, 1944)—Dinah Shore

            
                Skyliner (August 13, 1944)—Charlie Barnet and His Orchestra

            
                Lover Man (Oh, Where Can You Be) (October 4, 1944)—Billie Holiday

            
                I Wonder (October 21, 1944)—Pvt. Cecil Gant

            
                On the Sunny Side of the Street (November 14, 1944)—Tommy Dorsey and His Orchestra

            
                Ev’ry Time We Say Goodbye (November 16, 1944)—Benny Goodman Quintet

            
                The Trolley Song (November 18, 1944)—Judy Garland

            
                As Long As I Live (November 21, 1944)—Lena Horne

            
                The Cattle Call (December 4, 1944)—Eddy Arnold

            
                The Man I Love (December 12, 1944)—Lee Wiley/Eddie Condon and His Orchestra

            
                Someone to Watch Over Me (December 14, 1944)—Lee Wiley/Eddie Condon and His Orchestra

            
                Have Yourself a Merry Little Christmas (December 30, 1944)—Judy Garland

            
                Rum and Coca-Cola (January 6, 1945)—Andrews Sisters

            
                Ac-cent-tchu-ate the Positive (January 6, 1945)—Johnny Mercer and Pied Pipers

            
                Stardust (January 11, 1945)—Coleman Hawkins

            
            
                Moonlight in Vermont (February 10, 1945)—Billy Butterfield and His Orchestra, vocal by Margaret Whiting.

            
                Apple Honey (February 19, 1945)—Woody Herman and His Orchestra

            
                Groovin’ High (February 28, 1945)—Dizzy Gillespie and His Sextet (with Charlie Parker)

            
                Smoke On the Water (March 24, 1945)—Bob Wills and His Texas Playboys

            
                A Cottage for Sale (May 2, 1945)—Billy Eckstine

            
                Lover Man (May 11, 1945)—Dizzy Gillespie and His All-Star Quintet, vocal by Sarah Vaughan

            
                Hot House (May 11, 1945)—Dizzy Gillespie and His All-Star Quintet (with Charlie Parker)

            
                Caldonia Boogie (May 12, 1945)—Louis Jordan and His Tympany Five

            
                Laura (May 26, 1945)—Dick Haymes

            
                Oklahoma Hills (July 7, 1945)—Jack Guthrie and His Oklahomans

            
                You Are Too Beautiful (August 3, 1945)—Dick Haymes

            
                I Only Have Eyes for You (August 27, 1945)—Frank Sinatra

            
                It’s Been a Long, Long Time (October 13, 1945)—Harry James and His Orchestra

            
                Since I Fell for You (November 7, 1945)—Buddy Johnson and His Orchestra

            
                Good Morning Heartache (January 22, 1946)—Billie Holiday

            
                Air Mail Special, Parts 1 and 2 (January 30, 1946)—Lionel Hampton and His Orchestra

            
                Round About Midnight (February 6, 1946)—Dizzy Gillespie’s All-Stars

            
                Eight More Miles to Louisville (March 1946)—Grandpa Jones

            
                The Gypsy (May 4, 1946)—The Ink Spots

            
                They Say It’s Wonderful (June 1, 1946)—Perry Como

            
                That’s All Right (September 6, 1946)—Arthur “Big Boy” Crudup

            
                Do You Know What It Means to Miss New Orleans? (October 17, 1946)—Louis Armstrong and His Dixieland Seven

            
                (I Love You) For Sentimental Reasons (November 9, 1946): King Cole Trio

            
                A Sunday Kind of Love (November 11, 1946)—Claude Thornhill and His Orch. w/ Fran Warren

            
                Happy-Go-Lucky Local (November 25, 1946)—Duke Ellington and His Famous Orchestra

            
                I Saw the Light (April 21, 1947)—Hank Williams with His Drifting Cowboys

            
                Sixteen Tons (June 9, 1947)—Merle Travis

            
                Don’t Let Nobody Turn You Around (1947)—Fairfield Four

            
                Smoke! Smoke! Smoke! (That Cigarette) (July 5, 1947)—Tex Williams and the Western Caravan

            
                Milky White Way (September 12, 1947)—The Trumpeteers

            
                Our Delight (September 26, 1947)—Tadd Dameron Sextet featuring Fats Navarro

            
                Embraceable You (October 28, 1947)—Charlie Parker Quintet

            
                I’ve Got a Crush On You (November 5, 1947)—Frank Sinatra

            
                Midnight Sun (November 10, 1947)—Lionel Hampton and His Orchestra

            
                The Natural Facts (That’s All) (November 25, 1947)—Sister Rosetta Tharpe

            
                If I Loved You (December 10, 1947)—Jo Stafford

            
                Crazeology (Little Benny) (December 17, 1947)—Charlie Parker Quintet with J. J. Johnson

            
                Merry Christmas, Baby (December 20, 1947)—Johnny Moore’s Three Blazers with Charles Brown

            
                Four Brothers (December 27, 1947)—Woody Herman and His Orchestra

            
                West Side Baby (December 29, 1947)—T-Bone Walker

            
                King Size Papa (February 14, 1948)—Julia Lee and Her Boy Friends

            
                Tomorrow Night (February 28, 1948)—Lonnie Johnson

            
                Nature Boy (April 17, 1948)—Nat “King” Cole

            
                Just Because Polka (May 8, 1948)—Frankie Yankovic and His Yanks

            
                Misterioso (July 2, 1948)—Thelonious Monk Quartet

            
                I Want My Crown (July–August 1948)—Pilgrim Travelers

            
                Chicken Shack Boogie (November 20, 1948)—Amos Milburn

            
                White Christmas (December 25, 1948)—The Ravens

            
                Philadelphia Lawyer (January 1949)—Maddox Brothers and Rose

            
                Ain’t Nobody’s Business (Parts 1 & 2) (March 5, 1949)—Jimmy Witherspoon

            
                Yesterdays (April 2, 1949)—Art Tatum

            
                Boplicity (April 22, 1949)—Miles Davis Nonet

            
                The House I Live In (May 1949)—The Ravens

            
                Bali H’ai (May 21, 1949)—Juanita Hall/“South Pacific”

            
                Pine Grove Blues (May 23, 1949)—“Nathan Abshire and His French Accordion”

            
                Body and Soul (June 14, 1949)—Billy Eckstine

            
                Baby Get Lost (July 30, 1949)—Dinah Washington

            
                I’ll Fly Away (August 1949)—Chuck Wagon Gang

            
                Tell Me Why You Like Roosevelt (Parts 1 & 2) (September 1949)—Otis Jackson and Natural Clouds of Joy

            
                Blues Stay Away from Me (September 17, 1949)—Delmore Brothers

            
                Lost Highway (October 8, 1949)—Hank Williams

            
                The Hammer Song (late 1949)—The Weavers

            
                Little Delia (November 1949)—Blind Willie McTell

            
                Mardi Gras in New Orleans (November 1949)—Professor Longhair and His New Orleans Boys

            
                The Fields Have Turned Brown (November 20, 1949)—Stanley Brothers and the Clinch Mountain Boys

            
                Just Friends (November 30, 1949)—Charlie Parker

            
                Sleigh Ride (December 24, 1949)—Boston Pops Orchestra

            
                Sleigh Ride (September 11, 1950)—Leroy Anderson and His “Pops” Concert Orchestra

         

         
            
            Star Dust (1940)—Glenn Miller and His Orchestra 

         Bluebird 10665

         Recorded on January 29, 1940; chart debut on October 26, 1940 (reached #20) (Jazz-#491)

         Hoagy Carmichael’s Star Dust, although more than a decade old, was being recorded by seemingly every top band in 1940, with Artie Shaw’s magical performance taking top honors. The instrumental rendition by Glenn Miller’s orchestra got lost in the shuffle at the time, partly due to the relentless outpouring of original hits by Miller during that period. But the perspective of time made the ravishingly romantic qualities of the Miller arrangement (scored by the leader and Bill Finegan), with that trademark sweeping-legato reed sound, shine brightly: In combined Billboard disk jockey polls from 1949 to 1961, Glenn’s Star Dust was ranked as the #7 all-time favorite record. This performance, proclaimed the May 1, 1940 Down Beat, “must be listed as among the greatest bits of big band scoring in history. Rich and full are the passages where the reeds dominate. Tex Beneke’s eight-bar [tenor sax] solo and Clyde Hurley’s trumpet bit are played in excellent taste, with a certain reservation compatible with the loveliness of the arrangement.” It turns out, however (as detailed in John Flower’s bio-discography Moonlight Serenade), that the trumpet soloist was actually Johnny Best. “Finegan’s arrangements invariably created emotions,” writes Miller biographer George T. Simon. “His rhythmic scores projected spontaneous excitement; his richly textured ballads evoked melancholia and sentimentality.”1 The great cornetist Bobby Hackett solos memorably on the band’s celebrated October 8, 1941 radio broadcast rendition.

         
            
            The East Bound Train (1940)—Blue Sky Boys (written by James Thornton & Clara Hauenschild) 

         Bluebird 8552 & Montgomery Ward 8670; recorded on February 5, 1940 (C&W-#336)

         Bill and Earl Bollick (of Hickory, North Carolina, born October 28, 1917 and November 16, 1919, respectively) as the Blue Sky Boys, writes Bill Malone, “sang the prettiest and most precise harmony found on country records before World War II,” and their radio broadcasts made them beloved throughout the Southeast.2 The Louvin Brothers were influenced by the Bollicks’ brotherly harmonies, and the Louvins, in turn, inspired the Everly Brothers. East Bound Train (originally titled Going for a Pardon) is a sentimental 1896 composition about a penniless little girl who melts the heart of a railroad conductor when she tells him that she is going to seek a pardon for her blind, imprisoned father. James Thornton’s best known song was another ballad set on the rails, In the Baggage Coach Ahead. Norm Cohen points out that most recordings of this selection, including the first one (by Dock Walsh in 1925) and the Bollicks’, are different from the published number, which suggests “the existence of a secondary ballad, composed between the turn of the century and 1925.” Specifically, Thornton’s 4/4 tune was replaced by a completely different waltz melody, and the latter half of the original piece (describing the visit to the governor) was discarded.3

         
            
            Ballad for Americans, Parts 1–4 (1940)—Paul Robeson  (written by Earl Robinson & John Latouche) 

         Victor 26516 (Parts 1 & 2) and 26517 (Parts 3 & 4); recorded on February 9, 1940 (GHF-#21, Folk-#54, Trad-#143)
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               Figure 4.1Paul Robeson. Library of Congress, Prints & Photographs Division, LC-USZ62-115061.
            

         

         The Depression and New Deal years, along with the raise of fascism in Europe, had a profound impact on the United States at many levels, including a small but growing movement that, writes Robert Cantwell, forged “a new cultural alloy out of discrete ideological and imaginative elements.” A central figure in that movement was composer Earl Robinson. Born in Seattle on July 2, 1910, the classically trained Robinson wrote songs for the San Francisco waterfront strike, the folk classic Joe Hill about the radical labor-movement hero, and about Abraham Lincoln in The Lonesome Train. In 1938, with lyricist John Latouche, he composed what he called his “Whitman cantata,” Ballad for Americans, for the Federal Theater Project. The piece served as the finale of a musical history of the United States, Sing for Your Supper. There was only one man who could do the composition full justice, Paul Robeson—perhaps the greatest U.S. singer of his time, former all-American football player, Columbia Law School graduate, and an actor of international renown.

         The first public performance of the song was by Robeson on the “Pursuit of Happiness” CBS radio program on November 5, 1939. He recorded it three months later. Ten minutes long and spread across four 78 rpm sides, the performance is accompanied by the youthful American Peoples Chorus and the Victor Symphony Orchestra, conducted by Nat Shilkret.4 Cantwell: “No musical document better captures the intellectual and social milieu of the folksong movement in New York than Robeson’s Ballad. In calling on the tradition of the revolutionary chorus … the Ballad summons up local Jewish political culture and youth culture in a stroke, audibly dramatizing their interconnection and at the same time enunciating them in forcefully patriotic terms, quoting the preamble to the Constitution and to the strains of Let My People Go, the concluding phrases of the Gettysburg Address.”5 By 1946, the song was already being caught up in right-wing “red baiting” efforts, as discussed in the September 1946 People’s Songs. In 1980, it became one of the earliest inductees to the Grammy Hall of Fame.

         
            February 15: Broadcast Music, Inc. (BMI) begins operation licensing music for public performance, established by radio broadcasters in an attempt to break the ASCAP “monopoly.”

         
            
            The Invasion of Poland (1940)—Roaring Lion 

         Recorded for Decca in February 1940

         One of the great figures of early calypso music with a career spanning more than sixty years, the man known as Roaring Lion (born Rafael de Leon) began singing in 1927. In 1933, Lion, Atilla the Hun, King Radio, and Lord Beginner became the first singers to perform throughout the Caribbean, and in 1934, Lion and Attila cut sides in New York for Brunswick Records. As he would relate in his self-published autobiography, he sang for President Roosevelt, appeared on Broadway at Rudy Vallee’s Hollywood Café, and became the first calypso singer to make a movie, Happy Go Lucky, the first Hollywood film shot in Trinidad. The song he performed on screen was one of his trademark numbers, Ugly Woman—which would be adapted by Jimmy Soul into the 1963 #1 smash If You Wanna Be Happy.

         Early calypso songs were often highly topical in nature, and a vivid example is Lion’s Invasion of Poland. Although these records typically combined serious lyrics with bright, peppy melodies and accompaniment, the somber nature of this song is unmistakable, describing the event (5 months before this recording) that triggered England’s declaration of war (at this time, Trinidad was still a colonial possession of England, and the Lion would later live in the United Kingdom for 11 years). The Lion fashioned his rapid-fire lyrics to the melody of his friend Attila’s 1937 song Man Man Briscoe, a song about a formidable stick fighter. In 1994, the Ice label issued a twenty-five-track compilation of the Lion’s early recordings, Sacred 78’s. “Poland, Poland / Germany invaded Poland. …”

         
            
            Fixin’ to Die Blues (1940)—Bukka White 

         Vocalion 05588

         Recorded on March 8, 1940 (GHF, Blues-#111)6

         Booker Washington White was born on November 12, 1906 in Houston, Mississippi, the son of a professional musician, and learned multiple instruments. He took to the road as a teenager, and met Charley Patton, who helped him with guitar technique. While in Itta Binna, Mississippi, in early 1930, he was seen playing by furniture store owner Ralph Lombo, a talent scout, who arranged for White to record for Victor.7 The company released just four of the fourteen numbers he recorded one day in Memphis, but the sides showed a budding talent. By 1937, White was in Chicago, where Lester Melrose got him to record one of his trademark pieces, Shake ‘Em On Down, for Vocalion. Melrose was eager to get the artist back in the studio, but by then Bukka was in Parchman Farm prison over a shooting incident.8 After securing his parole, White recorded twelve songs over two days in Chicago, half released on Vocalion and the rest on companion label Okeh. Fixin’ to Die Blues was inspired by a fellow prisoner who went into a coma before dying; he’s accompanied only by Washboard Sam. Ted Gioia: “Here the music throbs with a restless energy, completely at odds with the somber picture painted in White’s bitter lyrics.”9 “Just as sure as we living today, sure we’s born to die. … But I hate to leave my children crying. …” Remarkably, however, White would not record again until the 1960s; thereafter, he would record prolifically and achieve stardom on the festival circuit that he had not enjoyed in his youthful heyday.

         
            April 1940: After a period in which they tried to limit the right of radio stations to broadcast commercial recordings, Victor, Columbia, and Decca drop their efforts, thereby allowing unrestricted use of phonograph records over the airwaves.10
            

         
            
            Dusty Old Dust (So Long, It’s Been Good to Know Ya) (1940)—Woody Guthrie 

         Recorded on March 21, 1940 for Library of Congress; recorded for Victor 26622 on April 26, 1940; on Victor album Dust Bowl Ballads (Folk-#93)

         
         
            
               [image: ]

            
               Figure 4.2Woody Guthrie, March 21, 1940. Library of Congress, Prints & Photographs Division, LC-USZ62-113276.
            

         

         The most famous of all songs depicting the Great Dust Storm that devastated much of the Midwestern and south-central farm belt starting in 1935, Dusty Old Dust, was first written by Woody Guthrie in 1936 while living in the oil-boom town of Pampa, Texas, just south of the Oklahoma border. Woody largely set the tune aside until 1940. It was one of the twelve songs that he recorded for RCA Victor in a single day at its Camden, New Jersey studio, issued as two sets of 78 rpm albums (six sides each), Dust Bowl Ballads, that—despite minimal sales at the time—became a American landmark. With verses set to the tune of Carson Robison’s Ballad of Billy the Kid, the song became known through its chorus as So Long, It’s Been Good to Know Ya, a 1951 smash for Woody’s pals, Pete Seeger and the Weavers. Biographer Joe Klein: “What was most striking … was the subtlety and bitterness of the words. He wrote verses mocking the people he knew—the ones who ran to the churches because they thought the world was ending, the merchants who’d probably raise their prices for Amageddon—and sometimes named them specifically.”
            11

         In his book Chronicles, Vol. One, Bob Dylan recalled the revelation of hearing Dust Bowl Ballads for the first time. “I was stunned—didn’t know if I was stoned or straight. … All these songs together one after another made my head spin. It made me want to gasp. It was like the land parted. … I couldn’t believe it. Guthrie had such a grip on things. He was so poetic and tough and rhythmic. There was so much intensity, and his voice was like a stiletto. He was like none of the other singers I ever heard, and neither were his songs. His mannerisms, the way everything just rolled off his tongue, it all just about knocked me down. It was like the record player itself had just picked me up and flung me across the room.”12

         
            
            Tom Joad (Parts 1 and 2) (1940)—Woody Guthrie 

         Victor 26621, recorded on April 26, 1940; on album Dust Bowl Ballads (Folk-#122)

         Woody Guthrie’s seventeen-verse epic about the central character of John Steinbeck’s The Grapes of Wrath became one of his defining songs. The novel captured the populist passions of the era better than any other, and the movie version starring Henry Fonda, which opened in February 1940, carried these passions to a mass audience. The piece is set to the melody of the Carter Family’s John Hardy. RCA Victor released it as a two-parter stretched across both sides of a 78.

         Pete Seeger recalled the night Woody wrote Tom Joad. He was in the process of recording Dust Bowl Ballads, and Victor wanted him to do a song about Steinbeck’s hero. Guthrie was happy to oblige; seven weeks earlier on March 3, he’d participated in a “Grapes of Wrath Evening” (organized by actor Will Geer) to benefit agricultural workers, where he first met Seeger.13 So Pete borrowed a typewriter from a friend, and carried it six flights up on his Lower East Fourth Street building. Woody sat down with a “half-gallon jug of wine” and “started typing away.” He’d stand up a few times each minute, “toss out a verse on his guitar, and sit down and type some more.” Pete fell asleep at 1 A.M. “In the morning we woke up and there was Woody curled up on the floor under the table; the half-gallon of wine was almost empty, and the completed ballad was sitting near the typewriter. And it is still one of his masterpieces.”14

         
            
            Cotton Tail (1940)—Duke Ellington and His Famous Orchestra 

         Victor 26610

         Recorded in Hollywood on May 4, 1940 (Jazz-#232)

         Like approximately a thousand other jazz instrumentals, Cotton Tail is based on chords from George Gershwin’s I Got Rhythm. Unlike all those others, however, this high-powered, rousing number features one of the most famous tenor sax solos in history, by Ben Webster. The Kansas City-born Webster (born on February 27, 1909) had played in the 1930s with Andy Kirk, Fletcher Henderson, and Cab Calloway, but it was his too-brief 1940–1943 stint with Ellington that forged his reputation. In The History of Jazz, Ted Gioia writes that Webster’s solo here is “a lashing tour de force of improvisational complexity.”15 Webster also wrote the song’s last chorus for the reed section.16 Donald Clarke calls the tenorist’s performance on this “furiously swinging” number a “controlled explosion.” At his best, remarks Whitney Balliett, “Webster creates, out of an equal measure of embellishment and improvisation, loose poetic melodies that have a generous air rare in jazz.”17 Jimmy Blanton on bass provides another key element. Gunther Schuller devotes more than four pages of The Swing Era to the “stunning achievement” of this record, citing among things its saxophone ensemble section that “clearly foreshadows” the sound of Woody Herman’s Four Brothers. “It changed the face of jazz and foretold in many ways where the music’s future lay.”18

         In its June 15, 1940 issue, Down Beat, noting that since Ellington had begun recording under a new Victor contract three months earlier “his output has been of unbelievably high standard,” declared that with Cotton Tail the band had achieved an “all-time new high.” Mark Tucker: “The Ellington orchestra’s mastery of dynamic levels is evident everywhere in this performance, but especially in the sudden drop in volume for the last eight bars. What control! This orchestra could roar like an express and stop on a dime.”19

         
            
            After Hours (1940)—Erskine Hawkins and His Orchestra (written by Avery Parrish) 

         Bluebird 10879

         Recorded on June 10, 1940 (didn’t chart); reissued on RCA Victor 20-1977, chart debut on November 16, 1946 (#3 R&B) (NPR, Blues-#175, Jazz-#233)

         Although it wasn’t a hit until years later, trumpeter-bandleader Erskine Hawkins’ After Hours would win recognition as a significant, ahead-of-its-time performance. Pianist Avery Parrish composed and is featured on the tune. Allen Lowe (who included it on his boxed set American Pop) calls it “one of the earliest recorded performances to have the feel that would later be associated with rhythm and blues: a laid back, late night aura, repeated blues figures played in the piano’s upper register, a simple riff-based theme.”20 The pianist drew on ideas provided by trumpeter Wilbur “Dud” Bascomb and his brother Arthur.21 Parrish introduces the reflective theme accompanied only by bassist Leemie Stansfield, expands on the mood thoughtfully, then more forcefully. The full band joins in the piano-bass duet only about 2 minutes into the song, until the composer brings it back home, enveloping the listener in the nocturnal atmosphere. Gunther Schuller praises the piece as “one of the Hawkins band’s great successes.”22

         
            June 16: France falls under Nazi rule, soon after British and French forces are forced to evacuate Dunkirk.

         
            
            Stewball (1940)—Leadbelly and Golden Gate Quartet 

         Victor 27267

         Recorded on June 17, 1940 for the album The Midnight Special and Other Prison Songs (Blues-#426)

         Three days after recording the definitive version of The Midnight Special, folk great Huddie Ledbetter (Leadbelly) and gospel titans the Golden Gate Quartet delivered a terrific performance of an ancient folk narrative, Stewball. This is one of the family of songs associated with the July 1878 horse race at Churchill Downs between Ten Broeck and Miss Molly McCarthy, including the folk/country classics The Coo Coo Bird (which includes one verse on the race; Kelly Harrell’s 1926 version includes the line “he never drank water, he only drank wine”) and Molly and Tenbrook. Earlier in the 1800s, an Irish race horse, actually named Skew Ball, had inspired a folk song in its honor (in print as a broadside by 1822, although this song’s text bears no direct relationship to the Leadbelly song),23 and John and Alan Lomax report that when the song made its way to the United States, it was turned into a work song by slaves.24 An article in the December 1869 Lippincott’s Magazine (quoted by Dorothy Scarborough in On the Trail of Negro Folk Songs) described the song’s popularity as a Negro ballad, saying it had become among Southern blacks “their nearest approach to an epic.” Because the race between Ten Broeck and Molly was just as much a part of black as of white folklore, by the 1880s, the black version of the song had Stewball in a race with the mare, and “old Stewball run Molly right out of her shoes.”

         When E. C. Perrow in the April–June 1915 Journal of American Folklore (Vol. 28) discussed the song as heard among Mississippi Negroes, it had become very close to the ballad we know: “Ol’ Skewball was a gray hoss, ol’ Molly was brown / Ol’ Skewball outrun Molly on the very first go-round. …” The Lomaxes write that it was sung widely by black prisoners in Louisiana, Texas, Mississippi, and Tennessee (no doubt, where ex-prisoner Leadbelly learned the piece). Indeed, even before Leadbelly got around to waxing it, Stewball was recorded by “Bowlegs” at Parchman State Farm in 1933, and multiple 1934 prison versions, including Sam Balladr (as Bet on Cueball) in New Iberia, LA, and Lightnin’ Washington at Darrington State Farm in Sandy Point, Texas, plus others the next few years. “It is the most widely known of the chain-gang songs in the states we visited, and by far the most constant as to tune and words.”

         In this a cappella recording, Leadbelly sings the verses with the Golden Gates answering every line and joining in on the chorus. “Ol’ Stewball was a fast horse, I wish he was mine / He never drank water, he only drank wine. …” When Peter, Paul, and Mary revived the song for a Top 40 hit single in 1963, they kept the original’s key lines while adding new verses.

         
            
            Tom Dooley (1940)—Frank Profitt 

         1940 recording for Library of Congress25 (Folk-#86, RR)

         
            
            Tom Dooley (1952)—Frank Warner 

         From the Elektra album Frank Warner Sings American Folk Songs (FolkAlley-#12)

         Eleven years after G. B. Grayson and Henry Whitter made the landmark 1929 premiere commercial recording of the North Carolina folk ballad Tom Dooley, the tale of Confederate veteran Tom Dula, hung for the murder of Laura Foster in 1868, was carried into the folk community through Frank Proffitt’s performance. Born in 1913 in Laurel Bloomery, Tennessee, Proffitt moved as a boy with his family to North Carolina. His grandmother lived in Wilkes County, North Carolina, around the time of the murder, and knew both Dula and Laura Foster. He was also a relative of Jane Hicks Gentry, a folk song collector and singer in Hot Springs, North Carolina, who supplied seventy ballads to Cecil Sharp and Maud Karpeles in 1916 for their classic book English Folk Songs from the Southern Appalachians. (She’s said to have provided them with more English and Scottish folk songs than any other single informant in the United States.) Selma, Alabama native Frank Warner (who’d studied under folklorists Frank C. Brown and Newman Ivey White at Duke University) first met Proffitt in June 1938 on his initial song-collecting trip on Beech Mountain northwest of Boone, North Carolina. Proffitt had learned it from his father, and he told Warner that he thought of Dula as a man who “didn’t conform to rules.” After learning several songs from Proffitt, he made multiple return visits, ultimately collecting about 120 songs and also recording him on a portable, battery-powered recording machine obtained from the Philco laboratory.26 In 1947, Proffitt’s treatment, as arranged by Warner, was published by John and Alan Lomax,27 and in 1952, Warner recorded it on the third album ever issued by Elektra Records, and the second folk release (following Jean Ritchie).28 Robert Cantwell remarks that what’s haunting about the song is “the strange, uneasy confederacy of its melody, which strikes an urbane note, with a harmony in which one can hear echoes, in a plaintive pentatonic mode, of some old fiddler’s farewell—touching shame with a note of mockery and Tom’s remorse with self-pity.”29

         
            July 20: After years of compiling charts for the top songs in radio airplay, sheet music sales, and jukebox popularity, “Billboard” publishes its premiere “Best Selling Records” chart; the first #1 is “I’ll Never Smile Again” by Tommy Dorsey featuring Frank Sinatra.

         
         
            
            The Nearness of You (1940)—Connie Boswell  (written by Hoagy Carmichael & Ned Washington) 

         Decca 3366

         Recorded on August 22, 1940

         Biographer Richard Sudhalter writes that Hoagy Carmichael composed the melody for The Nearness of You in 1935 for a screen adaptation of Shakespeare’s A Midsummer Night’s Dream. Two years later, with lyrics added by Ned Washington, it was designed for a Paramount feature called Romance In the Rough, which was never produced. The song sat on the shelf until republication in 1940. Glenn Miller (with vocal by Ray Eberle) had the hit recording that year, but the finest rendition was by Connie Boswell.30 The song’s “sentiments have an appealing innocence,” remarks James Morris. “The melody’s architecture is flawless.”31 Connie had built her initial reputation on the jazzy improvisations that she had created with the Boswell Sisters, but she was also a ballad singer of great warmth, as perfectly exemplified here. Harry Sosnik directs the small combo that features pianist Frank Signorelli.

         
            
            Summit Ridge Drive (1940)—Artie Shaw and His Gramercy Five 

         Victor 26763

         Recorded on September 3, 1940; chart debut on January 11, 1941 (#10 peak) (Murrells)

         Artie Shaw’s enduring fame is based largely on his big-band recordings, but many jazz lovers hold a special affection for his small-group sessions, billed as the Gramercy Five (the name of a New York City telephone exchange). It was a sextet (counting himself) carved out of his full 23-piece ensemble. Summit Ridge Drive, named after the street in the Hollywood hills where Shaw lived, is the acknowledged classic among the Gramercy Five waxings, voted the #14 all-time favorite record in combined Billboard polls of disk jockeys from 1949 to 1961. It’s a briskly paced blues that gives the soloists plenty of space to shine, above all, the leader/composer on clarinet. Shaw has Billy Butterfield play primarily on muted trumpet, and put pianist Johnny Guanieri on harpsichord, a novelty at the time. (Composer Alec Wilder had used a harpsichord in his octet recordings in 1938.) Alyn Shipton writes that Guanieri’s playing “gave the rhythm a jangly, staccato structure.”32 During the period of this session, Shaw and the band were also filming the Paramount movie Second Chorus, in which the leader was featured in a semi-autobiographical role.

         (Also: Al Hendrickson on electric guitar, string bassist Jud DeNaut, and drummer Nick Fatool)

         
            
            In a Mellotone (1940)—Duke Ellington and His Famous Orchestra 

         Victor 26788

         Recorded on September 5, 1940; released in late November (Jazz-#305)

         A composition based on the chord progression from the Art Hickman band’s 1920 hit Rose Room, In a Mellotone is a fabulously infectious dance-oriented number that is characterized by Martin Williams as “a fruitful musical rap between the two soloists, Cootie Williams [trumpet] and Johnny Hodges [alto saxophone], and the orchestra.”33 Harry Carney (alto sax) leads the opening chorus. Mark Tucker: “The five saxophones have a series of repeated unison riffs which receive ever-changing answers from the three trombones.” Trombonists Lawrence Brown, Joe Nanton, and Juan Tizol “achieve a beautiful blend on their parts, phrasing together as one player.” The great Hodges “brings the piece to a climax with his fluent double-time phrasing and commanding presence.”

         In The Swing Era, Gunther Schuller calls In a Mellotone a work of Ellington “perfection.” The riff theme in itself is merely pleasant, but “no one else [but Duke] could have provided the trombone-trio background that embraces those riffs. The same might be said of the playful call-and-response interchanges between Cootie and the saxophone section.” Schuller also cites bassist Jimmy Blanton’s “firm clear-pitched bass lines and impeccable beat, a consummate lesson in swing.”34

         “Williams generally plays in the middle registers and uses simple phrases, but when he applies the plunger, he produces an inexhaustible variety of sounds: aching growls, yearning, ghostly wahoos, and tight, intimate effects that suggest a wordless language of sharp consonants and drawn-out vowels,” raved Whitney Balliett. “By comparison, hearing his open-horn style is like emerging from a dense wood into a bright meadow, for with it he gets a pushing, majestic tone that moves with ease from a gentle urgency to a kind of shouting savagery.”35

         When the Library of Congress established a National Recording Registry in 2002 comprising the most historically significant recordings for preservation, one of its fifty original selections were the collective 1940–1942 works of the Ellington orchestra’s so-called “Blanton-[Ben] Webster era.” This was a band in which composer/leader, soloists, and ensemble were functioning together at such simultaneous sky-high creative peaks that they could do no wrong.

         
         
            
            Warm Valley (1940)—Duke Ellington and His Famous Orchestra 

         Victor 26796

         Recorded in Chicago on October 17, 1940 (Jazz-#390)

         This sensuous ballad performance by the mighty Ellington ensemble, writes Gunther Schuller in The Swing Era, features “one of Duke’s most ingratiating melodies,”36 37 and is one of alto saxophonist Johnny Hodges’ “great solo vehicles.” His tone is “warm and magneta-rich,” and cornetist Rex Stewart (particularly on an alternate take of the song) unleashes an “astonishing” upward glissando, “virtually impossible on a slide-less trumpet.”38 Offering an intriguing perspective on the piece is Tom Piazza, who calls it “Ellington’s classic of erotic geography.”39 Mark Tucker: “One of the high points of this performance—indeed, in the entire Ellington repertory—is Hodges’ second entrance. Out of rich reed chords the three trombones climb heavenward, as though piercing through clouds, and Hodges follows close behind, sliding up to his melodic goal, then gently falling as he continues the phrase. His playing is enough to leave dancer and listener alike weak in the knees.”

         
            November 13: Walt Disney studios’ movie classic “Fantasia” has its premiere. The film’s soundtrack marks the first commercial use of multi-channel optical motion picture recording, described as a type of “surround sound” rather than true stereo.

         
            
            Benny Rides Again (1940)—Benny Goodman and His Orchestra  (written by Eddie Sauter) 

         Columbia 55001

         Recorded on November 13, 1940 (released in January)40

         Benny Goodman’s orchestra was in the midst of a transition period in 1940, with his stars of the golden 1935–1938 days departed (some to form their own bands, like Harry James and Gene Krupa), and his newer personnel regularly changing. He needed a new arranger to make the most of a gifted but still unformed ensemble, and twenty-four-year-old Eddie Sauter came aboard in late May 1940. Sauter had been arranging and playing trumpet and mellophone with Red Norvo’s band for almost four years, and his bold, adventurous style came as a shock at first. In contrast to Fletcher Henderson’s relaxed, easy-flowing style, Sauter wrote intricate, demanding charts requiring extensive rehearsal. The first piece that showed off how high the Goodman band could fly with the musical wings provided by Sauter was his exciting original mini-concerto Benny Rides Again. The number was written during Goodman’s recuperation from surgery to repair a ruptured disk in his spine, and it was designed to celebrate his return from the Mayo Clinic.

         Goodman biographer Ross Firestone reports the account of trumpeter Jimmy Maxwell that on nearly all of Sauter’s other early arrangements, Goodman “brutally” edited what he had written, leaving more open space for the pieces to swing. Although Sauter was furious at first, the process worked; the arranger added a fascinating new complexity to Benny’s sound, and the bandleader’s keen (if not quite unerring) instinct for swing tempered Sauter’s occasional excesses. Firestone calls Benny Rides Again “startling … an ambitious, extremely provocative piece of work, so filled with ideas it runs on for some four and a half minutes and had to be released on a 12-inch disc. … With great wit and style, it looks back with mock nostalgia at the last time he rode the range via riffs and a clarinet and tomtom duet that are unmistakable allusions to Sing, Sing, Sing.”41 Then, it “presses onward into unexplored territory with a languorously sensual melody” that, according to Gunther Schuller in The Swing Era, was borrowed from Aleksandr Borodin’s opera Prince Igor.42 James Lincoln Collier remarks that in addition to the piece’s hard-driving brass sections (featuring the band’s recently arrived star, longtime Duke Ellington trumpet standout Cootie Williams), its long thirty-two-measure saxophone section anticipates later advanced compositions such as Woody Herman’s Four Brothers.43 Inasmuch as the piece was ahead of its time, it sounded just as modernistic when Goodman cut a fine, more extended new version eighteen years later.

         
            January 1, 1941: After the expiration of a five-year contract, all music by ASCAP composers is barred from radio airwaves until a new deal is struck on October 30, allowing BMI to emerge as a major competitor.

         
            
            Star Dust (1941)—Tommy Dorsey and His Orchestra featuring Frank Sinatra and Pied Pipers 

         Victor 27233

         Recorded in Hollywood on November 11, 1940; chart debut on January 4, 1941 (#7 peak)44

         (Jazz-#384)

         Tommy Dorsey had been in the studio as one of “Hoagy Carmichael & His Pals” back in October 1927, three days before the composer recorded his own original version of Star Dust with a different combo, and the two men became friends in subsequent years. Tommy recorded the song three times in 1931 (as a member of Ben Selvin’s band, with the Boswell Sisters, and then Bing Crosby), and his own band had recorded it in 1936, on the flip side of Benny Goodman’s interpretation of the tune—apparently the first time that a major label had released a disk with different artists tackling the same number.45 When Dorsey returned to the piece in 1940 (following in the wake of wonderful versions that year by Glenn Miller and Artie Shaw), he brought a whole new spin to it, thanks to the addition of Frank Sinatra. (Sinatra had also performed the song before, on radio broadcasts with Harry James’ orchestra in 1939.)

         For this performance, Dorsey and arranger Axel Stordahl used the same format employed on that year’s blockbuster hit I’ll Never Smile Again: Sinatra with the Pied Pipers quartet backed by just the rhythm section featuring drummer Buddy Rich and Joe Bushkin on celeste. (Paul Weston was long unofficially credited with the arrangement, but he told Sinatra biographer Will Friedwald that this wasn’t correct, as he had left the band shortly before Frank joined.) Some accounts have also attributed the chart to Sy Oliver, but the November 1, 1941 issue of Down Beat reported that it was a Stordahl arrangement, which makes sense because Stordahl would become the singer’s regular arranger. Rich later confided to friend Mel Torme’ that Sinatra’s performance of Star Dust had him hiding his face so that no one would see his tears. This recording ranked #28 in combined 1949–1961 Billboard polls of disk jockeys on all-time favorite records.

         
            
            Dancing In the Dark (1941)—Artie Shaw and His Orchestra 

         Victor 27335

         Recorded on January 23, 1941; chart debut on March 8, 1941 (#9 peak)46 47

         (BB/DJ-#17, Murrells)

         All big bands of the Swing Era included pop standards in their repertoire, but none recorded them with such creative and commercial success as Artie Shaw’s orchestra. Just as he had done with Star Dust two months earlier, Shaw rendered an absolutely gorgeous version of the Arthur Schwartz-Howard Dietz ballad Dancing In the Dark (from the musical The Band Wagon) that redefined the song in the minds of many listeners. This edition of the Shaw band features Billy Butterfield (trumpet), Jack Jenney and Ray Conniff (trombones), Jerry Jerome (tenor sax), Les Robinson (alto sax), and Johnny Guenieri (piano), plus what the March 15, 1941 Down Beat called a “svelte string section sparkling a brilliant orchestration” topped by the leader’s soloing. A year and a half later, in the December 1, 1942 issue of the same magazine, Mike Levin called it “one of the best string discs ever made,” showing how well Artie plays “melodic clarinet—his real forte rather than swing.” Shaw had a special knack for using the strings to enhance and add flavoring to the other sections, rarely more satisfyingly than on Dancing.48

         
            
            Song of the Volga Boatmen (1941)—Glenn Miller and His Orchestra 

         Bluebird 11029

         Recorded on January 17, 194149; chart debut on February 22, 1941 (1 week at #1)

         One of the unlikeliest chart-topping singles of the Swing Era—but totally worthy for its rich beauty—was this adaptation of a traditional Russian folk song, first published in 1866 in Russia.50 Fred W. Gaisberg, whose half-century career ranged from piano accompaniments on many 1890s cylinder recordings to decades touring the world supervising classical and opera record sessions, wrote in his 1942 memoir The Music Goes Round that he first encountered the song as a chorus number in 1908 by the St. Petersburg Male Quartet, but it was not widely known at the time. In 1922, related Gaisberg, he brought the melody to the attention of Russian opera star Feodor Chaliapin, and it became a concert showcase for him. Soon thereafter, the Volga Boat Song (as it was then known) was copyrighted; it was included by Paul Whiteman in his celebrated February 1924 Carnegie Hall concert, featured as a 1926 movie theme, used by country artist and radio personality Buell Kazee (printed in Russian) in his “Folk Song Recital” published in 1927, and was on its way to eventual U.S. pop music renown through Glenn Miller.

         
            Song of the Volga Boatman features solos by bassist Herman Alpert (paired in the mysterious-sounding introduction with the left hand of pianist Chummy MacGregor), Billy May (muted trumpet), and Ernie Caceres (alto sax). The arrangement is elegant and creative, including horns playing off against each other in the mid-section with a hand-clapping rhythm underneath. The April 15, 1941 Down Beat praised the song’s “tremendous” chart (crafted by Bill Finegan) that had stirred wide comments among musicians ever since the band first performed it on the December 3, 1940 Chesterfield radio broadcast. The magazine cited as the record’s “high spot” the section following the bridge-and-a jam chorus in which “the trumpets follow trombones in that fine swing fugue. The last chorus is a powerhouse, climaxed by that screwy ninth chord. A lot of work in this baby!” In 1944, Boatmen was included in the huge-selling “Glenn Miller Album.”

         
            
            Take Me Back to Tulsa (1941)—Bob Wills and His Texas Playboys (written by Bob Wills & Tommy Duncan) 

         Okeh 6101 (later issued on Columbia 37019)

         Recorded in Fort Worth on February 26, 1941 (RHF, C&W-#149, HBN-#188)

         One of only eight country music performances selected for the Rock and Roll Hall of Fame’s original “500 Songs That Shaped Rock & Roll,” Take Me Back to Tulsa showcases one of the genre’s greatest bands in full flight. It began as a Bob Wills fiddle tune, which went over so big at shows that in 1940 the leader and his vocalist Tommy Duncan added lyrics. The Texas Playboys featured it that year in the film Take Me Back to Oklahoma.51 The Texas Playboys were based in Tulsa from 1934 to 1942, and he always thought of the Tulsa period as “the glory years.” Biographer Charles Townsend remarks that for all the band’s later achievements from its new California home “he never had another band like the Tulsa bands, and he never again enjoyed his music quite so much,” partly because he had to be away from home for months at a time while based on the West Coast. “There was a sense of the tragic … in the life of Bob Wills, which stemmed from his fruitless twenty-year search for another Tulsa.”52 But there’s no tragedy in Take Me Back to Tulsa, a jubilant Western Swing romp (supervised as always by A&R chief Art Satherley), featuring Leon McAuliffe (steel guitar), Eldon Shamblin (electric guitar), Al Stricklin (piano), and Louis Tireney (flddle), and Duncan in prime form speaking for a man determined to remain single: “Take me back to Tulsa, I’m too young to marry. …”

         
            
            Boogie Woogie Bugle Boy (1941)—Andrews Sisters (written by Don Raye & Hughie Prince) 

         Decca 3598

         Recorded on January 2, 1941; chart debut on March 1, 1941 (#6 peak)53

         (RIA-#6, GHF, Trad-#76, DMDB)
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               Figure 4.3Andrews Sisters. Library of Congress, Prints & Photographs Division, LC-USZ62-137549.
            

         

         The tale of the boogie woogie bugle boy from Company B became one of the best-remembered musical images of World War II as performed by Patty, Maxene, and Laverne Andrews. It followed in the wake of the boogie woogie craze triggered by Tommy Dorsey’s 1938 hit Boogie Woogie, the “Spirituals to Swing” Carnegie Hall concert that showcased three boogie-woogie piano masters, and such boogie-inspired pop songs as 1940’s Beat Me, Daddy, Eight to the Bar (a big hit in the Andrews’ cover version). The girls introduced the song in the film Buck Privates. Through their arranger Vic Schoen, they worked it into what Will Friedwald describes as their own trademark beat: “a swing Dixieland hybrid that relied heavily on a two-beat sound, which also incorporated elements … of the dance form known as the schottische” and the Slavic polka. Friedwald notes that the Andrewses offered “only a faint echo” of the genuine eight-to-the-bar boogie woogie approach. However, “No entertainers were more beloved by American troops.”54 Revived in a Top Ten hit by Bette Midler in 1973, the original version was ranked (with considerable hyperbole) as the #6 “Song of the Century” by the Recording Industry Association of America.

         
            
            Solo Flight (1941)—Benny Goodman and His Orchestra featuring Charlie Christian (written by Charlie Christian, Jimmy Mundy, & Benny Goodman) 

         Columbia 36684

         Recorded on March 4, 1941; reissued, chart debut on January 8, 1944 (1 week at #1 R&B, #20 pop)55 (Jazz-#163)

         John Hammond recalled in his autobiography that when he saw electric guitarist Charlie Christian for the first time in Oklahoma City (at the suggestion of pianist Mary Lou Williams), he “knew immediately. He was great. He was unique. To begin with, he phrased like a horn, which no other guitar did in those days, and he had been influenced by Texans like Ben Webster and Herschel Evans. He was endlessly inventive. … As with every other great musician I have ‘discovered,’ there was never a moment’s doubt. I could hear the singularity of the sound. … Lights flash. Rockets go off.”56 Aside from Christian’s amazing virtuosity, another reason that Benny Goodman quickly hired the youngster after jamming with him one time is the fact that (Hammond writes) “he did need new inspiration every few months, the introduction of a new player with fresh ideas.” Christian would provide a wealth of ideas for the Goodman ensemble in his too-short time. He already had been diagnosed with tuberculosis by the time he joined Goodman; doctors told him that if he took it easy he could lead a normal life, but Christian relentlessly pursued his muse, participating in after-hours jam sessions at Minton’s Playhouse on 118th Street in Harlem with Charlie Parker and Dizzy Gillespie. After two years of blazing stardom, he died at 23 on March 2, 1942.

         Mark Tucker writes in liner notes for the Smithsonian’s Singers & Soloists of the Swing Bands that Christian’s “inspired” playing soars far beyond Jimmy Mundy’s routine arrangement for Solo Flight. “His clear single-note lines carry easily over the orchestra, not just from the amplification but from Christian’s rhythmic accents and punctuation that play against the standard riff figures behind him, making the surface crackle with energy.”57 Rich Kienzle: “Christian used the primitive electric amplification of the day to create thick, saxophone-like tonalities as he played his solo lines; his advanced harmonic ideas pointed directly to bebop.”58 Ted Gioia: “With his daring sense of intervallic high jinks, his dancing triplets and swinging sixteenth notes, his instinct for pouncing on the altered higher notes of the harmony, extracting the maximum amount of emotion from these flatted and sharpened tones—with these weapons at his command, Christian would have been a master at any instrument. His influence on later guitarists can hardly be overestimated.”59 “With Christian,” declared author Ralph Ellison, who had known the artist from childhood in Oklahoma City, “the guitar found its jazz voice.”60

         
            
            Catfish Blues (1941)—Robert Petway 

         Bluebird 8838

         Recorded in Chicago on March 28, 1941 (Blues-#134)

         Melodically and lyrically, blues don’t come much simpler than Greenwood, Mississippi native Robert Petway’s “one-chord, riff-based masterpiece,” as described by David Evans and Colin Escott. But its fierce rhythmic power is quite irresistible, driven by Petway’s National steel resonator guitar, which weaves a hypnotic spell as he rants in gruff baritone about taking “a stroll out west.” “We’re close to the African roots of the blues here,” write Evans and Escott in liner notes for the boxed set When the Sun Goes Down: The Secret History of Rock & Roll. “It’s inconceivable that John Lee Hooker wasn’t hugely influenced by this record.” (Despite its bare-bones melodic nature, Evans remarks in Big Road Blues that the tune covers two octaves, an unusually wide tonal range for a blues.) In Deep Blues, Robert Palmer describes it as “a brooding, minor-hued drone piece that seems to have originated around Bentonia in southern Mississippi.”61 Bernard Holland opined in the June 1965 Blues Unlimited: “It is of an interesting, primitive nature with the harmony constantly suggesting a change but always being dragged back to the insistent chord, and with the chorus varying in length from 20 to 24 bars.” The lyrics don’t tell a complete story, but they “create a picture of dissatisfaction.” After taking the westward stroll, he goes to a church, falls on his knees to pray, but discovers that he doesn’t have “a word to say.”

         This was the first song cut at Petway’s debut recording session; he did a total of just fourteen issued tracks at this and a follow-up session a year later. Petway’s close friend Tommy McClennan (with whom he often performed back home) recorded a variation on the piece later in 1941 under the title Deep Blue Sea Blues, Sonny Boy Williamson covered it, and Muddy Waters in 1950 transformed it into his breakthrough song Rollin’ Stone.

         
         
            
            Portrait of a Guinea Farm (1941)—Claude Thornhill and His Orchestra (written by Claude Thornhill) 

         Okeh 6234

         Recorded in New York on April 16, 1941 (released in early July)

         For casual big-band fans whose only familiarity with the Claude Thornhill orchestra is through his delicately gorgeous theme Snowfall and the hit ballad A Sunday Kind of Love, hearing Portrait of a Guinea Farm can come as a shock. This is one of the most wildly imaginative, avant-garde, and exciting musical rides that any mainstream bandleader dared take his listeners on before the bebop era began a few years later. It opens with the sound of a gong, followed by surging percussion, weird and almost dissonant notes from the reed section; then, Thornhill’s piano offers a briefly reflective mood. But there’s no time for reflection; the horn section introduces a dark ominous theme, and does “battle” with the reeds, as the sections trade off in a complex, multi-layered arrangement that owes more to classical music than to jazz. (Down Beat compared it with the inventively eccentric recordings of Raymond Scott’s combo, which often took unexpected twists and turns.) Finally, the frenzied journey draws to a conclusion as Thornhill’s piano cascades all the way down to the bottom of the keyboard, and another gong signals the end. One can only imagine the jitterbug dancers of the time stopping in their tracks and staring in open-mouthed astonishment on hearing this futuristic piece. And certainly its title—God only knows what it means—adds to the aura of mystery.62 In the January 1, 1942 Down Beat, Dave Dexter, Jr., named it one of the best records of the past year.

         Thornhill’s, as George T. Simon noted in The Big Bands, was a band of many contrasting sides. “It was gentle yet virile, soft yet strong, subtle yet bright, witty yet profound.” And as Guinea Farm underlines, he was more than willing to take a bold, creative leap into the unknown. Simon called this recording “one of the most fascinating instrumental originals ever recorded by any band … which even today … still draws plaudits from musicians.”63

         
            
            Why Don’t You Do Right (1941)—Lil Green 

         Bluebird 8714

         Recorded in Chicago on April 23, 1941 (Blues-#241)

         The original version of the immortal Benny Goodman-Peggy Lee hit is its equal in quietly seductive musical impact. Little wonder, for Peggy—obsessed with this record, playing it over and over (and seeing Lil perform it at New York’s Café Society Downtown) until Goodman decided to let her do it—closely copied her style. Born Lillian Green on December 22, 1919 in Mississippi (town unknown), she moved to Chicago (following the deaths of her parents) in 1929, began singing in nightclubs at an early age, and made her first recordings for Victor/Bluebird talent scout Lester Melrose in May 1940. Her second release from that session, Romance In the Dark (an original composition), was a hit, and during the next few years, she was a popular attraction in clubs and on disk. Gerard Herzhaft observes that while her soprano voice was modest, “being acidic, insinuating, and mischievous, it was extremely erotic, probably one of the most sensuous female voices in blues history.”64 The ultimate expression of these qualities was on Why Don’t You Do Right. Kansas Joe McCoy had written and first recorded the tune with different lyrics in 1936 with his Harlem Hamfats as Weed Smoker’s Dream, and it was McCoy (based like Green in Chicago) who taught her the rewritten version. Backed by a small group featuring Simeon Henry (piano) and Big Bill Broonzy (an elegant guitar solo at mid-song), she casts a spell, taken at a slightly slower, sultrier tempo than the Goodman-Lee cover version. David Reitman remarked that Green offered “a smiling, suggestive sexuality.”65

         
            
            Let Me Off Uptown (1941)—Gene Krupa and His Orchestra, vocal by Anita O’Day & Roy Eldridge  (written by Earl Bostic, Roy Eldridge, & Redd Evans)66 

         Okeh 6210

         Recorded on May 8, 1941; chart debut on July 26, 1941 (reached #10)67 (Jazz-#379)68

         Described as “incredibly lusty” by Gary Giddins,69 
            Let Me Off Uptown was drummer/leader Gene Krupa’s showcase for the vocal combination of Anita O’Day and Roy Eldridge, one of the few interracial male-female duets on big band records to that date. Born Anita Belle Colton in Chicago on October 18, 1919, O’Day’s 1941–1942 tenure with Krupa (she rejoined in 1945–1946) preceded several hits with Stan Kenton (1944–1945), and her postwar solo jazz career was distinguished after she overcame drug addiction. Cowriter Redd Evans brought the song to O’Day, and worked with her on the number before the studio session. Anita sings of the pleasures of the joints located uptown; she was undeniably one hip chick (celebrated as the first modern “cool” jazz singer), but probably not more knowledgeable about those venues than the supposedly innocent Eldridge who serves as her straight man. Their musical and sensual chemistry together is delicious. After he observes how hot it’s getting, she cries, “well, blow, Roy, blow!” And his trumpet solo is a corker, supplemented by Krupa’s energetic cymbal crashes and heavy backbeat. Tom Piazza raves that this “thrilling climactic solo” is worth the price of a Krupa compilation by itself.70

         
            
            Solitude (1941)—Billie Holiday 

         Okeh 6270, recorded on May 9, 1941; Decca 23853, recorded on February 13, 1947; also for Verve in late April 1952 (Jazz-#389)

         A classic Duke Ellington ballad that could virtually have been written for her, Solitude served as a perfect vehicle for Billie Holiday at her most gloriously melancholy. Her 1941 recording (from the same session that premiered God Bless the Child, and serving as its flip side) is generally preferred because she was in stronger voice, and the accompaniment includes Roy Eldridge (who offers trumpet obbligatos behind her throughout the record) and Eddie Heywood (piano). In the August 15, 1941 Down Beat, Dave Dexter, Jr. raved that the performance “measures up with anything she ever cut” (while, weirdly, dismissing God Bless as merely “so-so”); in the January 1, 1942 issue, he listed it among the best records of 1941. But the Decca version six years later also has its adherents, backed by a Bob Haggart-directed ensemble featuring Billy Butterfield (trumpet) and alto saxophonists Toots Mondello and Al Klink. And some Holiday fanatics opt for the 1952 treatment with an all-star lineup: Oscar Peterson (piano), Charlie Shavers (trumpet), Flip Phillips (sax), Barney Kessel (guitar), Ray Brown (bass), and Alvin Stoller (drums). Gunther Schuller considered her 1941 version “perhaps the most powerful—and oddly neglected—recorded performance of her career. … The listener is irresistibly drawn into her solitude. Each note is straight as an arrow,” and “like an arrow, it pierces and penetrates.”71 “In my solitude, you haunt me / With reverie of days gone by. …”

         
            
            Pastures of Plenty (1941)—Woody Guthrie 

         Recorded in May 1941 in Portland, Oregon (Folk-#59, RHF)

         After an eventful 1940 that included network radio broadcasts, recording Dust Bowl Ballads, and writing a ditty called This Land Is Your Land (which wouldn’t attain fame for a decade), in April 1941, Woody Guthrie was in Los Angeles, with no new offers and bill collectors calling. Then, Gunther Von Fritsch contacted him about writing songs on commission for the Bonneville Power Administration, a proposed documentary about building dams to provide power for millions in the Pacific Northwest.72 Jumping at the offer, Woody packed his family into their battered Pontiac—hocking their radio along the way for money to feed the kids—and arrived in Portland in early May. “It would be the most productive month of his life,” writes biographer Joe Klein. In the thirty-day span of the contract (for which he was paid $266.66), he wrote twenty-six songs, including such gems as Roll On, Columbia and The Grand Coulee Dam. Above all, there was Pastures of Plenty, a stirring, solemn ode to migrant farm workers, set to a tune based on a variant of the folk standard Pretty Polly.73 The final stanza is among his finest ever: “Well, it’s always we ramble, that river and I / All along your green valley I’ll work till I die / My land I’ll defend with my life, if it be / ‘cause my pastures of plenty must always be free.”

         
            
            Green Eyes (1941)—Jimmy Dorsey and His Orchestra (music by Nilo Menendez, English lyrics by Eddie Woods) 

         Decca 369874

         Chart debut on May 17, 1941 (4 weeks at #1)75

         The alluring Cuban ballad Green Eyes was originally published as Aquellos Ojos Verdes in 1931, and recorded that year by Don Azpiazu and His Havana Casino Orchestra, with vocal by U.S. band singer Chick Bullock. Strangely, even though Azpiazu had scored a huge hit several months earlier with the Spanish-language The Peanut Vendor, this English follow-up didn’t register. But it did a decade later with Jimmy Dorsey, using the formula established by Amapola: Bob Eberly singing the first half of the record as a ballad, followed by a jazzy band interlude, then Helen O’Connell in bouncy dance tempo.76 George Simon related in The Big Bands that a Decca Records executive was initially against the three-tempo idea, because “people would break a leg trying to dance to all those tempo changes.” Because Helen had a limited vocal range, she couldn’t sing the notes the way they were written, and instead sang alternate, easier notes; audiences loved it, as it produced a sly, sexy effect. The record sold a reported 1.25 million copies.77 The January 7, 1942 Variety called it the industry’s biggest-selling disk since 1929—although Glenn Miller’s Chattanooga Choo Choo was about to pass it. In a late-1947 Billboard poll of some 3,500 retailers, 2,100 disk jockeys, and 1,800 jukebox operators, Green Eyes was voted the #5 favorite record to reissue.78

         
            June 22: Nazi troops invade Soviet Russia.

         
            
            Worried Life Blues (1941)—Big Maceo 

         Bluebird 8827

         Recorded on June 24, 194179 (Blues-#67, GHF, BHF)

         The standout performance from Maceo Merriweather’s debut recording session, this vocal and piano powerhouse is a variation on Sleepy John Estes’ Someday Baby Blues (borrowing only the verse). “So many nights since you been gone / I been worried and grieving my life alone / But someday, baby, I ain’t gonna worry my life anymore. …” Born in Atlanta on March 31, 1905, he performed in Detroit from 1924 until moving to Chicago in 1941, signed to Bluebird by Lester Melrose. “Maceo’s voice had a smoky gentleness, and his slow blues were restrained and sad, drawing on a clearly rural feel and imagery,” remarks Giles Oakley (The Devil’s Music). Bernard Hopkins remarks that Maceo’s approach to the song is more optimistic than Sleepy John Estes’ “anguished” interpretation: Maceo’s woman has left him and the separation is hard to bear, but he hopes time will heal the wounds.80 One of the five original inductees to the Blues Hall of Fame in 1983, the song was included on the Smithsonian’s Collection of Classic Blues. Robert Santelli writes that Maceo’s “articulate piano passages, the guitar contribution of Tampa Red and the beautiful vocal performance—they all made Worried Life Blues a genuine blues classic.”81

         
            
            Besame Mucho (1941)—Pedro Vargas (music by Consuelo Velasquez, lyrics by Sunny Skylar) 

         Recorded in 1941 for RCA Victor (LGHF)

         One of the foremost Spanish-to-English crossover hits of the century, Besame Mucho (Kiss Me Much) was written by a young Mexican woman who said she had never been kissed at the time. Consuelo Velasquez, born in Ciudad Guzman in the state of Jalisco, Mexico, was a concert pianist and composer-lyricist who penned many popular songs in her native country, one of which became a classic. The melody is based on an aria, Quejas, O La Mala y el Ruisenov, from the 1916 opera Goyescas by prominent Spanish composer Enrique Granados. Pedro Vargas recorded the original Mexican hit version of the melancholy ballad depicting a possible last romantic encounter. Born Pedro Vargas Mata on April 29, 1904 (some sources say 1906) in San Miguel de Allende, Guanajuanto, Mexico, he came to Mexico City in 1920, and began singing professionally several years later. Blessed with a powerful baritone suitable for an early foray into opera until he gravitated toward pop ballads, he recorded extensively for RCA Victor, helping to popularize such songs as Alla en el Rancho Grande, and as an actor also appeared in many movies. There’s a wonderful Youtube video of a 1965 television performance of Besame Mucho in which Vargas, his voice as richly romantic as ever, is accompanied on piano by Velasquez.

         Jimmy Dorsey’s orchestra made Besame Mucho a U.S. pop smash in 1944. Twelve years after Vargas’s record was one of the original inductees to the Latin Grammy Hall of Fame, the song was honored in 2013 by the Latin Songwriters Hall of Fame with the Cancion de Todos Los Tiempos (The Towering Song) award.82

         
            July 17: Joe DiMaggio’s record-shattering fifty-six-game hitting streak ends. His New York Yankees ultimately win the World Series over the Brooklyn Dodgers.

         
            September 5: Orson Welles’ cinematic epic “Citizen Kane” goes into wide release.

         
            
            Blues In the Night (1941)—Cab Calloway and His Orchestra 

         Okeh 6422

         Recorded on September 10, 1941; chart debut on January 31, 1942 (reached #8)

         In The Swing Era, Gunther Schuller praises Cab Calloway as one of the great jazz vocalists, particularly on ballads such as the Harold Arlen-Johnny Mercer standard Blues In the Night.83 84 “What these performances reveal is that Calloway had virtually complete technical command of his voice and a fertile imagination to go with it. Indeed, in this type of song, he seems to me to be one of the most compellingly expressive singers jazz has ever produced.”85 Buster Harding is the arranger, and the Calloway band at this point was a virtual all-star aggregation, including Dizzy Gillespie and Jonah Jones (trumpets), Chu Berry (tenor sax), Tyree Glenn (trombone), and the powerful rhythm section of Milt Hinton (bass), Danny Barker (guitar), and Cozy Cole (drums).

         
            September 27: Ted Williams becomes baseball’s last .400 hitter by closing the season with a .406 batting average.

         
            
            When Was Jesus Born? (1941)—Heavenly Gospel Singers 

         Bluebird 8907

         Recorded in Atlanta on October 1, 1941 (GOSP-#82)

         The Christmas classic we know best as The Last Month of the Year received its first commercial recording in this wonderful a cappella performance by the South Carolina-based Heavenly Gospel Singers. (Betty May Bowman had done a song called The Last Month of the Year with a group of female convicts at Parchman, Mississippi, in 1939 for the Library of Congress.) The group began as the Masonic Glee Cub Singers of Detroit in 1927; after moving to Charlotte, they were discovered by a Victor scout, and recorded prolifically for Bluebird starting in 1935, with lead singer Roosevelt Fenoy. In 1937, they waxed one of the earliest recordings of Thomas Dorsey’s Precious Lord, Take My Hand. In 1941, the group consisted of Fenoy, tenor Arthur Lee “Bob” Beatty, baritone Henderson Massey, and bass William Bobo. When Was Jesus Born is a raw, potent performance featuring a strong rhythmic drive and a superb interplay of voices, and it is included on the Dust to Digital boxed set Goodbye Babylon. Although the Heavenly Gospel Singers would continue for another decade, this was their last recording session86; Bobo began a long and celebrated run as the Dixie Hummingbirds’ bass singer in 1944. Stylistically, Where Was Jesus Born is a “spiritual cousin” to Go Where I Send Three and The 12 Days of Christmas, with its reliance on “counting and repetition to enhance religious instruction.”87 “Was it January (no, no), February (no, no), March, April, or May. … It was the 25th day of December, the last month of the year. …”

         
            October 3: “The Maltese Falcon” starring Humphrey Bogart opens.

         
            
            House of the Rising Sun (c. late 1941)—Josh White 

         Keynote 54188

         Recorded in late 1941/early 1942 (Blues-#411)
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               Figure 4.4Josh White. Library of Congress, Prints & Photographs Division, LC-USZ62-115395.
            

         

         
            House of the Rising Sun, after years of slowly and quietly seeping its way into the repertoire of Southern and Appalachian folk and blues performers during the early 1900s, entered the New York folk community, and was recorded on July 7, 1941 by the Almanac Singers, with Woody Guthrie singing a solo lead with the group that included Pete Seeger and Lee Hays. Within several months after that session (the Keynote label was imprecise about recording dates), the song was given arguably the greatest and most influential performance that it would receive, by African-American folk icon Josh White, until Eric Burdon and the Animals two decades later. Rising Sun historian Ted Anthony: “Not only did White’s interpretation take a significant step in sound and feel toward the Animals’ version, but it reconceived the piece as a personal cautionary tale. … Not only was it intimate, it felt overtly sexual, too—a perfect fit with the persona of White, who had the reputation of a ladykiller.” According to Seeger, Alan Lomax taught the song to White, but White maintained that he had learned it years earlier from a white hillbilly singer from North Carolina—whom Anthony concludes was probably Homer Callahan, who had recorded it with the Callahan Brothers in 1934 as Rounder’s Luck.89 The South Carolina-born artist completely makes it his own, singing solo with his guitar in a slow and mournful manner, his expressive baritone filled with regret. When he concludes, “My race is almost run / I’m goin’ back to spend my life beneath that risin’ sun”—we share his feeling of moving toward his inexorable doom.

         
            
            Going Down Slow (1941)—St. Louis Jimmy (Jimmy Oden) 

         Bluebird 8889

         Recorded on November 11, 1941 (BHF, Blues-#218)

         “If you had to isolate one song that captured the drama, poetry and spirit of the blues,” write David Evans and Colin Escott, Going Down Slow “might well be it.”90 Singer-songwriter James Burke Oden was born in Nashville in 1905 and was of partial Cherokee Indian heritage, later making St. Louis his home base before moving on to Chicago, and began working in clubs with pianist Roosevelt Sykes, who would be his partner on nearly all his recordings. He first recorded as “Jimmie” Oden in late 1932, did 1934 and 1937 sessions as “Old Man Oden,” but remained little known until this date in 1941. Oden later wrote blues hits for Howlin’ Wolf, Muddy Waters, and Little Walter, and starting in 1949 he was part of a partnership that cofounded J.O.B. Records, a black-owned Chicago label that preceded the more successful label Vee Jay.91

         It was the experience of a female friend in St. Louis that inspired the song, Oden would recall. “I’ve never been sick a day in my life,” but she was pregnant, “trying to lose a kid … and she looked like she was goin’ down slow.” He made that remark to his sister, and wrote from that idea.

         The artist’s original Going Down Slow is a haunting composition; his vocal is not particularly strong, but Sykes’ piano is easily fervent enough to compensate, with additional support from Alfred Ekins on imitation string bass. The song would become an enduring blues standard covered by artists from Wolf (a great version in 1961) and Waters to Ray Charles, Aretha Franklin, and B. B. King; Bobby Bland made it a chart hit in 1974. Oden himself recorded it at least eight times over the years. “My health is failin’ me, I believe I’m goin’ down slow. … Please write my mother and tell her the shape I’m in / Tell her to pray for me, forgiveness for my sins. … It’s all my fault, didn’t do the things I should. … Mother, please don’t worry, this is all in my prayer / Just say your son is gone.” In the March 1965 Blues Unlimited, Bernard Holland remarked that there’s a quality in the song “which has the ring of eternal truth, something it has in common with the greatest poetry … a hymn to man’s right to dictate his own destiny.”

         
            
            He Never Said a Mumblin’ Word (1941)—Golden Gate Quartet 

         Okeh 6529

         Recorded on December 3, 1941; reissued on Columbia 37475 in 1947 (GOSP-#64)

         The preeminent gospel group of its time, the Golden Gate Quartet offers an intense, spellbinding portrayal of the Crucifixion on He Never Said a Mumblin’ Word. In White Spirituals of the Southern Uplands, George Pullen Jackson asserted that the song was based on a hymn with an eighteenth-century tune coupled with words attributed to Isaac Watts, titled Condescension, found in William Walker’s classic The Southern Harmony and Musical Companion (1835), which included these lines at the end of its second stanza: “He gave up his soul to the stroke / Without a murmuring word.” However, in the Book of American Negro Spirituals in 1925, James Weldon Johnson and J. Rosamund Johnson argued persuasively for it as an African-American creation.92 Frank C. Brown’s collection of North Carolina folklore reported it being sung at a black church in Chapel Hill in the 1910s.93 The peerless aggregation of leader Willie Johnson, first tenor Henry Owens, second tenor Clyde Riddick, and bass Orlandus Wilson is operating at the peak of its powers here. John Lovell: “Knowing how to take it was the greatest character attribute a slave in America could possess. … But Jesus knew how to take it, all the miseries of life, all the anguish which death could lay upon him.”94 “See how they done my Lord. … They pierced him in his side, He never said a mumbling word. …”

         
            December 7, 1941: Japanese planes attack Pearl Harbor. The United States enters World War II.

         
         
            
            The Man I Love (1941)—Lena Horne 

         Victor 27818

         Recorded on December 15, 1941 (released in April 1942)

         Recorded at the same session as her immortal rendering of Stormy Weather, Lena Horne is in magnificent form for her performance of the George and Ira Gershwin classic, accompanied by Lou Bring’s orchestra. The ensemble includes Manny Klein (trumpet), Lou Busch (piano), and Perry Botkin (guitar), with arrangement by Ned Freeman. It was released as part of an album (in those days meaning a package of 78’s under one cover) of show tunes, titled Moanin’ Low, that also included Where or When and Ill Wind. Charles Schwartz, discussing the musical structure of this song and ‘s Wonderful, remarks that to counterbalance a repetitive melodic line (utilizing the A-A-B-A format he favored), George changed the underlying harmony each measure or so, assisted by Ira’s complementary lyrics, thus ensuring musical variety as well as beauty.95

         
            
            (There’ll Be Bluebirds Over) The White Cliffs of Dover (1941)—Kay Kyser and His Orchestra (music by Walter Kent, lyrics by Nat Burton) 

         Columbia 36445

         Chart debut on December 20, 1941 (1 week at #1)96; also reached #1 in January 15 and on February 1, 1942 biweekly jukebox charts in Down Beat

         The towering white cliffs of Dover—comprising Cretaceous chalk (pure white lime) with the cliff face reaching up to 350 feet high—have been one of England’s greatest natural wonders for centuries, the subject of tributes by Shakespeare and Wordsworth. Because of their strategic location facing across the English Channel at its narrowest point toward continental Europe, they became crucial during World War II. Dover was a pivotal part of the evacuation of Dunkirk, which brought back over three hundred thousand battered and wounded Allied soldiers from May 26 to June 4, 1940. Hitler sent many missions to Dover, with shells regularly pounding the cliffs and surrounding area. But as the famous Norman Castle stood undamaged on the clifftops, Dover became a symbol of British resilience. It was a courageous but losing stand by British forces at Dover that inspired The White Cliffs of Dover, introduced in the United Kingdom by Vera Lynn. Immediately after the attack on Pearl Harbor, the song became a huge U.S. hit as well (after Kate Smith introduced it on her radio show), with the biggest version by Kay Kyser’s orchestra with vocals by Harry Babbitt and the Glee Club.97 As John Bush Jones noted, the song “took on new meaning for Americans with the United States in the war.”98 99 Not only did it become one of the best-loved sentimental ballads of the war, but also the song’s beauty enabled it to live on as a favorite of doo-wop groups in the 1950s. “There’ll be bluebirds over the white cliffs of Dover / Tomorrow, just you wait and see. …”

         
            
            But Not for Me (1941)—Harry James and His Orchestra (vocal by Helen Forrest)  

         Columbia 36599

         Recorded on December 30, 1941; chart debut on August 8, 1942 (reached #12)100

         Unlike most of George and Ira Gershwin’s classic compositions, But Not for Me (introduced in the 1930 musical Girl Crazy) took years to find its place in the pop marketplace, but over time it has become one of the most-recorded ballads ever written. This gorgeous performance by Harry James’ orchestra with his consistently outstanding vocalist Helen Forrest—who had done an equally impeccable job two years earlier with Benny Goodman’s band on the Gershwins’ The Man I Love—helped get the ball rolling. But Not for Me actually served as Helen’s audition song for James in September 1941; after she finished, the band spontaneously applauded, and the job was hers.101 During the early 2000s, Barbara Rosene often performed with the Harry James legacy band, and declared: “I think Helen Forrest is an unsung hero of the swing era.”102 “They’re singing songs of love, but not for me. …”

         
            
            Moonlight Cocktail (1942)—Glenn Miller and His Orchestra   (music by C. Luckeyth Roberts, lyrics by Kim Gannon) 

         Bluebird 11401

         Recorded on December 8, 1941; chart debut on February 7, 1942 (10 weeks at #1)
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               Figure 4.5Glenn Miller. Library of Congress, Prints & Photographs Division, LC-USZ62-136855.
            

         

         The great ragtime pianist Charles Luckeyth “Luckey’ Roberts (born August 7, 1887 in New York City) composed the instrumental that he called Ripples of the Nile
            in 1912,103 and even though it wasn’t well known at the time, he enjoyed a prolific career, including writing songs for fourteen musical comedies during the 1910s. In the 1920s, while serving as a key influence on Duke Ellington and James P. Johnson among other pianists, he became a favorite bandleader in high society, with orchestras in New York, Newport, and Palm Beach, and gave celebrated concerts at Carnegie Hall (1939) and Town Hall (1941). No one could have anticipated that his twenty-nine-year-old ragtime melody would be transformed into one of the biggest pop hits of the Swing Era. Recorded by the Glenn Miller ensemble the day after Pearl Harbor, Moonlight Cocktail was arranged by Jerry Gray, with the vocal by Ray Eberle, and solos by Chummy McGregor (piano) and Tex Beneke (tenor sax). The January 10, 1942 Billboard raved: “Not since [Miller’s 1939 smash] Sunrise Serenade has there been another as imaginative and colorful in its tuneful qualities.”
            104

         
            
            I’m Gonna Move to the Outskirts of Town (1942)—Big Bill Broonzy 

         Okeh 6651

         Recorded as “Big Bill & His Chicago Five” on March 6, 1942; released in February 1944; reissued on Columbia 37196 in December 1946 (Blues-#268)

         This blues classic was written and first recorded in 1936 by Casey Bill Weldon, a close friend of Bill Broonzy’s. Big Bill’s recording of I’m Gonna Move to the Outskirts of Town six years later, observed Samuel Charters in The Country Blues, “was particularly savage,” burning with bitterness and cynicism; it was included in the Smithsonian’s blues boxed set.105 His fine combo also includes (in addition to his lead guitar) jazz trumpeter Punch Miller and pianist Memphis Slim. Louis Jordan and later Jimmy Reed also enjoyed major successes with the song. Record companies were ultra-judicious in husbanding their ever-shrinking backlog of recordings during the musician union’s strike that had begun on August 1, 1942, but even so it seems amazing that Okeh waited nearly two years before releasing this gem. “It may look funny, funny as can be. / We got eight children, baby, don’t nar’ one of ‘em look like me. …”

         
            
            Well, Git It! (1942)—Tommy Dorsey and His Orchestra (written by Sy Oliver) 

         Victor 27887

         Recorded on March 9, 1942 (released in late June)106 (Jazz-#492)

         Sy Oliver’s rousing up-tempo instrumental crowd-pleaser features exciting two-bar trumpet exchanges between Ziggy Elman and Chuck Peterson, while drummer Buddy Rich drives the rhythm section. The January 1943 Metronome, naming the record one of only four “A-plus” records for the past year, declared: “A tremendous trumpet duel … tops a succession of happy solos, brass blasting and smart Sy Oliver scoring.” In The Swing Era, Gunther Schuller praises the piece as “a full-fledged original” in which the solos “are carefully selected as to contrasts of dynamics and colors, and integrated into the total work.” Schuller also cites strong solos by Heinie Beau (clarinet), Don Lodice (tenor sax), and Milt Raskin (a light-limbed Count Basie-styled piano solo). It all builds to a “stunningly played two-trumpet coda (Elman and Peterson) that is the work’s crowning glory. … Well, Git It was a triumph in combining simple idiomatic swing-riff material with the ultimate in instrumental virtuosity.”107

         
         
            
            Skylark (1942)—Earl Hines and His Orchestra, vocal by Billy Eckstine 

         Bluebird 11512

         Recorded on March 19, 1942 (Jazz-#493)

         The Hoagy Carmichael-Johnny Mercer classic Skylark is given a gorgeous performance by the splendid band of pianist Earl Hines, featuring Billy Eckstine at the outset of one of the great jazz vocal careers. This is a song that’s exceptional on every level. Richard Sudhalter: “Perhaps its most memorable feature is the bridge, or middle section, which casually changes keys to the dominant, then works its way logically back around to the tonic, or ‘home’ key. There is not a phrase, not a moment, in which it resembles the bridge of any other popular song.”108 Mercer biographer Glenn Eskew notes that his lyric turned the Shelley poem To a Skylark “inside out by focusing on the unhappiness of man rather than man’s delight in the bird’s song.”109 Tenor saxophonist Budd Johnson, one of Hines’ two instrumental soloists here (along with Leroy Harris on flute), fashioned the outstanding arrangement. On the same day, the band recorded its big hit Stormy Monday Blues, also showcasing Eckstine.

         
            
            There’s a Star-Spangled Banner Waving Somewhere (1942)—Elton Britt (written by Paul Roberts & Shelby Darnell) 

         Bluebird B-9000

         Recorded on March 19, 1942; chart debut on September 26, 1942

         (reached #7 pop; 21 weeks at #1 C&W)110 (C&W-#84)

         Country music’s foremost patriotic smash of World War II tells the heart-tugging tale of a crippled mountain boy who’s desperately determined to get into the armed services and become a hero by helping to beat the Axis. Marshall, Arkansas-born Britt (born James Britt Baker on June 27, 1913), joined the West Coast band the Beverly Hill Billies at age seventeen in 1930 for three years, then recorded with other bands before launching his solo career; he became best known as a virtuoso yodeler. This record was a true phenomenon, crossing over from hillbilly to pop; on Billboard’s “pre-official” country charts (the “American Folk Tunes” listings from March 25, 1939 until the official country chart began in 1944), it was surpassed only by Al Dexter’s Pistol Packin’ Mama and Bob Wills’ New San Antonio Rose.111 President Roosevelt even had him perform the song at the White House, although John Bush Jones points out that the protagonist’s motive is not pure patriotism, but “personal glory as compensation for his physical disability.”112 In 1960, the singer used the song’s appeal to launch a brief, quixotic bid for the Presidency (running in the New Hampshire primary). It was voted the #76 C&W song of all time in Country America.

         
            
            Sleepy Lagoon (1942)—Harry James and His Orchestra (written by Eric Coates) 

         
            Columbia 36549 

         Recorded on February 24, 1942; chart debut on April 18, 1942 (4 weeks at #1)113

         Big-band adaptations from the classics were ubiquitous in pop music during the Swing Era, and one of the most successful was Sleepy Lagoon. Manie Sachs, head of the pop music department at Columbia, brought the piece to Harry James’ attention. The ravishingly romantic instrumental was adapted from British composer Eric Coates’ symphonic work By a Sleepy Lagoon, with an arrangement by Jack Mathias that (reports James’ biographer Peter J. Levinson) borrows from Debussy’s L’Apres-midi d’un Faune (Prelude to the Afternoon of a Faun).114 Gunther Schuller suggested that the chart also appropriates the “entire introduction” to Maurice Ravel’s Daphnis and Chloe, Suite No. 2 through the opening piano solo by Al Lerner. Whatever its derivations, it’s a gorgeous performance featuring the flamboyant, technically brilliant trumpet work of James, with the lavish string section he employed during this period. Levinson also calls attention to Hoyt Bohanon’s contribution of “one of the most well-remembered trombone solos of the entire Swing Era.”

         The April 18, 1942 Down Beat called it a “startling new pop tune … destined for sensational popularity,” a prediction quickly borne out. Although jazz critics often disdain the commercially oriented ballads that made James’ band one of the nation’s most popular, Schuller in The Swing Era notes that “it was James’ own playing, totally convincing and authoritative, that made these recordings popularly successful … the fact remains that James’s radiantly brassy tone, combined with an overbearing vibrato, was totally original and instantly recognizable.”

         
            
            Tangerine (1942)—Jimmy Dorsey and His Orchestra   (music by Victor Schertzinger, lyrics by Johnny Mercer) 

         Decca 4123115

         Chart debut on April 18, 1942 (6 weeks at #1)116

         
            The “battling Dorsey brothers” had their share of intrafamily quarrels, but both ruled among the royalty of the Swing Era. Born on February 29, 1904 in Shenandoah, Pennsylvania, Jimmy Dorsey, like his one-year-younger brother Tommy, became a busy freelance musician in New York starting in 1925, participating in a wide range of record sessions on alto saxophone and clarinet. After stints with the bands of Jean Goldkette (1926), Paul Whiteman (1927), and Ted Lewis (1930) among others, Jimmy joined Tommy in the Dorsey Brothers Orchestra, which had great success from spring 1934 until a violent argument precipitated a breakup a year later. The brothers formed separate bands, and Jimmy built his ensemble’s reputation steadily until reaching a peak in the early 1940s.

         Introduced by Jimmy’s orchestra in the movie “The Fleet’s In,” Tangerine—like all the other songs in the score—was composed by the film’s director, Victor Schertzinger. It was designed to have a Latin sound, much like Dorsey’s previous chart-toppers Amapola and Green Eyes. Johnny Mercer dashed off the lyrics during the same prolific weekend that he did several other songs for the film. As on the earlier songs, Bob Eberly opens this tale of a self-centered temptress as a ballad, and Helen O’Connell brings it home as a dance number.

         
            
            Wreck On the Highway (1942)—Roy Acuff and His Smoky Mountain Boys (written by Dorsey Dixon) 

         Okeh 6685

         Recorded on May 28, 1942117 (C&W-#231, HBN)

         A stark account of a fatal drunk driving accident, Wreck on the Highway was first recorded by the Dixon Brothers (Howard & Dorsey) as I Didn’t Hear Nobody Pray for Bluebird on January 25, 1938. The song’s chorus was derived from the spiritual number I Couldn’t Hear Nobody Pray, which was included by John Wesley Work in his 1915 book Folk Song of the American Negro: “O Lord! I couldn’t hear nobody pray, and I couldn’t hear nobody pray / O way down yonder by myself, and I couldn’t hear nobody pray. …” This song was also included in the 1918 and 1927 editions of Religious Folk-Songs of the Negro As Sung at Hampton Institute. The numerous early black recorded versions (cited in the Dixon-Godrich-Rye Blues and Gospel Records 1890–1943) included the Fisk University Jubilee Quartet (on their historic debut session for Victor on December 1, 1909), the Paramount Jubilee Singers (1923), and the Dixie Jubilee Singers (a pseudonym for the Pace Jubilee Singers, 1924). Albert Murray invoked it in Stomping the Blues (alongside Just a Closer Walk With Thee) as one of the core call-and-response hymns of the early twentieth-century African-American church.

         Dorsey Dixon was working at the Aleo Textile Mill in East Rockingham, North Carolina, when news came of a severe side-on collision on U.S. Highway 1. After work, he and a colleague went to see the wreck, and he wrote the song that night, using the traditional chorus and adding the tragic narrative. Their version contained eight stanzas, which Roy Acuff cut down to five. He had learned the song not from the Dixons’ record but on the Grand Ole Opry, revising some lyrics and the melody for his recording—which listed Acuff as the writer. After it became a hit, Dorsey Dixon wrote to the singer citing his authorship, but since Roy believed the number was traditional, he disregarded the letter. Finally, in 1946, he asked his publishing partner Fred Rose to check on Dixon’s story; when Rose confirmed the account, the three men reached an agreement that Dixon would receive all royalties accruing as of that date, and his name would subsequently be listed as the author, but all future royalties would go to the Acuff-Rose company. Acuff makes it a moving narrative and statement of the power of faith. “I heard the crash on the highway, but I didn’t hear nobody pray / I heard the cries of the dying, but I didn’t hear nobody pray. …”

         
            June 4: Capitol Records is established in Los Angeles.

         
            
            Main Stem (1942)—Duke Ellington and His Famous Orchestra 

         Victor 20-1556

         Recorded in Hollywood on June 26, 1942; chart debut on March 4, 1944 (#1 for 4 weeks R&B) (Jazz-#432)

         The highlight of the Ellington band’s second to last session before the American Federation of Musicians’ record ban was the high-powered twelve-bar blues riff number Main Stem. In The Swing Era, Gunther Schuller cites tenor saxophonist Ben Webster in “one of his most raucous statements,” and trombonist Lawrence Brown (at the record’s conclusion) in “what may be the most blistering jazz solo of his recording career.”118 Alto saxophonist Johnny Hodges also solos alone with the rhythm section, and there are two trumpet solos by Rex Stewart, which, remarks Francis Thorne, show Rex “at his hottest and swingingest … one of the most powerful big-band records I have ever heard.”119 Throughout 1943, as the strike dragged on and Victor and Columbia continued to hold back on scores of sides by top bands to keep some gems in reserve, jazz lovers fretted about when the tracks would finally see the light of day. So they rejoiced when Main Stem (a tune that at one point had been known as Altitude) was at last issued a year and a half after its recording.120 121

         Ralph Ellison wrote in Going to the Territory: “Even though few recognized it, such artists as Ellington and Louis Armstrong were the stewards of our vaunted American optimism and guardians against the creeping irrationality which ever plagues our form of society. They created great entertainment, but for them (ironically) and for us (unconsciously) their music was a rejection of that chaos and license which characterized the so-called jazz age. … It is time we paid our respects to a man [Ellington] who spent his life reducing the violence and chaos of American life to artistic order.”

         
            
            Down Under (1942)—Woody Herman and His Orchestra (written by Dizzy Gillespie) 

         Decca 18544

         Recorded on July 24, 1942 (released in April 1943)

         Woody Herman always had an ear for talent, and he was captivated by the compositions of a daring twenty-four-year-old trumpeter who had recently left Cab Calloway and would shortly join Earl Hines’ band, John Birks (Dizzy) Gillespie. Herman recorded Gillespie’s Swing Shift; the future jazz classic Woody ‘n You was penned by Dizzy for Herman (who didn’t record it until much later), but would be taken to fame by Coleman Hawkins; and above all there was Down Under. Herman biographer Gene Lees: “Down Under is hot, fierce, and for its time, radical. The brass is hotter, the sax section darker and deeper. It presages the Woody Herman bands to come.”122 Bebop, as developed by Gillespie, Charlie Parker, and compatriots at Minton’s Playhouse in Harlem, was still in its embryonic form and would not appear on record until 1944, but Down Under, in both its minor-key darkness and frantic energy, provided some early hints of what was to come. Gunther Schuller notes that the interlude separating the first and second chorus (the section that includes Hy White’s guitar solo) uses the octave jump device that Gillespie would use three years later on Salt Peanuts. The band during this period had expanded to a four-man brass section, three trombones, and five saxes. Decades after this performance, Gillespie introduced Herman at the Monterey Jazz Festival as “the first person to ever pay me fifty dollars for an arrangement.”

         
            August 1: Effective on this date, the American Federation of Musicians (AFM), led by James Caesar Petrillo, imposes a ban against its 180,000 member musicians making commercial or electrical transcription recordings.

         
            
            The Cuckoo Bird (1942)—Hobart Smith 

         Recorded in August 1942 for Library of Congress (Folk-#176, SING)

         Hobart Smith never made a commercial studio recording, and until long after his death his name was unknown outside the folk/Appalachian music communities. But he was one of the most phenomenal virtuosos to ever play the five-string banjo, and his breathtaking performance of the ancient standard also known as The Coo Coo Bird is second only to Clarence Ashley’s immortal 1929 rendering.

         Born on May 10, 1897 in Saltville in the southwestern corner of Virginia near the North Carolina and Tennessee borders, Smith worked as a farmer, a butcher, and a wagoner, but spent most of his life as a musician (on banjo, fiddle, and guitar), playing at local dances, church services, and minstrel shows. Smith recalled blues great Blind Lemon Jefferson stopping for about a month in Saltville around the beginning of World War I, playing for the men in the railroad work camp, and this inspired him to learn guitar. In 1918, he teamed up for a time with Ashley, and first came to regional prominence performing with his sister, vocalist Texas Gladden, at the White Top Music Festivals from 1931 to 1939; First Lady Eleanor Roosevelt invited him to Washington, where he performed for the President. John Lomax was impressed by Smith’s festival performances, so in 1942 his son Alan Lomax came to Saltville to record forty songs by the artist. However, these recordings were not widely heard in his lifetime. In 1963, Smith recorded many hours of music over four or five days at the home of fellow banjoist Fleming Brown; this music would be released for the first time in 2005. The man who bluegrass king Bill Monroe called “the best old-time banjo picker I ever heard” died in 1965.

         Like his former playing partner Ashley, Smith attacks The Cuckoo Bird with near-feverish intensity, and within seconds one is transported by the haunting power of the centuries-old melody as he carries it into new dimensions. This is a song with many variations, and the lyrics as sung by Smith have bits and pieces of the lyrics used by Ashley, by Kelly Harrell in his 1926 recording, and elements of other traditional ballads. His voice can’t compare with the power of his playing, but the interplay between voice and instrument is masterful, and the overall impact is spellbinding. This classic performance is included on “Hobart Smith: Blue Ridge Legacy—The Alan Lomax Portrait Series,” released by Rounder in 2001. Dick Spottswood declares that it joins Ashley’s classic as “one of the finest voice and banjo pieces ever recorded.”123

         
            August 22: The Battle of Stalingrad begins, a five-month struggle that will kill 750,000 Russian troops, 400,000 Germans, and over 450,000 others.

         
            
            I’m Free At Last (1942)—Southern Sons 

         Victor 20-2014

         Recorded on August 28, 1942

         When the Rev. Dr. Martin Luther King concluded his legendary August 23, 1963 speech before an audience of 250,000 on the steps of the Lincoln Memorial with the ringing hope of speeding the day that all Americans could join together and sing “the words of that old Negro spiritual, ‘free at last, free at last, thank God almighty, we are free at last,’” this is the song to which he referred.124 The Southern Sons consisted of tenors William Langford and Kissler James Baxter, baritones Wesley Hill and Howard Wilson, and bass Clifford Givens; Baxter sometimes provided accompaniment on guitar, but this selection is a cappella. I’m Free At Last is an exciting up-tempo gospel performance from the group’s third session for Bluebird/Victor. The original Southern Sons are distinct from a comparably superb but different (except for holdover Givens) group of that name that recorded I’ll Fly Away in 1951. This song can be found on the Bluebird CD Sacred Roots of the Blues released in 2004.

         
            October 3: Bing Crosby’s “White Christmas” makes its chart debut, and will become the biggest-selling record of all time to this date.

         
            
            Lift Every Voice and Sing (1942)—Southern Sons (words by James Weldon Johnson, music by James Rosamond Johnson) 

         Bluebird 30-0806125

         Recorded on October 22, 1942 (NPR, GOSP-#33)

         Known for many years as “the Negro National Anthem,” Lift Every Voice and Sing was composed as a poem by James Weldon Johnson, and it was put to music in 1900 by his brother John Rosamond Johnson. One of the best-known African-American composers of his time, J. Rosamond Johnson was born August 11, 1873 in Jacksonville, and in 1899 formed a songwriting partnership with Bob Cole that produced a number of Broadway and off-Broadway shows and the hit songs Tell Me. Dusky Maiden (1901) and Under the Bamboo Tree (1902). James Weldon Johnson, born June 17, 1871 in Jacksonville, was a man of far-reaching achievements: teacher, lawyer, diplomat (appointed by President Theodore Roosevelt as U.S. consul at Puerto Cabello, Venezuela, 1906–1908, and to Nicaragua from 1909 to 1913), poet, author, and civil rights activist (executive secretary of the NAACP), one of the leading voices of the Harlem Renaissance of the 1920s. In addition, he collaborated with his brother (including their opera Tolosa) and Cole on musical productions. His anthology of poetry by black writers, The Book of American Negro Poetry (1922), was a landmark, as was his 1930 sociological study Black Manhattan. Also, the two brothers coedited The Book of American Negro Spirituals (1925) and a 1926 successor volume that have remained standard reference sources.

         
            Lift Every Voice and Sing, after years of renown in the African-American community, was recorded for the first time in 1923 by the Manhattan Harmony Four for the black-owned Black Swan label, and three years later by the Nazarene Church Choir. According to the Dixon-Godrich-Rye blues discography, these were the only versions until the Southern Sons—William Langford, Kissler, James Baxter, Wesley Hill, and Howard Wilson—recorded it. It’s a hushed a cappella performance whose solemnity matches the seriousness of the composition. The quartet sings only the opening verse (“Lift every voice and sing / Till earth and heaven ring”), repeating its final section a second time: “Sing a song full of the faith that the dark past has taught us. … Let us march on till victory is won.”

         
            
            There Are Such Things (1942)—Tommy Dorsey and His Orchestra, vocal by Frank Sinatra with Pied Pipers (written by Stanley Adams, Abel Baer, & George M. Meyer) 

         
            Victor 27974 

         Recorded on June 9, 1942; chart debut on November 7, 1942 (6 weeks at #1 pop, #2 R&B)

         One of the giant sentimental ballad hits of the World War II era, There Are Such Things had just the warm, optimistic message that people wanted to hear in 1942. Frank Sinatra teamed with Jo Stafford and the Pied Pipers on the lovely, reassuring vocals. Composer George Meyer’s list of successful songs dated all the way back to 1909, of which For Me and My Gal was his most enduring; There Are Such Things put a cap on his career. Composer Abel Baer worked as a piano accompanist to Nora Bayes and scored several 1920s hits, including My Mother’s Eyes, before writing music for early Hollywood sound movies. Stanley Adams had penned lyrics for a number of popular songs in the 1930s, most notably the English version of What a Difference a Day Made.

         Axel Stordahl, who had begun providing scores to Tommy Dorsey in 1940, fashioned the arrangement in impeccable Sentimentalist style. A key element is a string section, which Dorsey had added shortly after Sinatra’s January 1942 solo Bluebird session with Stordahl and strings; when Artie Shaw broke up his band to enter war service, Tommy hired Artie’s violin section en masse. The record hit the charts just two months after Sinatra’s September 3 “farewell” radio broadcast with Dorsey before launching his solo career, and several weeks before his engagement at New York’s Paramount Theatre (starting December 30) generated bobbysoxer frenzy. By the end of 1942, as the AFM recording strike dragged on and record companies’ stockpile began to diminish, the labels cut back their schedule of releases to just a few per month for each company, and went all out on marketing for those few releases. This approach may have helped There Are Such Things and a handful of others to soar beyond mere hit status to a still higher plane.

         
            November 26: The Humphrey Bogart-Ingrid Bergman film classic “Casablanca” has its premiere.

         
            
            Brazil (Aquarela do Brasil) (1943)—Xavier Cugat and His Waldorf-Astoria Orchestra (written by Ary Barroso) 

         Columbia 36651

         Recorded on December 30, 1941; chart debut January on 23, 1943 (7 weeks at #2 pop, #9 R&B) (World-#113, DMDB)

         Every musical genre has its pioneers, and its popularizers; the former blaze new trails, while the latter take the music to the masses. Xavier Cugat can’t compare with the bold innovators of Latin dance music such as Machito, Mario Bauza, Tito Puente, and Perez Prado, but he brought the samba and rumba to a bigger U.S. audience than any other bandleader. Born January 1, 1900 in Gerona, Spain, Cugat at age four emigrated with his family to Cuba, and played violin with Cuban bands as a teenager. He moved to the United States in 1921, and by 1927 (at the encouragement of his movie star friend Rudolf Valentino) had formed a tango band. Based in the Hollywood area, he made a number of film appearances in the early 1930s, and his Waldorf-Astoria Orchestra began recording in 1933, with early hits including The Lady In Red (1935) and Begin the Beguine (1936). The band began by focusing on waltzes and international light concert music, but after achieving popularity, its repertoire became increasingly Latin. Cugat’s music was not only undeniably slick and commercial but also skillfully played.

         When Latin music exploded in the U.S. pop marketplace during the early 1940s, song publisher Ralph Peer was perfectly positioned to catch the wave. He’d been publishing Mexican, Cuban, and other Latin tunes for over a decade by then, including Green Eyes (1931), Maria Elena (1932), and Babalu (1939). Peer’s Southern Music was the publisher for most of the early 1940s swing-band Latin hits, such as Frenesi, Perfidia, and the irresistible 1939 samba Brazil.126

         Walt Disney took a keen interest in Latin music and popular culture to use for his films, and in August 1941 he and a team of artists, writers, and musical researchers, known informally as El Grupo, began a two-and-a-half-month trip throughout the region. Traveling across Mexico, Central and South America (as described by Barry Mazor), they collected material to be used initially for the feature animated travelogue Saludos Amigos. Disney himself, after arriving in Rio de Janeiro, was quite taken with two songs that were played there constantly: Tico-Tico no Fuba (a 1917 composition that remained immensely popular) and Ary Barroso’s “hypnotic, rhythmic, and frankly sexy” samba Aquarela do Brasil. He acquired rights to the songs from their original Brazilian publisher, Irmaos Vitale, only to discover that rights to use them virtually anywhere outside Brazil were controlled by Peer. By the time Disney returned home to Los Angeles that October, the Eddy Duchin orchestra had already recorded Peer’s new version of Brazil with English lyrics, and Cugat was about to do the same. Aquarela do Brasil (meaning “Watercolor of Brazil”) was featured in Saludos Amigos (utilizing watercolor imagery) in 1942, giving the song a major boost.127 The record begins with a band-chanted vocal, but thereafter it’s 90 percent instrumental, hammering home the addictive rhythms. It became the biggest chart hit in Cugat’s career, topping even his 1941 smash Perfidia.

         
            
            Black (first movement from “Black, Brown & Beige”) (1943)—Duke Ellington and His Famous Orchestra 

         Recorded live at Carnegie Hall on January 23, 1943 (GHF, Jazz-#149)

         The most ambitious single work in Duke Ellington’s sprawling career, Black, Brown, and Beige was more than a dozen years in the making, at least in his mind. “I’m going to compose a musical evolution of the Negro race,” he told a reporter in 1931. A 1933 account reported that its five movements would be Africa, Slaveship, The Plantation, Harlem, and a finale. He read books and researched the project whenever he got a chance. “He is always telephoning around for authentic information,” said a published account in 1938, “about slave ships, the Civil War, cotton,” and key personalities in black history. During his 1939 tour of Sweden, he spoke to reporters of his “almost completed” concert piece.

         In late 1942, arrangements were made for the Ellington band to perform at New York’s Carnegie Hall, the first jazz concert at the hallowed venue since Benny Goodman’s epic show in January 1938. Ellington decided that this would be the occasion to unveil his major work, and in six weeks he completed it.128 The big night was preceded by “National Ellington Week,” and the packed house on January 23 included First Lady Eleanor Roosevelt, Aaron Copland, Jerome Kern, Marian Anderson, Paul Robeson, Count Basie, and Benny Goodman.129 The 3-hour concert’s centerpiece was the 44-minute Black, Brown and Beige: A Tone Parallel to the History of the Negro in America.

         Having decided to drop the anticipated first two movements on Africa and slave ships—perhaps because he considered the subject matter too dark for a nation in wartime—Ellington opened Black, the suite’s first movement, with Work Song. “The first thing the Black man did in America was WORK,” wrote Ellington in his scenario for the concert, “and there the Work Song was born … a song of burden.” This was followed by the segment that became the suite’s most enduringly popular, Come Sunday. On teaching himself to read and discovering the Bible, wrote Ellington, his protagonist “had something to live for—something to work for—something to sing for. … Come Sunday, while all the Whites had gone into the church, the slaves congregated under a tree. Huddled together, they passed the word of God around in whispers. … Good souls praying and singing faithfully, without a word of bitterness or revenge—‘I forgive my past suffering, just let my people go.’” Black concluded with a section called “Light.” “The desire for freedom motivated their songs,” explained the composer, and “inspired their heroes …”

         The second movement, Brown, “recognized the contribution made by the Negro to the country in blood” from the Revolutionary War through emancipation and the Spanish-American War. The third movement, Beige, covered the twentieth century. The later segments showed Ellington’s haste in completing the work, but John Edward Hasse emphasized the impact of the piece as a whole, above all its opening movement: “Ellington tells a story that is troubling, powerful, and hopeful, of a people forgiving, affirming, and without bitterness. Covering considerable historical and emotional ground, Black, Brown and Beige is, by turns, painful, angry, patriotic, wistful, mournful, celebratory, brooding, ironic, bemused, reverential, assertive, and proud.”

         The initial critical response to the work was mixed, and Ellington—except for a concert five nights later in Boston, and another a month later—never again performed or recorded the entire suite. He recorded only segments such as Come Sunday and the final section of Brown, called Mauve or The Blues. Our only complete record of the suite, the Carnegie Hall concert, was not released until 1977.130

         Ted Gioia writes that the suite’s first movement “includes some of the most sophisticated examples of thematic development Ellington would ever write, along with one of his strongest melodies (Come Sunday) presented in an impassioned saxophone statement by Johnny Hodges.”131 In The Swing Era, Gunther Schuller declared the suite to be “a remarkable pioneer work.” As Black develops its themes based on work songs and spirituals, Schuller praises the solos by Harry Carney (baritone sax), Harold Baker (trumpet), and especially Joe “Tricky Sam” Nanton on trombone, who plays a passage of “unforgettable poignancy.” Of Come Sunday, he writes: “In its serene eventide mood, church bells quietly ringing, it summons up another time and place, the humble origins of the black spirituals and their mood of religious contemplation.” Lawrence Brown (trombone) states this segment’s theme, “accompanied by profoundly moving harmonies and voicings,” and Ray Nance’s violin offers a contrast, leading up to Hodges’ grand conclusion. “This melody is among Ellington’s most sinuously beautiful and original. It is pure Ellington—no other composer of the time could have written it—and yet it also fully captures the quality and religious fervor of the Negro spiritual.” In Hodges’ performance, “caressing the melody with its famous melting legatos and glissandos, stretching it rhythmically almost to the expressive breaking point and accompanied by softly palpitating guitar tremolos and somber bowed bass tones,” Come Sunday—and the Black movement as a whole—emerged as a supreme achievement.132

         
         
            
            For Me and My Gal (1943)—Judy Garland and Gene Kelly (music by George W. Meyer, lyrics by Edgar Leslie & E. Ray Goetz) 

         Decca 18480

         Recorded on July 26, 1942; chart debut on January 24, 1943 (reached #3) (Trad-#165)

         Gene Kelly had gained Broadway fame in 1940 starring in the Rodgers and Hart musical “Pal Joey,” and the film “For Me and My Gal” provided a high-profile movie debut as the male lead opposite Judy Garland, including the stars’ smash duet on the title song. For Me and My Gal was introduced by the vaudeville team of (Gus) Van and (Joe) Schenck in 1917. In the movie, set in pre–World War I vaudeville, Judy’s a song and dance performer, Kelly’s an ambitious up and comer who convinces her to team with him, and she soon finds herself falling in love with him despite his self-serving ways. Superstar Garland (whose experience in working with the obsessive, perfectionist director Busby Berkeley was not a happy one) generously helped the Hollywood newcomer both on and off screen, and in short order Kelly was also one of the brightest stars in the business.

         
            
            That Old Black Magic (1943)—Glenn Miller and His Orchestra (music by Harold Arlen, lyrics by Johnny Mercer) 

         Victor 1523

         Recorded on July 15, 1942; chart debut on February 20, 1943 (#1 for 1 week) (Jazz-#445)

         
            That Old Black Magic has resonance in pop music history as the final chart-topping single by Glenn Miller’s orchestra. The all-star variety-show movie Star-Spangled Rhythm called for a production number featuring ballerina Vera Zorina choreographed by her then-husband George Balanchine, so Harold Arlen fashioned an insistent melody over a reiterating bass figure. Arlen biographer Edward Jablonski recounts that Johnny Mercer suggested that he extend the song to enable him to write the ballad in the form of a narrative. Arlen completed the seventy-two-bar melody and gave it to the lyricist, who (after hearing it just once) went off to work his alchemy, and returned with That Old Black Magic.133

         Mercer’s lyric was inspired, in part, by his secret affair with Judy Garland (a doomed relationship that haunted much of his work during this period): “I should stay away, but what can I do?” He took the idea for love as a form of black magic from a line in Cole Porter’s You Do Something to Me: “Do, do that voodoo that you do so well.” Biographer Philip Furia: “With the sensuous imagery of burning lips and icy fingers, the metaphors of spinning leaves and plunging depths, Mercer came as close as a lyricist of his era could to writing about the raptures of sexual intercourse.”134 It was sung in the movie by Johnnie Johnston, playing a soldier who dreams about Zorina, who then comes to life out of her pin-up picture on the side of the tent. Alec Wilder calls the song “extraordinary.”135

         The vocal on the Miller record is by Skip Nelson (real name Scipione Mirabella) with the Modernaires, not long after Miller had fired Ray Eberle for being late to a rehearsal. The recording was made in the final scramble to beat the August 1, 1942 deadline when the musicians’ union ban against the record labels began. The band had recently begun an engagement at the Hotel Sherman in Chicago, from which it broadcast its Chesterfield radio program that month, so the recording was made at the Victor studios in the city. The May 1943 Metronome reported that the record had sold around 750,000 by that point, and it probably ended up topping a million. The Miller performance was voted the #23 all-time favorite in combined Billboard disk jockey polls from 1949 to 1961.

         
            
            All or Nothing At All (1943)—Frank Sinatra with Harry James and His Orchestra (music by Arthur Altman, lyrics by Jack Lawrence) 

         Columbia 35587

         Recorded on September 17, 1939; chart debut on June 19, 1943 (2 weeks at #1) (NPR-100, Trad-#159, Jazz-#211, TC)

         A gangly twenty-three-year-old Frank Sinatra was hired by bandleader Harry James as his vocalist in summer 1939, a time when James—after achieving fame for his charismatic trumpet solos with Benny Goodman—was still struggling to make it on his own. On his third recording session with James, Sinatra’s performance on the dramatic ballad All or Nothing At All demonstrated that the bandleader’s judgment had been superb in signing up the kid based on a radio broadcast from the Rustic Cabin in Englewood, New Jersey.136 But with the band continuing to struggle, James was gracious in allowing the up-and-coming crooner to accept an offer from the far more popular Tommy Dorsey orchestra. Sinatra proved an immediate sensation with Dorsey, creating an ever-increasing frenzy among female fans. After being released in summer 1940 (first reviewed in the August 31 Billboard—precisely while Sinatra stood at #1 with his big vocal for TD, I’ll Never Smile Again), the record’s sales were minimal (a mere 16,000 copies).137 The arrival of the American Federation of Musicians’ recording strike forced record companies to stockpile the huge number of recordings they had made in the final weeks before July 31, and to carefully parcel them out in succeeding months. By mid-1943, this supply was running low, so companies began reissuing records that had failed the first time around. One was All or Nothing At All—and this time, fueled both by fans’ desperation for something new and by the unabated Sinatra mania, the record became a chart-topping smash.

         Whereas most big-band records with a vocalist during 1939–1940 let the band establish the melody for at least the opening 30 or 40 seconds before the singer entered, All or Nothing is an almost total Sinatra showcase, with just a brief introduction and an instrumental passage led by James (using the wide vibrato that would later become his trademark). In Sinatra! The Song Is You: A Singer’s Art, Will Friedwald points out that the song’s long-meter format, set in sixty-four bars, was ideal for the singer’s style, and he seized full advantage of its possibilities.138 Mark Tucker: “Sinatra’s hushed tone at the beginning immediately establishes the intimate romantic mood of the piece. Even this early in his career, he demonstrates the intuitive phrasing and crystal-clear diction that became hallmarks of his mature style.”139 Lyricist Jack Lawrence (best known for penning the words to the classic Tenderly) didn’t write the number specifically for the band, but years later recalled how deeply impressed he was by the New Jersey newcomer’s performance—“the way he attacked that song and what he did with the breath control, with all of the wonderful phrasing that he did even in those early days.”140

         Long before it became a hit, the manner in which Sinatra delivered the melodramatic, minor-key ballad also made an impression within the industry; Dorsey’s lead singer of the late 1930s, Jack Leonard, told Tommy on hearing a live radio broadcast of the James band in the fall of 1939: “There’s a guy on All or Nothing at All who does the vocal, and he scares the hell out of me. He’s that good.” A surviving recording of Sinatra performing the song at the 1939 New York World’s Fair is, declares Friedwald, “even more spectacular than the studio version.” When Leonard left Dorsey and the initial choice of Alan DeWitt as the replacement wasn’t working out, the experience of having heard that performance was the clincher in the decision to recruit Sinatra in January 1940.

         By the early months of 1943, the record companies had adopted the strategy of releasing just one record at a time and going all out to promote each, with spectacular results. The huge success of twelve-year-old recordings of As Time Goes By (disks by Rudy Vallee and Jacques Renard’s orchestra) showed that old records could be dusted off and reissued with big results. The Billboard 1943 Music Yearbook noted: “It didn’t take the recorders long to take a hint and send them scurrying to the back files … it remained for All or Nothing At All to show what an old tune could do in the present boom market.” Harry James, on being informed of the rerelease, gave his consent to top billing on the record for Sinatra. Within two months of the reissue, Columbia had more than a million orders, with more flooding in daily.

         The combination of the musicians’ strike and the impact of blockbuster vocal recordings like this one ensured that the Big Band Era would soon fade, and make way for the age of the vocalists.141

         
            
            Pistol Packin’ Mama (1943)—Al Dexter and His Troopers 

         Okeh 6708

         Recorded on March 20, 1942; chart debut on June 19, 1943

         (#1 for 8 weeks on pop chart; #1 for 30 weeks C&W)142 (C&W-#45, GHF, HBN, Murrells)

         It was in a Longview, Texas bar that Al Dexter (born Clarence Albert Poindexter on May 4, 1902 in Jacksonville, Texas) saw a girl rush in, trying to escape the furious wife of her boyfriend, and was inspired to write this song, setting the lyrics to a melody largely identical to that of Bob Wills’ Take Me Back to Tulsa. Recorded before the fateful AFM strike, it became a crossover pop smash more than a year later—one of the first country songs to reach a huge mainstream audience. The record reportedly sold three million copies, and it spurred Billboard to begin its separate chart of top country jukebox hits (starting on January 8, 1944; ironically, the Bing Crosby-Andrews Sisters version of Mama was the first #1, followed a few weeks later by Dexter’s). Dexter’s version—accompanied by Gene Autry’s Melody Ranch band featuring Harry Hollinger on trumpet—was the definitive hit, and it ranks as the biggest country hit record of all time (at least from 1939 onward) by combining Billboard’s official and “pre-official” charts. Bill Friskics-Warren notes that in contrast to the Crosby-Andrews record that is entirely played for comic effect, Dexter’s treatment is “tragicomic,” jaunty, and danceable with its accordion-driven rhythm but still not overlooking “the sober aftermath” of the scene he had witnessed.143 144

         The record’s astonishing level of success—not only as a country performance but also given its daring subject—was a by-product not only of the AFM ban but also of wartime shellac rationing that was already reducing production of records. “Dexter’s record might never have reached beyond the Southern audience that typically pitched its nickels to play hillbilly tracks, as it would have been competing with a stronger field of mainstream pop hits and, if it had broken into the broader market, would instantly have been covered by a half-dozen pop vocalists,” notes Elijah Wald in How the Beatles Destroyed Rock ‘n Roll: An Alternative History of American Popular Music. “In 1943, though, Dexter had the song to himself” until the Crosby version came out months later. (Decca came to terms with the musicians’ union in September 1943, allowing Bing and the Andrews to record with a full band; Victor and Columbia had not, and, thus, were unable to cover the surprise smash.) “PPM” (the trade-paper shorthand for the song) was, remarks Wald, “a new kind of hillbilly hit.” Rather than being a sentimental ballad, this was “an earthy, three-chord melodrama of cheating and booze.”145 Indeed, initially it was too hot for radio’s “Your Hit Parade” to handle; the show refused to include the tune, despite its undeniable status by fall 1943 as one of the United States’ ten biggest hits. The program was forced to relent after the publisher took the producers to court, and after being added that October, it had a fourteen-week run, with a notably uncomfortable Frank Sinatra singing “lay that pistol down, babe” week after week.

         
            
            Paper Doll (1943)—Mills Brothers (written by Johnny S. Black) 

         Decca 18318

         Recorded on February 18, 1942146; chart debut on October 24, 1942 (reached #20); returned to chart on July 17, 1943 (12 weeks at #1 pop, 5 weeks at #2 R&B) (MEM-#11, GHF, RIA, HP-#26, DMDB)

         When it was first widely circulated in 1930, Paper Doll was featured in nightclubs by Tommy Lyman but didn’t catch on. It had actually been written back in 1915 by Johnny Black, cowriter of the Ben Selvin orchestra’s multi-million-selling 1920 hit Dardanella, who was killed in 1936 during a roadhouse brawl over 25 cents.147 148 Similarly, when the Mills Brothers’ 1942 recording of the song was issued (with Alec Wilder’s gorgeous ballad I’ll Be Around on the flip side), there was little response at first. But the following summer, with the recording ban a year old and record companies beginning to run low on stockpiled material, Decca reissued Paper Doll—and was rewarded when it became one of the most sensational hits of the decade.149 Video jukeboxes were an innovative fad of the early 1940s, presenting 3-minute movie shots of pop songs that were precursors of music videos, and the video for Paper Doll featured sex symbol Dorothy Dandridge as a dream girl who springs to life from a photograph; with men at war only able to imagine their loved ones back home, the image took on a new resonance. “I’d rather have a paper doll to call my own / Than have a fickle-minded real live girl. …”

         
            July 1943: As the American Federation of Musicians’ commercial recording ban continues, the union reaches an agreement with the record companies and the government to make V-disc recordings exclusively for overseas military personnel, and not for commercial use. More than eight million V-discs will be distributed from October through 1949.

         
            September 8: Italy surrenders unconditionally to Allied forces, although the Nazis still hold portions of the country until the Allies take Rome on June 4, 1944.

         
            September 30: Decca, the only one of the “big three” record companies that is not owned by a radio corporation, becomes the first to reach an agreement with the AFM, ending the recording ban for its artists
            
               .
            
             Capitol Records enters into a similar agreement shortly thereafter. The ban, however, continues for Victor and Columbia.

         
            
            But Not for Me (1943)—Judy Garland 

         Decca 23309

         Recorded on November 2, 1943

         Introduced on Broadway by a young Ginger Rogers in 1930s “Girl Crazy,” But Not for Me is one of the most beloved of George and Ira Gershwin ballads, although it didn’t fully emerge as an important standard until the early 1940s. Judy Garland sang it in the MGM screen version of the show, with the plot reconfigured to fit the popular Garland-Mickey Rooney film series. James Morris, in liner notes for the Smithsonian’s boxed set “American Popular Song,” cites the “virtually inseparable” matching of melody and lyrics, and the “inherent sadness” of Ira’s lyric (“they’re singing songs of love, but not for me”) coupled with a “lingering aura of anticipation that things may be better by and by,” which George’s superbly structured melody underlines. “Of all the recorded performances of But Not for Me, Garland’s is the most beautifully realized,” he declares. “She projects a genuine and unaffected wistfulness—a feeling technically achieved by a knowledgeable word emphasis and a keen awareness of punctuation, together with a vocal approach that avoids excessive weight of tone. . . . Technical matters aside, it is the intense emotion, the awareness of her own vulnerability, that is Garland’s most touching and enduring quality.”150

         
            
            Artistry In Rhythm (1943)—Stan Kenton and His Orchestra 

         Capitol 159

         Recorded in Hollywood on November 19, 1943; chart debut on November 4, 1944 (reached #16)

         (GHF-#39, Jazz-#46)

         Jazz bandleader/pianist/composer Stan Kenton (born December 15, 1911 in Wichita, Kansas; raised in Los Angeles) did nothing halfway; his orchestras were often enormous (not unlike his six-and-a-half-foot stature), and so were his lofty musical ambitions and desire for innovation. If he sometimes went over the top, his prodigious talent was undeniable. Kenton played with local L.A. bands, made his big-band debut in 1934, and was pianist for Gus Arnheim’s band (1936–1938). His own band got underway in 1941; by mid-decade, after signing with Capitol, he was scoring popular hits, assisted by the vocals of Anita O’Day and June Christy, and stirring wide discussion over what he declared his “progressive” approach to jazz.

         A Kenton original inspired by a Tchaikovsky piano concerto (heard in his soloing) and operetta composer Sigmund Romberg,151 
            Artistry In Rhythm was also specifically based on a theme out of Maurice Ravel’s Daphne et Chloe. Like Glenn Miller’s Moonlight Serenade, the piece had been used as the band’s theme long before it had a name; the earliest surviving radio transcription of “Theme” dates from September 1, 1941.152 With another instant standard, Eager Beaver, on the B side, the record became his most acclaimed and enduring piece. Kenton states the lovely, sweeping main theme on piano, and the full-orchestra arrangement features Art Pepper on alto sax, and heavy tom-toms for dramatic effect.153 The July 1944 Metronome declared it “an exciting excursion into Stan’s musical imagination.” Even though some jazz critics found Kenton’s music pretentious and unswinging, no less than Duke Ellington evidently disagreed, as seen when he recorded a new arrangement of Artistry in 1963. In 1985, the original performance became one of the first fifty recordings inducted into the Grammy Hall of Fame.

         
            
            I’ll Be Home for Christmas (1943)—Bing Crosby  (written by Kim Gannon, Walter Kent, & Buck Ram) 

         Decca 18570

         Recorded on October 1, 1943; chart debut on December 4, 1943 (#3 peak)

         A year after the phenomenon of White Christmas, Bing Crosby came up with another beloved holiday classic with I’ll Be Home for Christmas. Its predecessor had struck a deep chord in wartime by reminding everyone of the precious things U.S. servicemen longed to see once again. I’ll Be Home addressed that theme more directly. Its gentle melodic beauty combined with lyrical (if abbreviated) poignancy, as the singer describes all the joys awaiting him on his return—“if only in my dreams.”

         For such a simple song, it has a tangled backstory. Buck Ram had written and copyrighted in December 1942 a song called I’ll Be Home for Christmas, which was seen by Kim Gannon and Walter Kent when the three men had a meal together, and Ram accidentally left behind his manuscript. Not long thereafter, Gannon and Kent, borrowing Ram’s overall idea (but with an entirely different melody and a lyric that was different in specifics, although similar in tone), wrote their own song of that name, which was snapped up by Crosby as a solution for his problem of finding a holiday song to follow his blockbuster. When Bing’s record hit, Ram’s publisher E. B. Marks filed a suit, which was resolved by the expedient of adding Ram’s name to the credits.154

         
            
            White Christmas historian Jody Rosen remarks that although the melody of I’ll Be Home—“rising and plunging over a chord progression rich in luminous minor sixths—had a melancholy radiance all its own, [it] was blatantly a White Christmas knockoff.” Inevitably, it “tapped into the same strain of wartime holiday yearning.”155

         
            Metronome was dismissive on the record’s release, giving it a C minus grade in its December 1943 issue and calling it “indescribably sentimental.” But that very sentimentality made it extremely powerful for a generation of listeners. Colonel Leonard E. Pratt, who flew sixteen missions for the Army Air Force before being shot down over Germany, recalled in a letter to historian Lewis Erenberg (author of The War in American Culture: Society and Consciousness During World War II) that the YMCA International managed to get a phonograph and a few records into his POW camp. “One of the most stirring records which brought tears to my eyes was I’ll Be Home for Christmas. We played the records for hours at every opportunity presented by the German guards.”

         
            
            Sweet Lorraine (1943)—King Cole Trio (music by Cliff Burwell, lyrics by Mitchell Parish) 

         Capitol 1613

         Recorded on December 15, 1943; from the album “Collection of Favorites” (released in October 1944, 5 months before debut of Billboard album chart); chart debut on March 24, 1945 (12 weeks at #1, 35 weeks in Top Ten) (Jazz-#452)

         Written in 1928 by Cliff Burwell (who was playing piano for Rudy Vallee’s band at the time) and Mitchell Parish (shortly to gain fame as the lyricist for Stardust), Sweet Lorraine was recorded by (among other artists) jazz clarinetist Jimmy Noone’s Apex Club Orchestra (1928)—it served as Noone’s theme song—and Teddy Wilson’s orchestra (1935), both as instrumentals, but otherwise was not widely known until its revival by the King Cole Trio. According to legend, writes his biographer Lesley Gourse, Lorraine was the very first song Nat ever sang in public when a tipsy customer asked him to sing a number, and the club owner insisted he do so; the tune was already in the trio’s repertoire, and was a personal favorite of Cole’s. It also became the first song that Nat (vocal and piano), Oscar Moore (guitar), and Wesley Prince (bass) recorded for Decca at the trio’s premiere December 6, 1940 session (originally issued on Decca 8520, reviewed as a “promising debut” in the March 1, 1941 Down Beat); three years later (with Johnny Miller replacing Prince on bass), they made the song’s definitive recording. James Morris: “It is a good example of unself-conscious, almost conversational melodic writing,” with phrases like “just found joy,” “baby boy,” and “choo-choo toy.” “Cole captures the melody’s nuances so completely and his piano accompaniment is so subtle and adroit that the song has become linked with the buoyant freshness of his very personal early style.” The November 1944 Metronome, which awarded perfect “A” grades to all eight songs on the album (multiple jackets of 78s) “The King Cole Trio: Collection of Favorites,” singled out for praise the song’s two-bar vocal coda. The collection became the very first #1 album on the Billboard charts, and one of the biggest-selling albums of the decade. The magazine declared: “We could go on raving for hours—hours which both you and we could better spend listening to the music.”

         
            
            It’s Only a Paper Moon (1943)—King Cole Trio (music by Harold Arlen, lyrics by E. Y. Harburg) 

         Capitol 20012

         Recorded on December 15, 1943; chart debut on December 2, 1944 (#5 R&B); included on The King Cole Trio: A Collection of Favorites (12 weeks at #1)

         Composer Harold Arlen and lyricist E. Y. Harburg had enjoyed success with other partners before they teamed up for the first time for one song in a short-lived nonmusical play by Ben Hecht and Gene Fowler produced by Billy Rose, “The Great Magoo,” which opened at the end of 1932. The song was then titled If You Believed In Me, with Rose claiming co-credit for the lyrics, though Harburg later remarked: “The only thing Billy contributed was the use of the Selwyn Theatre for eleven performances.” Reflecting the play’s backstage setting and cynical view of life in the theater, it expressed (noted Arlen biographer Harold Jablonski) “a more realistic view of show business” than Irving Berlin’s romantic There’s No Business Like Show Business. According to Jack Gottlieb (Funny, It Doesn’t Sound Jewish), the melody “evokes the musical setting” of kiddush, a Jewish prayer over wine. This is appropriate, he notes; after all, isn’t the song “kind of a secular prayer, with its allusions to heaven and faith?” It was only when the song was interpolated into the score of a film musical, “Take a Chance,” with Harburg retitling it It’s Only a Paper Moon, that it became a mild hit in the fall of 1933, most notably by Paul Whiteman’s orchestra. The tune became increasingly familiar over the next decade, but it only emerged as a classic when indelibly recorded by the King Cole Trio. In American Popular Song, Alec Wilder calls it admirably simple and “much superior to most pop songs of that, or any, time.”156

         
            In its November 1944 issue, Metronome was giddy in its enthusiasm for this landmark trio album: “If you have not yet been convinced that Cole’s piano, Oscar Moore’s guitar and Johnny Miller’s bass can make the subtlest, finest jazz ever created by three men, this album should convert you,” raved Barry Ulanov and Leonard Feather. This breezy, swinging performance helps to close the case.157

         
            
            Oklahoma! (1943)—Alfred Drake and Cast, “Oklahoma!” (music by Richard Rodgers, lyrics by Oscar Hammerstein II) 

         Decca 23283, recorded on October 20, 1943; from the Broadway cast recording, chart debut on December 18, 1943158 (GHF, Trad-#121, RR)
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               Figure 4.6Bing Crosby. Library of Congress, Prints & Photographs Division, LC-USZ62-126082.
            

         

         Of the nine stage shows that Richard Rodgers and Oscar Hammerstein created from 1943 to 1959, writes Ethan Mordden, “one was an outright commercial failure, another was a success d’estime [a work of art that wins critical respect but not popular success], and two were hits but did not enter the abiding repertory. The remaining five form the most phenomenal success story in the musical’s saga, making up a unique short list of eternally revivable classics and governing Broadway for a generation.”159 The masterpiece that started the team’s remarkable run, Oklahoma! (based on life in the Oklahoma Territory just after the land rush of 1889), not only shattered all previous records with its five-year Broadway run (2,248 performances following its March 31, 1943 premiere) and eleven-year national tour but also established new standards for storytelling and close integration of books and music.

         Mordden points out that Decca’s 78 rpm album of the show—with the overture, ten songs, and a reprise finale—was, in fact, not the first original cast recording. There had been cast recordings of Harold Rome’s Pins and Needles (1937) and Marc Blitzstein’s The Cradle Will Rock (1937). But both of those recordings were accompanied only by piano (as they were on stage), and they “failed to convey the excitement of a big Broadway musical” in its full glory. Jack Kapp had been pleased with Decca’s 1942 recording of Irving Berlin’s This Is the Army with the original cast, giving him confidence that the same approach would work for this bigger production.160 Decca went on to dominate the original-cast album field for the rest of the decade, until Columbia took over the top spot with its even more monumentally successful album of Rodgers and Hammerstein’s South Pacific.

         The title song, Oklahoma!, was written after Theresa Helburn of the Theatre Guild (the group that had staged the original play Green Grow the Lilacs) vaguely suggested to Hammerstein that they add a song “about the earth. The land.”161 It served to emphatically underline the show’s true theme: about Oklahomans as representatives of all Americans, banding together in a common cause. That theme just happened to be perfect in wartime. Rodgers biographer Meryle Seacrest: “one could argue that Oklahoma! was as perfect an expression of its time, place, and mood as any piece of theatre yet invented.”162 Alfred Drake, Joan Roberts, and the show’s cast give the title song a rousing, affecting performance.

         
            
            The Man I Love (1943)—Coleman Hawkins’ Swing Four 

         Signature 90001

         Recorded on December 23, 1943 (Jazz-#366)

         The icon of the tenor saxophone, Coleman Hawkins, came up with the idea of doubling up the rhythm on the Gershwin classic The Man I Love. After drummer Shelly Manne’s introduction, pianist Eddie Heywood solos with the brilliant support of bassist Oscar Pettiford. Then Hawkins enters, and his performance, remarked Martin Williams, shows ingenious rhythmic variety, defying the listener’s expectations about where he’s going; his melodic ideas are equally inventive, “as traditional-sounding riffs and blues phrases interplay with his more showy arpeggios.”163 Gary Giddins: “Although jouncing firmly on the beat, he continuously alters his phrases rhythmically and dynamically. His sound is huge, but not monolithic, and after a couple of bellicose growls, he storms through the second release as though possessed by the amazing fertility of his ideas. Despite the rhythm section’s relentless harmonic underpinning, Hawkins is untouched by the gravity of Gershwin’s tune—he is agog with inspiration.”164 When the record was released, very few copies were pressed because of the wartime shellac shortage; a pity, noted the March 1944 Metronome, calling it “so obviously great that even the squares would buy it.”

         
         
            
            It’s Rainin’ Here This Morning (1944)—Grandpa Jones and Merle Travis (as “The Shepherd Brothers”) 

         King 502

         Recorded in February 1944 (C&W-#462)

         Among the best of the wonderful collaborations by Grandpa Jones and guitar wizard Merle Travis, It’s Rainin’ Here This Morning relates the tale of a man who’s been sent to prison for a crime he didn’t commit, and while behind bars learns that the girl he loved has found another man. Left alone in the world, all he can do is sing his sad story to the raindrops outside his cell. Travis, his only accompanist, played acoustic guitar on the 1944 original recorded in Cincinnati, and electric guitar on the equally fine remake done in Hollywood (for which they cut two takes)165; Dick Spottswood points out that the endlessly inventive guitarist played intriguingly different licks on all three versions. The duo recorded two other “Shepherd Brothers” titles at the same session, and Travis cut the memorable solo debut When Mussolini Laid His Pistol Down as “Bob McCarthy.” “Go and tell her for me, little raindrops / That they’ve given me a number for my name. …”

         As Jones recalled in his autobiography written with Charles Wolfe, Syd Nathan owned a used record shop down the street from radio station WLW where Grandpa and Travis worked. “He came over one day and said he was going to start a record company, and wanted some of us to record for him.” Nathan didn’t have his own studio yet, so the two artists made their debuts upstairs over the Wurlitzer Piano Company. After the session, Nathan decided on the name for the company with the slogan, “King of them all.”166

         
            February 16: The first generally recognized bebop recording session is led by Coleman Hawkins with a young combo including Dizzy Gillespie and Max Roach, for the Apollo label.

         
            
            As Time Goes By (1944)—Billie Holiday 

         Commodore 7520

         Recorded on April 1, 1944 (Jazz-#489)

         Billie Holiday was, writes Whitney Balliett, “the first full-fledged female jazz singer. She could sing anything, and her style was completely her own. She appeared to play her voice rather than sing with it. In addition to a hornlike control of melody and rhythm, she had an affecting contralto that took on innumerable timbres: a dark-brown sound, sometimes fretted by growls or hoarseness, in the lower register; a pliable oboe in the high register; and a clear, pushing, little-girl alto in between.”167

         With the recording strike against the major labels still underway in early 1944, Billie was looking for available recording opportunities. So when Milt Gabler offered her $1,000 for each of three sessions to provide enough material to put out an album of 78’s with four disks (eight sides) on his Commodore label (which as a tiny independent had quickly reached agreement with the union), she grabbed it. The material was top drawer and so were the musicians, with pianist Eddie Heywood leading a combo that included Doc Cheatham (trumpet) and Vic Dickenson (trombone). As Time Goes By had been written in 1931 by Herman Hupfield but remained largely obscure until its use in the 1943 cinema classic Casablanca, by which time the recording strike was on. So Holiday became the first contemporary jazz vocalist to tackle one of the century’s most elegant love songs. In Stardust Melodies, Will Friedwald observes that Holiday rewrites the melody here quite liberally, going up at the end of the first two bars, where it was written to go down, and repeating the change when the phrase recurs again. The ending is “classic Holiday: instead of merely holding the last note for a measure on the tonic, she starts to sing ‘by’ a whole step above the tonic, on A, and then slides down chromatically to the tonic, from A to A flat to G. It’s the kind of mannerism she would overuse in her later years, but it seems fresh and new here.”168 “ … The fundamental things apply, as time goes by. …”

         
            
            The Boy Next Door (1944)—Judy Garland   (music by Hugh Martin, lyrics by Ralph Blane) 

         Decca 23362169

         Recorded on April 20, 1944

         A masterpiece of cinematic Americana, Meet Me In St. Louis endures as one of the most beloved of all Hollywood musicals. Based on Sally Benson’s series “The Kensington Stories” and set in 1903–1904, it presents a U.S. family with the loving warmth as we’d like to remember it during that era, with brilliant direction by Vincente Minnelli, a peerless cast led by Judy Garland and Mary Astor (as her mother), and a dazzling musical score by Hugh Martin and Ralph Blane (the entire soundtrack was inducted into the Grammy Hall of Fame in 2005). After a myriad of difficulties early in the filming, the picture wound up as MGM’s biggest box office hit ever to that point. One of the score’s many standouts is The Boy Next Door, an enchanting waltz-time ballad of innocent longing; as a single, it was issued on the flip side of the movie’s holiday classic, Have Yourself a Merry Little Christmas.170 “The chorus has a gracefully undulating quality,” writes James Morris, with an inventive “suspension of pulse” that adds both rhythmic and harmonic interest. “The waltz is the most intimate of rhythms, but Garland’s interpretation resists the flow of the rhythm very effectively. In a classic example of dramatic counterstatement and interpretive insight, she suggests hesitation and anxiety where the melody suggests a giving sensuousness.”171 Alec Wilder in American Popular Song: “It’s a very intense and personal song, written, it is obvious, with great love and infinite care.”172

         
            
            Swinging On a Star (1944)—Bing Crosby (music by James Van Heusen, lyrics by Johnny Burke) 

         Decca 18597

         Recorded on February 7, 1944; chart debut on May 13, 1944 (9 weeks at #1) (GHF, Trad-#133)

         After thirteen years as the top-selling singer in the United States and a multi-media movie and radio star like no one before him, Bing Crosby climbed a still higher summit by winning the Academy Award as best actor for his performance as free-spirited Father O’Malley in the 1944 heart-warmer Going My Way. The picture also produced the Oscar winner for the best song (the third of four Crosby songs to earn that honor), Swinging On a Star. Lyricist Johnny Burke said the number was inspired by a phrase he’d heard Bing use in admonishing one of his sons when he’d misbehaved: “What do you want to be, a mule?” It served in the film as a little ditty that Father O’Malley had written for the choir he’d formed at financially troubled St. Dominic’s Church; the tune becomes a hit, enabling the church to pay off its debts. Crosby sings the number with the Williams Brothers, including future star Andy Williams.

         
            June 6: 176,000 Allied forces land on Normandy beaches in the D-Day campaign.

         
            
            I’ll Walk Alone (1944)—Dinah Shore (music by Jule Styne, lyrics by Sammy Cahn) 

         
            Victor 1586 

         Chart debut on July 8, 1944 (4 weeks at #1) (DMDB)

         One of the foremost sentimental ballads of World War II, I’ll Walk Alone was introduced by Dinah Shore in the film Follow the Boys, nominated for an Oscar for the best original song, and it became her first #1 single. Born Frances Rose Shore on March 1, 1917 in Winchester, Tennessee, Dinah grew up in Nashville and sang on local radio, unsuccessfully auditioned for Benny Goodman and other big bands in New York, and after recording in 1939 with Xavier Cugat’s ensemble, began recording on her own for Bluebird (and later for its parent company Victor) the following year. By 1942, she was one of the most popular female vocalists in the business, with the combination of her warm, inviting vocal style and easy Southern charm. Shore, while no innovator, had “a highly distinctive and appealing voice,” opines Will Friedwald, and was at her best on sentimental, emotionally direct numbers like this.173 
            I’ll Walk Alone, recorded during the AFM ban, accompanies Dinah only with a mixed chorus, and on this hymn-like ballad expressing a woman’s steadfast readiness to hold on until her man returns, it works perfectly.

         
            
            Skyliner (1944)—Charlie Barnet and His Orchestra 

         Decca 18659174

         Recorded on August 3, 1944; chart debut on March 31, 1945 (#19 peak) (Jazz-#464)

         An aural feast for big-band lovers who especially enjoy blazing horn sections, Skyliner is a brass-happy instrumental knockout arranged by Billy Moore, Jr., with solos by Peanuts Holland (trumpet), Dodo Marmarosa (piano), and the leader.175 (Barnet wrote it under his pseudonym Dale Bennett.) Martin Williams and Gunther Schuller called it a sophisticated melody with an inventive arrangement featuring a countermelody for the clarinet-led reed section.176 In The Swing Era, Schuller writes that Skyliner was an apt follow-up to Barnet’s 1939 hit Cherokee, “particularly in the way that the melody once again consisted of long sustained notes set over a fast tempo.” The performance achieves a contrasting effect “with the high-flying melodic line set against a four-times-as-fast beat and a swiftly moving riff theme in the brass.”177 Barnet’s own instrumental prowess should not be overlooked; in the November 1943 Metronome, Leonard Feather called his alto sax work “intense, passionate stuff with a great tone quality and superb jazz feeling.” The pairing of Skyliner with Barnet’s skillful updating of Louis Armstrong’s West End Blues on the B side made this 78 a special treat. Skyliner “was so popular in Europe during the war,” reported Down Beat, “when only a few V-Disc copies were available, every band was making note for note copies of the tune.” It became the theme song of Midnight in Munich, “one of the most popular record programs in the world.”178

         
            August 25: U.S. troops liberate Paris.

         
            
            Lover Man (Oh, Where Can You Be) (1944)—Billie Holiday  (written by Roger “Ram” Ramirez, Jimmy Davis, & Jimmy Sherman) 

         Decca 23391

         Recorded on October 4, 1944; chart debut on May 12, 1945 (reached #5 R&B)

         (GHF-#78, Jazz-#97, Blues-#195)

         Billie Holiday’s first recording session under a new contract with Decca featured the premiere of an important jazz standard, Lover Man. It was composed in 1941 as an instrumental by Roger Ramirez, a keyboardist who had 1940s stints with Ella Fitzgerald, Charlie Barnet, and John Kirby, and it soon became the theme song for pianist Eddie Heywood, an occasional Holiday accompanist.179 She wanted strings, so Milt Gabler (then at Decca after working with her at Commodore) provided six violins, as arranged and directed by Salvador Tutti “Toots” Camarata, a trumpeter and former arranger for Jimmy Dorsey. Camarata’s combo also includes Russ Case (trumpet), Hymie Schertzer (sax), and Carl Kress (guitar). Gabler had seen Billie perform Lover Man at a nightclub before the sessions, and (as recounted by Holiday biographer Donald Clarke) his immediate reaction was, “That’s a natural hit!” Indeed, the sultry, yearning ballad became the biggest seller of her six-year tenure at Decca. The song alternates between minor and major, and, writes biographer John Szwed, “Holiday’s dreamy, mesmerizing performance makes it seem as if nothing—the orchestra, the composer, the studio—matters to her but her singing. She sings it as slowly as a song can be sung without the flow of the melody coming apart, and yet her rhythm was steady.”180 Billie’s recording was cited by saxophone great Sonny Rollins as one of his all-time favorite performances.

         
            
            I Wonder (1944)—Pvt. Cecil Gant (written by Cecil Gant & Raymond Leveen) 

         Gilt-Edge 500181

         Recorded in c. August–September 1944; chart debut on October 21, 1944

         (#1 for 2 weeks R&B, 28 total weeks) (Blues-#232)

         Apart from Louis Jordan, writes Arnold Shaw in Honkers and Shouters, “it was an Army buck private from Tennessee who ignited the postwar blues explosion. … Pvt. Cecil Gant was to 1945 what Mamie Smith [with her groundbreaking smash Crazy Blues] was to 1920.”182 Born on April 4, 1913 in Nashville, Gant was attending a street-corner Treasury Bond rally in Los Angeles when he asked, during an intermission, whether he could play the piano. His performance received such a good response that his commanding officer, at the request of the local bond campaign committee, allowed him to perform at all local Treasury Bond rallies.183 He first recorded I Wonder (which he’d cowritten) in June 1944 for a local label (Bronze 117). The Gilt Edge label, another small independent operation based in Los Angeles, made the shrewd decision to bill the artist as “Pvt. Cecil Gant” and promoted him as “The G.I. Sing-sation”; playing the Gant record became something of a patriotic act. It’s just a simple, yearning voice-and-piano ballad from the perspective of a soldier “a million miles away,” wondering whether his girl back home was still thinking of him, but its impact was powerful. Billboard (January 6, 1945) remarked on the disk’s poor sound quality and was lukewarm about the performance, but recognized that the song had potential. By March, Gilt Edge was declaring in trade-paper ads that it was having difficulty “to keep up with the unprecedented demand all over the nation.” Apollo Record Distributing Company of New York, serving as Gilt Edge’s exclusive distributor, somehow managed to catch up with that demand as the number became a full-blown phenomenon.184 Despite extensive recording for multiple labels over the next five and a half years until his death in 1951, Gant would never again approach the extraordinary impact of his debut. The explosion of West Coast indie labels over the next few years can be traced back to this record.

         
            November 11: Victor and Columbia enter into an agreement with the American Federation of Musicians, finally ending the recording strike by the union’s musicians after twenty-seven months.

         
            
            On the Sunny Side of the Street (1944)—Tommy Dorsey and His Orchestra 

         Victor 20-1648

         Recorded on November 14, 1944; chart debut on June 16, 1945 (#16 peak) (Jazz-#426, Murrells)

         The 1939–1944 tenure of arranger Sy Oliver brought a new burst of energy to the Tommy Dorsey orchestra, exemplified by his arrangement for the Jimmy McHugh-Dorothy Fields classic On the Sunny Side of the Street, a song introduced in the 1930 show International Revue. It was recorded the same day as the brilliant Oliver original Opus No. 1. Dorsey guitarist Bob Bain regarded the introduction—a “Morse code riff” by the brass section—as “one of the greatest ever written.”185 The song’s bridge features a muted trombone chorus played by the full trombone section, which introduces the four-part harmony vocal by the Sentimentalists, in the vein of the group vocal arrangements that Oliver had previously fashioned for the Jimmie Lunceford band. This performance was voted the #12 all-time favorite record in combined Billboard disk jockey polls from 1949 to 1961.

         
            
            Ev’ry Time We Say Goodbye (1944)—Benny Goodman Quintet (vocal by Peggy Mann, written by Cole Porter) 

         Columbia 36767

         Recorded on November 16, 1944; chart debut on March 10, 1945 (#12 peak) (Jazz-#362)

         
            Ev’ry Time We Say Goodbye is a Cole Porter pop standard that doesn’t sound like a Cole Porter tune. Alec Wilder said in American Popular Song: “The harmony of its opening strain as it moves back and forth between E flat to C minor is more reminiscent of Richard Rodgers than Porter.” Wilder praised the way the song moves up a half step to A flat, “the fourth interval, the most loving, tender note in the scale when the song writer makes a point of it.” Cutting off the phrase has an “emotionally breathless” effect that is appropriate to the song. Porter’s further development of the melody by rising a half step to a C flat effectively expresses a sense of loss.186 Ben Yagoda marvels that the couplet “But how strange / The change from major to minor” “is sung just as the key to the song changes from major to minor.”187 He wrote the song for Billy Rose’s 1944 Broadway revue The Seven Lively Arts, and although the show was not a particular success (running for some 200 performances), the song made an immediate impression.

         The Benny Goodman Quintet, on Benny’s first post-recording ban release, provides an intimacy that suits the melancholy ballad well. The quintet had performed the song in the show with vocal by Nan Wynn. On record, Wynn’s place is taken by Peggy Mann, who had a busy career from 1937 to the late 1940s singing with bands, including Ben Pollack, Larry Clinton, Gene Krupa, and Tommy Dorsey, among others. Goodman on clarinet is accompanied by his frequent pianist Teddy Wilson, vibraphonist Red Norvo, Sid Weiss on bass, and Morey Feld on drums.188 The melodic range of the song is narrow with skillful use of repetitive notes, which here (as in other Porter classics like Night and Day) has a hypnotic effect, until the dramatic sweep at the end.

         
            
            The Trolley Song (1944)—Judy Garland (music by Hugh Martin, lyrics by Ralph Blane) 

         Decca 23361

         Recorded on April 21, 1944; chart debut on November 18, 1944 (reached #4)

         (AFI-#26, Trad-#215, DMDB)
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               Figure 4.7“Meet Me in St. Louis.” Library of Congress, Prints & Photographs Division, LC-USZC4-10508.
            

         

         It’s the quintessential movie-musical production number, one of the musical and emotional high points of Meet Me In St. Louis, but The Trolley Song never for an instant loses its quality as a teenage girl’s expression of giddy joy at the blush of first love. Judy Garland never sounded or looked happier. “I admire it for its directness and strength and for its essential simplicity,” writes Alec Wilder. “From its first note to the verse at the end of the chorus it moves with a surcharge of energy and so uncluttered a melodic line that it suggests that everyone get out of the way. And it manages this inevitable motion within the confines of an octave.” Because it is so skillfully written, he remarks, the song conveys the illusion of having a much wider range, and its combination of length (86 measures) with very brisk tempo “further increases the intensity of the song.”189 Asked to write lyrics set on a turn-of-the-century trolley line, Ralph Blane found inspiration in a children’s book with a picture of a St. Louis trolley car bearing the caption, “Clang, clang, went the jolly little trolley.” The “zing, zing, zing” line was, in part, a reference to one of the first songs identified with the young Judy Garland, Zing! Went the Strings of My Heart (which she’d recorded and performed on screen in 1939).

         
            
            As Long As I Live (1944)—Lena Horne (music by Harold Arlen, lyrics by Ted Koehler) 

         Victor 20-1526

         Recorded on November 21, 1944

         Most classic Harold Arlen songs were hits right out of the box, but As Long As I Live took awhile to find its place alongside the composer’s other enduring standards. It was actually a sixteen-year-old Lena Horne who (with Avon Long) introduced the song in the 1934 “Cotton Club Parade”; she was billed in the show as “The Quadroon Girl.” Arlen and lyricist Ted Koehler wrote the scores for the legendary shows at the club on 142nd Street and Lennox Avenue in Harlem from 1931 to 1934; one of those Cotton Club songs had been Stormy Weather in 1933.190 But As Long As I Live went commercially unrecorded for several years. Benny Goodman and his sextet featuring Count Basie cut it in 1941, and soon it was picked up by other artists. How fitting that Lena—by then an established Hollywood and nightclub star—would turn in the definitive recording of the song she’d introduced.

         “Her singing is loose and relaxed, and her vocal tone is smooth and even, with a satin-like sheen,” writes James Morris.191 The swinging combo accompanying her includes Clyde Hurley on trumpet, hot new tenor sax star Illinois Jacquet, and Horace Henderson as pianist and leader.

         
            
            The Cattle Call (1944/1955)—Eddy Arnold (written by Tex Owens) 

         Originally recorded on December 4, 1944 in Nashville on Bluebird 33-0527 (released in May 1945, didn’t chart)192 193; #1 for 2 weeks on country chart in 1955 (chart debut June 25) on RCA 6139194 (C&W-#75, HBN-#86, RIA)

         The country classic we know as The Cattle Call actually began—as discovered by Dick Spottswood—under the title Pawel Walc (Paul’s Waltz), recorded on July 9, 1928 for Victor by Polish-American artist Bruno Rudzinski, who played the melody on the accordion-like concertina and vigorously sang a wordless vocal; it was one of the six songs at his only recording session. Six years later, Tex Owens adapted the Polish tune (copyrighting it under his name, assuming it was a traditional melody), added English lyrics, and recorded it during the period when he was singing on KMBC in Kansas City.195

         
            The Cattle Call was Eddy Arnold’s debut commercial release and became his longtime theme song. Born on May 15, 1918 on a sharecropper’s farm near Henderson, Tennessee, less than 150 miles from Nashville, Eddy Arnold escaped a poverty-stricken childhood through music, performing on radio stations in Jackson, Tennessee, and Memphis, getting his break as vocalist with Pee Wee King’s Golden West Cowboys from 1940 to 1943, and then as a featured solo act on the Grand Ole Opry. Like many Arnold hits, the altered version of Owens’ song featured the Hawaiian-style steel guitar of Roy Wiggins.196 Nick Tosches points out that Arnold’s original 1944 recording was one of the first to contain the “echo effect” that became so familiar on Sun Records of the early 1950s.

         After the tune became still more famous as his radio theme, Arnold cut a far more lavish new version of Cattle Call in 1955 that was designed by pop arranger Hugo Winterhalter, opening with a harp and lonesome flugelhorn.197 David Cantwell calls it “nearly surreal,” as Winterhalter fashioned a “dreamscape” designed to showcase the singer’s ethereal falsetto and pristine yodeling. “Arnold’s record isn’t about cattle at all but something more tangible: the ineffable pleasure produced by a beautiful human voice, unbound by melody from language’s limits, and floating free.”198 
            Cattle Call ranked as the #28 all-time country song in Country America.

         
            
            The Man I Love (1944)—Lee Wiley/Eddie Condon and His Orchestra 

         Decca 23432

         Recorded on December 12, 1944

         Her name never became widely known to the public, but Lee Wiley was among the most admired vocalists within the jazz world during her long career. Born on October 9, 1910 in Port Gibson, Oklahoma (although for years she claimed a birth year of 1915), Lee left home to sing in New York and Chicago clubs, performed on radio with Paul Whiteman’s band, and had her own radio show with Leo Reisman’s orchestra in 1931–1932. After a brief period of inactivity due to illness, she returned for regular radio performances in the late 1930s, was married to pianist Jess Stacy (of Benny Goodman fame) from 1943 to 1948, and worked for a time with his big band. It was a pair of November 1939 recording sessions for the small Liberty label doing Gershwin classics (but not The Man I Love), with accompaniment that included Max Kaminsky, Bud Freeman, and Pee Wee Russell, that firmly established her jazz reputation.

         Lee had loved the blues from childhood, particularly Ethel Waters, and her deep, sultry, smoky voice was a distinctive instrument for both blues and ballads. This December 1944 session, with all-star accompaniment led by Eddie Condon who had regularly featured her on his radio show since 1939, was one of her finest. Very few vocalists had such an instinctive feeling for the songs of the Gershwins. “Wiley blows smoke rings, each note a puff that melts into wisps of vibrato,” Will Friedwald writes admiringly.199

         
            
            Someone to Watch Over Me (1944)—Lee Wiley/Eddie Condon and His Orchestra 

         
            Decca 23432 

         Recorded on December 14, 1944

         Lee Wiley’s pairing of George and Ira Gershwin classics, both of which were backed by Eddie Condon’s all-star band featuring Bobby Hackett (cornet), Billy Butterfield (trumpet), and Jack Teagarden (trombone), made this Decca 78 one of the most remarkable releases of the 1940s. She had previously recorded Someone to Watch Over Me for Liberty in 1939 with a combo that included (for this song only) Fats Waller on organ, surpassed by this performance.

         Wiley was a near-regular on Condon’s “Town Hall” radio broadcasts during this period, which have been reissued on CD. The combination of her seductive vocal styling and the impeccable musicianship made this a session for the ages. Eddie Condon, born in Goodland, Indiana, on November 16, 1905 or 1906 and raised in Chicago Heights, was at the center of the action in Chicago’s intense jazz scene of the 1920s before moving on to New York, playing guitar and banjo on sessions with Louis Armstrong, the Mound City Blue Blowers, Red Nichols, and many others. In the 1940s, he gained wider fame as a promoter of jazz concerts, host of the “Town Hall” radio concert series that featured many of the era’s greatest musicians, and author of books including We Called It Music. Dwight Blocker Bowers remarks that the song “is eminently suited for Wiley’s wistful, world-weary persona.”200

         Other personnel: Max Kaminsky (trumpet), Pee Wee Russell (clarinet), Ernie Caceres (baritone sax), Gene Schroeder (piano), Bob Haggart (bass), and George Wettling (drums).

         
            
            Have Yourself a Merry Little Christmas (1944)—Judy Garland   (written by Hugh Martin & Ralph Blane) 

         Decca 23362201

         Recorded on April 20, 1944; chart debut on December 30, 1944 (film’s world premiere in St. Louis on November 22); from soundtrack album, Meet Me In St. Louis (reached #2) (GHF-album)

         
            Have Yourself a Merry Little Christmas has become such a beloved holiday standard over the years that we tend to forget that in its original incarnation, the song’s beauty was accompanied by deep sadness and fear. The plot of the classic Vincente Minnelli movie “Meet Me In St. Louis” had teenager Esther Smith (Judy) and her family’s blissful life in the St. Louis of 1903–1904 disrupted by the prospect of being forced to move when their father has been promoted to his company’s New York office. The children are traumatized by the news, meaning that this Christmas will be their last in the place they love, and Judy sings Have Yourself a Merry Little Christmas while trying to soothe her younger sister Tootie (Margaret O’Brien). Both are weeping at the song’s conclusion. There’s a happy ending, of course, as Dad decides that he and the family will stay, but the song provides a powerfully emotional moment.202 Ben Yagoda points out that “no one could mistake the emotional connection to contemporary wartime, as Garland hopes that ‘the fates allow’ a reunion.”203

         The song became a standard when the lyrics were modified, particularly by deleting the original second line that “it may be your last.” Also, Judy’s assurance to Tootie that “we’ll have to muddle through somehow” was replaced by the more generic “hang a shining star upon the highest bough.”

         
            
            Rum and Coca-Cola (1945)—Andrews Sisters   (written by Lord Invader & Lionel Belasco; adapted by Morey Amsterdam, Paul Baron, & Jeri Sullivan) 

         Decca 18636

         Recorded on October 18, 1944; chart debut on January 6, 1945 (10 weeks at #1)

         (Trad-#34, MEM-#41, DMDB)

         
            Rum and Coca-Cola, one of the United States’ biggest pop hits of the 1940s, also provided the basis for one of the most famous plagiarism cases in music history. It was originated by Trinidad calypso star Lord Invader (real name Rupert Grant), who began singing in the calypso tents of Port of Spain in 1937. His 1939 song Don’t Stop the Carnival was later popularized in the United States by Harry Belafonte, as was Mama Look a Babu. In 1943, Invader introduced Rum and Coca-Cola, adapting an old folk tune from Martinique (L’Anee Pasee)204 with new lyrics as a satirical number about the wartime impact of some twenty thousand U.S. soldiers stationed in Trinidad, including their participation in prostitution. (“Both mother and daughter / Working for the Yankee dollar”; local women “saw that the Yankees treat them nice / And they give them a better price.”) Invader noticed that the Americans liked to use Coca-Cola as a chaser for rum in local canteens, and they used that for the song’s chorus. The song earned the second place in Trinidad’s 1943 National Monarch Competition behind a selection by calypso legend Attila the Hun (Raymond Quevado). Lionel Belasco, a Trinidad musician and bandleader who was well known as early as 1903, published the song in 1943 under its original Martinique title, and was given cocomposer credit.205 Comedian Morey Amsterdam (of later “Dick Van Dyke Show” fame) spent a month in Trinidad on a USO tour, heard the song, and, thinking it was a public-domain number, had Paul Baron and Jeri Sullivan very slightly rework it, toning down Invader’s social commentary to make it a celebration of the Yankee presence on the island. Despite the changes, the melody and most of the lyrics are the same as Invader’s original.206

         Patty, Maxene, and Laverne Andrews were the United States’ favorite vocal group, and Rum and Coca-Cola became their biggest hit of all, with a breezy, light-hearted performance (accompanied by Vic Schoen’s orchestra) given an extra boost by the calypso rhythm. This was in spite of the fact that some network radio stations banned the record, because it mentioned an alcoholic beverage, and because its citation of a commercial product by name could be considered free advertising.207 After the war, Lord Invader and Belasco filed a plagiarism lawsuit. In December 1947, the plaintiffs won regarding the lyrics, followed by another federal appellate court ruling for the plaintiffs in March 1949 regarding Belasco’s melody. They received royalties reported as more than $100,000. However, Invader and Belasco agreed to waive the song’s copyright credits. Invader wrote a follow-up song, titled Yankee Dollar, and his record New York Subway
            recounted (with humor) his adventures in New York, including finding himself the victim of plagiarism.

         
            
            Ac-cent-tchu-ate the Positive (1945)—Johnny Mercer and Pied Pipers 

         Capitol 180

         Chart debut on January 6, 1945 (2 weeks at #1 pop, #4 R&B)208 (GHF, Trad-#169, DMDB)

         A black preacher in Johnny Mercer’s native Savannah, Georgia, known as Daddy Grace, provided the inspiration for one of Mercer’s biggest songs when he delivered a church sermon that included the phrase “accentuate the positive.”209 Mercer used it as the takeoff point for one of the most optimistic pop songs ever written, with melody by Harold Arlen, and introduced by Bing Crosby and Sonny Tufts in the film Here Come the Waves. Crosby teamed with the Andrews Sisters for a potent recording of the number (an Oscar nominee for best song), reaching #2, but the lyricist topped that on the charts with his own version, assisted by the harmonies of the Pied Pipers. Among the great pop songwriters of his generation who also doubled as pop singers (such as Arlen and Hoagy Carmichael), Mercer was easily the finest vocalist, possessing a sturdy baritone and a relaxed warmth that translated well on record. John Bush Jones calls this “the war’s one great feel-good morale number. Although it never mentions the war, home front morale must have been at the back of the writers’ minds.” He notes that the song surged to popularity right around the time that U.S. troops were mired in the bloody, prolonged Battle of the Bulge (resulting in victory on January 16 at the cost of 77,000 Allied lives); it offered a hopeful message that people desperately needed to hear.210

         
            
            Stardust (1945)—Coleman Hawkins 

         Asch 3551

         Recorded on January 11, 1945

         (previous version: HMV K-7527, recorded in Paris on March 2, 1935)

         All great jazz musicians see it as a challenge to take a familiar standard and use it as the basis for musical explorations, but very few accepted the challenge with such relentless brilliance as tenor saxophone master Coleman Hawkins. Quite naturally, Hoagy Carmichael’s Stardust was one of his favorite vehicles, and two recordings are especially noteworthy. After relocating to Europe in late 1934, Hawkins did a March 1935 session of standards in Paris accompanied by Michael Warlop and his orchestra featuring the one and only Django Reinhardt on guitar (including a solo), and Stephane Grappelli playing piano instead of his customary violin. Better still is Hawkins’ revisiting of Stardust ten years later, with the combo of Howard McGhee (trumpet), “Sir” Charles Thompson (piano), Eddie Robinson (bass), and Denzil Best (drums). In this rendition, as on his immortal 1939 reading of Body and Soul, the Hawk lets his imagination soar with stellar soloing.

         
            
            Moonlight In Vermont (1945)—Billy Butterfield and His Orchestra, vocal by Margaret Whiting (music by Karl Suessdorf, lyrics by John Blackburn) 

         Capitol 182

         Chart debut on February 10, 1945 (reached #15)211

         Karl Suessdorf had only one widely heard pop composition, and lyricist John Blackburn had but two (the second being the 1949 hit Need You). But it happened to be one of the loveliest pop standards of the 1940s, Moonlight In Vermont. The song is highly unusual by 1940s standards, because the lyrics don’t rhyme; they focus almost entirely on the visual splendor of the Vermont countryside with only a slight hint of romance, and except for the bridge, each verse is a haiku. When songwriter Johnny Mercer, the cofounder of Capitol Records and Margaret Whiting’s friend and mentor, heard the song, he was entranced and felt it was perfect for her. The Detroit-born (July 22, 1924), Los Angeles-raised singer was unsure, noting that she’d never been to Vermont; “how can I sing a song about a place I’ve never been to?” Mercer shared her unfamiliarity, but was quietly insistent: “I don’t know. I’m from Savannah. We’ll use our imaginations.”212 213 After he spoke with the songwriters, they agreed to change the term “ski tows” to “ski trails.” It would become one of the defining songs of Whiting’s long career.

         Not surprisingly, the ballad has become an unofficial state song of Vermont. In subsequent years, it’s been recorded by hundreds of artists.214 But it’s just about impossible to top the original version by Margaret with Billy Butterfield’s orchestra. Born January 14, 1917 in Middleton, Ohio, Butterfield had gained fame as trumpet star with the Bob Crosby orchestra from 1937 to 1940 (most notably with his soloing on Crosby’s 1939 hit What’s New); then did outstanding work with Artie Shaw (1940) and Benny Goodman (1941) before forming his own band. The performance possesses a shimmering beauty that matches the landscape it vividly describes.

         
            
            Apple Honey (1945)—Woody Herman and His Orchestra 

         Columbia 36803

         Recorded on February 19, 1945; released in June (Jazz-#391)

         After nearly a decade with Decca Records since the start of his bandleading career in 1936, Woody Herman moved to Columbia in February 1945, and his first session at his new home (at the label’s acoustically perfect studio at Liederkranz Hall in New York, a converted church) included his classic rendition of David Raskin’s Laura, and Apple Honey. The title of this I Got Rhythm–inspired number was suggested by the band’s Wednesday night radio broadcasts sponsored by Old Gold cigarettes, named for an ingredient the advertiser claimed enhanced the cigarettes’ flavor. Ralph Burns wrote the introduction with a Duke Ellington-like flavor, Flip Phillips fashioned the opening section, and Neal Hefti the bridge, with the bulk of the piece (following the intro) a collective head arrangement. In The Big Bands, George T. Simon celebrated the 1945 Herman ensemble’s “massive, swinging beat,” led by drummer Davey Tough, very much in evidence here.215 In its rave review, Metronome also cited Chubby Jackson’s “clean-cut bass,” Marjorie Hyams (vibes), and the “agile and expressive” trombone of Bill Harris,216 who would later be selected Musician of the Year.217 The band had first recorded the number on a V-disc (for military personnel only) five months earlier. Gunther Schuller remarks that the piece’s ensemble figures reflect the influence of Dizzy Gillespie and Charlie Parker, although with an original twist; he singles out Harris’ solo. Herman’s band by 1945, writes Schuller in The Swing Era, had achieved “a thorough fusion” of several key qualities: “the feel and swing of Basie’s rhythm section; the fresh streamlined and linear virtuoso conception of brass-writing already articulated by Dizzy Gillespie; and the new harmonic language previously explored by Ellington” and just a few others.218

         
            
            Groovin’ High (1945)—Dizzy Gillespie and His Sextet (with Charlie Parker) 

         Guild 1001 and Musicraft 485

         Recorded on February 28, 1945 (GHF, Jazz-#192)

         Using the chords of the 1920 Paul Whiteman smash Whispering as the foundation for its main theme (adding another line above the harmony), Dizzy Gillespie’s Groovin’ High, the first tune recorded at this landmark session, became one of the first true anthems of the bebop movement.219 220 The piece (notes Gillespie biographer Alyn Shipton) has “a composed introduction, neatly worked-out modulations, choruses of varying lengths, and a half-tempo coda.” The trumpeter had taken great care with the number, which he had revised since a barely distributed version from three weeks earlier that featured Dexter Gordon rather than Diz’ usual musical partner, Charlie Parker. Shipton feels that Gillespie’s solo was actually stronger in the original version (played with open horn rather than muted), but Dizzy believed that the piece needed a more assertive sax part, which he knew Parker could provide. With Bird’s musical fireworks in the issued recording, Gillespie “chose to alter the timbre and shape of the arrangement by muting his horn, bringing in the guitar before the coda,” and featuring Slam Stewart’s bowed bass. The underlying arrangement, bebop historian Thomas Owen remarked, was “the most complex jazz melody superimposed on a pre-existing chordal scheme.” Shipton: Gillespie’s “efforts to refine Groovin’ High into a varied and interesting three-minute 78-rpm disc are evidence of his compositional thought.”221

         French critic Andre Hodeir, one of the first writers to enthusiastically champion the early Parker/Gillespie recordings, declared of the saxophonist in the May 1946 French magazine Jazz Hot: “The manner in which this marvelous improviser treats the theme, ornamenting it without giving the impression of rambling, never overdoing it, and indeed, by contrast, brightening up his melodic phrases by the use of silences between them … will ravish the listener and confound the critic.” Ted Gioia remarks that Parker’s solos here are reminiscent of one of his early saxophone role models, Lester Young.

         The original version with Gordon had such a limited run—Guild had gone bankrupt after releasing only three Gillespie records, its catalog absorbed by the larger Musicraft label—that in 1976, when the Smithsonian produced a special edition of Gillespie’s recordings (“Development of an American Artist”), only one battered copy of the original 78 could be found, courtesy of a California collector.222

         (Other personnel: Clyde Hart, piano; Reno Palmieri, guitar; and Cozy Cole, drums)

         
            
            Smoke On the Water (1945)—Bob Wills and His Texas Playboys (written by Earl Nunn & Zeke Clements) 

         Okeh 6736

         Recorded in Hollywood on January 26, 1945; chart debut on March 24, 1945

         (2 weeks at #1 C&W); reissued on Columbia 37040, November 4, 1946

         Bob Wills had been the King of Western Swing for nearly a decade before Billboard began its country music charts in 1944, so the charts understate his monumental influence on the music’s history. But he did score six #1 country hits from 1945 to 1947, starting with Smoke On the Water, recorded at the band’s first studio session since July 1942.223 Released at the time that Allied forces were at last racing toward victory over Nazi Germany (with the German surrender looming ahead in May, and Japan’s surrender to follow nearly four months later), the song is a rollicking, confident look ahead to final wartime victory. It was actually written in summer 1944 (and, therefore, includes Mussolini along with Hitler and Hirohito as the adversaries about to be conquered), and Red Foley’s original version on Decca was a massive country and pop hit on its release in August. But even though Wills’ was not the first, it may be the best performance of the song, with the Texas Playboys’ typically superb playing and Tommy Duncan’s vocal.

         
            April 12, 1945: President Franklin D. Roosevelt dies five months after being elected to a fourth term; Harry Truman becomes President.

         
            
            A Cottage for Sale (1945)—Billy Eckstine (music by Willard Robison, lyrics by Larry Conley) 

         National 9014224

         Recorded on May 2, 1945; chart debut on October 6, 1945 (reached #8 pop, #3 R&B)

         (Jazz-#474, Murrells)

         Most of the United States was introduced to the extraordinary voice of Billy Eckstine through his hit recording of the melancholy narrative ballad A Cottage for Sale. Its composer Willard Robison (born on September 18, 1894 in Shelbina, Missouri) penned a number of hits that drew on spirituals and folk music, including Peaceful Valley (1925) and Old Folks (1938); this is his best-remembered song. It was a hit in 1930 for Guy Lombardo and the vocal group the Revelers, but it owes its status as an enduring standard largely to this Eckstine performance.

         The story goes (as related in the May 1933 Metronome) that the song was conceived shortly after Robison, flush with his first professional successes, bought a home in Crestwood, New York for his wife and daughter. When he had setbacks and was unable to make payments, he moved into the city and put the house on sale. The melody was created while mulling over the impending loss of his home. Robison gave the manuscript to Larry Conley, who wrote the lyrics based on his story. When the song became a hit, its proceeds enabled him to buy back the cottage.

         In Ira Gitler’s Swing to Bop, Eckstine recalled the controversy that raged over his bebop-dominated big band, exemplified by this record. He was committed to “the new sound” of bebop, against much resistance, and deliberately ended Cottage for Sale on a major seventh, which baffled Emile Cote, the A&R man who was producing the session for the very new National Records.225 Cote’ insisted that they record it again to provide a more conventional, clearly resolved conclusion on the tonic, rather than ending a half step below the tonic as the singer had done (in the manner of many bop-oriented instrumentalists of the time). Eckstine declared, “I ain’t gonna resolve it,” and that was that.226 It proved to be a hit anyway.

         “Eckstine sings with a distinctive tone, a rich bass baritone sound with exceptional resonance, achieved by singing with an open throat,” writes James Morris. “He also employs a wide vibrato, which he varies and manipulates with exceptional skill. His performance of A Cottage for Sale displays the warmth he could bring to a song through tone rather than interpretation, a musical and instrumental approach rather than a dramatic one.”227 In Jazz Singing, Will Friedwald notes that on this record, Eckstine and his arrangers came up with the clever notion of concluding the song with “a five-line coda that reprises ideas from the main text.”228 This served to make the performance especially distinctive and dramatic. The backing orchestra includes trumpet star Fats Navarro, drummer Art Blakey, and the remarkable saxophone section of altos Budd Johnson and Sonny Stitt, and tenors Dexter Gordon and Gene Ammons.

         
            May 8: The European theater of World War II ends soon after Nazi forces in Italy surrender, Hitler commits suicide as Soviet troops converge on Berlin, and Germany surrenders.

         
            
            Lover Man (1945)—Dizzy Gillespie and His All-Star Quintet, vocal by Sarah Vaughan 

         Guild 1002 (1947 reissue on Musicraft 499)

         Recorded on May 11, 1945 (Jazz-#406)
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               Figure 4.8Dizzy Gillespie. Library of Congress, Prints & Photographs Division, LC-USZ62-125932.
            

         

         Seven months after Billie Holiday introduced the song we know best as Lover Man (Oh Where Can You Be), Sarah Vaughan cut an equally celebrated rendition of the torch ballad. Dizzy Gillespie had used the song as a feature for vocalist Willie Dukes in clubs during 1944, and Eddie Heywood’s small group (which had accompanied Holiday on earlier sessions) recorded a nonvocal version that December. Dizzy and Sarah had worked together as early as 1943 when both were with Earl Hines’ orchestra, and in late 1944 she recorded the original version of Gillespie’s Night In Tunisia (as Interlude) with Leonard Feather’s small combo including Dizzy. Lover Man is the record that introduced her exceptional vocal talents to a wider audience. Her Hall of Fame accompaniment: Gillespie on trumpet, Charlie Parker (alto sax), Curly Russell (piano), Al Haig (bass), and Sid Catlett (drums). And the flip side of this 78 was the original recording of a Gillespie-Parker bebop classic, Shaw ‘Nuff. Fortunately, the record was issued before the tiny Guild label went out of business during 1945; some of Dizzy’s other recordings for the label had to wait another year for release when Musicraft acquired the masters. (However, its distribution in 1945 was probably limited; the Musicraft reissue in summer 1947 would reach a wider audience.)229 In this performance, writes David McGee, “Vaughan weaves a scintillating spell with an airy, nonchalant vocal. Gillespie then bounces off Vaughan’s reading to execute a complementary solo that is as haunting in its high, lonely notes as it is deft in its design.”230 Ben Ratliff marvels at Vaughan’s ultra-slow treatment of Lover Man on her 1954 album Swingin’ Easy, “so slow that it seems like a boast, so barren that it’s an abandoned continent, which she walks like the only woman alive.”
            231

         
            
            Hot House (1945)—Dizzy Gillespie and His All-Star Quintet (with Charlie Parker) (written by Tadd Dameron) 

         Guild 1003 and Musicraft 486232

         Recorded on May 11, 1945 (Jazz-#354)

         Composer-arranger-pianist-bandleader Tadd Dameron created Hot House on the foundation of the chords of Cole Porter’s What Is This Thing Called Love, and Dizzy Gillespie and Charlie Parker made it a jazz classic. Metronome named Gillespie “Influence of the Year” for 1945: “this was the year in which Dizzy Gillespie became the symbol of a revolution in jazz circles.”233 French critic Andre Hodeir, writing less than one year following the May 1945 session producing Hot House and Salt Peanuts, declared it an “essential date” in jazz history, seeing the two leaders as trying to escape the past, in a “miracle of creation” of the original 1920s golden age of jazz, but “at the start of a new and valuable aesthetic.”234 In his review for the May 1946 French magazine Jazz Hot, he said of Gillespie: “More powerful and sure than Armstrong, more rapid than [Roy] Eldridge, he seems to laugh at difficulties … he climbs into the highest register with relative ease, and his ample tone and heat are something to marvel at.” But the piece rose above mere solo virtuosity, he emphasized, given its musical complexity: “Without going over completely to atonality, the melody invokes sufficient tonal uncertainty to baffle insufficiently informed listeners, but to charm all others.” Max Harrison points to the piece’s “brilliant use of double time, perfectly fitted into the solo’s long line by Gillespie.” Nevertheless, despite the title, notes Parker biographer Carl Woideck, the piece is “taken at a slower swing tempo [than the other selections at this session] that allows everyone to relax.”

         In his book Chronicles, Vol. One, Bob Dylan recalled listening to the jazz records of his Greenwich Village friends, and learned that Hot House “was a good record to wake up to. There were a few souls around who had heard and seen Parker play and it seemed like he had transmitted some secret essence of life to them.”235

         (Other personnel: Curly Russell, piano; Al Haig, bass; and Sid Catlett, drums)

         
            
            Caldonia Boogie (1945)—Louis Jordan and His Tympany Five 

         Decca 8670

         Recorded on January 19, 1945; chart debut on May 12, 1945 (7 weeks at #1 on R&B chart; #6 pop) (Blues-#44, RHF, GHF, R&B-#80, NPR, Murrells, TC, ACC)

         “Ca-don-YA, cal-don-YA, what makes your big head so hard?”236 This good-natured cry symbolized the spirited humor that helped make Louis Jordan the #1 superstar of rhythm and blues during the 1940s, backed up by his energetic vocals and terrific small combo. When Jordan wrote this jump blues, he copyrighted it in the name of his then-wife, Fleecie Moore, because (as explained by his biographer John Chilton) he was signed to a different publishing company and this device enabled his manager to make deals not subject to any limiting clauses under Jordan’s contract. Most importantly, he shot a film short built around Caldonia—a precursor to music videos—that was widely distributed to both black and white audiences. The [film] short was available for just $25 to $50 to theaters that played it before the main features, and it was also played in “soundie” machines; in addition to helping sell copies of the record, the films made a profit through rentals.237 238

         Producer Milt Gabler noted that Caldonia was based, in part, on a 1938 Hot Lips Page record, Old Man Ben, in which Lips sings, “Caldonia, Caldonia, what makes your head so hard?” A 1941 recording by the Spirits of Rhythm used the same line. Jordan acknowledged that Page originated the line, and said that the veteran trumpeter-singer suggested to him, “You should make a tune out of that.” After the record hit, blueswoman Sippie Wallace asserted that the song was based on her 1924 recording Caldonia Blues; however, says Chilton, the only thing the songs have in common is the name.

         Bandleader Woody Herman was a big Jordan fan, and when he attended a Tympany Five show at the Paramount Theater (at the invitation of Jordan’s manager Berle Adams) and heard him do Caldonia, he flipped and rushed into the studio to record it on February 26, 1945, with a fine original arrangement. That was OK with Jordan, Adams explained to Arnold Shaw, because Decca was holding back on releasing the Tympany Five record; Jordan’s disks were being sold for just 35 cents, and due to wartime shortages of shellac to make records, the cost of materials was actually higher than the cost of the record. So Adams told Herman: “You might as well do it.”239 As it turned out, both the Jordan and Herman records were released almost simultaneously; Woody’s version climbed higher on the pop chart (#2), but Jordan’s was nearly as successful, and is better remembered today.

         Arnold Shaw remarks that the “element of self-caricature, if not self-deprecation” in Jordan’s humor may have partially accounted for his appeal to white listeners. “There is also the possibility that middle-class blacks felt that they were laughing at things associated with rural and lower-class blacks. But there was also a measure of strength in the ability to laugh at oneself—and this is what, I think, Jordan may have communicated to black people.”240

         
            (Jordan, alto sax; Freddie Simon, tenor sax; William Austin, piano; Al Morgan, bass; and Razz Mitchell, drums)

         
            
            Laura (1945)—Dick Haymes 

         Decca 18666

         Recorded on March 2, 1945; chart debut on May 26, 1945 (#9 peak)

         The rapturously beautiful David Raskin-Johnny Mercer movie theme Laura was given its definitive recording by Woody Herman and his orchestra, but from the standpoint of sheer vocal loveliness, it’s hard to top the performance of Dick Haymes. Born September 13, 1916 in Buenos Aires, Argentina, as his family traveled to various countries and raised first in New York and then in California, Haymes began singing at sixteen with the Johnny Johnson band. From 1933 to 1938, he sang on radio and wrote songs; he attained his first big success as vocalist with Harry James’ orchestra from early 1940 to late 1941 (including the hit I’ll Get By); he spent a few months in 1942 with Benny Goodman; and then—just as he had succeeded Frank Sinatra with James—joined Tommy Dorsey when Sinatra left to begin his solo career. The musician union’s recording ban provided the opportunity for Haymes to kick off his solo career in 1943 with a series of a cappella hits backed only by the Song Spinners, and he remained one of the country’s most popular singers for the next several years. “He developed a voice so fine and pure,” writes Will Friedwald in Jazz Singing, “and had a gift for interpreting love songs so convincingly and meaningfully, that the blasé arrangements Decca gave him never mattered, and his personality even rendered his accompaniments a non-consideration.”241 Both Irving Berlin and Cole Porter stated independently that of all the songs they wished they’d written, Laura stood at or near the top.242

         
            
            Oklahoma Hills (1945)—Jack Guthrie and His Oklahomans (written by Woody Guthrie & Jack Guthrie) 

         Capitol 201

         Recorded on October 16, 1944; chart debut on July 7, 1945

         (6 weeks at #1 on C&W chart) (C&W-#147, Folk-#159, HBN-#189)

         A proud son of Oklahoma like his cousin Woody Guthrie, Jack Guthrie paid tribute to his native state with one of the best-remembered country classics of the 1940s, Oklahoma Hills. Born Leon Guthrie on November 13, 1915 in Olive, Oklahoma, he inherited a love of music from his father, who played the fiddle, and is said to have been taught some guitar licks by a young Gene Autry. During the Dust Bowl period, his family migrated to California, where he worked in rodeos and in the forest service for the Works Progress Administration. In 1937, after Woody arrived in California, the two performed on local radio as a duo for a couple of months.

         Woody had written an early version of Oklahoma Hills, and when he left for New York in 1939, Jack began singing it at clubs and bars, making a few changes along the way. When he landed a recording contract with Capitol five years later, he made it the focal point of his first session.243 The lyrics were written to the melody of the traditional The Girl I Loved In Sunny Tennessee. (Dick Spottswood notes that the tune is also very close to that of the blues standard Ain’t Nobody’s Business If I Do.) It’s a jubilant performance brimming with warm nostalgia, with a totally infectious chorus (“way down yonder in the Indian nation / Ridin’ my pony on the reservation / In those Oklahoma hills where I was born / Way down yonder in the Indian nation / A cowboy’s life is my occupation / In those Oklahoma hills where I was born. …”). His accompanying band includes Billy Hughes (fiddle), Porky Friedman (lead guitar), and Cliffie Stone (bass). Not long after the session, Jack was drafted, and he was stationed at Iwo Jima when he learned that his record was a sensation. After completing his service, he returned home and managed one more hit, Oakie Boogie, but sadly contracted tuberculosis and died in January 1948. In 2001, Oklahoma formally declared Oklahoma Hills as the state’s official folk song.

         
            
            You Are Too Beautiful (1945)—Dick Haymes   (music by Richard Rodgers, lyrics by Lorenz Hart) 

         Decca 23750

         Recorded on August 3, 1945

         Although Al Jolson introduced the Rodgers and Hart ballad You Are Too Beautiful in the 1933 movie Hallelujah, I’m a Bum, it wasn’t until the following decade that the song emerged as a great standard. Dick Haymes’ superb 1945 recording helped make it happen. “Haymes’ lush and intimate baritone sound is produced with an open throat and a predominance of chest resonance,” remarks James Morris. Although the orchestral arrangement directed by Lyn Murray is a bit staid aside from a nice trombone interlude, “this is a performance of quality, and a song of enduring beauty.”244 Rodgers’ biographer Meryle Seacrest remarks that the piece “has a wit and sophistication worthy of Cole Porter.”245 “You are too beautiful for one man alone, one lucky fool to be with. . . .”

         
            August 6, 1945: The first atomic bomb is dropped on Hiroshima, followed three days later by another atomic bomb on Nagasacki. World War II ends with Japan’s unconditional surrender, having taken 54.8 million lives.

         
            
            I Only Have Eyes for You (1945)—Frank Sinatra 

         Columbia 38550

         Recorded on August 27, 1945 (released on August 15, 1949, didn’t chart)

         (Trad-#218, Jazz-#475)

         Frank Sinatra’s first recording of the Harry Warren-Al Dubin standard I Only Have Eyes for You (written for the Busby Berkeley screen musical “Dames”) was an extended treatment with vocal choir for a V-disc (for distribution to Allied soldiers) in October 1943. The somewhat abbreviated subsequent commercially issued version for Columbia took the already popular eleven-year-old song to a still more rarefied level. Will Friedwald writes that for this recording, arranger-conductor Axel Stordahl “emphasizes the coincidental melodic similarity to Debussy’s Afternoon of a Fawn.” “Stordahl relied on the strings and woodwinds as his main mode of expression; the rest of the orchestra, including the sax-based dance band, served mainly as a buffer for the strings.”246 James Morris writes of this performance: “Nothing is forced, yet the singing has energy, and the voice rolls out the phrases with complete ease and naturalness. Sinatra’s vocal timbre is consistent from one end of the range to another. The final phrase [`disappear from view, and I only have eyes’] … is first-rate singing, and it leads effortlessly into the six-measure ending that brings the song to a most satisfying conclusion.”247 Sinatra’s 1962 version with the Count Basie orchestra is also excellent.

         
            
            It’s Been a Long, Long Time (1945)—Harry James and His Orchestra (vocal by Kitty Kallen, music by Jule Styne, & lyrics by Sammy Cahn) 

         Columbia 36838

         Recorded on July 24, 1945; chart debut on October 13, 1945 (3 weeks at #1)

         With the surrender of Japan on August 15, the war was finally over, and dreams of happy reunions back home were finally being realized. It’s Been a Long, Long Time was the perfect song for the moment. Harry James’ orchestra had previously scored a chart-topping hit with the Jule Styne-Sammy Cahn ballad I’ve Heard That Song Before, and the songwriting team proved magical for James again. Born May 25, 1922 in Philadelphia, Kitty Kallen sang with Jack Teagarden (1939–1940) and Jimmy Dorsey (1943–1944) before joining James, and her later solo career included the 1954 smash Little Things Mean a Lot. Kallen remembered for James’ biographer Peter Levinson that the song was so popular that she sometimes sang it as many as eight times a night.248 James’ introduction is a corker; John Bush Jones calls it “arguably the most thrillingly expressive trumpet solo in all of American popular music,” and Kallen “sings the whole number like she really means it.”249 The other instrumental standout here is black alto saxophonist Willie Smith, who had achieved early fame with the Jimmie Lunceford band (from 1929 to 1941), and joined James in late 1944 following military service. Smith would remain with the band until 1951, and after stints with Duke Ellington and Benny Goodman rejoined James from 1954 to 1963. “Kiss me once, then kiss me twice, then kiss me once again / It’s been a long, long time. / Haven’t felt like this, my dear since I can’t remember when / It’s been a long, long time. …”

         
            
            Since I Fell for You (1945)—Buddy Johnson and His Orchestra 

         Decca 48016

         Recorded on November 7, 1945

         A luscious blues ballad like few others, Since I Fell for You was given its definitive hit treatment in 1963 by Lenny Welch, but anyone who loves that classic performance should also hear the original version by the tune’s composer, Buddy Johnson. Born Woodrow Wilson Johnson January 10, 1915 in Darlington, South Carolina, the pianist-vocalist-arranger formed his band in 1939 and began hitting the charts in 1943; the band’s greatest success came with vocals by his sister Ella Johnson (like the 1944 R&B chart-topper When My Man Comes Home), aside from the 1949 smash Did You See Jackie Robinson Hit That Ball? (sung by Buddy and the band).250 Ella’s voice was modest but had a quietly seductive quality, as heard on this gorgeous performance. Although the record oddly was not among the band’s hits, Annie Laurie made it a #3 R&B hit in 1947, and the song was an established pop standard even before Welch took it to the heavens.

         
            1945: U.S. record sales this year total $109 million, representing the sale of approximately two hundred million 78 rpm singles, the first time since 1921 that the $100 million level has been surpassed. In 1946, the dollar volume will exactly double to $218 million
            
               .
            

         
         
            
            Good Morning Heartache (1946)—Billie Holiday (music by Irene Higginbotham & Dan Fisher, lyrics by Ervin Drake)251 

         Decca 23676252

         Recorded on January 22, 1946 (released in January 1947)253 (Jazz-#433, Blues-#481)

         Although Billie Holiday’s recordings for Decca from 1944 to 1950 diminished the jazz content of her performances with sometimes sugary string arrangements, there were still some unforgettable 78’s emerging from the sessions, including Good Morning Heartache. A blues ballad especially designed for Lady Day, it’s accompanied by a band (directed by alto saxophonist Bill Stegmeyer) that includes former Benny Goodman trumpet star Gordon (Chris) Griffin and guitarist Tiny Grimes. Ted Gioia praised “this exquisite song” as one of her finest performances after her early golden years.254 The song was featured in the 1973 biopic Lady Sings the Blues starring Diana Ross.

         
            
            Air Mail Special, Parts 1 and 2 (1946)—Lionel Hampton and His Orchestra 

         Decca 18889

         Recorded on January 30, 1946

         Vibraphone master Lionel Hampton’s old cohort Benny Goodman had originated the jazz classic Air Mail Special in 1941 in partnership with Benny’s guitar virtuoso Charlie Christian. From the start, the piece had been a perfect vehicle for high-flying jam sessions, so it’s only fitting that Hamp—whose own masterpiece Flying Home was powered by a hot riff serving as a vehicle for virtuoso solos—grabbed it five years later and took it for a scintillating two-part ride. Part 1 is a frenzied big-band assault featuring tenor saxophonists Arnett Cobb and Johnny Griffin (the latter just shy of his 18th birthday) along with the leader. Part 2 slows to a medium swing tempo, before heating up again for the rousing conclusion.

         
            
            Round About Midnight (1946)—Dizzy Gillespie’s All-Stars 

         Dial 1003255

         Recorded on February 6, 1946

         The Thelonious Monk masterpiece we know best as Round Midnight had been commercially recorded only once (by Cootie Williams in 1944) before Dizzy Gillespie tackled it, so the tune—though already beloved in the fledgling bebop community in New York—was unknown to much of the jazz world. Gillespie’s rendition helped establish the piece as one of the definitive jazz standards. Diz’s most crucial contribution was using the ending of his January 1945 recording of I Can’t Get Started (a Tadd Dameron arrangement) as the basis for his Midnight introduction.256 That introduction—described by Gillespie as “an expansion of a minor-sixth chord” leading to the first chord of the earlier song’s climax—would become an indelible part of the early postwar jazz repertoire, borrowed by many artists.257 Above all, it was used by Miles Davis for his all-time classic 1956 recording of Monk’s gem.258 Later in 1946, Gillespie did another celebrated version of Midnight, a roughly 6-minute live treatment that is quite different from Diz’s studio rendering, featuring Monk himself. The February original is brief (just 2:44), but unforgettable. (Personnel: Lucky Thompson, tenor sax; Al Haig, piano; Milt Jackson, vibes; Ray Brown, bass; and Stan Levey, drums.)

         
            
            Eight More Miles to Louisville (1946)—Grandpa Jones 

         King 532

         Recorded in March 1946 in Hollywood (C&W-#260)

         Two years after his first important recording It’s Rainin’ Here This Morning, Louis Marshall “Grandpa” Jones reached a wider audience with another riveting story song, Eight More Miles to Louisville, the tale of his long journey to finally reunite with his loved ones back home, exuberantly counting off each mile as he draws closer. As on the earlier record, Merle Travis on guitar provides powerful accompaniment. (Jones didn’t begin playing banjo on record with any regularity until 1947.) The artist recalled that he wrote it in 1941, inspired by an older and musically unrelated Delmore Brothers number, Fifteen Miles to Birmingham. King owner Syd Nathan put Jones and the Delmores on a plane to Hollywood in March 1946 so they could record with Travis, who had relocated there when he signed with Capitol. The session got off to a rough start and Nathan’s sniping was annoying the artists—he was shouting to Jones, “Pa, put some life into it!”—so to loosen up, Merle suggested that Grandpa (generally a non-drinker) gulp down some whiskey. He did, and the two men really ripped into the song.259 It sold over sixty-eight thousand copies (according to royalty payments through 1950 examined by Jones biographer Charles Wolfe), pretty good for a mid-1940s hillbilly 78 on an independent label and his third biggest seller on King. The performance of the song that became his longtime theme was included on the Smithsonian Collection of Classic Country Music. “I knew someday that I’d come back, I knew it from the start / Eight more miles to Louisville, the home town of my heart.”

         
            
            The Gypsy (1946)—The Ink Spots (written by Billy Reid) 

         Decca 18817

         Chart debut on May 4, 1946 (13 weeks at #1) (MEM-#9, HP-#14)

         The British narrative ballad The Gypsy, spinning a tale of a lady whose alleged forecasting powers were more reassuring than true, became one of the biggest pop hits of the 1940s, and the most popular of the Ink Spots’ many successes. Composer Billy Reid would also score chart-topping hits with A Tree In the Meadow (1948) and I’m Walking Behind You (1953). Tenor Bill Kenny gave the number his trademark soaring treatment; in addition to fellow original members Charlie Fuqua and Ivory Watson, the group by this time also featured Bill’s brother Herb Kenny, who replaced bass singer Orville “Hoppy” Jones’ following Jones’ death in late 1944.

         
            
            They Say It’s Wonderful (1946)—Perry Como   (written by Irving Berlin) 

         RCA Victor 1857

         Recorded on April 2, 1946; chart debut on June 1, 1946 (reached #4)

         The Broadway blockbuster Annie Get Your Gun had an unusual evolution. Lyricist Dorothy Fields originated the idea of a musical about legendary sharpshooter Annie Oakley starring Ethel Merman; she recruited Richard Rodgers and Oscar Hammerstein as producers; and they, in turn, snagged the great Jerome Kern to compose the score to Fields’ lyrics and book. But soon after he came aboard, Kern collapsed with a stroke and died days later. One man provided the solution, Rodgers quickly decided: Irving Berlin. The master songsmith had doubts that he could write a narrative musical about a historical character, but after reading the partial script was persuaded, and within a week had sketched out a half-dozen songs, including the show’s central ballad, They Say It’s Wonderful. “It is an unusual ballad for Berlin, a reflective soliloquy that reveals its story bit by bit,” observes James Morris. “What had begun as a casual comment stands exposed as a deep expression of longing, developed through text and music.”260

         Pierino Ronald Como was born on May 18, 1912 in Canonsburg, Pennsylvania, the seventh son of a seventh son, and worked as a barber for ten years while going to school, playing guitar and trombone in the local group. He was hired by local bandleader Freddy Carlone and juggled singing and barbering until he married in 1933 and made music his career. In 1936, Como was spotted singing at a Warren, Ohio casino by veteran bandleader Ted Weems, who happened to be in need of a new singer and hired him. The time with Weems provided good training for the rich-voiced baritone who was still a bit raw in technique, and when the band broke up early in World War II, Como was ready to pursue a solo career in 1942. After a few modest early hits, he soared to the top of the charts two years later with Till the End of Time, and from that time onward he was one of the United States’ top-selling singers.

         
            
            That’s All Right (1946)—Arthur “Big Boy” Crudup 

         Victor 20-2205

         Recorded on September 6, 1946 (didn’t chart) (Blues-#176)

         Arthur Crudup was far from the most inventive of bluesmen, quite content to rework slight variations on the same musical ideas over and over again. But that core musical idea, and the driving energy behind it in his guitar and vocals, helped forge rock ‘n roll. Born in Forrest, Mississippi, on August 24, 1905, he worked outside music until teaching himself guitar at age thirty-two, performed in lumber and levee camps, and joined the gospel quartet the Harmonizing Four. When the group was stranded by a promoter in Chicago in 1940, Crudup (prounounced “Crood-up”) sang on street corners trying to earn enough money for a train ticket back home. An audition for Bluebird A&R man Lester Melrose resulted in a better alternative, a recording career. Like so many bluesmen of the era, Crudup’s contract was a raw deal—the artist earned $75 to $200 per song, while Melrose owned the copyrights to his music along with all future royalties.261

         In more ways than one, That’s All Right is the record Crudup had been building up for five years. As far back as his 1941 debut recording session, in If I Get Lucky, he sang, “that’s all right, mama, that’s all right for you. …” His #3 R&B hit recorded in December 1944, Keep Your Arms Around Me, contained about the same line (“that’s all right, mama, any way you do. …”). The central refrain dates back still earlier; back in November 1929, on Blue Devil Blues, Jimmy Rushing’s first recorded vocal with Walter Page’s Blue Devils, he sang, “That’s all right baby, that’s all right for you.” And three years before that in 1926, Blind Lemon Jefferson sang “That’s all right, mama; that’s all right for you” in one of his most popular numbers, That Black Snake Moan.262 This record pulled together the same musical and lyrical formula he’d been developing since the start of his career, but cranked it up another level; this was the first session on which he was backed by both a drummer (Lawrence “Judge” Riley) and a bassist (Ransom Knowling). As had been the case since his second recording session in 1942, Crudup is on electric guitar. Arnold Shaw describes the artist’s vocal style: “For a big man, he had a high-pitched, shrill voice and sang in a style imitative of the hollers of field hands.”263 The result was rock ‘n roll. In early March 1949, when RCA Victor unveiled the new 7-inch 45 rpm single format, with different colored vinyl for each genre (blue for pop, green for C&W), the very first bright orange R&B vinyl 45 was the Crudup classic; the reissue brought a brief flurry of new airplay on a few Southern stations. Elvis Presley took That’s All Right to an entirely new level for Sun Records in 1954—and the rest is history.

         
            
            Do You Know What It Means to Miss New Orleans? (1946)—Louis Armstrong and His Dixieland Seven  (written by Lou Alter & Eddie DeLange) 

         Victor 20-2087

         Recorded on October 17, 1946 (released on c. January 1, 1947)

         
         
            
               [image: ]

            
               Figure 4.9Louis Armstrong (#2). Library of Congress, Prints & Photographs Division, LC-USZ62-127236.
            

         

         No one who loves the city that gave birth to jazz can resist breaking into a smile upon hearing this warm and wonderful performance of a song written for a film in which Louis Armstrong was prominently featured, New Orleans. Billie Holiday (unfortunately cast as a maid) introduced the song on screen, but Satch and his combo laid it down on record before the picture’s July 1947 release. Every second is filled with Louis’ deep affection for his hometown. 264 Having recently broken up his big band, Louis performed at Carnegie Hall in February 1947 with a group led by New Orleans clarinetist Edmond Hall, and three months later formally launched his new All-Stars that ushered in the Dixieland revival phase of his career. This was from his first studio session with the small combo. In 1987–1988, one of the finest if short-lived TV series of the era, Frank’s Place starring Tim Reid as a black Boston college professor who returns to New Orleans to take over the restaurant inherited from his estranged father, used Armstrong’s recording as its opening theme over an emotionally moving montage of images of the Crescent City’s black community. After Hurricane Katrina in 2005, Do You Know What It Means to Miss New Orleans carries an even deeper resonance symbolizing what the city has meant.

         (Other personnel: Armstrong’s old New Orleans mate Kid Ory on trombone; Barney Bigard, clarinet; Charlie Beal, piano; Bud Scott, guitar; Red Callender, bass; and Minor Hall, drums)

         
            Late 1946: Eighteen years after it was invented in Germany, magnetic tape is introduced more widely in recording studios (after the Allies had acquired German recording equipment). Magnetic tape replaces the cumbersome old wax masters, making it possible to make records anywhere.

         
            
            (I Love You) For Sentimental Reasons (1946)—King Cole Trio   (music by William Best, lyrics by Deek Watson) 

         Capitol 274

         Recorded on August 22, 1946; chart debut on November 9, 1946 (6 weeks at #1 pop, #3 R&B) (DMDB)

         Having made his commercial breakthrough in 1944 with Straighten Up and Fly Right and soaring still higher with the 1945 album Collection of Favorites, Nat “King” Cole and his King Cole Trio went all the way to the top the following year with the tender ballad (I Love You) For Sentimental Reasons. Cole’s singing had become an increasingly important part of the trio’s act (with pianist Nat accompanied by guitarist Oscar Moore and bassist Wesley Prince); this was the record—along with The Christmas Song, released just weeks later—that fully established him as a top-level popular vocalist.265 Biographer Leslie Gourse reports that the already-married Cole had fallen in love with Maria Hawkins Ellington (no relation to Duke, although she had sung briefly with the Ellington orchestra), and this romantic feeling permeated his performance. He would later obtain a divorce, and he married Maria in March 1948.

         
            
            A Sunday Kind of Love (1946)—Claude Thornhill and His Orchestra 

         Columbia 37219

         Recorded on November 11, 1946; chart debut on May 3, 1947 (#16 peak)266

         During the early 1940s, few big bands were as widely admired among musicians as that of pianist Claude Thornhill—George T. Simon in his Glenn Miller biography calls it “just about the most musical outfit in the entire history of dance bands”—but the band had only a few modest commercial successes (most notably its theme Snowfall) to show for it. After three years of military service, Thornhill reassembled his band in 1946, added the lovely vocalist Fran Warren, and finally scored a pop hit with a beautiful ballad that has since become an enduring standard, A Sunday Kind of Love (Fran’s debut release with the band). Written by Barbara Belle, Anita Leonard, Stan Rhodes, and bandleader Louis Prima,267 
            Sunday has proved irresistible to generations of singers—particularly doo-wop groups, above all the Harptones’ classic 1953 version. In his book Swing to Bop, Ira Gitler called the sound of the postwar Thornhill band “unique” with its distinctive instrumental mix (including French horn, flute, and tuba) and its balance between ballads such as this one, and innovative bop-flavored pieces by top arrangers such as Gil Evans and a young Gerry Mulligan. Evans recalled that the typical Thornhill voicing on ballads was a French horn lead; the clarinet doubling the melody; four saxophones beneath; and a baritone sax sometimes on the bottom. The band’s trademark “distant, haunting, no-vibrato sound” was achieved through the blending of the reed and brass sections.268 The influential Miles Davis Nonet was created in 1948 out of the Thornhill ensemble after the latter disbanded.

         
            
            Happy-Go-Lucky Local (Parts 1 & 2) (1946)—Duke Ellington and His Famous Orchestra 

         Musicraft 461

         Recorded on November 25, 1946 (released on c. February 1, 1947) (Jazz-#372)

         Duke Ellington’s lifelong love of trains produced a number of memorable compositions, none more so than his Happy Go Lucky Local. Ellington wrote it as one movement of a Deep South Suite that he introduced at his fifth program of Carnegie Hall concerts spread across two nights on November 23 and 24, 1946. The day following the second show, the band hit the studio to record it. The entire suite was never commercially recorded, but Happy Go Lucky Local (Part IV of the suite) was soon accepted as one of his classics. Gunther Schuller and Martin Williams note that the piece “programmatically and atmospherically describes the casual ride on a train that makes nearly all the junction stops along the way. The variety of train whistle, trestle-crossing, and braking effects, right up to [trumpeter] Cat Anderson’s phenomenal final ‘screamers,’ never becomes monotonous.”269 Samuel A. Floyd, Jr., in The Power of Black Music: “In their imaginative renderings, the musicians describe their own perceptions of aspects of this local transport, including the hypnotic, rocking, rolling rhythms of its wheels, and the piercing intensity of its whistles, bells, and horns. Somehow, the listener is lured into imagining the conductor walking the aisles, taking tickets, and talking with the passengers.”270 Other soloists are Duke himself, Russell Procope (alto sax), Harry Carney (baritone sax), Ray Nance (trumpet), and Jimmy Hamilton (trumpet).

         Six years after this recording, the climactic riff of Happy Go Lucky Local was ripped off to become the universally known strippers’ favorite Night Train (the riffs are the same, note for note), recorded by Jimmy Forrest, James Brown, and many others.

         
            December 1946: Within the space of a few weeks, Benny Goodman, Tommy Dorsey, Harry James, Woody Herman, and Les Brown all disband in the face of sharply declining attendance at ballrooms, night clubs, and one-night engagements. All will either form new big bands or switch to smaller combos in the months to come, but the Swing Era is effectively over.

         
            December 25: “It’s a Wonderful Life” starring James Stewart premieres.

         
            April 15, 1947: Jackie Robinson makes history playing his first game with the Brooklyn Dodgers, shattering baseball’s color line, going on to a Hall of Fame career.

         
         
            
            I Saw the Light (1947)—Hank Williams with His Drifting Cowboys 

         MGM 10271

         Recorded on April 21, 1947 (uncharted) (HBN-#179, C&W-#390)

         By far the most famous of Hank Williams’ gospel songs, I Saw the Light is a magnificent achievement, if something less than a Williams original. Biographer Colin Escott notes that not only is the melody identical to Albert E. Brumley’s 1939 composition He Set Me Free (recorded in 1941 by the Chuck Wagon Gang), but also “the lyrics bore a passing resemblance too.” The melody was also similar to another Chuck Wagon Gang number, After the Sunrise. Williams came up with the song while his mother was driving him back to Montgomery after a gig, and when she saw the airport beacons at Dannelly Field, she awakened him to say that they were almost home; those beacons, Hank would say, became the inspiration for I Saw the Light. He recorded it at his first session for MGM. However, before his single was released, two other versions were issued, by Clyde Grubbs for RCA in August 1947, and by Roy Acuff for Columbia in November.271 By the time Williams fully emerged as king of country music, I Saw the Light, which became a group singalong number that often served as a finale for his radio performances, was a white gospel standard.

         This is an exciting performance driven by Tommy Jackson’s fiddle and an inspired Williams vocal. “I wandered so aimless, life filled with sin. … Then Jesus came like a stranger in the night / Praise the Lord, I saw the light. …” Bill Friskics-Warren: “Williams must have known, if only fleetingly, the rapture of which he sings; there’s just no denying the release he feels when he assures us that there’s ‘no sorrow in sight.’” Here, “Hank gave us as rousing a paean to the possibility of redemption as any ever recorded.”272

         Alcoholism was one of the personal demons that led to his early death, and the story is told of an occasion during an early 1952 tour in California, being driven around between shows by Minnie Pearl and other friends who were trying to sober him up. As they sang I Saw the Light to try and bring him around, Williams said, “Minnie, I didn’t see no light. There ain’t no light.” Bill Malone writes in Don’t Get Above Your Raisin’: Country Music and the Southern Working Class: “The indoctrination absorbed from his boyhood Baptist church reaffirmed the message of life’s bleakness and brevity, while holding out the promise of security only in another world.”273

         
            May 2: Even though it’s the definitive Christmas film, “Miracle on 34th Street” premieres this day.

         
            
            Sixteen Tons (1947)—Merle Travis 

         Recorded in Hollywood in August 1946, for Capitol album Folk Songs of the Hills (released on June 9, 1947)274 (Folk-#103, C&W-#316)

         Nine years before Tennessee Ernie Ford made Sixteen Tons one of the biggest hits of the 1950s, the coal-mining epic was recorded for the first time by its composer, Merle Travis. When the southwestern Kentucky native came to Los Angeles to become a leading artist for Capitol Records, he got to know songwriter Earl Robinson (best known for Ballad for Americans, The House I Live In, and Joe Hill), and, recounted Pete Seeger, “was impressed with Earl’s manner of explaining an old folk song to make it come alive to the audience.”275 He utilized this approach throughout Folk Songs of the Hills, and specifically in Sixteen Tons.276 Travis introduces the song with a folksy discussion of how miners find themselves perpetually in debt to “the company store” and its owners; the rueful chuckle with which he offers the tale does not disguise the seriousness behind it. His father and two older brothers worked for the Beech Creek coal-mining company in Muhlenberg County, as did his brother-in-law, enabling Travis to nail the details of the mining life with chilling precision.277

         
            
            Don’t Let Nobody Turn You Around (1947)—Fairfield Four 

         Bullet 284

         Recorded in 1947 (GOSP-#36, RIA)

         The Southern tradition of African-American a cappella gospel singing was particularly associated with Birmingham and Richmond, and it was proudly represented in Nashville by the Fairfield Four. Organized in 1921 by J. R. Carrethers, assistant pastor of the Fairfield Baptist Church, the group began as a trio and evolved into a quartet featuring second lead Lattimer Green. By the early 1940s, Green had been replaced by Sam McCrary, with John Battle as lead vocalist and two of J. R. Carrethers’ sons, Harold and Rufus. This was the ensemble that made its first recordings in March 1942 at a Library of Congress field session at Fairfield Baptist Church, including its first treatment of Don’t Let Nobody Turn You Around. This performance has an appealingly raw quality, but better still was the group’s commercial recording of the piece five years later for Bullet, the first significant Nashville-based label. (Bullet, founded in late 1945 by Jim Bulleit, would explode into the national spotlight in August 1947 with bandleader Francis Craig’s massive hit Near You.) By this time, McCrary was the leader; Rufus Carrethers (bass vocals) was the only other holdover, joined by Edward Thomas (tenor), James Hill (baritone), and Willie Frank Lewis (“utility”), thus making it a quintet despite the name. It’s an up-tempo rendition in which McCrary uses the device of dramatically holding out the first word of the title phrase for about 10 seconds: “Don’t … let nobody … Keep on to Galilee.” McCrary’s emotional vocal style was an acknowledged influence on B. B. King. Paul Vernon remarked that McCrary possessed “breath control to rival Harry Houdini’s.”278 The recording is included on the Rhino compilation “Testify! The Gospel Box.” A longtime fixture on Nashville’s WLAC, the Fairfield Four would enjoy a dramatic rebirth decades later (see 1992).

         
            
            Smoke! Smoke! Smoke! (That Cigarette) (1947)—Tex Williams and the Western Caravan  (written by Merle Travis & Tex Williams) 

         Capitol American 40001

         Recorded in Hollywood on March 27, 1947; chart debut on July 5, 1947 (#1 for 16 weeks on C&W chart, #1 for 6 weeks on pop chart) (C&W-#98, HBN-#293, DMDB)

         Tex Williams was down to one last chance with Capitol Records after a half-dozen sessions that had produced only one minor success; he needed a hit, or risked being dropped. As recounted by Rich Kienzle, one night before the fateful session, he stopped by his pal Merle Travis’ home and explained his predicament. Travis had run off a string of C&W smashes for Capitol, including So Round, So Firm, So Fully Packed. Having heard Williams perform the talking blues number The Darktown Pokers’ Club previously associated with Bert Williams and Phil Harris, Travis thought back to childhood days at Muhlenberg County, Kentucky, when his dad’s boss at the local coal mine would say, “Wait a minute till I roll another cigarette.” Travis combined that line with the talking blues format, and recent warnings about the health hazards of smoking, and came up with Smoke! Smoke! Smoke! (That Cigarette).

         Sollie Paul Williams, born August 23, 1917 in Ramsey, Illinois, came to Los Angeles in 1942 and was hired by Western swing leader/fiddler Spade Cooley as his singer; Cooley nicknamed him “Tex” (although he’d never been in Texas), because many of the band’s fans were relocated Texans. Cooley’s 1945 chart-topping C&W hit Shame on You, along with his other hits of the period on Columbia, featured Williams’ lead vocals. When Capitol offered Williams a solo contract, Cooley fired him in June 1946—whereupon most of the band quit to join Williams’ Western Caravan. With an ensemble of about a dozen members, writes Richie Unterberger, the Caravan “attained an enviable level of fluid interplay between electric and steel guitars, fiddles, bass, accordion, trumpet, and other instruments.” But those first half-dozen Capitol sessions had produced just the one 1946 hit, The California Polka.

         In Hollywood’s Radio Recorders studio the day after his meeting with Travis, Williams took what Merle had written, rewriting a verse (at Merle’s insistence, this got him cowriter status), and the band worked up an arrangement. Producer Lee Gillette declared: “This is the one that we’ve been waiting for.” Deuce Spriggens opened the number with a vigorous walking bass fiddle line, leading to Williams’ first verse and chorus in his trademark deep baritone (half-talking, half-singing), joined by Spriggens and Smokey Rogers. Veteran jazz trumpeter Mannie Klein tosses off a nifty muted horn solo preceding Tex’ second verse. Johnny Weis shines on lead guitar, with Joaquin Murphy on jazz-style steel guitar, and the whole band cooks.279 The piece radiates Travis’ classic combination of storytelling, social commentary, and wry humor. Smoke! Smoke! Smoke! became one of the biggest-selling records of the decade.

         
            
            Milky White Way (1947)—The Trumpeteers (written by Landers Coleman) 

         Score 5001

         Recorded on September 12, 1947; chart debut on May 20, 1948 (reached #8 R&B) (GOSP-#54)

         One of the very rare gospel performances to reach the national R&B charts, Milky White Way is a standout performance by a Baltimore group following in the “jubilee” tradition of the Golden Gate Quartet. Little wonder, for it was formed in 1946 by an alumnus of the Golden Gates, Joseph Johnson (lead); the other members were Raleigh Turnage (tenor), Joseph Armstrong (baritone), and James Keels (bass). The Trumpeteers got their first break performing on the Baltimore station WCAO, and the program was syndicated nationally by CBS. Eddie and Leo Mesner signed the group to their Los Angeles-based Aladdin Records (of which Score was an affiliate). The group’s very first commercial release, it’s accompanied here by guitar, bass, and gentle percussion. The biggest of the forty-three sides they recorded from 1947 to 1949, it can be found on the Rhino Records 3-CD set “Testify! The Gospel Box,” and the Dust to Digital boxed set “Goodbye, Babylon.” “I’m going to walk that milky white way some of these days. … I’m going to meet God the father, and the son. …”

         
            
            Our Delight (1947)—Tadd Dameron Sextet featuring Fats Navarro 

         Blue Note 540

         Recorded on September 26, 1947

         An important figure in the transition from the Swing Era to bebop, pianist Tadd Dameron was born Tadley Ewing Peake in Cleveland on February 21, 1917. After making his name as a composer-arranger for Harlan Leonard’s band in Kansas City, he wrote for Jimmie Lunceford and Billy Eckstine, among others, and Sarah Vaughan made his song If You Could See Me Now the most successful of all bop ballads. Dizzy Gillespie, who had made Dameron’s Hot House a bebop anthem in 1945, had a terrific recording of his composition Our Delight with his orchestra in June 1946, and two years later premiered his large-scale work Soulphony at Carnegie Hall. Gary Giddins and Scott DeVeaux remark that his swing background gave his work a gentle approach to bop, “defined by lyrical melodies and breezy rhythms, sometimes with a Latin feeling.”280 Dameron formed a small group featuring rising trumpet star Fats Navarro and tenor saxophonist Charlie Rouse, which gives Our Delight a wonderful midtempo, swinging performance with superb soloing.281 The combo became a fixture at the Royal Roost, a high-profile Broadway restaurant, and Dameron would later work with such artists as Bull Moose Jackson, Clifford Brown, and Blue Mitchell.

         
            September 30–October 6: Baseball’s World Series between the New York Yankees and the Brooklyn Dodgers, covered by NBC, is the first network television event to draw a mass audience, seen by an estimated 3.9 million people in New York, Philadelphia, Schenectady, and Washington, D.C. (3.5 million of them in bars). This leads many people to buy television sets for their homes.

         
            
            Embraceable You (1947)—Charlie Parker Quintet 

         Dial 1024

         Recorded on October 28, 1947 (Jazz-#312)

         
            Embraceable You, in the view of Ted Gioia, is perhaps Charlie Parker’s “finest ballad recording … a masterpiece of thematic development, which builds from a simple six-note motif (reminiscent of the ‘You must remember this’ phrase from As Time Goes By).”282 The two takes of the George and Ira Gershwin classic—both of them called “unbelievable” by Whitney Balliett283—are a perfect embodiment of the saxophonist’s unique gifts. Andre Hodeir cites this performance as an example of Parker’s “melodic genius,” giving “new life, in a completely different way,” to the Gershwin theme.284 Martin Williams remarks that either take “might rank with his best ballad interpretations … one of the most beautifully patterned of all of Parker’s solos.”285 Max Harrison also declares that Duke Jordan’s piano preludes are “exquisitely apt,” and that Miles Davis’ contributions “are his best solos in this entire series of recordings [1945–1947]—no small achievement in view of what Parker had just played.”286

         Gary Giddins in Visions of Jazz: “The second take, although mesmerizing in its patterns of tension and release, is the more orthodox and its relationship to the original Gershwin theme is obvious. The supremely beautiful first take is also a variation on the theme, but this time Parker barely touches base with Gershwin … [it] is so unmistakably a work of Parker’s imagination that he might well have given the performance a title of its own. Had he done so, the source material … might not have been recognizable to the average listener.” In the 1980s, Giddins made the discovery that the saxophonist used as his source for the initial phrase a relatively obscure pop song by Sam Coslow, A Table In the Corner, which had been recorded in 1939 by Artie Shaw among others, and imposes it “as a melodic template on the Gershwin harmonies, ignoring Gershwin’s melody entirely and turning the almost ridiculous into the absolutely sublime.” “This is one of the slowest performances in jazz,” but punctuated with rapid-fire figures, with phrasing “so supple and relaxed” that by the conclusion “only the listener is left breathless.”287

         
            
            I’ve Got a Crush On You (1947)—Frank Sinatra 

         Columbia 38151

         Recorded on November 5, 1947 (released in March 1948)288

         The Frank Sinatra recording of the George and Ira Gershwin standard I’ve Got a Crush on You that’s the most familiar to listeners is the one from his chart-topping 1960 album Nice ‘n Easy, but fine as it is, it’s simply too brief to do a great song justice. His best rendition of the timeless ballad was the 1947 performance featuring the great Bobby Hackett on trumpet. Hackett’s opening cadenza (emulating his idol Louis Armstrong on West End Blues), obligatos, and solos, writes Will Friedwald, immediately carry this performance “to the pinnacle of Mount Olympus even before Sinatra’s entrance.” The biographer remarks that this is one of the recordings that mark the apogee of the singer’s romantic style, in this case lacing the song with “coy innocence.”289 Alec Wilder declared that any artist who heard Sinatra’s rendition with its distinctive variations could never be tempted to return to the way the Gershwins wrote it. Credit must also be given to arranger George Siravo who introduced “ingenious harmonic substitutions” into the song.290

         
            
            Midnight Sun (1947)—Lionel Hampton and His Orchestra   (written by Lionel Hampton & Sonny Burke) 

         Decca 24429

         Recorded on November 10, 1947; released on the album New Movements in Be-bop
            291

         Lionel Hampton’s most beautiful ballad boasts a sumptuous melody that provides a shimmering showcase for the leader’s vibraphones. Also featured in his ensemble is up and coming guitar virtuoso Wes Montgomery. Cocomposer Sonny Burke had written arrangements for a long array of bands since the late 1930s, including those of Sam Donahue, Charlie Spivak, Jimmy Dorsey, and Gene Krupa, and his other best-known composition is the torch ballad Black Coffee. Seven years after its debut as an instrumental classic, Johnny Mercer wrote equally lovely lyrics to give Midnight Sun a new life as an enduring standard.292

         
            
            The Natural Facts (That’s All)—Sister Rosetta Tharpe 

         Decca 48166

         Recorded on November 25, 1947 (GOSP-#63)

         One day after her titanic duet with Marie Knight on Up Above My Head, I Hear Music In the Air, Sister Rosetta Tharpe came up with another gem in The Natural Facts. It’s an abbreviated version of Texas-based itinerant preacher Washington Phillips’ 1927 gospel classic Denomination Blues, originally issued on both sides of a 78 rpm single. In 1938, Irving Mills published That’s All, dropping most of Phillips’ verses (which compared the practices of different religious sects) to focus more on the compelling refrain: “That’s all, I tell you, that’s all / You’d better have Jesus, I tell you, that’s all.” Shortly thereafter, on December 23, 1938, Tharpe performed it at John Hammond’s first landmark “From Spirituals to Swing” concert, backed by boogie-woogie pianist Albert Ammons; it was a performance that thrilled the Carnegie Hall attendees, while stirring outcries from Holiness church members who didn’t want sacred music taken out of the church. Nine years following that introduction, Rosetta recorded the piece commercially, her vocal and hard-driving guitar accompanied by pianist Sam Price’s trio, including veteran jazz bassist Pops Foster and drummer Wallace Bishop.

         
            Early December 1947: Les Paul makes his multitracked guitar recording of the Rodgers and Hart standard “Lover.” Very soon thereafter, Patti Page takes overdubbing into pop vocals.

         
            
            If I Loved You (1947)—Jo Stafford (music by Richard Rodgers, lyrics by Oscar Hammerstein II) 

         Capitol 197

         Recorded on December 10, 1947 (didn’t chart)

         Following up the biggest and most beloved musical in the history of Broadway to that time presented an enviable challenge to Rodgers and Hammerstein, and they aced the test, making Carousel a powerful and worthy successor to Oklahoma! Adapted from Ferenc Molnar’s 1921 play Liliom, Hammerstein transposed to 1873 New England the tale of Billy Bigelow, a tough amusement park carousel barker who falls in love with the lovely Julie. Suddenly shy in the face of this beauty, he can only express his feelings indirectly, and sings how he would act If I Loved You.293 Introduced in the show by John Raitt (the father of Bonnie Raitt), as the show went on to a New York run of 890 performances after its April 19, 1945 opening, the song was given its biggest hit version by Perry Como. But it could almost have been written with Jo Stafford in mind. Will Friedwald: “Jo Stafford instantly overwhelms the listener with the magnitude of her gifts,” including “steely-perfect” intonation and impeccable rhythmic sense.294 Not only is the stunning ballad well suited to her style, a song whose lyrics try to deny the existence of love is ideal for a singer whose straightforward vocal purity seems to hide all emotion beneath the surface. In the New York Times, Sigmund Spaeth (c. 1950) named this one of the ten best songs of the twentieth century, suggesting that “the melody has the dignity and fervor of an art song by Brahms.”

         
         
            
            Crazeology (Little Benny) (1947)—Charlie Parker Quintet with J. J. Johnson (written by Benny Harris) 

         Dial 1034

         Recorded on December 17, 1947

         Although released under the title Crazeology, this tremendous performance is actually trumpeter Benny Harris’ composition Little Benny. It features two exciting alto sax solos by leader Charlie Parker (Martin Williams points out that the final full-chorus solo is actually taken from the combo’s previous “take” of the piece), and a notable guest star with Parker’s usual quintet, the great trombonist J. J. Johnson (who gets separate billing on the label).295 The recording, writes Williams, “is also something of a minor showpiece for the young Miles Davis in a nicely constructed solo that builds from simplicity to mid-range complexity.”296 During this period, Parker was using several different saxophones, and on this December 17 date was playing a new French Selmer model; here, writes biographer Carl Woideck, “Parker’s tenor timbre has a particular fullness and richness in its midrange.” Gary Giddins cites Crazeology as one of several “unrivaled examples of emotionally vital yet overwhelmingly bright inventions that take their structure but not their character from the harmonic contours of popular songs.”297

         
            
            Merry Christmas, Baby (1947/1956)—Johnny Moore’s Three Blazers with Charles Brown 

         Originally recorded with Johnny Moore’s Three Blazers on Exclusive 254; chart debut on December 20, 1947 (#3 R&B); charted again in 1948 and 1949. Brown’s subsequent solo version recorded on September 4, 1956 for Aladdin 3348.298 (Blues-#184)

         A consummate blues ballad singer and pianist, Charles Brown enjoyed a half-century-long career whose high points included two of the greatest postwar Christmas songs. Bill Dahl writes that Johnny Moore’s Three Blazers (with Brown on vocals and piano, Moore on guitar, and Eddie Williams on bass) “invented an entirely new blues genre for sophisticated postwar revelers—an ultra-mellow, jazz-inflected sound perfect for sipping a late-night libation in some hip after-hours joint.”299 Brown wrote Merry Christmas Baby based on an idea given to him by songwriter Lou Baxter, worked out an arrangement, and convinced Exclusive Records that a Christmas song would be a sales winner. On his 1956 remake recorded in New Orleans, Brown is accompanied by Lee Allen (tenor sax), Red Tyler (baritone sax), Justin Adams (guitar), Frank Fields (bass), and Earl Palmer (drums). Dave Marsh and Steve Propes, noting that Brown’s classic has remained in print (on one label or another) continuously, used it as the title of their history of modern holiday music. “It portrayed the adult Christmas, and did so from the heart of the blues.” Despite the refrain expressing gratitude to his lady, this represented “the most somber look at the season of joy yet,” making even the melancholy I’ll Be Home for Christmas “seem awash in optimism.”300

         
            
            Four Brothers (1947)—Woody Herman and His Orchestra (written by Jimmy Giuffre) 

         Columbia 38304

         Recorded on December 27, 1947; released on October 4, 1948 (GHF-#34, Jazz-#50)301

         
         
            
               [image: ]

            
               Figure 4.10Woody Herman. Library of Congress, Prints & Photographs Division, LC-USZ62-115382.
            

         

         Composer-arranger-saxophonist Jimmy Giuffre wrote Four Brothers as a showcase for Woody Herman’s all-star saxophone section—Zoot Sims (tenor), followed by Serge Chaloff (baritone), Herbie Steward (tenor), and Stan Getz (tenor)—and it became one of the band’s most celebrated pieces ever. Gunther Schuller notes that Four Brothers also gave its name to the widely imitated saxophone voicing: tenor lead, two more tenors harmonizing directly below, and baritone at the bottom playing an octave below the lead. The musician union’s James Petrillo had scheduled another recording ban at the time, so Herman was determined to get as much material recorded as possible.302 The same session featured the band’s original recording of Summer Sequence (Part IV), later known as Early Autumn
            .

         Born in Dallas on April 26, 1921, Giuffre played with and arranged for Boyd Raeburn (1946) and Jimmy Dorsey (1948) before making his reputation with this record, and stayed with Herman through 1950. He led a series of trios and quartets from the mid-1950s onward, beginning with a celebrated collaboration with Bob Brookmeyer and Jim Hall. Giuffre said the Herman band’s performance of his creation was “just phenomenal, and it was accomplished by a long period of rehearsing it on the job. It took a long time … because it was difficult,” and Woody felt the soloists had to master it completely before the band made the piece a standard part of its repertoire. “By the time of the record date, it was part of them.”303

         Ted Gioia describes the distinctive approach of the mighty foursome: “Adopting a light, airy tone reminiscent of Lester Young, and combining it with the melodic pyrotechnics of modern jazz, these horns mastered a novel formula, merging the excitement and intricacy of bop with a sweet-toned lyricism. In time, this mixture of modernism and melodicism would come to be known as cool jazz.”304

         
            
            West Side Baby (1947)—T-Bone Walker (by J. Cameron & D. Bartlet) 

         Comet 50

         Recorded on December 29, 1947; chart debut on October 9, 1948 (reached #8 R&B) (Blues-#373)

         Aaron Thibeaux (T-Bone) Walker’s West Side Baby is the quintessence of postwar urban after-hours blues: a minor-key melody, reflective vocal, muted trumpet, tinkling piano, and the leader’s expressive electric guitar soloing. It’s a song of contentment: “I’ve got a West Side baby, she lives way across town. … When I’m with my baby, I don’t want a soul around.” The Call It Stormy Monday man did his finest work on the small Black & White label and its Comet subsidiary, and his 1950–1954 recordings for Imperial were comparably outstanding. West Side Baby later served as the opening song for the 1995 soundtrack of the Denzel Washington film Devil In a Blue Dress, which is set in precisely the immediate-postwar Los Angeles in which Walker forged his legend.

         
            January 1, 1948: The American Federation of Musicians, for the second time this decade, imposes a ban on commercial recording by its members, in response to enactment of the anti-union Taft-Hartley Act. As in 1942, the labels engage in a frenzy of recordings to stockpile in advance of the strike, which runs until December 14.

         
            January 18: The debut of Ted Mack’s “Original Amateur Hour” on the DuMont network (moving to NBC in October 1949) begins a succession of network television variety programs that include musical acts. Milton Berle’s “Texaco Star Theater” begins on June 8, 1948 on NBC, followed by Ed Sullivan’s “Toast of the Town” (first broadcast on June 20 on CBS), and “Arthur Godfrey’s Talent Scouts” (debut January 12, 1949 on CBS). One year ago, there were only eight thousand television receiving sets in the country; as of January 1948, there are 170,000, a total expected to reach 750,000 by year’s end.

         
            
            King Size Papa (1948)—Julia Lee and Her Boy Friends 

         Capitol American 40082

         Recorded on November 11, 1947; chart debut on February 14, 1948 (#1 for 9 weeks R&B) (Blues-#433)

         One of just a few blues artists who recorded in the 1920s and went on to enjoy hits after World War II, Julia Lee was born on October 31, 1902 in Boonville, Missouri, and sang with her brother George E. Lee’s Kansas City-based band from 1920 to 1933; they made some recordings for Brunswick in the late 1920s, and Julia cut unissued titles under her own name for the Meritt label in 1927.305 From the start, she specialized in mildly risqué material, such as 1929’s Won’t You Come Over to My House (with future top R&B songwriter Jesse Stone on piano). When she began recording once again for Capitol in 1945, sensuality remained at the heart of her style. In 1947, she scored a massive R&B hit with Snatch and Grab It. Its follow-up, King Size Papa, stands today as her best-remembered record.

         “I got a man that’s more than eight feet tall,” she sings, “four-foot shoulders, and that ain’t all … never was no one like him since the day the world began.” The Boy Friends—including jazzmen Benny Carter (alto sax), Dave Cavanaugh (tenor sax), and trombonist Vic Dickenson—wail away behind her vocal and piano. “Everything I need he carries in his king-size pack. … No one can thrill me like my papa, he’s an extra-ordinary man.”306 Salacious and fun, the song was included on Rhino’s “The R&B Box.” Julia had a handful of other R&B hits through 1949, and she died in 1958. In his 1976 memoir Playback, Dave Dexter, who had signed Julia to Capitol and produced the session, remarked: “She came across on shellac like a bitch in heat.”

         
            
            Tomorrow Night (1948)—Lonnie Johnson (music by Will Grosz, lyrics by Sam Coslow) 

         King 4201

         Recorded on December 10, 1947; chart debut on February 28, 1948 (7 weeks at #1 on R&B chart)307 (Murrells, Blues-#221)

         Twenty years after making jazz and blues history with a series of exceptional guitar performances alongside the likes of Louis Armstrong, Duke Ellington, and Eddie Lang, Lonnie Johnson scored a massive, out-of-the-blue R&B hit with the ballad Tomorrow Night. A more unlikely smash could hardly have been imagined. Written by two Tin Pan Alley veterans, Tomorrow Night had been a minor pop hit in 1939 for Horace Heidt’s orchestra and was little heard since. Sam Coslow penned the lyrics for such standards as Just One More Chance and My Old Flame, and achieved another place in history by setting up a Hollywood studio in 1940 that filmed 3-minute musical “soundies” for video jukeboxes by many of the decade’s top artists. The facts that Johnson hadn’t had a hit record since before the Depression, and that King Records in 1947 was primarily known as a country music label (including the Delmore Brothers and Grandpa Jones), made the artist’s breakthrough all the more unexpected.308

         
            Tomorrow Night is a sentimental ballad, and in the hands of a less capable artist unmemorable. But throughout a recording career that had begun in 1925, Johnson had proved himself supremely adaptable to all types of material, and he delivers an earnest, heartfelt performance. After an Ink Spots-like opening guitar figure, be begins to croon: “Tomorrow night, will you remember what you said tonight? / Tomorrow night will all our thrills be gone, tomorrow night it be just another memory, or just another lovely song that’s in my heart to linger on?” Arnold Shaw: “Anyone who doubts the R&B basis of rock ‘n roll should listen” to this performance. “It has the repetitive triplets, sounded on a cymbal instead of on a high-register piano, To Lonnie’s held notes, a female group responds with typical ‘ba-ba-ba’s.’ As for the [nearly] sixty-year-old blues pioneer, he sings in a vigorous voice that has a vibrant, metallic quality. Evidence of his jazz background can be heard in the way he comes in before the beat, instead of on it.”309

         Jim Dawson and Steve Propes made this one of the fifty profiled performances in What Was the First Rock ‘n Roll Record, and noted two of Johnson’s distinctions: Blues god Robert Johnson so admired Lonnie that he once pretended to be his kid brother and later emulated his vocal and guitar style on one record, and Elvis Presley loved this performance enough to copy Lonnie’s vocal inflections when he recorded Tomorrow Night for Sun in 1954.310

         
            
            Nature Boy (1948)—Nat “King” Cole (written/adapted by Eden Ahbez) 

         Capitol 15054

         Recorded on August 22, 1947; chart debut on April 17, 1948 (8 weeks at #1); #1 (4 weeks) in Canada; #3 in England (GHF, Trad-#109, Jazz-#205, 1001)311

         Nat “King” Cole’s Nature Boy, one of the most utterly unusual pop hits of its age, also has one of the most colorful back stories in pop annals. In its sinuous melody, quasi-philosophical lyrics, and arrangement, it was unlike just about any other chart-topping song that had come before, and its extraordinary success set Nat Cole’s career onto an irrevocable new path, transforming from a jazz pianist who occasionally sang, to a pure pop crooner.

         A bearded and diminutive bohemian with shoulder-length hair, Eden Ahbez, a true free spirit for his time, had first crossed paths with Cole when Nat recorded his song Land of Love in March 1947; he was typically barefoot or wearing sandals, dressed in rags, and ate only fruits, vegetables, and nuts. Ahbez went to the stage door of the Los Angeles theater where Cole was playing to show him several new songs, and the singer was immediately struck with Nature Boy. Biographer Leslie Gourse: “Since Nat had the ability to look at sheet music and know how the song would sound—and he preferred to look at the lead sheets rather than have a composer play a song for him—Cole thought he might like the haunting melody with its liturgical overtones. He took it home, played it, and decided that the music combined well with the preachy but ingenuous lyrics, which promised that love conquered all. He liked the device of the singer dramatizing that message by reporting its arrival with a magical child.”

         “Nature Boy became a song for plainspoken, down-to-earth folks in Nat’s conception,” continues Gourse; “even though as he sang it, it had the feeling of parlando, a narrative half-talked, half-sung.” The song appealed to both his musical and spiritual values. Cole introduced the song at a small Sunset Boulevard club; Irving Berlin was reportedly in the audience, and quite taken with the song. It clearly had the makings of a hit, but Ahbez had left neither an address nor a phone number on his sheet music. Cole sent scouts in search of the songwriter; according to different accounts, Ahbez was found living with his pregnant young wife under the Hollywood sign, or camping out in someone’s garden in town. “He sure is a funny guy,” Cole remarked with a slight smile.312

         At the singer’s direction, arranger Frank Devol removed the waltz rhythm, and crafted what Gourse calls a “far-out” arrangement, “something all out of tempo, except when pianist Buddy Cole played some licks, and Harry Bluestone played violin.” Devol thought the piece was so odd that it wouldn’t be commercially released. (Will Friedwald noted that it “exploited the ethereal, alien quality of his voice.”) Capitol put it on the “B” side of the far more conventional Lost April, which Cole and everyone else assumed would be the hit. Instead, Nature Boy caught fire as a popular phenomenon, topping the charts just ten days after release.313

         With that success, Ahbez stood to collect about $90,000 in royalties. But Herman Yablokoff, a prominent composer-playwright-producer born in Grodno, Russian Poland (now Balarus, and emigrated to the United States in 1924), claimed to be the real composer of the melody, and sued Ahbez for plagiarizing a 1935 Yiddish tune, Schweig Mein Hertz (Hush, My Heart), from a musical called “Pappirosen” that had been performed at a Second Avenue theater. It seems that Ahbez had encountered the tune at a Yiddish theater, thought it was a traditional melody in the public domain, and fashioned lyrics for it. Ahbez protested that he had “heard the melody as if angels were singing it.” Yablokov responded dryly that “if he heard angels, they must have bought a copy of my song.” The suit was settled out of court for $25,000. Although Ahbez wrote other songs, Nature Boy was to be his only hit.314 Jack Gottlieb (in Funny, It Doesn’t Sound Jewish) suggests another possible borrowing: The opening strain of the slow movement of Antonin Dvorak’s Piano Quartet in A (Op. 81) matches that of the Cole ballad.315

         “The hypnotic song nevertheless burrowed deeply into the country’s culture in a variety of ways, and even then surfaced to make a spiritual point,” remarks Gourse. “Nat’s uncanny sense of pitch and phrasing converts a subtle, tenuous melody into a sharply edged masterpiece,” wrote Charles Wolfe. Audiences would sit transfixed by Cole’s performances of the song. “It’s always that way,” the singer declared. “People sit and listen and think. I don’t expect to ever find another song like it. … People need songs that go to their hearts—like ‘The Boy.’”316

         
            
            Just Because Polka (1948)—Frankie Yankovic and His Yanks  (written by Bob & Joe Shelton) 

         Columbia 12359 and 38072

         Recorded on November 4, 1947; chart debut on May 8, 1948 (reached #9); “international version” of song recorded on February 13, 1951, Columbia 39350 (GHF, World-#34, RR)

         Nine years after Will Glahe’s Beer Barrel Polka had kicked off something of a U.S. polka craze in parts of the Midwest and Northeast, Frankie Yankovic gave the genre another national hit with Just Because, and built a career that helped expand the music’s long-term popularity. “America’s Polka King” was born in Davis, West Virginia, on July 15, 1915 (his parents had emigrated separately from the Republic of Slovenia in 1903), and was raised in Cleveland. In A Passion for Polka, Victor Greene writes that Cleveland continued to attract immigrants to its Slavic and German neighborhoods, even after the larger waves of immigration subsided in the 1920s, so it was a leading center for polka.317 After becoming proficient on the piano accordion, he began performing regularly on local radio in 1932, and made his first recordings in 1938 for his own Yankee label leading the Slovene Folk Orchestra. A Purple Heart recipient in wartime service, he cut about fifty sides for small labels from 1942 to 1945, and after landing his first big-label recording contract with Columbia in 1946, soon made it pay off handsomely.

         
            Just Because had been written by the Shelton brothers, Bob and Joe (their real last name was Attlesey), and it was first recorded by them as members of the Lone Star Cowboys in 1933 for Bluebird (the flip side of the record was another well-remembered favorite, The Crawdad Song). Dick Spottswood opines that the melody was probably inspired by the jazz standard Milenberg Joys, originated by the New Orleans Rhythm Kings in 1923. When Bob and Joe began recording as the Shelton Brothers in 1935 for Decca, one of the first songs they recorded was Just Because, the performance that established the song as a country standard. It’s a jaunty, light-hearted number about a guy telling his girlfriend that he’s through with her “because, just because.” Johnny Pecon, Yankovic’s very adept second accordionist, had loved the song ever since he heard it while in the service, and on joining Yankovic’s combo in 1946, he reworked it slightly as a polka tune (the 1930s originals were already pretty close to polka). Yankovic had to cajole reluctant Columbia officials to let him do the song; they only relented when he offered to buy ten thousand copies of the record himself.318 The vocal duet helped sell the piece to a pop audience, but above all, it’s the engaging melody and the two strong accordions (with the leader playing melody and Pecon playing harmony) that hammer it home. The Yanks’ combination of accordions, banjo (George Cook), bass, and Solovox (an early portable electric organ), and a style that evolved out of Slovenian marching bands and tavern combos, became known as “the Cleveland sound.”

         Soon after its release in January 1948, the record started generating action, selling twenty thousand to thirty thousand copies in Boston alone during its first few weeks. The timing was propitious, as Arthur Godfrey had enjoyed a #2 smash with the novelty Too Fat Polka, so the record market was clearly receptive to some more polka. At exactly the time that Just Because was reaching the airwaves, the Andrews Sisters (who had scored their own 1939 hit version of Beer Barrel Polka) were riding high on the charts with a Swiss polka number, Toolie Oolie Doolie (The Yodel Polka). The Yankovic record ended up selling close to a million copies by some estimates, and so did the Yanks’ Blue Skirt Waltz in 1949. Although these would be his only charted singles, Yankovic maintained a prolific recording career (26 years of it with Columbia) for decades thereafter. In 1986, he received the first-ever Grammy in the Best Polka Recording category.

         
            June 21: Columbia Records announces the mass production of 12-inch, 33 1/3 rpm microgroove long-playing albums, providing 15 to 20 minutes of uninterrupted listening per side. In addition to their playing time and excellent fidelity, another selling point of LPs is that they are manufactured from sturdy, flexible plastic—or vinyl—as opposed to extremely brittle, easily shattered 78’s.

         
            
            Misterioso (1948)—Thelonious Monk Quartet 

         Blue Note 560

         Recorded on July 2, 1948 (Jazz-#341)

         
            Misterioso, one of Thelonious Monk’s defining classics, opens with the statement of the theme, based on so-called “walking sixths,” stated by the pianist-leader and vibraphonist Milt Jackson. One of the six sides cut during the session (also including Evidence), it was, notes biographer Robin Kelley, Monk’s first twelve-bar blues composition.319 As described by Martin Williams, with the second chorus Jackson begins to improvise, and Monk responds by moving in some unexpected directions. In his solo, he “echoes the upward, walking movement of his theme. In the final chorus, as Jackson recapitulates the theme, Monk meanwhile counterpoints a kind of ‘aired out’ version of his previous accompaniment, echoes his solo and finally joins Jackson’s final few notes of the recapitulation. Thus, the composer makes the last chorus a kind of semi-improvised summary of the entire performance.”320

         
            
            I Want My Crown (1948)—Pilgrim Travelers 

         Specialty 313, released in c. July–August 1948

         Formed in Houston by Joe Johnson, Willie Davis, and cousins Kylo Turner and Keith Barber in 1936, all from the Pleasant Grove Baptist Church, the Pilgrim Travelers first began to establish a national reputation after moving to Los Angeles in the early 1940s. Baritone Turner led the group with a wide vocal range extending into falsetto, alternating leads with Barber. J. W. Alexander transformed the group after becoming their manager and new tenor singer in 1945, adding athletic choreography that immediately became widely influential (with foot-pats that became known as “walking rhythms”). Having previously recorded for small labels including Swingtime, they signed with Art Rupe’s Specialty Records in 1947, for which they would record over eighty sides through 1956. The revised group lineup became Turner, Barber, Alexander, baritone Jesse Whitaker, and bass Rayfield Turner. I Want My Crown is one of the Travelers’ finest performances, a fervent, exciting a cappella knockout with a very soulful lead vocal. This exemplifies why the Pilgrim Travelers ranked during the late 1940s alongside the Dixie Hummingbirds, the Golden Gate Quartet, and the Soul Stirrers among the era’s foremost vocal groups. “Lord, when I’ve done the best I can, I want my crown. … You know how much I’m suffering in this world of sin. …”

         
            
            Chicken Shack Boogie (1948)—Amos Milburn 

         Aladdin 3014

         Recorded in Los Angeles on November 19, 1947; chart debut on November 20, 1948

         (#1 for 5 weeks R&B) (Blues-#270)

         A boogie piano man who helped define the jump blues of the immediate postwar era, Amos Milburn was born in Houston on April 1, 1927, began playing in local clubs as a teenager, served overseas in World War II, and after his return landed a record deal with Aladdin. Just over a year after his September 1946 debut session (which included guitarist Sam “Lightnin’” Hopkins), Chicken Shack Boogie was his breakthrough smash. It’s a tale (spoken more than sung) about “the place where all the bad cats meet”—inspired by the Texas juke joints he knew so well—accompanied by his pumping piano and the wailing tenor sax of Maxwell Davis.321 In Preston Lauderbach’s view, the song was virtually unparalleled in its frank depiction of black street life.322 According to Arnold Shaw, it’s a record that “greatly influenced” Fats Domino.323 After recording over fifty sides in 1947 alone, Milburn scored nineteen R&B hits from 1948 to 1954, many dealing with the pleasures of the bottle (such as Bad, Bad Whiskey), although none of these tunes was written by the artist. He cut a sizzling new version of Chicken Shack Boogie at a Little Richard-like tempo, made in New Orleans with Domino’s regular sidemen (particularly Alvin “Red” Tyler on baritone sax), for Aladdin in 1956. Blues bandleader Johnny Otis declared that the original Milburn hit was “a thing unto itself … probably one of the greatest records of all time. So much electricity and energy—it’s supercharged.”324

         
            
            White Christmas (1948)—The Ravens 

         National 9062325

         Chart debut on December 25, 1948 (#9 R&B); later reissues on Mercury 70505 (1954); Savoy 1540 (in 1959)

         Ever since 1954, we’ve been familiar with the delicious reinvention of Irving Berlin’s White Christmas by the Drifters featuring Clyde McPhatter and Bill Pinkney. But superb though it was, the Drifters’ approach was lifted directly from the 1948 recording by their R&B forerunners the Ravens.326 The interplay between Jimmy Ricks’ resonant bass voice and the high tenor of Maithe Marshall (who takes over the lead halfway through the record several octaves higher), the slyly humorous undertone that does not detract from the song’s intrinsic beauty, and even weaving in a bit of Jingle Bells—all of these elements in the Ravens’ original were picked up, to greater commercial success, by the Drifters.

         While Berlin’s basic song was intact, remarks Brian Ward, “both versions were quite deliberately disjointed, with an agonizingly slow tempo, heavily exaggerated vocal slurs and a wayward, slightly menacing bass vocal line which ruptured rather than underpinned the well-known melody. Applied to a song with such a peculiarly suggestive title and precious place in white American popular culture, this calculated distortion brilliantly challenged the song’s conventional meaning. It was firmly within the black cultural tradition of ‘putting on whitey.’”327

         
            
            Philadelphia Lawyer (1949)—Maddox Brothers and Rose (written by Woody Guthrie) 

         Four Star 1289

         Released in January 1949328 (Folk-#167, C&W-#213)

         The Maddox Brothers and Rose were one of the most consistently entertaining groups in all of country music during the years immediately following World War II; Rose Maddox was perhaps the genre’s finest female vocalist to that time; they championed the songs of Woody Guthrie and Merle Travis, and made many memorable recordings. Yet, incredibly, the group never appeared on the Billboard country chart. It was only when Rose Maddox went solo that she enjoyed several chart hits later. However, the family band’s legacy of terrific music holds up, and Philadelphia Lawyer stands atop it all.

         Brothers Cliff, Cal, Fred, Don, and Henry Maddox, and sister Rose (born August 15, 1925), were all born in Boaz, Alabama, and along with their family fled the Great Depression’s devastating impact on cotton prices (their parents worked as sharecroppers) to move to California. The 2,000-mile trek was mostly as railway stowaways along with some hitch-hiking; on its arrival in Oakland, the family was the subject of an April 1933 front-page newspaper story recounting the journey. After working as “fruit tramps” picking a variety of crops for four years, in 1937, they began performing on KTRB radio in Modesto, with eleven-year-old Rose contributing vocals. By 1940, their shows were running on several West Coast radio stations; then, the brothers headed off for war service.

         After the war, they regrouped and recorded extensively for the Four Star label from 1946 to 1954, billed as “the most colorful hillbilly band in America” for their sometimes wacky humor and showmanship. These qualities never got in the way of the music; the Maddox Brothers and Rose made important early recordings of Guthrie’s Do Re Mi and Travis’ Dark As a Dungeon. They had much in common with Guthrie, most notably because both had ventured to California in search of a better life, and were perfectly suited to perform Woody’s darkly humorous Philadelphia Lawyer, based on an actual incident of a cowboy being shot in an argument over a girl in Reno.329 Woody, as was his habit, set his lyrics to an existing melody, that of the traditional folk ballad The Jealous Lover.330 Bill Malone, in liner notes for The Smithsonian Collection of Classic Country Music, writes that “Rose sings it with the strength and passion that made her a great country singer.” When Guthrie first performed the number in 1937 while he was doing a show over KFVD in Los Angeles, he called it Reno Blues, and the Maddoxes learned it directly from Woody and cousin Jack Guthrie late that year. Rose’s rendition, “marked by her interesting fusion of gospel and honky tonk, was the model for all subsequent recordings of the song.”331

         
            February 1949: Responding to the competitive challenge of long-playing albums introduced the previous June by Columbia, RCA Victor launches a new line of 7-inch 45 rpm singles, marketed as small, light, and durable (made of vinylite) compared with 78’s. During the next several years, through the “battle of the speeds,” 33’s and 45’s will each become dominant in their realm, and 78’s are phased out. The rise of 45’s also means that vinyl records—which had previously been used only for non-commercial releases, such as V-discs—become the industry-wide standard, replacing shellac records.

         
            
            Ain’t Nobody’s Business (Parts 1 & 2) (1949)—Jimmy Witherspoon 

         Supreme 1506

         Recorded in Los Angeles on November 20, 1947; chart debut on March 5, 1949 (1 week at #1 on R&B chart, 34 total weeks) (Blues-#181)

         One of the most familiar songs in all of blues was reworked by Jimmy Witherspoon to become one of the biggest R&B hits of the late 1940s, Ain’t Nobody’s Business. Born August 8, 1923 in Gurdon, Arkansas, Witherspoon (his father a brakeman for the Missouri Pacific Railroad) took advantage of a free rail pass to travel to Los Angeles at sixteen, working as a cook and dish-washer while singing at after-hour joints. During World War II service in the Merchant Marine, he got to sing on an Armed Forces Radio Service show, and on returning stateside to California in 1944 was hired by pianist-bandleader Jay McShann to succeed Walter Brown as the band’s singer, and toured nationally with him before leaving by early 1948. The sturdy blues shouting style of Joe Turner served as a model for Witherspoon’s style.

         
            T’ain’t Nobody’s Business If I Do (a song whose ancestry traces back to the early years of the century, as documented by Howard Odum in 1911 for the Journal of American Folklore)332 had been given a classic recording by Bessie Smith in August 1923, and was covered by many other artists in the next quarter century. Al Patrick, owner of Supreme Records, suggested that it would be a perfect number for him. According to Chip Defaa, blues great T-Bone Walker also urged Witherspoon to record the song, which was a staple of Spoon’s live shows.333 Although he had left McShann by then, the great pianist accepted his invitation to play on the session (the bandleader’s cousin Pete McShann is the drummer here).334 Witherspoon fashioned a largely new set of lyrics for the song (except for the title phrase), and it ran long enough that Supreme carried it across both sides of the 78. His performance has a defiant anger and an emotional edge that resonated with listeners, saying in effect, “I’ll do whatever I damn well please”—an attitude that would be dangerous for a black man in real life at the time, but could be indulged on record. (The anger was partly due to an argument that Spoon had with the producer during the session; afterward, McShann suggested to him, “get mad every time you record!”) After sitting on the label’s shelf for more than a year, it became the second longest-running hit since the R&B charts had begun in 1942.335

         Blessed with “a big, heady voice in the swinging tradition of Jimmy Rushing and Joe Turner,” writes Arnold Shaw, he “uses his pipes with taste and the soulful feeling of a Ray Charles, probably as a result of his early church experience.”336

         
         
            
            Yesterdays (1949)—Art Tatum 

         Recorded on April 2, 1949 live at Shrine Auditorium (Los Angeles); later issued on Columbia album The Piano Starts Here (Jazz-#486)

         The Jerome Kern composition Yesterdays, written for the 1933 musical Roberta, is one that has tantalized and challenged generations of jazz musicians. As discussed by Ted Gioia, while another song from the same show, Smoke Gets In Your Eyes, has been vastly more popular with the general public, Yesterdays “is a much better vehicle for improvisation. … It is more compact, sounding simple while still employing the rapid harmonic motion so characteristic of this composer’s better works.”337 Perhaps the most astonishingly gifted of all jazz pianists, Art Tatum made the song a vehicle for his virtuosity and musical imagination.338 Dan Morgenstern called this performance a “masterpiece … not merely decorating but transforming his material. The beguine pattern, the startlingly effective broken-chord passage, the octave unison fingering in fast tempo, the kaleidoscopic display of ideas, and their coherence and structure add up to a breathtaking musical experience.”339 It was included on his 1949 solo concert at the Shrine, which was initially released as an Armed Forces Radio Service 16-inch transcription for radio broadcasts. When the show was subsequently issued on LP, it assumed legendary proportions, most notably on the album Piano Starts Here. This was despite the fact that the concert was poorly recorded, leaving master tapes that were problematic for later reissues.340 The power of the performances rendered the sound quality secondary.

         Red Norvo told Ira Gitler: “I think harmonically he affected a lot of people … and I think emotionally he could do most anything he wanted to do on the piano.” According to Rex Stewart, Coleman Hawkins, on seeing him while Hawk was with Fletcher Henderson, was “so taken by Tatum’s playing that he immediately started creating another style for himself, based on what he heard Tatum play that night—and forever after dropped his slap-tongue style.” Budd Johnson told Gitler that saxophonist Don Byas would learn Tatum’s solo and play them on his alto.341 Teddy Wilson: “Tatum was head and shoulders over all other jazz pianists and most classical pianists. … He was a phenomenon. He brought an almost unbelievable degree of intense concentration to the piano, and he had a keyboard command that I have heard with no other jazz pianist.”342

         
            
            Boplicity (1949)—Miles Davis (written by Miles Davis & Gil Evans) 

         Recorded for Capitol on April 22, 1949; reissued in 1957 on The Birth of the Cool343
             (Jazz-#180, GHF-album)

         Miles Davis had been deeply impressed by Claude Thornhill’s immediate postwar band, including arrangements by Gil Evans. “Using a section of French horns, clarinet, and tuba, [Thornhill] sought a lush, almost static climate of sound,” writes Dan Morgenstern. When he first began writing for Thornhill, Evans recalled, “the sound of the band was almost a reduction to an inactivity of music, a stillness. … The sound hung like a cloud.” Then the band acquired strong soloists such as Lee Konitz (alto sax) and Red Rodney (trumpet), and Evans began fashioning arrangements to the band’s sound. When Evans asked Davis for permission to use his Donna Lee chart for the Thornhill band, the trumpeter agreed, on the condition that Evans allow him to study some of the Thornhill scores. By mid-1948, with the second recording ban by the musicians’ union in effect, many musicians hung out at Evans’ West Fifty-Fifth Street apartment, including Charlie Parker, Gerry Mulligan, and John Lewis. When the Thornhill band temporarily disbanded, it was decided to reduce its sound to what Evans called “the smallest number of instruments that could get that sound and still express all the harmonies [the band] used. Miles wanted to play his idiom with that kind of sound.” The band’s personnel included Mulligan (baritone sax), Konitz, Bill Barber (tuba), and bassist Al McKibbon. When the ban was lifted at year’s end, Davis signed with Capitol Records, and the nonet’s first session took place in January 1949. Boplicity and Israel (called the two “acknowledged masterpieces” of the sessions by Morgenstern) were cut at a second session in April, with personnel changes including J. J. Johnson (trombone), John Lewis (piano), and Kenny Clarke (drums).344

         
            Boplicity, writes Jack Chambers, “moves along through numerous shifts of texture as the various horns are rearranged into new alliances, in what can only be described as a tour de force by Evans.”345 It was Miles’ favorite from the sessions. “Boplicity alone is enough to make Gil Evans qualify as one of jazz’s greatest arranger-composers,” declared Andre Hodeir.346 Gary Giddins praises the nonet’s recordings as “an incredible achievement,” calming the feverish excesses of bebop through the records’ influence on other musicians. “Counterpoint and polyphony reappeared, tempos slowed, timbre lightened.” The 78’s from the group (including the pairing of Boplicity and Israel) were issued in late 1950 and early 1951; the full sessions were released by Capitol on LP in 1957 as Birth of the Cool, after Miles’ fame had spread considerably, thanks to his debut Columbia album Round About Midnight.347

         
            
            The House I Live In (1949)—The Ravens (written by Earl Robinson & Lewis Allan)  

         National 9073 (released in May 1949, didn’t chart)

         One of the most famous of all songs against racism, The House I Live In is rooted firmly in the idealism of the New Deal and the all-American optimism of the immediate postwar era. As such, it can be seen today as perhaps a bit starry-eyed, even corny. But in the context of its time, it was a powerful musical statement, cowritten (under the pseudonym “Lewis Allan”) by Abel Meeropol, author of the greatest social protest song of all, Strange Fruit, and Earl Robinson, who also wrote other strong social-commentary songs, including Ballad for Americans and the 1972 Three Dog Night #1 hit Black and White.

         Robinson introduced it in the Works Progress Administration musical revue Let Freedom Ring (1942), and it was first recorded by Paul Robeson (who had introduced Ballad for Americans). The most widely heard recording of The House I Live In was by Frank Sinatra (who performed it in an Oscar-winning 1945 short film of the same title at RKO, with all proceeds going to youth-oriented charities), but arguably the best was that of the Ravens. One of the decade’s great R&B groups, the Ravens were formed in 1945 in New York City by Ollie Jones (tenor), Leonard Puzey (tenor), Warren Suttles (baritone), and Jimmy Ricks (bass); Jones was replaced in 1946 by Maithe Marshall. It is the magnificent, rumbling bass voice of Ricks (as heard in the group’s celebrated 1948 version of Ol’ Man River) that dominates this recording, a solemn and deeply felt performance accompanied only by piano.

         
            
            Bali H’ai (1949)—Juanita Hall/“South Pacific” (music by Richard Rodgers, lyrics by Oscar Hammerstein) 

         From Columbia original cast album South Pacific (chart debut on May 21, 1949; 69 weeks at #1, 400 total weeks)348 (GHF-album)

         When Richard Rodgers moved from his fabulously successful collaboration with lyricist Lorenz Hart to a history-making partnership with Oscar Hammerstein, the composer’s approach shifted. Larry Stempel: “Where Hart had often worked ironically to Rodgers’s music, Rodgers’s music responded more directly to the import of Hammerstein’s words. … Moreover, the lyricism apparent in [his] earlier work now took on a more measured quality to support such genuine expressions of emotion” as found in the shows from Carousel to The Sound of Music. The score of South Pacific has the widest stylistic range of any of the team’s shows to that point—from ballads (Some Enchanted Evening, This Nearly Was Mine) to up tempo (I’m Gonna Wash That Man Right Out of My Hair) to comic numbers (There is Nothin’ Like a Dame). That emotional quality is found in the gorgeous Bali H’ai, whose “exotic sensuality” is perfectly tailored to a show about U.S. soldiers who are stationed in the war’s South Pacific theater.349 It was also ideally suited to Juanita Hall (born November 1, 1901 in Keyport, New Jersey), former soloist and assistant director of the Hall Johnson Choir who attained fame in the role of Bloody Mary in both the Broadway and movie versions of the show.350 The song is named after a volcanic island frequented by U.S. officers, and where Mary is the reigning matriarch; she sings the alluring tune to Lt. Joseph Cable, because she wants to entice him to meet and marry her daughter. The Pulitzer Prize for Drama winner, South Pacific enjoyed a Broadway run of 1,925 performances (second to that time only to Rodgers & Hammerstein’s Oklahoma!), and its cast album was a phenomenon: Its sixty-nine weeks at #1 and 250 weeks in the Top Ten are figures that have never been equaled, or even approached.

         
            
            Pine Grove Blues (1949)—“Nathan Abshire and His French Accordion” 

         O. T. Records 102

         Recorded on May 23, 1949 at radio station WPLC (Lake Charles, Louisiana) (World-#98)

         Accordionist-bandleader Nathan Abshire enjoyed a long career as an influential Cajun performer, and Pine Grove Blues was his signature tune. Born June 27, 1913 near Gueydan, Louisiana, he learned the instrument early; by age eight, he was playing at house dances and later in public dance halls throughout the area.351 He made his recording debut in August 1935 in New Orleans, cutting six sides for Bluebird with the Rayne-Bo Ramblers, a string band that included guitarist LeRoy “Happy Fats” LeBlanc. The session was a mixture of traditional Cajun repertoire and newer Western swing elements. Two of the selections would become enduring parts of Abshire’s stage act: French Blues and the One-Step de Lacassine. The latter tune, notes Ryan Andre Brasseaux, was a vibrant romp that “flirts with the melody” that would become Pine Grove Blues.352 The primary basis for the song (particularly in its lyrics) was the Columbus Fruge number Tite Negresse. Another antecedent for the Pine Grove melody was Le blues du ‘tit chien, recorded by Amedee Breaux. (According to Abshire, it was additionally inspired by an unidentified Texas blues recording he heard in the 1930s.) He was still a struggling part-time musician when, following wartime service, he began a new round of recordings for O.T. Records, a small regional label based in Westlake, Louisiana (its slogan: “Hits of Louisiana”). It’s a jaunty, highly danceable number driven by his simple but vigorous accordion style and rough but appealing vocal. Label owner Virgil Bozeman “sold boxfuls of Pine Grove Blues from the back of a large hearse,” writes John Broven in South to Louisiana, and although his follow-ups were not as successful, the record had an impact. Broven ranks it alongside Harry Choates’ smash Jole Blon and Iry LeJeune’s Love Bridge Waltz as Cajun classics of the immediate postwar period that boosted the genre’s popularity and helped to reestablish the primacy of the accordion in Cajun music.353

         With Ernest Thibeaux (possibly also on drums) and Ray Broussard (backing vocals), Atlas Fruge (lap steel), and Will Kegley or Wilson Granger (fiddle).

         
            
            Body and Soul (1949)—Billy Eckstine 

         MGM 10501

         Recorded on June 14, 1949; chart debut on September 24, 1949 (peak position #27) (Jazz-#490)

         Billy Eckstine’s performance of Body and Soul is a dream matching of a one-of-a-kind singer with a classic song. The man known as “Mr. B” was born William Clarence Eckstein (the spelling later changed) on July 8, 1914 in Pittsburgh. He attended Howard University in Washington, D.C., began singing in Washington and other Eastern clubs, and achieved stardom as vocalist with Earl Hines’ big band from 1939 to 1943, most notably the hits Jelly, Jelly and Stormy Monday. From mid-1944 to early 1947, he served as leader of one of the decade’s most influential (though too little recorded) bands, pioneering in the acceptance of bebop with dazzling soloists that, at times, included Charlie Parker, Dizzy Gillespie, and Miles Davis. He began hitting the pop charts in 1945 with A Cottage for Sale, and after breaking up the band he became (after Nat “King” Cole) only the second black male ballad singer to achieve tremendous crossover success.

         Years later, we appreciate Eckstine for his exceptional baritone, but perhaps do not fully grasp the artistry behind his great physical instrument. In his 1940s recordings, writes Will Friedwald in Jazz Singing, “Eckstine perfected the richest, ripest, and perhaps most beautiful voice of any male singer.” His voice “has so much depth and muscle that he almost seems to sing harmony; not a harmonic part, as a member of a vocal group would sing, but the root, third and fifth of a chord all at once.”354 This performance of Body and Soul, which Friedwald calls “a magnificent jazz vocal,” captures the beauty of the composition but goes beyond it, reconfiguring the melody in the way that would later be associated with Sarah Vaughan (whom he strongly influenced).355 (Johnny Green, the primary composer of Body and Soul, was a top musical director at MGM, and Eckstine had success with other Green songs on the label, including I Wanna Be Loved.) Eckstine proudly told Downbeat that he regarded this recording as his “best on wax.”

         
            
            Baby Get Lost (1949)—Dinah Washington (written by Leonard Feather) 

         Mercury 8148

         Recorded on March 4, 1949; chart debut on July 30, 1949 (#1 for 2 weeks R&B) (Blues-#322)

         
            Baby Get Lost is a delicious urban blues ballad by a lady who is not to be trifled with, a gal brimming with sexual confidence who will have things her way, or no way. Dinah Washington, hot on the heels of her 1948 R&B smashes West Side Baby and Am I Asking Too Much, gives it a memorably authoritative performance, accompanied by a big band. Arnold Shaw: “She had a flutelike voice, sinuous, caressing, and penetrating. Master of all the devices of blues and gospel shading—the bent notes, the broken notes, the slides, the anticipations, and the behind-the-beat notes—she handled them with an intensity that came from her early church training.”356

         She’s got so many men, “they’re all standing in line,” she declares here. And indeed, Dinah had seven husbands over the years. Her toughness was legendary; she was known for physically attacking hecklers after a show. So the lyrics here—designed by jazz critic/composer Leonard Feather in the mold of his previous hit for Dinah, Evil Gal Blues—are more than metaphorical.357 “Don’t want no trouble, I’ve got to be the boss / And if you can’t play it my way, well now, baby, get lost. …” The song (accompanied by Teddy Stewart’s orchestra, including George Hudson trumpet, Ernie Wilkins alto sax, Cecil Payne baritone sax, Freddie Green guitar, and Ray Brown double bass) is included in Rhino’s “The R&B Box.”

         
            
            I’ll Fly Away (1949)—Chuck Wagon Gang 

         Recorded in 1948; released in August 1949 on Columbia 20599; reissued in June 1950 (Columbia 20701) (GOSP-#69, RIAA)

         One of the primary roots of early country music was in the Southern singing school tradition, popularized by the “shape-note” method of instruction first made available in songbooks from 1802 onward, particularly Benjamin White’s Sacred Harp (1844).358 In the twentieth century, white gospel composers would build on this tradition, none more successfully than Albert Brumley. The Oklahoma-born composer’s songs (such as Turn Your Radio On and above all, I’ll Fly Away) became fixtures in both white and black churches. One of the finest versions was by the Chuck Wagon Gang.

         D. P. “Dad” Carter (born in 1889) met his wife Carrie in a singing school, and had been working with his family in the cotton fields when hard times fell, and he persuaded the management at a Lubbock, Texas radio station to give him a daily radio program at a modest salary in 1935. He sang tenor, his daughters Rose and Anna sang alto, and his son Jim sang bass and played the guitar. The Carter Quartet became the Chuck Wagon Gang the following year, and began making recordings for the American Record Corporation. After singing both sacred and secular material at first, soon they shifted to an all-gospel repertoire. After the Sunrise (1940) and Brumley’s Jesus Hold My Hand (1941) were among the family’s most popular early recordings. After the war, the Chuck Wagon Gang became a longtime fixture on Columbia Records. Their gorgeous, inspirational treatment of I’ll Fly Away formed the template for an exceptional version by James and Martha Carson in 1950. Here and in Brumley’s other compositions, write Bill Malone and David Stricklin, “the unfulfilled wishes of this world are projected as being realized in the heavenly world to come.”359

         
            
            Tell Me Why You Like Roosevelt (Parts 1 & 2) (1949)—Otis Jackson and Natural Clouds of Joy 

         Recorded in September 1949

         This tribute to the life of Franklin D. Roosevelt—musically inspired by the Golden Gate Quartet’s song Jonah—was originated by Brother Willie Eason during the period after the President’s death on April 12, 1945.360 The male vocal group the Evangelist Singers recorded Tell Me Why You Like Roosevelt first in 1946 (on the Chicago label).361 This was followed by the Soul Stirrers’ recording for Aladdin in June 1947, with lead vocal and steel guitar by Eason, as Why I Like Roosevelt. It celebrates, in particular, FDR’s achievements on behalf of blacks, such as the Fair Labor Protection Act and appointing the first Negro general. In this strong a cappella performance led by Miami disk jockey and occasional gospel singer Otis Jackson—a participant on the Evangelist Singers’ performance—the group expresses the wish that Roosevelt could have lived to see the victorious end of the war, but it concludes that God must have had a higher plan for him: “God almighty, was a poor man’s friend.” “Keep on fighting for victory” is the ringing, optimistic chorus. In 1996, Eason himself recorded a wonderful, extended live version of the song.

         
            
            Blues Stay Away from Me (1949)—Delmore Brothers (written by Alton Delmore & Henry Glover) 

         King 803

         Recorded on May 6, 1949; chart debut on September 17, 1949

         (#1 for 1 week C&W, 23 weeks total)362 (C&W-#92, GHF, HBN)

         After sixteen years of wonderful and very influential recordings, country pioneers Alton and Rabon Delmore had their biggest hit with this deeply bluesy ballad. Henry Glover, a house pianist and arranger for King Records, had arranged an infectious number by Lucky Millinder in early 1949, D Natural Blues, which, in turn, had been based on Boarding House Blues, scored by Glover as theme music for a 1948 movie short of the same title.363 But Paul Williams got a copy of the movie theme chart from Andy Gibson, who’d worked with Glover and Millinder, and used a very similar arrangement and melody to score much bigger with The Hucklebuck. Glover responded by teaming with the Delmores and harmonica whiz Wayne Raney to concoct a song with the same melodic structure, and Zeke Turner’s electric guitar leading the way with a strong bottom riff.364 (According to musicologist Dick Spottswood, the song also utilizes a bass figure associated with pianist Jimmy Yancey’s boogie-woogie numbers of the previous decade, such as Yancey Special as popularly recorded by Meade Lux Lewis.)365 “Time goes by and still I can’t be free. …”

         
            
            Lost Highway (1949)—Hank Williams (written by Leon Payne) 

         MGM 10506

         Recorded on March 1, 1949; chart debut on October 8, 1949 (reached #12 C&W)

         (HBN-#2, C&W-#151)

         Written by blind musician Leon Payne, who worked out of Jerry Irby’s nightclub in Houston and would become best known for writing the ballad I Love You Because, Lost Highway was first issued by Payne in October 1948 on the Nashville-based Bullet label. Its first-person account of (in Williams’ biographer Colin Escott’s phrase) “perdition laced with misogyny” made it a perfect vehicle for Hank Williams, who made it sound like pages torn from his diary.

         Payne’s “cautionary tale about the wages of sin,” suggests Bill Friskics-Warren, may have caused Williams to sense that “the song’s cry of spiritual and moral alienation prefigured his destiny.” “I’m a rollin’ stone, all alone and lost / For a life of sin, I’ve paid the cost / When I pass by, all the people say / Just another guy, on the lost highway.” “The fateful resolve with which Williams renders these lines—echoed by the ghostly groans of Don Davis’s steel guitar—makes Lost Highway one of the eeriest records ever made. But what’s unsettling here isn’t so much that Hank sees himself as bound for hell as that he sounds like he’s already there, which in a very real sense he was.” Plagued with constant back pain that he tried to ease with drugs and alcohol, adrift in a tumultuous marriage that included serial cheating by both partners, and obsessed with relentless touring and promotion to build and sustain a career at the expense of any normal life, Williams was in many ways a lost soul. It often seemed that “Hank didn’t believe himself worthy of love or forgiveness, much less of redemption. … He couldn’t, for the life of him, see another way out. Witness the despair in his voice when he cries out, ‘And now I’m lost, too late to pray,’ before urging others not to follow him on his spiraling descent.”366 Nick Tosches: “Self-doomed and self-tormenting, Williams wrote and sang of a world in which love danced endlessly with loss, sin with salvation, laughter with despair.”367 Friskics-Warren and coauthor David Cantwell ranked this performance #2 in Heartaches by the Number: Country Music’s 500 Greatest Singles.

         
            
            The Hammer Song (1949)—The Weavers 

         Hootenanny Records H-101368

         Recorded in 1949; also issued on Harmony Records (Folk-#73)

         Pete Seeger and Lee Hays, old friends in the New York folk-music community from their work together with Woody Guthrie in the early 1940s with the seminal group the Almanac Singers, wrote The Hammer Song—the anthem we know as If I Had a Hammer—in early 1949, and first performed it at a benefit for eleven Communist Party leaders on trial under the notorious Smith Act.369 370 They had just begun performing together at occasional gigs with Ronnie Gilbert and Fred Hellerman, and under their new name the Weavers they recorded the song (backed with Banks of Marble) for the makeshift Hootenanny label, produced by Seeger’s friend Boots Cassetta. As Seeger’s biographer David King Dunaway notes in How Can I Keep from Singing, 1949 was not a good year for Pete: That spring, People’s Songs, an organization he had built and run for three years, went bankrupt; the Weavers had difficulty finding work; and on Labor Day, not long after performing The Hammer Song at a left-wing concert in Peekskill, NY, protestors threw stones at him and shattered the windows of his car in which his children were hiding as he drove away.

         But against this inauspicious background, an American classic was born. The Hammer Song was too controversial for any publisher to touch, and even after the Weavers signed with Decca and took the pop music charts by storm in 1950, they never recorded it for their new label. When Pete suggested that they sing it at a booking in 1952, another Weaver answered, “Oh no, we can’t get away with anything like that!” Nevertheless, Hammer was becoming widely known in the folk community; in 1950, the topical-song magazine Sing Out! was founded, taking its name from the chorus of the Seeger-Hays song featured on its first cover (May issue). Seeger included it (as If I Had a Hammer) on a 1958 album, and four years later, his cocreation was immortalized by Peter, Paul, and Mary, becoming one of the foremost rallying cries of the civil rights movement. “The Weavers never had the opportunity to make a hit of If I Had Hammer,” writes Dunaway, “but they had the satisfaction of seeing that no edict and no committee could kill a song. Songs, like revolutions, must often outlive their creators to take root. The great ones—whether commercialized, lost, or rediscovered—have a life of their own.”371

         
            
            Little Delia (1949)—Blind Willie McTell 

         Recorded as Delia for Library of Congress in Atlanta on November 5, 1940; as Little Delia for Atlantic in c. November 1949; not issued until late 1960s (Blues-#338)

         On Christmas Eve night 1900, sixteen-year-old Moses (Cooney) Houston murdered his fourteen-year-old girlfriend Delia Green in Savannah, Georgia. The event (as detailed through the research of John Garst) occurred at a holiday party one block from Delia’s home; they argued, she cursed him, and he picked up a pistol he’d retrieved from a repair shop, and shot her dead. The party’s host Willie West chased down the killer and handed him over to the police; a jury found Houston guilty of murder, and he was sentenced to life in prison, serving twelve years before being paroled. That killing would etch itself into black folklore much like the Frankie & Albert (or Frankie & Johnny) saga. Howard Odum collected a version of Delia in Newton County, Georgia, outside Atlanta around 1906–1908 as One More Rounder Gone, as published in the Journal of American Folklore.372 Newman Ivey White included three versions of Delia in American Negro Folk Songs (1928). The tune’s first known recording was by Reese DuPree in 1924 as One More Rounder Gone.

         Blind Willie McTell first recorded Delia for the Library of Congress in 1940. Ruby Lomax, on a field recording trip with husband John Lomax, had come upon the singer completely by chance while he was entertaining at an Atlanta pig ‘n whistle stand, and the next morning he sang and told stories for 2 hours in the Lomaxes’ hotel room as the tapes rolled. Nine years later, performing as “Barrelhouse Sammy” (one of his many pseudonyms), McTell cut the definitive version of the brutal tale. When McTell recorded fifteen songs (including a powerful solo treatment of this one as Little Delia) in one session for Atlantic Records in 1949, it was his first commercial studio session in thirteen years. It was also a rare foray into country blues for a label that focused heavily on urban R&B and jazz; the session was part of Atlantic’s first Southern recording trip, which also yielded the first recordings of Professor Longhair. But the one single issued from the session (a revival of his old favorite Broke Down Engine Blues) didn’t sell, and even though the December 24, 1949 Billboard announced that Atlantic had signed “Blind Sammie,” the other tracks remained unheard for another twenty years. Johnny Cash recorded Delia in 1962, and various folk artists picked up on it during the next few years.

         In The Rose and The Briar, Sean Wilentz points out the curious fact that none of the many versions even mention the ages of the protagonists. This was “a crime of passion involving two lovers barely out of puberty. It was a childish murder.”373 McTell’s two performances of the song (strengthened, as always, by his vigorous command of the 12-string guitar) pack a wallop, establishing the foundation for all the covers to follow.

         Mardi Gras In New Orleans (1949)—Professor Longhair and His New Orleans Boys

         Originally recorded in October 1949 and issued on Star Talent 808 as by Professor Longhair and His Shuffling Hungarians; then in c. November 1949 on Atlantic 897374 (Blues-#87, R&B-#250)
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         “Everybody wanted a Mardi Gras song, so I wrote one,” said Roy Byrd, aka Professor Longhair, and in the generations since, no Mardi Gras celebration has been complete without his creation ringing out. The New Orleans piano master had been performing at the city’s Caldonia Inn when he got his first opportunity to record with the Dallas-based Star Talent label, with his combo of Walter “Papoose” Nelson (guitar), Robert Parker (saxophone), and “Big Stick” (drums). (Seventeen years later, Parker scored his own pop hit with Barefootin’.)375 
            Mardi Gras in New Orleans (with a whistled introduction) and a follow-up, She Ain’t Got No Hair, expired quietly, largely because the tiny label was about to go out of business.376 But at about the same time, Atlantic cofounder Ahmet Ertegun embarked on the relatively new label’s first Southern field trip, heard about Professor Longhair while in New Orleans, and was knocked out when he saw him perform at the Pepper Pot in Gretna. A few days later, he did a ten-song session with Byrd at New Orleans’ J&M Studio, adding a few extra players to his regular band, including tenor saxophonist Charles Burbank. A new version of Mardi Gras in New Orleans was the highlight. The record got a strong review in Billboard in February 1950, and received local airplay, but failed to catch on nationally.

         Jim Dawson and Steve Propes included Mardi Gras among the fifty candidates for What Was the First Rock ‘n Roll Record? “Though the song stands today as an advertisement for the world-famous festival, it was originally a proto-rock ‘n roll recording written and performed by a man who set the course for the Crescent City’s musical reputation in the 1950s.”377 In 1959, Fess recorded a new version of the song backed by Mac Rebennack’s band (the future Dr. John) under the title Go to the Mardi Gras for Joe Ruffino’s Ron label, and although it too failed to catch on commercially, this is the version typically heard every year. “Get your ticket in your hand, you want to go to New Orleans / Somebody will show you the Zulu King. …”

         
            
            The Fields Have Turned Brown (1949)—Stanley Brothers and the Clinch Mountain Boys (written by Carter Stanley) 

         Columbia 20667

         Recorded in Nashville on November 20, 1949378 (C&W-#339)

         Carter Stanley, says Bill Malone in Country Music, U.S.A., “excelled in the writing of lonesome songs, full of pastoral imagery, that described personal loss or disappointment. Carter had a profound love for his [Virginia] mountain home and the beautiful rural landscape that defined its character. Like a true romanticist, he often wrote of the loss, or possible loss, of the people and places he loved—parents, sweethearts, the old home place, the rural scenes of childhood.” A case in point is The Fields Have Turned Brown, a magnificent composition and spellbinding performance. It’s the tale of a young man who made the decision to leave home and embark on a new life far away—only to experience long-distance tragedy years later. The imagery is concise and intense; and the trio harmonies of Carter, brother Ralph, and Pee Wee Lambert help define the haunting “high lonesome” sound.

         On songs like this, writes Billy Altman in liner notes for the Sony boxed set “Can’t You Hear Me Callin’: Bluegrass: 80 Years of American Music,” “the Stanleys explored the hard choices faced by those who yearned to travel and experience life, but who in the process were disconnecting from their families and long-held values.” “Son, don’t go astray, was what they both told me / Remember that love forgot can be found / But now they’re both gone, this letter just told me / For years they’ve been dead, the fields have turned brown.” Nature itself, writes Malone, “seems to mirror the bleakness” felt by the wayward son and to underline his sense of guilt.379

         
            
            Just Friends (1949)—Charlie Parker (music by John Klenner) 

         Mercury 11036

         From the album “Charlie Parker With Strings”; recorded on November 30, 1949; album chart debut on June 10, 1950 (#9 peak) (Jazz-#361, GHF-album)

         Ever since his frequent musical partner Dizzy Gillespie recorded four Jerome Kern songs at a February 1946 session that included strings and woodwinds (recordings that were blocked from commercial release by the Kern estate, and not made available until 1980),380 Charlie Parker had been longing for the opportunity to work in an orchestral setting—in that era widely regarded as granting mainstream “respectability”—until it finally happened in 1949. He frequently spoke about his admiration for composers such as Prokofiev and Stravinsky, and called violinist Jascha Heifetz one of his favorite musicians. When he made a guest appearance as soloist on an early-1949 orchestral piece by Neal Hefti for the Norman Granz album “The Jazz Scene,” Repetition, the favorable response encouraged the artist to take the plunge. The album that emerged from these aspirations, supervised by Granz, was the biggest popular hit of his career, but while the alto saxophonist’s own performances here are beyond reproach—especially on the collection’s most acclaimed piece, Just Friends—critics have found plenty to disparage about what surrounds him. The string ensemble was arranged and conducted by Jimmy Carroll, including Mitch Miller on oboe, plus Stan Freeman on piano, Ray Brown on bass, and Buddy Rich on drums. Gary Giddins, while praising the performance on Just Friends as “radiant,” opines that the arrangements on this album are pedestrian.381 However, Parker regarded Just Friends as one of his personal favorite recordings.

         The first selection Parker recorded with strings for Granz, Just Friends was written in 1931 by John Klenner (music) and Sam M. Lewis (lyrics). Introduced by Red McKenzie, it was never a hit, but was recorded by many artists, including Morton Downey, Ben Selvin, and Glen Gray’s Casa Loma Orchestra. As performed by Parker, it is (notes biographer Carl Woideck) taken at a faster tempo than most of the other numbers in the series. “More unusually in these string arrangements, he also enjoys a full chorus of improvisation in a new key in which he is not required to refer to the melody.” He also has three other improvisational sections: an introduction, a half chorus, and a coda. After the string opening, Parker enters with what Woideck calls “a thrilling four-bar introduction in double time that retains its freshness over repeated listenings.” Playing with “great freedom and spontaneity,” his “timbre is rich and in control, with just a touch of edge. … Parker is alert and aware as he spins forth gem after surprising gem of melodic invention.” He also inserts a brief quote from the Fanny Brice standard My Man, which Billie Holiday had recorded in 1948.382

         
            
            Sleigh Ride (1949)—Boston Pops Orchestra (written by Leroy Anderson) 

         RCA Victor 78-1484

         Chart debut on December 24, 1949 (reached #24)

         
         
            
            Sleigh Ride (1950)—Leroy Anderson and His “Pops” Concert Orchestra 

         Decca 16000

         Recorded on September 11, 1950

         One of the most universally known and beloved figures in U.S. music for a half century, Arthur Fiedler was born in Boston on December 17, 1894, joined the Boston Symphony Orchestra in 1915 as a violinist, and nine years later formed the Boston Sinfonietta, a chamber music orchestra comprising Boston Symphony members. In 1930, he was appointed the conductor of the Boston Pops Orchestra, a position he retained until his death in 1979. During that time, the “Pops” made a vast number of recordings, and began the annual tradition of the Fourth of July concert and fireworks displays at the Esplanade, which regularly drew audiences of 250,000 to 500,000. The best-remembered single recording by the orchestra was the holiday classic Sleigh Ride composed and arranged by Leroy Anderson, who was with the Pops from 1938 to 1949. The December 10, 1949 Billboard called it the season’s “surprise item.” As a Victor Red Seal classical release, it wasn’t shipped to disk jockeys, but a Boston DJ began playing it, the label’s local distributor got it to other DJs, and from there it spread across New England, then nationwide. Even before the latter-day addition of lyrics, this is a light-orchestral delight.

         Although the Boston Pops record was the hit, for subsequent generations the version typically heard multiple times every December is the one recorded a year later by Anderson’s own fifty-five-member orchestra. With its clomping horse hooves and final “whinny,” it never fails to evoke a warm, misty-eyed image of the old-time U.S. Christmas.

         
 

            1.Simon, Glenn Miller & His Orchestra, 150–151.

            2.Smithsonian Collection, 28.

            3.Long Steel Rail, 316–319.

            4.Norman Corwin, who produced this recording, featured Woody Guthrie on his Sunday afternoon variety show, and used the Almanac Singers on “This Is War,” a four-network special program on behalf of the national war effort.

            5.When We Were Good, 105–108. “The Ballad’s essential statement is an affirmation of political and social entitlement against the backdrop of a sense of powerlessness, invisibility, and marginality compensated, as it was in the labor movement, by dignity, strength, and inclusion in numbers.”

            6.Folkways included it on the iconic 1959 compilation The Country Blues.

            7.Feature by David Evans in September 1966 Blues Unlimited. According to White, he played baseball in the Negro Leagues in the 1930s (shortstop and pitcher), and claimed to have beaten Satchel Paige once, but no evidence has been found.

            8.Rowe, Chicago Breakdown, 18–19.

            9.Delta Blues, 94.

            10.Victor had fought in the courts to control broadcast rights to their recordings, and Decca actually had a six-month ban on all unauthorized song broadcasts, until they finally gave up a campaign that had been opposed by their own recording artists (April 17, 1940, Variety).

            11.Klein, 74–75.

            12.Dylan, 243–244.

            13.Guthrie biographer Joe Klein calls it perhaps the first significant multi-artist folk music concert before a large “mainstream” audience. Other performers included Leadbelly, the Golden Gate Quartet, Bess and Alan Lomax, and Aunt Molly Jackson.

            14.Seeger article, July 1964, Sing Out.

            15.Gioia, 186. In The Jazz Standards (73–74), Gioia called Cotton Tail both one of his finest compositions “and also perhaps his most uncharacteristic.” The latter is because of its modernistic bebop-like qualities, created a few years before bop in its familiar form had taken shape.

            16.Tom Piazza praises the “fantastic shout choruses from reeds and brass at the end” (Guide to Classic Recorded Jazz, 54).

            17.Collected Works: A Journal of Jazz, 55–56.

            18.Schuller, 126–130.

            19.Tucker, The Duke Ellington Reader.

            20.Lowe, 166.

            21.Dick Katz, liner notes, Jazz Piano: A Smithsonian Collection, 28. The tune’s popularity led to its publication in sheet music form.

            22.The Swing Era, 409.

            23.The 1822 version depicts a race on the Kildare, Ireland track between “Sku-ball” and Sir Ralph Gore’s mare, Miss Portly, as printed in The Vocal Library (London).

            24.American Ballads and Folk Songs, 68.

            25.The Anne and Frank Warner Collection list of Proffitt recordings filed with the Library of Congress Folklore Section lists Dooley as his second 1940 performance, without a specific date. Proffitt recorded another seventy-plus tunes for the Warners in 1941, but didn’t revisit Dooley.

            26.Warner article on Proffitt, October–November 1963 Sing Out. Also see Traditional American Folk Songs from the Frank & Anne Warner Collection, and Spring 2000 Sing Out.

            27.Folk Song, U.S.A., 285. Warner recorded his first version of Tom Dooley for the Library of Congress on February 17, 1947.

            28.Houghton, Becoming Elektra, 31–33. Warner’s recording, and the Folksay Trio’s a year later, established the template for the Kingston Trio’s. Also see Polenberg, 66–74.

            29.Cantwell, When We Were Good, 2–5. From 1939 to 1959, Warner sang his rearrangement of Tom Dooley in every lecture and program he gave (article by Anne & Frank Warner, Autumn 1973, Appalachian Journal).

            30.In 1941, she changed the spelling of her first name to “Connee.”

            31.Smithsonian’s American Popular Song, 62–63.

            32.New History of Jazz, 254.

            33.Smithsonian Collection of Classic Jazz (1973), 31.

            34.Schuller, 130–133.

            35.Balliett, Collected Works, 31–32.

            36.According to Ellington’s memoir Music Is My Mistress (153), the song was inspired by a drive along the very picturesque south shore of the Columbia River east of Portland, Oregon.

            37.The elegant beauty of that melody was further underlined by the trio version that Duke did in 1962 with Charles Mingus (bass) and Max Roach (drums) from the Money Jungle album.

            38.Schuller, 131–132.

            39.Guide to Classic Recorded Jazz, 53.

            40.The record was reviewed in the same issue of Billboard (January 18, 1941) as Artie Shaw’s similarly ambitious, two-part Concerto for Clarinet. The record’s B side was a gorgeous treatment of the Gershwins’ The Man I Love.

            41.Firestone, 263.

            42.Schuller, 35–36.

            43.Collier, 282.

            44.Peaked at #4 among the best-sellers in the East (January 11 Billboard). Dorsey was the record industry’s #1 seller of 1941, topping Glenn Miller (January 14, 1942, Variety).

            45.Gunther Schuller (The Swing Era, 682) marveled that Paul Weston’s arrangement for Dorsey’s 1936 version, in its final half-chorus, creatively “recomposes” Carmichael’s melody, “a fascinating precursor of the kind of thing that Gil Evans was to do” over twenty years later.

            46.Reissued as Victor 1544, charted again on March 25, 1944 (#25).

            47.This is one of eight Shaw records RIAA certified as million sellers and belatedly presented to the artist at an event celebrating his twenty-five years with RCA Victor. In all, he sold forty-three million records for RCA (November 10, 1962, Billboard).

            48.Another of Shaw’s qualities, remarks John Szwed in his Billie Holiday biography (150), was “a wicked sense of musical humor that usually passed over the heads of his audiences”: This recording ends over the closing chords of Stravinsky’s The Firebird.

            49.Note the timing of the recording: Sixteen days after the radio networks instituted a boycott of music controlled by ASCAP due to the songwriters’ organization demanding that licensing fees be doubled. The networks desperately needed non-ASCAP material, and folk tunes like Volga Boatmen fit the bill.

            50.The translation of the original Russian title is “Song of the Barge Haulers.” (Fuld, 520)

            51.Like nearly all Wills songs, it was published by Ralph Peer’s Southern Music.

            52.San Antonio Rose: The Life and Music of Bob Wills, 235. Townsend opines (61) that while it is a Western song, it contains elements of the New Orleans jazz style that Wills loved.

            53.The record would have been a bigger hit if not for the fact that ASCAP pulled all its songs from the airwaves in January 1941, meaning it received no network radio plugs.

            54.Biographical Guide, 8, 10.

            55.A territorial hit in Memphis.

            56.Hammond, 223–226.

            57.Singers and Soloists, 26.

            58.Southwest Shuffle: Pioneers of Honky-Tonk, Western Swing, and Country Jazz, 185.

            59.Gioia, History of Jazz, 153–155.

            60.Living With Music: Ralph Ellison’s Jazz Writings, 42.

            61.Deep Blues, 104.

            62.The April 23, 1941 Variety reported that the song’s working title was Sunrise on a Guinea Farm.

            63.Simon, 433.

            64.Herzhaft, 128.

            65.March 19, 1972, Crawdaddy.

            66.Bostic, an alto saxophonist who later enjoyed hits on his own, also arranged the performance.

            67.Uptown spent five weeks among the best-sellers in the East (peaking at #6), and reached #5 on the West Coast. It was Okeh’s third biggest hit of 1941 (January 14, 1942, Variety).

            68.Included in the Sony/Columbia 125th anniversary compilation 360 Sound.

            69.Visions of Jazz, 193.

            70.Guide to Classic Recorded Jazz, 39.

            71.The Swing Era, 545.

            72.The documentary, The Columbia, was released in 1949, with just three of Guthrie’s songs, including Pastures. The other songs were not commercially issued until 1987.

            73.Woody Guthrie: A Life, 195–196, 202–203.

            74.Reissued as Decca 11064 in January 1953.

            75.Its flip side, Maria Elena, was #1 for six weeks. On August 30, with Green Eyes at #1 in Billboard, Jimmy Dorsey also held the #3, 4, and 6 positions, while brother Tommy was #5. On September 13, Jimmy swept the top three spots.

            76.Billboard at the time noted industry skepticism that the record could be more than a moderate hit, as it was deemed too similar to Amapola, but the doubters were proved wrong.

            77.February 24, 1945, Billboard.

            78.January 24, 1948, Billboard.

            79.During the same sessions at which Maceo recorded six songs, he accompanied Tampa Red on eight sides.

            80.January 1965, Blues Unlimited.

            81.Santelli, Best of the Blues, 100.

            82.April 27, 2013, Billboard.

            83.He’s singing in an uncharacteristically low register here.

            84.When Arlen and Mercer first performed the new song during a party of Hollywood performers and songwriters at the home of the late composer Richard Whiting, it created a sensation, as his daughter Margaret Whiting recalled. Mel Torme’s mouth was agape, Judy Garland was equally stunned, and soon everyone wanted a chance to sing it (Whiting & Holt, It Might As Well Be Spring, 63–65).

            85.Schuller, 330.

            86.A different lineup of Heavenly Gospel Singers made subsequent recordings, including the superb I’m a Poor Pilgrim of Sorrow (December 1945) led by Thomas Delaney.

            87.Goodbye Babylon liner notes by Dick Spottswood and colleagues, CD 4, p. 16.

            88.The B side was White’s version of Billie Holiday’s anti-lynching epic Strange Fruit.

            89.Chasing the Rising Sun, 78–82. Anthony remarks that while White may not have learned the song from Lomax, he was clearly influenced by Lomax’s transcription of its verses.

            90.Liner notes, When the Sun Goes Down: The Secret History of Rock & Roll, Vol. 3.

            91.J.O.B.—its name (according to Arnold Shaw in Honkers and Shouters) was said to have been derived from Oden’s initials—also had blues artist Sunnyland Slim as a minor participant in the ownership. The company’s biggest hit was Eddie Boyd’s R&B chart-topper Seven Long Years (1952).

            92.Negro Spirituals, 40–41. Here, the “Negro bards” have not simply recited the story of the Crucifixion, “they have fused it into their very pathos.”

            93.Brown, Vol. 3, 626.

            94.Black Song: The Forge and the Flame, 304.

            95.Gershwin: His Life and Music, 321–322.

            96.It was the second biggest hit of 1942 on Your Hit Parade with six weeks at #1, and topped the Variety sheet music charts for twelve weeks.

            97.Born June 18, 1906 in Rocky Mount, North Carolina, Kyser was one of the best-selling “sweet” band leaders of the 1930s and 1940s. His career was launched around 1926 when he succeeded Hal Kemp as leader of the University of North Carolina’s Carolina Club Orchestra.

            98.The Songs That Fought the War, 88.

            99.Several early-1942 articles in Billboard, starting with the January 3 issue, noted that even though publishers were dashing off numerous patriotic songs, record companies and radio were cautious about them, with the exception of sentimental ballads such as this one.

            100.Reached #6 on West Coast.

            101.Levinson, Trumpet Blues, 100.

            102.September 19, 2015, e-mail to author.

            103.Rudi Blesh suggests (Shining Trumpets, 314) that Ripples, in its original form, was such an intense and demanding piece that few pianists could navigate it, causing Roberts to slow it down to its Swing-Era incarnation.

            104.In a January 24, 1948 Billboard poll of retailers, DJs, and jukebox operators, Cocktail was voted the #6 all-time favorite. Six of the top eleven were by Miller.

            105.Charters, 176.

            106.Achieved territorial hit status in Chicago (July 4, Billboard).

            107.Schuller, 686–688.

            108.Stardust Melody, 227–228.

            109.Eskew, 119.

            110.The song was continually among the top fifteen sheet music sellers from fall 1942 through late summer 1943.

            111.It sold 1.4 million copies (March 17, 1945, Billboard).

            112.The Songs That Fought the War, 122.

            113.Billboard reported Lagoon as #1 in the East for three weeks before it became #1 nationwide; in all, it reigned supreme in the East for seven straight weeks.

            114.Trumpet Blues, 111.

            115.Reissued in late 1947 on Decca 25255.

            116.According to the February 19, 1944 Billboard, Dorsey by that time had sold fifteen million records for Decca.

            117.Acuff’s record was reported to be receiving jukebox activity in the “American Folk Records” section of Billboard for three weeks in August 1942, and November 14.

            118.Schuller, 139–140.

            119.Jazz Masters of the Thirties, 220.

            120.The January 1945 Metronome declared Main Stem and Johnny Come Lately “the best big band coupling” of the past year.

            121.In a Metronome reader poll (July 1956) to determine their all-time favorite RCA Victor recordings, Main Stem ranked fourth, behind only Goodman’s Sing Sing Sing, Berigan’s I Can’t Get Started, and Hawkins’ Body and Soul. Duke’s Warm Valley ranked seventh.

            122.Lees, 83.

            123.November 2005, Banjo Newsletter.

            124.The song was included in John Wesley Work’s 1940 book American Negro Songs (p. 197).

            125.The B side is the wartime hit Praise the Lord and Pass the Ammunition, complete with sound effects (planes, bombs, and guns).

            126.Ralph Peer and the Making of Popular Roots Music, 186–187. Peer was delighted that after years of trying to popularize the samba in the United States, it finally broke through with this song (p. 209). By that time, he and his wife had their primary residence in Mexico City.

            127.Mazor, 205–208.

            128.During much of this preparatory period into 1942, Ellington envisioned the piece as a five-part opera titled Boola. But when it became clear that financial backing for the production would not be forthcoming, he dropped it and instead incorporated many of its ideas into B, B&B.

            129.As detailed by biographer Harvey Cohen (202–243), the promotional buildup for the concert by the William Morris Agency and RCA Victor was extraordinary, including stories in Time, Newsweek, and the New York Times, a lavish feature in Look magazine, and numerous radio broadcast tributes. Both Victor and Ellington’s former label Brunswick released four-disk 78 rpm albums of classic recordings by the band in the weeks surrounding the show.

            130.A substantially abbreviated version of the suite (four sides on 12-inch disks) was released as an album in February 1946; The March Metronome lamented that Duke’s “masterpiece” had been “cut in shreds.”

            131.History of Jazz, 189–191.

            132.Schuller, 141–150.

            133.Harold Arlen: Rhythm, Rainbows and Blues, 159.

            134.Skylark: The Life and Times of Johnny Mercer, 129.

            135.Wilder, 273–274.

            136.The song was brought to James (and also to the bands of Jimmy Dorsey and Freddy Martin) by music publisher Lou Levy. It was also Levy who prodded Columbia A&R man Manie Sachs in 1943 to rerelease the record.

            137.James biographer Peter Levinson (Trumpet Blues, 72) suggests that one reason for its initial failure may have been the battle between ASCAP and newcomer BMI. The formal radio ban on ASCAP songs (including All or Nothing) didn’t take effect until January 1, 1941, but the previous August NBC ordered that songs controlled by BMI be moved into network music programs with increasing frequency.

            138.Friedwald, 72.

            139.Smithsonian’s Singers and Soloists of the Swing Bands, 29.

            140.Before All or Nothing, Lawrence had also written another James-Sinatra song, It’s Funny to Everyone But Me.

            141.Sinatra revisited the song with a slow ballad arrangement backed by lush strings in 1962, and a relaxed-tempo 1966 big-band version.

            142.#1 for twenty-seven weeks on the Billboard “American Folk Records” listings in 1943, then for three weeks on the official country charts that began in January 1944.

            143.Heartaches By the Number, 150.

            144.Jimmie Rodgers had recorded a Pistol Packin’ Papa in 1930, which had later been covered by Gene Autry. When Dexter first submitted his song to Art Satherley in 1942, the A&R man doubted that he’d be able to sell his new number due to this possible confusion (Johnny Bond, The Recordings of Jimmie Rodgers).

            145.Wald, 140–141.

            146.It was given a mild review in the May 16, 1942 Billboard.

            147.A different song titled Paper Doll, written by Lee David, was recorded by several dance bands in 1921, including Ben Selvin’s.

            148.The February 27, 1954 Cash Box, in a feature on E. B. Marks’ sixtieth anniversary, remarked that Paper Doll had been “kicked around the backrooms of saloons for 30 years” until it became a World War II phenomenon.

            149.After the record’s vast success, it ran into an unusual legal tangle. E.B. Marks Music had to hold the composer royalties in escrow while the courts dealt with claims by the late Black’s three widows (February 5, 1944, Billboard)—a situation that would find a rock-era echo with the legal battle over Frankie Lymon and the Teenagers’ Why Do Fools Fall in Love.

            150.Smithsonian annotation, 68–70.

            151.Gioia, 267.

            152.Once the band decided to record it, Capitol staged a contest for radio listeners to give the tune a name. The winner was “Topaze,” but Capitol chose instead to name it after the slogan already familiar from radio broadcasts that began with the introduction: “The artistry in rhythm of Stanley Kenton” (Pirie & Mueller, Artistry in Kenton: The Bio-Discography of Stan Kenton and His Music, 8–9, 13–14).

            153.Other standouts in the 1943 Kenton band are Karl George and Buddy Childers (trumpets).

            154.Rob Bamberger, outlining the tale on his WAMU-FM program (Washington, D.C.) “Hot Jazz Saturday Night” in December 2013, noted that while the Ram song was quickly forgotten, it was performed by Glenn Miller’s Army-Air Force orchestra as part of a seasonal medley on Glenn’s radio broadcast in December 1943, when the Crosby record was riding high.

            155.White Christmas: The Story of an American Song, 158.

            156.Wilder, 261.

            157.In 1956, Cole did a fine new small-combo version of Paper Moon (with Harry Edison on trumpet) for the album After Midnight.

            158.Spent four weeks on Billboard pop singles chart as a package of 78’s; counting weeks after creation of a separate album chart in 1945 it had over one hundred weeks in Top Ten and over three hundred weeks on chart.

            159.Anything Goes: A History of American Musical Theatre, 157.

            160.Mordden, Rodgers and Hammerstein, 46–47.

            161.Mordden, 39.

            162.Somewhere for Me: A Biography of Richard Rodgers, 243–244.

            163.The Jazz Tradition, 76–77.

            164.Visions of Jazz, 128. In Jazz (299), Giddins and Scott DeVeaux cite Pettiford’s “wonderfully melodic solo made intensely rhythmic by his gasps of breath between each phrase.”

            165.The remake (listed in the May 11, 1946 Billboard) carried the same record number.

            166.King’s first two records by Jones and Travis in November 1943 were pressed in minimal quantities, with awful fidelity. Nathan relaunched the label in 1944 with $25,000 raised from family members, and in August 1944 established a 9,000-square-foot factory (Escott, Tattooed on Their Tongues, 63–64).

            167.Balliett, Collected Works, 108, from essay written months after Holiday’s death.

            168.Friedwald, 231–232.

            169.In October 1954, it was reissued (Decca 29296) due to Garland’s comeback in A Star Is Born.

            170.On the MGM set, Garland, who had just ended another romance, enthusiastically pursued the actor who played the object of her affections in the film, Tom Drake, but the pursuit ended unhappily when she discovered Drake was gay (Gerald Clarke, Get Happy, 200–201).

            171.Smithsonian’s American Popular Song, 70.

            172.Wilder, 346–347.

            173.Biographical Guide, 405.

            174.Reissued (with the same B side) in 1947 on Decca 25234.

            175.Other standouts in the ensemble include Barney Kessel (guitar) and Howard Rumsey (bass). The way in which the reeds and strings support the brass section recalls the artful arrangements of Artie Shaw classics.

            176.Smithsonian’s Big Band Jazz, 28.

            177.Schuller, 721–722.

            178.October 23, 1947, Down Beat.

            179.The song was copyrighted on May 3, 1941. After Holiday’s version, Heywood recorded it for both Commodore and Decca.

            180.Szwed, 180.

            181.The flip side was one of Gant’s several piano boogie numbers during this period that presaged rock and roll, Cecil Boogie. His We’re Gonna Rock (1950) made the Rock and Roll Hall of Fame.

            182.Shaw, 89–91. Gant’s blues-inflected ballad style, strongly influenced by Leroy Carr along with white crooners like Bing Crosby, provided a model for such 1950s singers as Johnny Ace and Jesse Belvin.

            183.Gillett, The Sound of the City, 144–145.

            184.Pete Grendysa (Collecting Magazine, 1985) recounts that initially, the only place I Wonder was being pressed was Allied Records, which could only produce five hundred copies a day because of its obligations to Capitol Records. It was only with the hasty establishment of a pressing plant independent of Allied that the huge demand for the record could be met.

            185.Levinson, Livin’ In a Great Big Way.

            186.Wilder, 247–249.

            187.The B Side, 78.

            188.Teddy Wilson recorded his own competing version of the song with his quintet—which also included Norvo—on a Musicraft recording released almost immediately after Goodman’s, with vocal by Maxine Sullivan.

            189.Wilder, 346.

            190.Jablonski, Harold Arlen: Rhythm, Rainbows, and Blues, 56.

            191.Smithsonian’s American Popular Song, 66–67.

            192.The flip side of Cattle Call in 1945, Each Minute Seems a Million Years, reached #5 C&W.

            193.Although it was not the first recording session held in Nashville (Ralph Peer had made one unproductive stop there in September 1928), the four songs recorded this day by Arnold in WSM’s Studio B marked the real beginning of the city’s country music recording history.

            194.A new version dueting with LeAnn Rimes reached #18 on the Country Singles Sales chart in December 1999, fifty-five years after the original recording.

            195.Spottswood article on Polish-American music in Ethnic Recordings In America: A Neglected Heritage, 144.

            196.Nat Green in Billboard’s “American Folk Tunes” column for June 23, 1945 described Cattle Call as “famous,” indicating that the song had already become a favorite for Arnold’s audience even before the record’s release.

            197.In between the 1944 and 1955 versions, Arnold also recorded it on September 14, 1949 for Victor 21-0133.

            198.Heartaches By the Number, 49.

            199.Jazz Singing, 85.

            200.Smithsonian’s I Got Rhythm: The Music of George Gershwin, 19.

            201.In November 1954, the record was reissued as Decca 29295 to take advantage of publicity from Garland’s film A Star is Born.

            202.The film achieved classic status, despite a host of problems. Garland initially had no confidence in the inexperienced Minnelli. She was frequently ill or tardy as shooting got underway, and tensions ran high. But as discussed by Garland biographer Gerald Clarke (196–203), two and a half months into filming, soon everyone realized that Minnelli “knew what he was doing”; Judy wound up falling in love with and marrying him. By the conclusion, “it was clear that something remarkable had occurred on that sickly and often embattled production: a movie of extraordinary power and presence had been created.”

            203.The B Side, 89.

            204.Calypso great King Radio would borrow the same tune for the chorus part of his hit Man Smart, Woman Smarter.

            205.Belasco did not compose the melody, but may have reworked it slightly.

            206.Another leading calypso performer, Wilmouth Houdini, released his own two-part version on the Andrews’ label (Decca 23394), listed in the March 3, 1945 Billboard.

            207.The March 3, 1945 Billboard remarked that there had been few complaints about the “free ad for Coca-Cola inherent in the disk.” While not intended to promote the product, the record was “probably among the most effective exploitation devices in the entire history of advertising.”

            208.Ranked #1 on Billboard’s premiere “Honor Roll of Hits” chart (March 24, 1945).

            209.Furia, Skylark: The Life and Times of Johnny Mercer, 142–143.

            210.The Songs That Fought the War, 189.

            211.The December 23, 1944 Billboard called it “the finest piece of pop music” since the 1941 hit ’Tis Autumn.

            212.See Furia, Skylark, 139–140.

            213.The daughter of pop songwriter Richard Whiting, Margaret was signed to Capitol by Mercer after she graduated high school, and had her first hit with Freddie Slack’s orchestra, That Old Black Magic (1943).

            214.Willie Nelson recorded Moonlight for his classic 1978 album Stardust, and in his memoir It’s a Long Story (266) he marvels that its storytelling “is so enchanting, its lyrics so poetic and its melody so lush,” that its unconventional nature doesn’t matter. “It’s a masterpiece, and masterpieces are defined by results, not rules.”

            215.Simon, 250.

            216.June 1945, Metronome.

            217.Jazz “has never produced anyone who was equally adept on slide and valve trombone,” declared the January 1946 Metronome. Harris “does things on the horn that are considered impossible. …”

            218.Schuller, 734–736.

            219.Fletcher Henderson’s biographer Jeffrey Magee suggests (228) that Henderson’s arrangement of Whispering for Benny Goodman may have served as a particular point of departure for Groovin’ High. The June 1945 Metronome said that Groovin’ had “become a sort of 52nd Street anthem.”

            220.According to the Oxford English Dictionary Supplement, “groove” in the modern sense dates back to at least 1932: “Having such a wonderful time which puts me in a groove.” One year later came a reference to “jazz musicians … playing in the groove.” Wingy Manone’s orchestra had a 1936 record, In the Groove (Random House Historical Dictionary of American Slang, 974).

            221.Groovin’ High: The Life of Dizzy Gillespie, 167. Ingrid Monson, discussing the session for A New Literary History of America (770–771), remarks that before this date, the new musical style “had yet to be given a consistent name. The opening of Groovin’ High … had embedded in its phrase ending the scat syllables that ultimately baptized the new sound: ‘ba-doodle-ah-bay da be bop.’”

            222.Ira Gitler, Swing to Bop: An Oral History of the Transition in Jazz in the 1940s, 146.

            223.Also cut at the same session were two other enduring Wills favorites, Stay a Little Longer and Roly Poly.

            224.National was chastised in the August 1945 Metronome for the poor balance and tonal reproduction on its Eckstine records. Still, the musical quality shone through.

            225.A Manhattan-based independent label founded by A. B. Green with Herb Abramson as A&R director, National had its first significant session just three months earlier in February by Joe Turner with Pete Johnson’s All-Stars, S. K. Blues; its greatest success would come shortly with The Ravens.

            226.Swing to Bop, 125.

            227.Smithsonian’s American Popular Song, 74–75.

            228.Friedwald, 263. The arrangement was by Jerry Valentine.

            229.The Musicraft reissue was reviewed in the August 16, 1947 Billboard.

            230.Rolling Stone Jazz & Blues Album Guide, 674.

            231.Ratliff, Every Song Ever, 26.

            232.Both Hot House and Groovin’ High were featured on a Gillespie/Musicraft album issued in April 1947.

            233.January 1946, Metronome. Hot House received a rave in its October 1945 issue.

            234.Ira Gitler, in Swing to Bop: An Oral History of the Transition in Jazz in the 1940s (144–145), agreed, calling this “the quintessential date” for the new music soon to be known as bebop. Pianist Al Haig told Gitler that playing with Gillespie and Parker “was kind of frantic at times. It was new, it was awesome, it was spectacular, it was curious.”

            235.Dylan, 94.

            236.Guthrie Ramsey, Jr., suggests (in Race Music: Black Cultures from Bebop to Hip-Hop, 66) that Jordan’s playful falsetto yelps on the last syllable of the title name seem to recall the artist’s beginnings in minstrel shows.

            237.Jordan’s manager Berle Adams related to Arnold Shaw in Honkers and Shouters that he suggested the idea of film shorts to Broadcast Music, Inc. (BMI) as a means of introducing the artist’s new songs: “We would … book these shorts into theaters in black communities down South so that, in place of phonograph records, they would be able to see Jordan perform new material on the screen.”

            238.Also discussion of the Caldonia film short—as both a promotional device and a direct source of revenue—in the June 8, 1946 Billboard.

            239.Honkers and Shouters: The Golden Years of Rhythm & Blues, 80.

            240.Honkers and Shouters, 63.

            241.Friedwald, 194.

            242.Eskew, Johnny Mercer: Southern Songwriter for the World, 188–190.

            243.During the early period after it became a hit, authorship of the song was a matter of dispute. Downbeat was one of the many publications that credited it solely to Jack Guthrie, but Pete Seeger knew better; the May 1948 issue of his periodical People’s Songs noted that Woody was the tune’s primary author. “In fact, it helped buy Woody, [wife] Margie, and [young son] Arlo a new car last year.”

            244.American Popular Song liner notes, 75–76.

            245.Somewhere for Me: A Biography of Richard Rodgers, 158.

            246.Sinatra! The Song Is You, 144.

            247.Smithsonian’s American Popular Song, 73.

            248.Trumpet Blues, 151.

            249.The Songs That Fought the War, 288.

            250.Mighty-voiced baritone balladeer Arthur Prysock was the band’s other featured singer. The band also featured Henry Glover (trumpet).

            251.Cowriter Ervin Drake’s other best-known songs are the Frankie Laine hit I Believe and the Frank Sinatra classic It Was a Very Good Year. Irene Higginbotham’s other noteworthy credit is the 1943 Jimmy Lytell single Fat Meat Is Good Meat. Billie also recorded Higginbotham’s No Good Man at this session.

            252.All but fifty million of the 350 million records sold in 1946 were on the “big four” labels: Victor, Columbia, Decca, and Capitol.

            253.Named one of the Records of the Year in the January 1948 Metronome.

            254.The Jazz Standards, 134–135.

            255.The original Dial release credited the record to the “Tempo Jazz Men.”

            256.Alyn Shipton, Groovin’ High: The Life of Dizzy Gillespie, 162, 167.

            257.Gillespie, To Be or Not to Bop, 135. Dizzy writes that he learned the minor-sixth progression from Monk; Diz also used it on Woody ‘n You and part of the bridge to Manteca.

            258.Gioia, The Jazz Standards, 346.

            259.Everybody’s Grandpa: Fifty Years Behind the Mike, 100–101.

            260.Smithsonian’s American Popular Song, 77.

            261.Crudup broke with Melrose in 1947 “after I found out he was gypping me.”

            262.The phrase also appears on Little Brother Montgomery’s Something Keeps-a Worrying Me (1936), and Louis Jordan’s It’s a Low-Down Dirty Shame (1942).

            263.Honkers and Shouters, 32.

            264.Terry Teachout remarks in Pops: A Life of Louis Armstrong (406) that throughout his life Armstrong was drawn to ballads like this and When It’s Sleepy Time Down South “whose melodies pivot on the major seventh of their underlying harmonies.”

            265.In January 1947, Metronome honored the Trio as “Influence of the Year,” as the United States “suddenly discovered that three men could make just as appealing music as a big band, and that it often pays off to concentrate on quality rather than quantity.”

            266.The January 1948 Metronome named Sunday one of its “Records of the Year.”

            267.Prima first recorded his song for Majestic in February 1946, but neither that nor a September version was released. By the time his third try in January 1947 was finally released, Thornhill’s record was a hit.

            268.Swing to Bop, 251.

            269.Smithsonian’s Big Band Jazz, 34–35.

            270.Floyd, 221–222.

            271.Acuff sang it at Williams’ funeral in January 1953.

            272.Heartaches by the Number, 94.

            273.. Malone, 104–105, 134.

            274.The album was reviewed in the July 12, 1947 Billboard. In the four-78 rpm album package, Sixteen Tons was back to back with Travis’ other greatest classic about the coal miner’s life, Dark As a Dungeon.

            275.Winter 1956, Sing Out, Seeger article on Travis. Seeger greatly admired Sixteen Tons, which The Weavers performed at their historic Christmas Eve 1955 concert at Carnegie Hall, while Ford’s version was still #1 in Billboard.

            276.This is considered (writes Rich Kienzle) the first single-artist country music concept album. It was preceded by the multi-artist 1940 RCA Victor anthology Smoky Mountain Ballads, the first country reissue of early string-band material.

            277.See Travis’ article on the story behind Sixteen Tons in the Spring 1956 Sing Out, reprinted from the United Mine Workers’ Journal.

            278.February 1985, Blues and Rhythm.

            279.Kienzle, Southwest Shuffle: Pioneers of Honky-Tonk, Western Swing, and Country Jazz, 97–99.

            280.Giddins and DeVeaux, 341.

            281.Navarro had received Dizzy Gillespie’s endorsement as Diz’ replacement in Eckstine’s band, where he remained for eighteen months (1945–1946). A major influence on jazz trumpet great Clifford Brown, Navarro died at age twenty-six in 1950.

            282.History of Jazz, 227–228.

            283.Collected Works: A Journal of Jazz, 409.

            284.Hodeir, 107.

            285.Smithsonian Collection of Classic Jazz, 32–33.

            286.The Essential Jazz Records, Vol. 2, 32.

            287.Giddins, 275–277.

            288.The April 3, 1948 Billboard awarded Sinatra’s record exceptionally high ratings (90 to 92 in all four categories).

            289.Sinatra! The Song Is You, 153.

            290.Wilder, 146–147.

            291.Album first listed in May 8, 1948 Billboard.

            292.Hampton’s performance of Midnight Sun is heard under the credits of the 1990 Bernardo Bertloucci film The Sheltering Sky.

            293.The macho Billy’s inability to directly tell Julie how he feels mirrors one of the show’s overall themes, notes Ethan Mordden: “why men and women don’t understand each other, or even why women understand and men don’t” (Beautiful Mornin’: The Broadway Musical In the 1940s, 85).

            294.Biographical Guide, 436.

            295.Indianapolis-born Johnson was called (by Leonard Feather and Ira Gitlin, Biographical Encyclopedia of Jazz, 360) “the progenitor of modern jazz trombone,” a perennial Down Beat poll winner.

            296.Smithsonian Collection of Classic Jazz, 33.

            297.Visions of Jazz, 280.

            298.Brown’s latter-day version teamed with Bonnie Raitt hit #3 on the Billboard digital blues song chart after it was launched in 2010.

            299.All Music Guide to the Blues, 33.

            300.Merry Christmas, Baby: Holiday Music from Bing to Sting, 13.

            301.Four Brothers was one of the first forty recordings chosen for the Grammy Hall of Fame (1984).

            302.Sims, Steward, and Getz had all been hired away from Gene Roland’s band.

            303.August 18, 1960, Down Beat.

            304.History of Jazz, 265.

            305.In Stomping the Blues (154), Albert Murray remarks that at one time the George E. Lee Orchestra was “the main territorial competition” for Bennie Moten’s mighty band, and that the Lees were “a family of professional musicians well known throughout the Kansas City area.”

            306.While suggestive numbers like this one tended to get limited radio airplay, “it was hard to find a jukebox in America without one of her singles in the stack” (Paul Grein, Capitol Records Fiftieth Anniversary, 1942–1992).

            307.After previously topping the jukebox race chart, Tomorrow Night was #1 on the premiere Billboard chart for Best Selling Retail Race Records (May 22, 1948).

            308.At a time when most record companies were retrenching and reducing personnel, King Records in 1948 announced a plant expansion and a 10 percent increase in personnel (June 19, 1948, Billboard). Hits like Tomorrow Night and Wynonie Harris’ Good Rockin’ Tonight helped make it possible.

            309.Honkers and Shouters, 14.

            310.Dawson and Propes, 25–28.

            311.In early 1958, New York’s powerful station WNEW declared it one of the “Ten Greatest Records of All Time” (February 24, Billboard).

            312.Unforgettable: The Life and Mystique of Nat King Cole, 100, 107–112.

            313.Cole and Capitol were helped by the fact that Nat was the only artist to record the song before the second American Federation of Musicians’ recording ban took effect on January 1, 1948; therefore, initially they had no competition (April 17, 1948, Billboard). After the record hit, other labels scrambled to record their own versions backed by vocal choirs, most notably Frank Sinatra, but none could approach the Cole original.

            314.After Cole died in 1965, his widow gave the publishing rights to Nature Boy back to Ahbez (Epstein, Nat King Cole, 279).

            315.In A History of Popular Music In America (578–579), Sigmund Spaeth cited yet another possible common ancestor for the melody, the Negro spiritual Sweet Jesus Boy.

            316.According to Linda Ronstadt (Simple Dreams, 102), the direct inspiration for Nature Boy was Max Sikinger, a diminutive German native who came to the United States and became one of the original physical fitness advocates found on southern California’s Muscle Beach (an early counterpart to Jack LaLanne), training decades of contestants for Mr. Universe contests.

            317.The so-called “polka belt” was centered in a large southern arc around the Great Lakes. (See Greene’s chapter on Yankovic beginning on 229.)

            318.Richard March’s chapter in Ethnic and Border Music: A Regional Exploration, 160–162.

            319.Kelley, Thelonious Monk: The Life and Times of an American Original, 140.

            320.Smithsonian Collection of Classic Jazz, 36. Filling out the quartet are John Simmons (bass) and Shadow Wilson (drums).

            321.Davis, a veteran of Fletcher Henderson’s band, was also a gifted arranger who worked with other top artists, including B. B. King, Percy Mayfield, and Milburn’s friend Charles Brown.

            322.The Chitlin’ Circuit and the Road to Rock ‘n Roll, 144.

            323.Honkers and Shouters, 230.

            324.Otis interview, April 1973, Blues Unlimited.

            325.The B side was their version of Silent Night. The session occurred soon after the Ravens covered the Orioles’ then-current hit It’s Too Soon to Know.

            326.As Philip Groia pointed out in They All Sang On the Corner (31), the Ravens’ version was preceded by the first treatment of White Christmas aimed at the black market, by The Sentimentalists for Manor in 1945.

            327.Just My Soul Responding, 81.

            328.Advance listing in February 5, 1949 Billboard, with an ad for the new release a week later. The song did well enough that Tennessee Ernie Ford issued a cover version for Capitol in March.

            329.Guthrie learned about the incident from a news clipping sent by a listener to his Los Angeles radio show in late 1937 (Klein, Woody Guthrie; A Life, 98).

            330.Barry Mazor suggests that another traditional song with the same basic tune and structure is Blue-Eyed Ella (Ralph Peer and the Making of Popular Roots Music, 61).

            331.Malone, 38.

            332.“Folk-Song and Folk-Poetry As Found in the Secular Songs of the Southern Negro,” July–September 1911, Journal of American Folklore (p. 275), and the October–December 1911 issue (p. 357).

            333.September–October 1990, Living Blues.

            334.According to McShann (interview, March–April 2000, Living Blues), it was his recording session, but he was under contract elsewhere, “so we used Spoon’s name.”

            335.Supreme Records was owned by a dentist named Al Patrick.

            336.Honkers and Shouters, 204.

            337.The Jazz Standards, 465.

            338.His December 1944 Yesterdays solo version recorded for Asch, writes Len Lyons, “is spun out in a glistening waterfall of notes, each one retaining its individuality.”

            339.Living With Jazz, 420. Len Lyons (139) marveled at “a monumental collection of constantly shifting rhythmic patterns and thick substitution chords laced together by blistering, tortuous runs.”

            340.In 2008, Sony/Columbia tried to address this issue by rerecording the entire Tatum concert using state-of-the-art technology, including computer software to recreate every note the pianist originally played, producing not only great fidelity but also controversy.

            341.Ira Gitler, Swing to Bop, 48–49. Clarinetist Buddy DeFranco, responding to claims that Tatum was all technique and a showoff: “If you really stop and listen to what Art Tatum was doing harmonically—not only technically—he was the greatest of all time.”

            342.Interview, January 22, 1959, Down Beat.

            343.The reissue was reviewed in the July 1957 Metronome.

            344.Living With Jazz, 212–213.

            345.Chambers, Milestones, 113–114. The sessions were produced by Pete Rugolo.

            346.Hodeir, 133.

            347.The Random House Historical Dictionary of American Slang (473) traces “cool” back to an 1825 reference in the British satirical publication Spy, referring to someone as “a right cool [imprudent, insolent, or daring] fish.” “Cool” was in use among African Americans in Florida by at least 1935, when Zora Neale Hurston’s book Mules and Men quotes a man who “makes it cool” at a party by bringing his guitar. But “hipster” dictionaries by Cab Calloway (1938) and Dan Burley (1944) don’t include “cool.” It seems to have been saxophonist Lester Young who popularized the word in the jazz community during the mid-1940s. (Also see Lewis MacAdams, Birth of the Cool: Beat, Bebop, and the American Avant-Garde, 14–23.)

            348.The movie soundtrack of South Pacific, with Juanita Hall as the one carryover, was #1 for 115 weeks in Britain, an all-time record.

            349.Showtime, 337–341.

            350.She also costarred in the 1954 Harold Arlen musical House of Flowers.

            351.Barry Jean Ancelet, The Makers of Cajun Music.

            352.Brasseaux, Cajun Breakdown, 87–88.

            353.Broven, 33–34.

            354.Friedwald, 264.

            355.In Stardust Melodies (161), Friedwald praises this performance: “Rife with melodic and harmonic variations, it’s one of the jazziest and farthest-out examples of singing that the great Mr. B ever gave us.”

            356.Honkers and Shouters, 145–146.

            357.Feather had been hospitalized while the record climbed the charts, and he told her, “Baby Get Lost paid for our hospital bills.” Its sales were boosted by the legendarily salacious flip side, Long John Blues (Nadine Cohodas, Queen, 91–93).

            358.Malone and Stricklin, Southern Music/American Music, 8–9.

            359.Malone and Stricklin, 79.

            360.The composition was officially credited to Jackson, but it’s believed that he learned it from Eason.

            361.Listed in the April 20, 1946 Billboard.

            362.Sold nearly 125,000 copies in its first six weeks (December 3, 1949, Billboard).

            363.Glover interviewed by John Rumble, Journal of Country Music Vol. 14, #2 (1992).

            364.On an alternate take, Lonnie Glosson provides a second mouth harp.

            365.Spottswood, May 17, 2015, Bluegrasscountry.org radio program.

            366.Heartaches by the Number, 2–3.

            367.Journal of Country Music Vol. 16 #3 (1994).

            368.It was a non-commercial recording, included in Dunaway’s Pete Seeger Discography among “Private Pressings” (220).

            369.That January, Seeger told Paul Zollo, “Lee sent me four verses. He said, ‘See if you can make up a tune’” (Songwriters on Songwriting, 4).

            370.In the January–February 1976 Sing Out, Seeger credited the song’s words to Hays, with the tune by “Pete Seeger and others. The reason I say ‘and others’ is that the folk process has considerably changed the song since I first put it down. Probably has improved it.” For that, he credited not only Peter, Paul, and Mary but also Chilean poet/singer Victor Jara, who translated it into Spanish and slightly altered the melody.

            371.Dunaway, 188–189.

            372.October–December 1911, Journal of American Folklore, 353–354.

            373.Wilentz’ chapter on song, 147–158. Also see Polenberg, Hear My Sad Story, 90–99.

            374.In 1972, Atlantic reissued all of Fess’ thirteen sides for the label on the LP “Professor Longhair: New Orleans Piano.”

            375.Parker—who played in Fess’ band for two years—discussed this experience in Jeff Hannusch’s The Soul of New Orleans, 236.

            376.He would later score an R&B hit with a new version of the song for Mercury as Bald Head.

            377.Dawson and Propes, 58–61.

            378.In 2008, Bob Dylan included the Stanleys record in a Starbucks Entertainment CD (with his liner notes), “Bob Dylan: Music That Matters to Him.”

            379.Malone, 342.

            380.Ira Gitler, Swing to Bop, 293.

            381.Visions of Jazz, 282.

            382.Charlie Parker: His Music and Life, 181–185.

         

      



         Playlist 5

         
            1950–1959

         
            
                Rollin’ Stone (February 1950)—Muddy Waters

            
                By and By (February 24, 1950)—The Soul Stirrers

            
                Bon Ton Roula (February 25, 1950)—Clarence Garlow

            
                Mambo No. 5 (March 5, 1950)—Perez Prado and His Orchestra

            
                Surely God Is Able (June 1950)—Clara Ward and the Ward Singers

            
                Blue Light Boogie (August 5, 1950)—Louis Jordan and His Tympany Five

            
                Someone to Watch Over Me (September 1950)—Ella Fitzgerald

            
                How Long Has This Been Going On? (September 1950)—Ella Fitzgerald

            
                Our Father (September 1950)—Original Five Blind Boys

            
                Get Happy (September 30, 1950)—Judy Garland

            
                Uncle Pen (October 15, 1950)—Bill Monroe and His Blue Grass Boys

            
                Roll In My Sweet Baby’s Arms (October 20, 1950)—Lester Flatt and Earl Scruggs

            
                La Vie en Rose (October 21, 1950)—Edith Piaf

            
                The Lonesome River (November 3, 1950)—Stanley Brothers and the Clinch Mountain Boys

            
                Hot Rod Race (December 30, 1950)—Arkie Shibley and His Mountain Dew Boys

            
                Electricity (January 29, 1951)—Jimmy Murphy

            
                Black Night (February 10, 1951)—Charles Brown

            
                Night In Tunisia (May 1, 1951)—Bud Powell Trio

            
                I’m a Fool to Want You (June 23, 1951)—Frank Sinatra

            
                Straight, No Chaser (July 23, 1951)—Thelonious Monk Quintet

            
                Criss-Cross (July 23, 1951)—Thelonious Monk Quintet

            
                Dust My Broom (August 1, 1951)—Elmore James

            
                How I Got Over (August 1951)—Mahalia Jackson

            
                The Glory of Love (August 18, 1951)—The Five Keys

            
                When the Saints Go Marching In (August 25, 1951)—The Weavers

            
                I’m in the Mood (October 13, 1951)—John Lee Hooker

            
                Our Love Is Here to Stay (October 17, 1951)—Gene Kelly

            
                ‘s Wonderful (October 17, 1951)—Gene Kelly and George Guetary

            
                Unforgettable (November 3, 1951)—Nat “King” Cole

            
                I’ll Fly Away (November 1951)—Southern Sons Quartette

            
                One Day (December 1951)—Angelic Gospel Singers and Dixie Hummingbirds

            
                I’ll Live Again (December 27, 1951)—Dixie Hummingbirds

            
                Blue Tango (December 29, 1951)—Leroy Anderson and His “Pops” Concert Orchestra

            
                Petite Fleur (January 1952)—Sidney Bechet All-Stars

            
                (Come All Ye) Fair and Tender Ladies (February 10, 1952)—Carter Sisters and Mother Maybelle

            
                Wheel of Fortune (February 16, 1952)—Kay Starr

            
                Night Train (March 1, 1952)—Jimmy Forrest, His Tenor, and All-Star Combo

            
                The Wild Side of Life (March 14, 1952)—Hank Thompson and His Brazos Valley Boys

            
            
                He’s Got the Whole World In His Hands (May 14, 1952)—Marian Anderson

            
                Lawdy Miss Clawdy (May 17, 1952)—Lloyd Price

            
                Lover (June 7, 1952)—Peggy Lee

            
                Are You Missing Me? (June 13, 1952)—Jim and Jesse and the Virginia Boys

            
                In the Pines (July 18, 1952)—Bill Monroe and His Blue Grass Boys

            
                Dancing On the Ceiling (September 16, 1952)—Jeri Southern

            
                Vaya Con Dios (May God Be With You) (June 20, 1953)—Les Paul and Mary Ford

            
                The Eagle Stirreth Her Nest (1953)—Reverend C. L. Franklin

            
                The Third Degree (July 4, 1953)—Eddie Boyd

            
                There Will Never Be Another You (August 3, 1953)—Nat “King” Cole

            
                Mystery Train (early August 1953)—Little Junior’s (Junior Parker) Blue Flames

            
                Shake a Hand (August 22, 1953)—Faye Adams

            
                By Myself (August 29, 1953)—Fred Astaire

            
                I’ll Go Stepping Too (August 29, 1953)—Lester Flatt, Earl Scruggs, and the Foggy Mountain Boys

            
                I Wonder If I Will Ever Rest (October 12, 1953)—Mahalia Jackson

            
                There Stands the Glass (October 24, 1953)—Webb Pierce

            
                Money Honey (October 31, 1953)—Clyde McPhatter and The Drifters

            
                Tipitina (November 1953)—Professor Longhair and His Blues Scholars

            
                Golden Teardrops (December 12, 1953)—The Flamingos

            
                Parker’s Mood (Goin’ to Kansas City) (December 24, 1953)—King Pleasure

            
                A Sunday Kind of Love (December 26, 1953)—The Harptones featuring Willie Winfield

            
                Secret Love (January 9, 1954)—Doris Day

            
                My Funny Valentine (February 15, 1954)—Chet Baker

            
                Hello Little Boy (April 1, 1954)—Ruth Brown

            
                Work With Me, Annie (April 24, 1954)—(Hank Ballard &) The Midnighters

            
                Goodnite, Sweetheart, Goodnite (May 1, 1954)—The Spaniels

            
                Evil (Is Going On) (May 25, 1954)—Howlin’ Wolf

            
                I Don’t Hurt Anymore (May 29, 1954)—Hank Snow

            
                Riot In Cell Block #9 (June 19, 1954)—The Robins

            
                Sh-Boom (July 3, 1954)—The Chords

            
                Beale Street Blues (July 12, 1954)—Louis Armstrong and His All-Stars

            
                Hey There (July 17, 1954)—Rosemary Clooney

            
                Misty (July 27, 1954)—Erroll Garner Trio

            
                Daahoud (August 6, 1954)—Clifford Brown/Max Roach Quintet

            
                Shake, Rattle and Roll (August 21, 1954)—Bill Haley and the Comets

            
                Blue Moon of Kentucky (August 28, 1954)—Elvis Presley

            
                Something Cool (October 2, 1954)—June Christy

            
                I’m Ready (October 23, 1954)—Muddy Waters

            
                Mr. Sandman (October 30, 1954)—The Chordettes

            
                Sincerely (December 4, 1954)—The Moonglows

            
                Embraceable You (December 16, 1954)—Sarah Vaughan

            
                White Christmas (December 18, 1954)—The Drifters

            
                Pledging My Love (January 22, 1955)—Johnny Ace

            
                Every Day I Have the Blues (January 29, 1955)—B. B. King

            
                I’m a Man (March 2, 1955)—Bo Diddley

            
                The Seventh Son (June 1, 1955)—Willie Mabon

            
                Trying to Get to You (July 11, 1955)—Elvis Presley

            
                Corner Pocket (July 1955)—Count Basie and His Orchestra

            
                Manish Boy (July 30, 1955)—Muddy Waters

            
                Only You (And You Alone) (July 30, 1955)—The Platters

            
                Don’t Start Me Talkin’ (August 12, 1955)—Sonny Boy Williamson (Rice Miller)

            
                Cry Me a River (November 12, 1955)—Julie London

            
                Smokey Joe’s Café (December 3, 1955)—The Robins

            
                Speak Low (December 16, 1955)—Carmen McRae

            
            
                Need Your Love So Bad (January 7, 1956)—Little Willie John

            
                You Make Me Feel So Young (January 9, 1956)—Frank Sinatra

            
                When the Sun Comes Out (January 20, 1956)—Mel Torme

            
                Memories of You (January 28, 1956)—Rosemary Clooney and Benny Goodman Trio

            
                If I Had My Way (January 29, 1956)—Rev. Gary Davis

            
                Night and Day (February 1956)—Ella Fitzgerald

            
                Begin the Beguine (February 8, 1956)—Ella Fitzgerald

            
                What Is This Thing Called Love? (February 9, 1956)—Ella Fitzgerald

            
                Mack the Knife (Theme from the “Threepenny Opera”) (February 11, 1956)—Louis Armstrong and His All-Stars

            
                Drown In My Own Tears (February 25, 1956)—Ray Charles

            
                Pent-Up House (March 22, 1956)—Sonny Rollins

            
                Trouble of the World (March 27, 1956)—Mahalia Jackson

            
                Please, Please, Please (April 7, 1956)—James Brown

            
                I Could Have Danced All Night (April 28, 1956)—Julie Andrews/“My Fair Lady”

            
                Come Rain or Come Shine (April 28, 1956)—Count Basie and His Orchestra, vocal by Joe Williams

            
                Bye Bye Blackbird (June 5, 1956)—Miles Davis Quintet

            
                Hallelujah I Love Her So (June 16, 1956)—Ray Charles

            
                Be-Bop-a-Lula (June 16, 1956)—Gene Vincent and His Blue Caps

            
                St. Thomas (June 22, 1956)—Sonny Rollins Quartet

            
                Rip It Up (June 30, 1956)—Little Richard

            
                Candy (June 30, 1956)—Big Maybelle

            
                My Prayer (July 7, 1956)—The Platters

            
                Diminuendo and Crescendo In Blue (July 7, 1956)—Duke Ellington and His Famous Orchestra

            
                Let the Good Times Roll (July 28, 1956)—Shirley and Lee

            
                99 and a Half (Won’t Do) (August 1956)—Dorothy Love Coates and the Original Gospel Harmonettes

            
                That’s Enough (August 1956)—Dorothy Love Coates and the Original Gospel Harmonettes

            
                Honky Tonk, Parts 1 and 2 (August 18, 1956)—Bill Doggett

            
                You Don’t Know Me (September 1, 1956)—Eddy Arnold

            
                Shiny Stockings (September 7, 1956)—Count Basie and His Orchestra

            
                Sweet Little Angel (September 8, 1956)—B. B. King

            
                The Train Kept a-Rollin’ (September 1956)—Johnny Burnette and the Rock ‘n Roll Trio

            
                Too Much Monkey Business (October 6, 1956)—Chuck Berry

            
                Autumn in New York (October 11, 1956)—Sarah Vaughan

            
                Brilliant Corners (October 15, 1956)—Thelonious Monk Quintet

            
                Jump, Jive, an’ Wail (October 1956)—Louis Prima w/ Sam Butera and the Witnesses

            
                Jamaica Farewell (October 20, 1956)—Harry Belafonte

            
                Lonely Avenue (October 20, 1956)—Ray Charles

            
                I Put a Spell on You (late October 1956)—Screamin’ Jay Hawkins

            
                Oh, What a Nite (November 10, 1956)—The Dells

            
                Senor Blues (November 10, 1956)—Horace Silver Quintet

            
                A Thousand Miles Away (November 14, 1956)—The Heartbeats

            
                Since I Met You, Baby (November 17, 1956)—Ivory Joe Hunter

            
                The Lady Is a Tramp (November 26, 1956)—Frank Sinatra

            
                Goodnight My Love (Pleasant Dreams) (December 8, 1956)—Jesse Belvin

            
                Packing Up (December 12, 1956)—Clara Ward and the Ward Singers (featuring Marion Williams)

            
                Packing Up (c. 1959)—Marion Williams and the Stars of Faith

            
                Blue Monday (December 29, 1956)—Fats Domino

            
                When Sunny Gets Blue (February 9, 1957)—Johnny Mathis

            
                Wonderful! Wonderful! (February 9, 1957)—Johnny Mathis

            
                Come Go With Me (February 16, 1957)—The Dell-Vikings

            
                Walkin’ After Midnight (March 2, 1957)—Patsy Cline

            
                Just One of Those Things (March 4, 1957)—Lena Horne

            
                Haitian Fight Song (March 12, 1957)—Charles Mingus and Orchestra

            
                Reincarnation of a Lovebird (March 12, 1957)—Charles Mingus and His Orchestra

            
            
                Lucille (March 16, 1957)—Little Richard

            
                Matchbox (March 23, 1957)—Carl Perkins

            
                You Don’t Know What Love Is (March 28, 1957)—Teddi King

            
                School Day (April 13, 1957)—Chuck Berry

            
                It’s Not for Me to Say (April 29, 1957)—Johnny Mathis

            
                Young Blood (May 6, 1957)—The Coasters

            
                I Got It Bad (And That Ain’t Good) (June 1957)—Ella Fitzgerald w/ Duke Ellington’s Orch.

            
                Cheek to Cheek (1957)—Sarah Vaughan and Billy Eckstine

            
                Rockin’ Pneumonia and the Boogie Woogie Flu (July 15, 1957)—Huey “Piano” Smith and His Clowns

            
                Blue Train (September 15, 1957)—John Coltrane

            
                John Henry (September 23, 1957)—Lilly Brothers

            
                Wake Up, Little Susie (September 30, 1957)—Everly Brothers

            
                Autumn In New York (October 3, 1957)—Frank Sinatra

            
                Lil’ Darlin’ (October 1957)—Count Basie and His Orchestra

            
                One Morning In May (November 1957)—Mel Torme

            
                At the Hop (December 9, 1957)—Danny and the Juniors

            
                What’ll I Do? (December 23, 1957)—Johnny Mathis

            
                Dedicated to the One I Love (end of 1957)—The 5 Royales

            
                Poinciana (January 16, 1958)—Ahmad Jamal Trio

            
                Maybe (January 20, 1958)—The Chantels

            
                Big River (February 10, 1958)—Johnny Cash

            
                Reelin’ and Rockin’ (February 24, 1958)—Chuck Berry

            
                76 Trombones (February 24, 1958)—Robert Preston/“The Music Man”

            
                The Sermon (February 25, 1958)—Jimmy Smith

            
                Somewhere (March 17, 1958)—Reri Grist/“West Side Story”

            
                Straight, No Chaser (April 2, 1958)—Miles Davis Sextet

            
                Milestones (April 2, 1958)—Miles Davis with Gil Evans and His Orchestra

            
                Twilight Time (April 7, 1958)—The Platters

            
                Rumble (April 28, 1958)—Link Wray and His Ray Men

            
                Texas Flood (May 16, 1958)—Larry Davis

            
                Rave On (May 26, 1958)—Buddy Holly

            
                Angel Eyes (May 29, 1958)—Frank Sinatra

            
                Guess I’ll Hang My Tears Out to Dry (May 29, 1958)—Frank Sinatra

            
                Yakety Yak (June 2, 1958)—The Coasters

            
                High School Confidential (June 2, 1958)—Jerry Lee Lewis

            
                Willie and the Hand Jive (June 23, 1958)—Johnny Otis Show

            
                Goodbye (June 25, 1958)—Frank Sinatra

            
                Rebel-’Rouser (June 30, 1958)—Duane Eddy and His “Twangy” Guitar

            
                Freight Train (1958)—Elizabeth Cotten

            
                Fever (July 14, 1958)—Peggy Lee

            
                City Lights (July 14, 1958)—Ray Price

            
                Baltimore Oriole (August 8, 1958)—Carmen McRae

            
                It’s All In the Game (August 18, 1958)—Tommy Edwards

            
                Summertime (August 18, 1958)—Miles Davis with Gil Evans and His Orchestra

            
                It’s Only Make Believe (September 15, 1958)—Conway Twitty

            
                My Shining Hour (September 26, 1958)—Mabel Mercer

            
                Isn’t It Romantic? (October 1958)—Carmen McRae

            
                Moanin’ (October 30, 1958)—Art Blakey and His Jazz Messengers

            
                Try Me (I Need You) (November 10, 1958)—James Brown

            
                Stagger Lee (December 8, 1958)—Lloyd Price

            
                (Night Time Is) The Right Time (January 5, 1959)—Ray Charles

            
                Wednesday Night Prayer Meeting (February 4, 1959)—Charles Mingus and His Jazz Workshop Band

            
                My Funny Valentine (February 9, 1959)—Johnny Mathis

            
                Peter Gunn (March 2, 1959)—Henry Mancini

            
                I Don’t Stand a Ghost of a Chance With You (March 24, 1959)—Frank Sinatra

            
                The Twist (April 6, 1959)—Hank Ballard and the Midnighters

            
                Black Land Farmer (April 13, 1959)—Frankie Miller

            
                Freddie Freeloader (April 22, 1959)—Miles Davis Sextet

            
                All Blues (April 22, 1959)—Miles Davis Sextet

            
                Naima (May 5, 1959)—John Coltrane

            
                Goodbye Pork Pie Hat (May 12, 1959)—Charles Mingus

            
                How I Got Over (May 12, 1959)—The Swan Silvertones

            
                Congeniality (May 22, 1959)—Ornette Coleman

            
                What a Diff’rence a Day Makes (May 25, 1959)—Dinah Washington

            
                Long Black Veil (June 8, 1959)—Lefty Frizzell

            
                M.T.A. (June 15, 1959)—Kingston Trio

            
                I Loves You, Porgy (June 22, 1959)—Nina Simone

            
                Desafinado (1959)—Joao Gilberto

            
                Wayfaring Stranger (1959)—Roscoe Holcolmb

            
                Misty (July 20, 1959)—Sarah Vaughan

            
                Love Potion No. 9 (September 14, 1959)—The Clovers

            
                Where Will This End? (September 1959)—Buzz Busby and the Bayou Boys

            
                Where or When (October 28, 1959)—Tony Bennett

            
                A Sleepin’ Bee (October 28, 1959)—Tony Bennett

            
                He’ll Have to Go (December 7, 1959)—Jim Reeves

            
                Harlem Nocturne (December 28, 1959)—The Viscounts

         

         
            
            Rollin’ Stone (1950)—Muddy Waters 

         Chess 1426

         Recorded in Chicago in February 19501 (Blues-#28, RHF, R&B-#181, PW, RS, TC)

         Muddy Waters’ first release on the Chess label after the Chess brothers bought out their Aristocrat partner, Rollin’ Stone is the record that inspired the names of the world’s greatest rock band and the foremost rock magazine. The song is built on the foundation of the Delta classic Catfish Blues, unforgettably recorded by Robert Petway in 1941.2 As reconfigured by Muddy, he imagines his mother saying: “I got a boy child comin’—sure enough, he’ll be a rollin’ stone.” It is, writes biographer Robert Gordon, “a song about power, about rootless—and ruthless independence. Muddy plays the electric guitar with all the force he’s been brandishing in the noisy clubs, though completely unaccompanied, laying bare every flick of his thumb and pull of his forefinger. A quick couple bass notes establish the rhythm, then a loping third note. A few more to catch your balance, then the whole angular riff again.” The record’s “distortion is bone rattling; the sound of teeth chattering, or being smashed. It’s the sound of industrialized, amplified, sex drive, overdrive power.”3 Greil Marcus: “The spidery lines of his guitar playing on Rollin’ Stone are unparalleled for their tension; his singing is hard, unassuming, and terrifying.”4 The record “has dignity and it kicks ass,” declares Paul Williams in Rock & Roll: The 100 Best Singles. “It rocks, unquestionably; and oh God it is also the textbook example of what it means for a performance to roll.”5

         
            
            By and By (1950)—The Soul Stirrers (written by Charles A. Tindley) 

         Specialty 354

         Recorded for Specialty on February 24, 1950 (GOSP-#22, RHF)

         One of only seven gospel recordings named among the original five hundred songs that shaped rock in the Rock and Roll Hall of Fame, By and By earned its stature through the remarkable lead vocal of Rebert (R. H.) Harris, who was a key influence on a generation of rhythm and blues singers. The Charles Albert Tindley composition had been recorded many times before, including the Golden Gate Quartet (1941), but the Houston-born Soul Stirrers took it to another level. In The Gospel Sound, Anthony Heilbut writes that Harris “sings the old Tindley verse with unparalleled intensity. … This is art immune to criticism. Every single syllable is charged with feeling, every note is perfectly weighted, exactly right. Elsewhere Harris’ voice can be winsome light; here it has the heavy impact of a farmer broadcasting bad news about crop failure or drought. It is sweet, manly and terrifying, all at once. On its own, Harris’ solo could shake a church, but it exists primarily to set up matters for Paul Foster’s screaming chorus.”6 Robert Marovich calls this performance a “quartet tour de force.”7 “Trials dark on every hand / We just can’t understand / The way my God will lead us / To his blessed promised land / He’ll guide us with his eye / Every child of God will follow till we die / We’ll understand it better, by and by. …”

         
            
            Bon Ton Roula (1950)—Clarence Garlow 

         Macy’s 50028

         Recorded in Houston in 1949; chart debut on February 25, 1950 (reached #7 R&B) (World-#97)

         The Creole French phrase “Laissez les bon temps roulet”—“Let the good times roll”—had been a familiar slogan in Louisiana for years, and it took musical form with this fun, funky performance by Clarence Garlow that transcended its regional roots to become a national R&B hit. The singer-guitarist, born in 1911 in Welsh, a tiny town east of Lake Charles, Louisiana, moved to Beaumont, Texas, and became part of the growing postwar zydeco music scene, the local African-American spinoff from traditional Cajun styles. Garlow had stopped off at a Houston club while headed back to Beaumont, sat in with the house band, and the largely improvised number on which they jammed went over so well that Macy Lela Henry and Steve Poncho from the tiny Macy’s Recording Company hustled them into the studio.9 Like Hank Williams’ Jambalaya, it uses phonetic approximations of Creole French phrases in a playful, clever way—“You let the bon ton roula, don’t you be no fool-ay,” and advises listeners to head down to Louisiana to party down: “Go way out in the country to the zydeco.” With its infectious rhumba-like rhythm punctuated by a saxophone riff, it proved a career song for Garlow; after Macy’s went out of business, he cut a new version with singer Emma Dell Lee (New Bon Ton Roola) for the Feature label. In 1953, his New Bon Ron Roulay for Aladdin 3179, made in New Orleans with the Maxwell Davis Orchestra, and using partly new lyrics, became the version that remained in print the longest, thanks to the Hollywood-based Aladdin’s far greater distribution.

         
            
            Mambo No. 5 (1950)—Perez Prado and His Orchestra 

         RCA Victor 3782

         Recorded on March 7, 1950 (World-#28, 1001)

         
         
            
               [image: ]

            
               Figure 5.1Perez Prado (with Spike Jones to his left). Library of Congress, Prints & Photographs Division, LC-USZ62-118274.
            

         

         
            After Cuban-born pianist/bandleader/composer/arranger Perez Prado helped introduce the mambo to the world with a series of exciting records he made at RCA’s Mexico City studio starting in 1949, Mambo No. 5 was the number that eliminated any doubt that he was the king of his musical realm. Both this and his other big hit recorded that day, Que Rico el Mambo, were featured in three different Mexican movies. It’s a thoroughly danceable, catchy performance driven by the horn section, with some unison chanting in Spanish. Before 1950, the mambo had been a difficult sell to many Cuban and other Latin music listeners, who were far more comfortable with the rumba. It was viewed by some as too jazzy, without the easily singable melodies that had made the rumba internationally beloved. This record would help change that perception, and make the mambo one of the hottest subgenres of the 1950s.10 Jon Lusk calls it “a typically jerky, strutting example” of his mambo style, “bludgeoning the ears with high, squealing trumpets, punchy saxes, and hyperactive percussion. Suspenseful silences punctuate the track,” which wouldn’t seem a complete Prado performance without one of his signature, emphatic grunts.11 The song’s enduring appeal was proved again in 1999 when Lou Bega scored a #3 pop hit (and an enormous international smash) with Mambo No. 5 by adding playful, flirtatious lyrics to the original striking melody and churning rhythm.12

         
            April 24: The iconic Las Vegas Strip—which began with the April 1941 opening of El Rancho Vegas and the December 1946 premiere of the Flamingo—begins to reach maturity with the debut of the Desert Inn. Soon the Strip becomes a major venue for entertainment as well as gambling.

         
            June 25: Communist North Korean forces invade South Korea, and two days later President Truman orders U.S. air and sea forces to support South Korea together with United Nations allies, beginning a three-year conflict.

         
            
            Surely God Is Able (1950)—Clara Ward and the Ward Singers 

         Savoy 4017 and Gotham 636 (the latter as “Famous Ward Singers of Philadelphia”); released in June 1950 (reviewed in June 24 Billboard) (Gospel-#10, NPR)

         The Herbert W. Brewster composition was written in 1941 as “Our God Is Able” for his religious drama “From Auction to Glory,” and it was initially associated with Queen Candice Anderson. Clara Ward “completely reworked it” for the 1949 recording, done in three-quarter or waltz tempo, dividing the lead between herself and Marion Williams and adding a repetitive section at the end. Horace Clarence Boyer: “The arrangement was unique and completely new to gospel. … Each member of the group moved up and down in parallel fashion, creating simultaneous improvisation, another Ward Singer trademark that soon became a standard device in all gospel.” After Clara describes Biblical miracles, Marion holds a high A-flat until the second chorus begins, which she leads. Her chorus “speaks to miracles the Lord will effect for those who follow Him.”13 The original recording was made for Savoy, but when that company didn’t release the single quickly enough, the Wards rerecorded it for the small Gotham label, and this is the version that (purportedly) became gospel’s second million-seller (following Mahalia Jackson’s Move On Up a Little Higher). Brewster was thrilled, and one of gospel’s most famous writer-performer collaborations had begun, later to include their classic How I Got Over.14 
            Surely has endured to become a standard part of choir repertoire nationwide.

         
            
            Blue Light Boogie (Parts 1 & 2) (1950)—Louis Jordan and His Tympany Five (written by Jessie May Robinson) 

         Decca 9-27114

         Recorded on June 26, 1950; chart debut on August 5, 1950 (7 weeks at #1 on R&B chart) (Blues-#421)

         There’s no fooling around on this seriously bluesy Louis Jordan story-song performance, the 18th and last #1 R&B hit of his phenomenal career. In the great tradition of Jordan classics like Saturday Night Fish Fry, it’s the tale of a fabulous, wild party perfect for romantic trysts, all the participants making the most of the evening before the cops break up the fun. The Tympany Five digs a deep, sultry groove led by piano, bass, and guitar. Its composer, Jessie Mae Robinson, also penned Charles Brown’s Black Night, and Patti Page’s chart-topping I Went to Your Wedding. “They did the boogie real slow with the blue lights way down low. …” Jordan told Arnold Shaw: “My whole theory, my whole life, has been: when you come out to hear me, I want to make you happy.”15 Mission accomplished.

         
            
            Someone to Watch Over Me (1950/1959)—Ella Fitzgerald 

         Duet with pianist Ellis Larkins recorded for the Decca album Ella Sings Gershwin in September 1950; full-orchestra version recorded in July 1959 for the Verve album The George & Ira Gershwin Songbook (Jazz-#398)

         Ballads don’t come much lovelier than this George and Ira Gershwin gem from the 1926 show Oh, Kay! The 1950 version that she did with just the impeccably sympathetic accompaniment of pianist Ellis Larkins was exceptional in its own right. The addition of arrangements by Nelson Riddle, and Ella Fitzgerald in prime form made the sprawling 1959 five-record album one of the triumphs of her career. (The collection with Riddle was offered in three separate versions: as five individual LPs; $30 for the five-record set; and a “deluxe” edition retailing for $100.)16 “There’s a somebody I’m longing to see, I hope that he turns out to be / Someone who’ll watch over me. …”

         
            
            How Long Has This Been Going On? (1950/1959)—Ella Fitzgerald (music by George Gershwin, lyrics by Ira Gershwin) 

         Recorded in September 1950 for Decca with pianist Ellis Larkins; in January 1959 for the Verve album Ella Fitzgerald Sings the George & Ira Gershwin Songbook

         We know it as one of the Gershwins’ great standards today, but it took a long time for How Long Has This Been Going On to achieve that status. The song was written for the 1927 musical Funny Face, but cut before the New York opening. It was introduced in the 1928 show Rosalie, but it gained full recognition only after recordings by Lee Wiley (1939) and Peggy Lee with the Benny Goodman orchestra (1941). Ella Fitzgerald made a wonderful first recording of the song in 1950 accompanied only by Ellis Larkins17; nine years later, on her five-record Gershwin celebration with orchestrations by Nelson Riddle, once again she made it shine like a jewel. Ira’s lyric, suggests James Morris, is “a perfect vehicle for the pensiveness that Fitzgerald projects so well.”18 David Jenness and Don Velsey point out the musical relationship between the song’s verse and its bridge, a sure sign of a well-constructed composition.19

         
            
            Our Father (1950)—Original Five Blind Boys (of Mississippi) 

         Peacock 1550

         Recorded in September 1950; chart debut on December 30, 1950 (#10 R&B) (Gospel-#36)

         Archie Brownlee formed this groundbreaking gospel group (originally called the Cotton Blossom Singers) in 1932 out of classmates at Piney Woods School for the Blind in Mississippi. Anthony Heilbut called the Blind Boys “one of the major forces in the development of swing lead, strident falsetto, screams, shrieks, and other tricks of the hard-sung gospel trade.”20 The group also sometimes performed novelty tunes and spirituals as the Jackson Harmonizers in concerts. The Rev. Purcell Perkins was instrumental in training the group, basing their sound on the jubilee style of the Golden Gate Quartet. They recorded as the Jackson Harmoneers in 1947 for Otis Rene’s Excelsior label in California, and the following year, as the Five Blind Boys, did ten sides for the Coleman label of Newark, NJ. At that point, Don Robey signed them to a five-year contract with his Houston-based Peacock label. Peacock had started as a rhythm and blues label, but in spring 1950 added gospel to its mix, and the Five Blind Boys would help carry it to the top of the gospel world.21

         
            On this rare gospel crossover hit to the R&B charts, Brownlee cuts loose soulfully, with occasional piercing cries heightening the intense, exciting performance. He’s accompanied by Vance Powell, Jay T. Clinkscales, Lawrence Abrams, and Lloyd Woodward, supported by an instrumental combo; the full sound makes the quintet sound like a larger group.22 Robey would proudly take credit for bringing an R&B sensibility to gospel by adding a beat; actually, instrumental accompaniments had been a slowly growing trend in gospel for several years, but rarely so effectively, and this would become the gospel norm thereafter. Ray Funk notes that the performance is basically a sung recitation of the prayer with “a bit of personal reflection thrown in” along with the group’s chanting of the title phrase and the heavy drumbeats, but “the group’s intensity gathered momentum” as it progressed.23 Horace Clarence Boyer calls it a presentation of the Blind Boys “at their very best” with “tight harmonies and crisp attacks and releases” harking back to the classic jubilee quartets that had inspired them.24 
            Our Father—which remained in the Peacock catalog until Robey sold his interests to ABC/Dunhill in 1973—was included in the Rhino compilation “Testify! The Gospel Box.” Brownlee, recalls Heilbut, “would demolish huge auditoriums with the bluesiest version of the Lord’s Prayer ever recorded. Brownlee would interrupt his songs with an unresolved falsetto shriek that conjured up images of witchcraft or bedlam.”

         
            
            Get Happy (1950)—Judy Garland (music by Harold Arlen, lyrics by Ted Koehler) 

         MGM 30254

         From soundtrack album of Summer Stock (chart debut on September 30, 1950, #3 peak)

         The genesis of Harold Arlen’s first success as a songwriter, Get Happy, came from a little vamp he improvised at the keyboards while sitting in for an ill Fletcher Henderson as dance rehearsal accompanist at New York’s Cosmopolitan Theater in July 1929. Encouraged to develop the piece into the song, Arlen was put together with lyricist Ted Koehler by another up-and-coming songwriter, Harry Warren. As he listened to Arlen play, Koehler realized this was a rhythm number with the feeling of a spiritual, and (as Arlen biographer Edward Jablonski writes) was especially taken by “the emphatic three-note tag that rounded out the bugle call opening phrase.” That tag suggested to Koehler the title “get happy,” and he filled out the lyrics with words rooted in Negro spirituals, with references to “judgment day,” “the Lord,” and “sinners.”25 In Funny, It Doesn’t Sound Jewish, Jack Gottlieb notes that the song is “very much under the spell” of Vincent Youmans’ 1927 song Hallelujah, but that Arlen adheres more closely to the “prayer mode” of Jewish cantorial services. The number was introduced by Ruth Etting as the first-act finale of the flop musical “Nine-Fifteen Revue,” which opened in February 1930; by mid-year, it was being recorded by bands including Nat Shilkret’s Victor Orchestra and Frankie Trumbauer.

         For the next two decades, Get Happy was known primarily as an instrumental—until Judy Garland gave the song its defining performance as the concluding number of the MGM musical Summer Stock. This sequence was shot months after the rest of the movie, and Judy was noticeably slimmer and looking great. Appearing in a man’s tuxedo jacket, long black stockings, and a fedora cocked over one eye, Garland achieved “one of the strongest scenes of her film career,” writes James Morris. “Get Happy is a rouser of a song, a show-stopper in the classic sense, and very American in both its swinging pulse and its quasi-gospel roots and harmonic plot.” Judy’s singing here “is charged with electricity, catching the rhythmic vigor of the opening notes as few performers have done. Her voice rings with a trumpet-like clarity, and she pushes it dangerously close to the breaking point—a thrilling bit of vocalizing.”26 27

         
            
            Uncle Pen (1950)—Bill Monroe and His Blue Grass Boys (written by Bill Monroe & Red Taylor) 

         Decca 46283

         Recorded on October 15, 1950 (C&W-#121, HBN-#185)

         Bill Monroe’s uncle Pendleton Vandiver played a huge role in the bluegrass king’s youthful musical education, a farmworker and trader whose fiddling was regularly featured at Rosine, Kentucky square dances. His biographer Richard D. Smith recounts Monroe’s vivid memories of Uncle Pen riding on his mule at sundown, staying for supper and fiddling away on such favorites as Soldier’s Joy and Jenny Lynn (the latter in honor of the famed late-19th-century singer, actually named Jenny Lind). After the death of Monroe’s father, Pen took in young Bill and Charlie at his cabin. Vandiver died in 1932, too soon to see his nephews achieve country music stardom. But Bill made sure he would be remembered with his classic Uncle Pen.

         Monroe was inspired to create the tribute after an April 1950 session in which he recorded another tale of a venerable musician, The Old Fiddler, written by Hugh Ashley.28 The band’s fiddler Merle “Red” Taylor wrote the melody, and Monroe added lyrics of fond recollection: “Uncle Pen played the fiddle, oh how it would ring / You could hear it talk, you could hear it sing.” Taylor’s fiddle is, of course, featured prominently (including a distinctive “shuffling” break with Saturday-night hoedown connotations), and Jimmy Martin joins in with the leader on vocals. In 1972, one of the dream projects of Monroe’s career, a collection of Pen Vandiver’s favorite fiddle tunes was released after a careful three-year recording process featuring his longtime fiddler Kenny Baker, as Bill Monroe’s Uncle Pen. Ricky Skaggs, who regarded Big Mon as his musical hero and worked with him on a number of occasions, hit #1 on the country charts in 1984 with his version of the song. To the end of his life, no Monroe concert was quite complete without hearing Uncle Pen. David Cantwell writes that “what makes this a perfect tribute is that—even as it marks that ‘mournful day when Uncle Pen was called away’—it makes you want to get up and dance.”29 30

         Robert Cantwell notes that the next-to-last verse—“the people would come from miles away, and dance all night ‘til the break of day”—“the mountain-top locale and the evening backdrop, ‘about sundown,’ evoke, in the picturesque shorthand of a sheet-music cover, the region and the era.” The concluding verse, recalling the day he hung up his fiddle and bow, “suggests that Uncle Pen, with his magical fiddle that can talk and sing, was a sojourner from a better world and that the era he embodies has passed away with him.”31

         
            
            Roll In My Sweet Baby’s Arms (1950)—Lester Flatt and Earl Scruggs 

         Classic radio performance in April 1948; recorded on October 20, 1950 at a radio station in Tampa, FL; released in December 1951 on Mercury 637232 (C&W-#432)

         
            Roll In My Sweet Baby’s Arms is a bluegrass standard that illustrates the dramatic changes in country music over a period of two decades. The piece was originally recorded for Columbia as I’ll Roll In My Sweet Baby’s Arms in June 1931 by the North Carolina duo of Buster Carter and Preston Young, with Posey Rorer on fiddle; they took the song at an easygoing medium tempo. (Elements of the song had been circulating for several years before that, including a stanza published by folklorist Robert Winslow Gordon in the January 10, 1924 issue of Adventure magazine.)33 In October 1936, Bill and Charlie Monroe recorded it for Bluebird under its better-known title; the brothers’ tempo was livelier than the original version’s, but only moderately so.34 When Lester Flatt and Earl Scruggs played in Bill Monroe’s Blue Grass Boys in the mid-1940s, the band would sometimes perform the number live, and the tempo kept accelerating. The duo left Monroe in January 1948, and three months later unleashed their first known version of Roll In My Sweet Baby’s Arms in a live radio performance, which was fortunately preserved. They kicked the song into hyperdrive, with a sizzling duet section between Scruggs on five-string banjo and Benny Martin on fiddle. The band’s commercially issued version for Mercury two and a half years later with different personnel (Benny Sims on fiddle, Curley Seckler on mandolin) was wonderful, but a bit less fiery. (An early-1949 WCYB radio performance featuring fiddler Jim Shumate, who left before the studio rendition, and Mac Wiseman, is equally renowned.) The record wasn’t a hit at the time—indeed, Mercury waited another year to release it—but when a twelve-song collection of Flatt and Scruggs tracks from 1948 to 1950 came out on LP (titled simply “Country Music”) for the first time in March 1958, with this number as the leadoff selection, a new generation of folk music fans embraced it, and the Foggy Mountain Boys would make it a featured number in their many folk festival appearances over the next several years.

         
            
            La Vie en Rose (1950)—Edith Piaf 

         Original U.S. release on Columbia 4014-F (early 1949)35

         Columbia 38938

         Chart debut on October 21, 1950 (reached #23); #2 peak, 280 weeks on World Music digital chart36 (GHF, World-#41, Trad-#170, DMDB, ACC)

         Perhaps the most enduring French-language hit ever in the United States, La Vie en Rose is the passionate trademark song of chanteuse Edith Piaf. Born Edith Giovanna Gassion in Paris on December 19, 1915, she became a Paris street singer in 1931, and a few years later moved into clubs where she adopted her stage name: “Piaf” is Parisian slang for “sparrow,” symbolic of her diminutive, delicate appearance. In 1937, she became a recording star for Polydor beginning with Mon Legionnaire. Remaining in Paris during the German occupation, she wrote her own songs for a 1941 film in which she appeared, Montmartre sur Seine.37 In 1945, Piaf composed La Vie en Rose (literal meaning “Life in Pink,” but usually translated as “Life in Rosy Hues” or “Life Through Rose-Colored Glasses”), although the melody was credited to Spanish-born Louis Louiguy. Uncertain of its prospects, she gave the song to Marianne Michel, who slightly changed the lyrics, but then recorded it herself for Pathe-Marconi in 1947. It became a major hit in France, Italy, and Brazil, leading to its initial January 1949 U.S. release on Columbia (which owned Pathe). Buddy Clark recorded it in 1948 with English lyrics by Mack David and Frank Eyton. The September 16, 1950 Billboard castigated Piaf’s “catastrophic” attempt to record La Vie in English—yet it was this English version that initially became a pop hit. However, it is Piaf’s French original that best represents the song’s haunting, emotional qualities. George Avakian, Columbia’s International and Pop Album director, arranged for that version’s U.S. release, declaring that “the impassioned French lyric was far superior to wishy-washy English words I knew.” The combined sales of both Piaf recordings reportedly topped a million copies. Gary Marmorstein writes that Piaf’s performance “had such a dreamy, wistful tone that many listeners assumed it to be a World War I chanson.”38

         
            
            The Lonesome River (1950)—Stanley Brothers and the Clinch Mountain Boys (written by Carter Stanley) 

         Columbia 20816

         Recorded on November 3, 1950 (NPR, C&W-#125)

         Carter Stanley emerged as one of country music’s greatest songwriters during the period (1949–1953) that he and his brother Ralph recorded for Columbia, and The Lonesome River demonstrates his gift. It’s a tale of a lover’s betrayal and deep loneliness; Bob Cantwell suggested that Carter was often singing about his own loneliness and private doubts, and about the growing distance between himself and his childhood home in rural Virginia. This was recorded at the same session as the Stanleys’ immortal I Am a Man of Constant Sorrow. The Clinch Mountain Boys’ mighty bluegrass lineup: Ralph (banjo), Carter (guitar), Pee Wee Lambert (mandolin and harmony vocals), Les Woodie (fiddle), and Ernie Newton (bass). “The lonesome wind blows and the waters roll high,” the brothers sing of nature’s ominous response to the actions of the narrator’s lover.39 Ralph Stanley: “What made Carter’s songs different was that they went deeper than most country songs, even deeper than Monroe’s. … Carter was seeing things from a new perspective. The road set his imagination free, and he put his own feelings onto the countryside rolling by, and the land and everything in it was alive with that feeling.”40

         Robert Cantwell writes that the song’s opening line of the chorus, “Oh the waters roll high, on the river at midnight,” “seems to have been sung by a band of ghosts. The high note is a focusing point below which the other parts are arranged pyramidally; often in bluegrass the tenor part becomes an independent melody heard over and above the melody itself. With a bass part absent, and the root note of the chord laminated to the others or else missing altogether, the harmony as a whole glows spectre-like above our heads.”41

         
            
            Hot Rod Race (1950)—Arkie Shibley and His Mountain Dew Boys 

         Gilt Edge 5021

         Recorded in Los Angeles; chart debut on December 30, 1950 (reached #5 on C&W chart) (RHF)

         The generations of rock fans and car buffs who loved Maybelline, Hot Rod Lincoln and the many car-race epics that followed its wake include few listeners who realized that all of those records can trace their ancestry back to Arkie Shibley’s Hot Rod Race. While certainly far from the first record to extol the virtues of a hot car (Oscar Ford’s Race Between a Ford and a Chevrolet in 1931 accompanied by members of Gid Tanner’s Skillet Lickers, The V-8 Blues by the country group the Three Tobacco Tags in 1936, and bluesman K. C. Douglas’ Cadillac Boogie in 1948 were just three predecessors in that category), Hot Rod Race sent those cars screeching down the road in a particularly frantic competition.

         Born in 1915 in Van Buren, Arkansas, Shibley formed the Mountain Dew Boys during the 1940s in southern California, including Leon Kelly, Jack Hays, and Phil Fregon. Hot Rod Race was inspired by cross-country races on Highway 101 and Highway 99 leading into the San Joaquin Valley 90 miles north of Los Angeles, featuring modified, stripped-down vehicles that the drivers had mostly designed in their backyards. It’s a talking blues in the style that we tend to identify with Woody Guthrie, but actually dates back to the 1920s, popularized by Chris Bouchillion (Lonnie Glosson’s Arkansas Hard Luck Blues from 1936 is a wonderful example that clearly inspired Guthrie). Shibley kicks it off with a relaxed guitar boogie shuffle riff, then unfolds his tale of riding in his Ford with his wife and brother from San Pedro when a Mercury came up from behind, blinked his lights, honked his horn, and “flew outta sight.” The Ford and the Mercury raced through the California desert, leaving the cops’ “heads spinning round and round,” the cars “a-flyin’ low and a-flyin’ wide.” The saga has a surprise ending when a kid in a hopped-up Model A Ford comes out of nowhere and leaves the other two cars in the dust. The yarn’s effectiveness is enhanced by the horn-like and other car sound effects created by the ensemble of acoustic guitar, banjo, and steel guitar.

         The Los Angeles-based Gilt Edge Records, previously best known for the crooning R&B hit I Wonder by Cecil Gant, found itself with a left-field country/western smash in Hot Rod Race. Several cover records on major labels quickly followed, the most successful ones by Ramblin’ Jimmie Dolan on Capitol and Tiny Hill on Mercury. Shibley himself made a series of sequels in the same engaging style; none made the charts, but all carry the narrative forward entertainingly. Hot Rod Race #2 (Me and That Mercury) was split across both sides of a single. In Arkie Meets the Judge (Hot Rod Race #3), he’s hauled out of his San Pedro home to face the legal consequences of his adventures. Shibley went on to make unrelated records (including Arkie’s Talking Blues in 1953), but there was never any doubt what his legacy would be.

         That was ensured when Charlie Ryan and the Timberline Riders recorded Hot Rod Lincoln in 1955 as an explicit sequel to Shibley’s original (borrowing the same melody and rhythm): “Well, you’ve heard the story of the hot rod race that fatal day, when the Ford and the Mercury went out to play / This is the inside story I’m here to say, I was the kid that was a-drivin’ that Model A. …” Ryan’s record, issued on the small Souvenir label, was not a hit at the time, but when country veteran Johnny Bond cut a cover version for Republic five years later, 4 Star Records (the parent label of Shibley’s Gilt Edge imprint) hustled Ryan back in the studio to record a new version, and both records made the Top Forty.42 Commander Cody and His Lost Planet Airmen scored an even bigger hit with their 1972 Hot Rod Lincoln; like Ryan and Bond, they could thank Arkie Shibley for starting it all.

         
            
            Electricity (1951)—Jimmy Murphy 

         RCA Victor 21-47

         Recorded in Nashville on January 29, 1951 (C&W-#335)

         Although Jimmy Murphy never graced the country charts, the Republic, Alabama-born (on October 11, 1925) artist was a gifted singer-guitarist who made some terrific records combining traditional country music with the fervor of the blues that he came to love just as much. After performing on Birmingham radio in the late 1940s, he began working on the air in Knoxville in 1950, and a new friendship with Chet Atkins earned him an RCA Victor contract. His January 1951 debut session produced the song that became his signature piece, Electricity. Lyrically, it’s a statement of religious faith drawing an analogy between belief in things that one cannot see and the equally invisible yet real workings of electrical power; musically, it’s a high-energy performance showcasing his vigorous twelve-string acoustic guitar, accompanied only by Anita Carter on bass fiddle. Colin Escott notes that Murphy played guitar in “open E” tuning (associated more with blues than with country), which allowed him to play rhythm and melody at the same time. “He sang, played ferocious rhythm guitar, and hit his little licks between lines like a man desperately trying to hold down three jobs at once.” Unfortunately, this record and another four-song session didn’t generate any hits, so he was dropped by Victor. His 1955–1956 recordings for Columbia included some fun proto-rockabilly-styled numbers such as My Gal Dotty, but again no big sellers. He made intermittent recordings in the 1960s while working as a brickmason. After Dick Spottswood included Electricity on the fifteen-record “Folk Music In America” compilation for the Library of Congress, he located Murphy through music publisher Acuff-Rose, and brought him to the attention of Sugar Hill Records. Sugar Hill’s Barry Poss put him together with bluegrass musicians who’d admired his early work, including Ricky Skaggs and Jerry Douglas for an acclaimed comeback album in 1978.43 (His Electricity remake for that album may be even better than the original.) Murphy was preparing for a European tour when he died in 1981. In 1990, Bear Family Records of Germany reissued all of his Victor and Columbia recordings.

         
            
            Black Night (1951)—Charles Brown 

         Aladdin 45-3076

         Recorded on December 21, 1950; chart debut on February 10, 1951 (#1 for 14 weeks R&B) (Blues-#174)

         The twelfth biggest R&B hit ever on the Billboard charts,44 this is another of Charles Brown’s masterful urban blues. Although Brown is believed to have written Black Night, he didn’t get credit for it, with Jessie  Mae Robinson’s name going on the label (R&B historian Arnold Shaw accepted Robinson as the author). After leaving Johnny Moore’s Three Blazers, Brown was one of the hottest attractions in R&B, grossing as much as $300,000 a year with relentless touring. His reflective blues-ballad style at the keyboards influenced a generation of performers, including the young Ray Charles.

         Shaw in Honkers and Shouters: “His gentle voice had a hollowness that made it sound almost like an echo of itself.” The West Coast blues-ballad fusion he symbolized “was marked by frustration, a reflection, perhaps, of the postwar mood of many black people for whom the war to rid the world of racial discrimination was promises, promises—and hollow promises at that.”45 “… My mother has the trouble, my father has it, too / My brother’s in Korea, and I don’t know what to do / Black night is falling, how I hate to be alone. …”

         
            April 11: President Truman relieves General Douglas MacArthur of his command over U.N. forces in Korea after MacArthur publicly called for air attacks on Chinese cities.

         
            
            Night In Tunisia (1951)—Bud Powell Trio 

         Blue Note 1576

         Recorded on May 1, 1951 (Jazz-#368)

         Pianist Bud Powell was briefly a member of Dizzy Gillespie’s quintet at the Three Deuces on New York’s Fifty-Second Street in 1945, and recorded with the trumpet great later that year, so it was fitting that one of the New York native’s most legendary recordings came on Dizzy’s A Night In Tunisia.46 “Bud Powell was the definitive pianist of the bebop era,” proclaimed Gillespie. “He fitted in with us more than anybody else because of the fluidity of his phrasing. He played just like we did, more than anybody else.” As on many of his finest recordings, he’s accompanied by Max Roach (drums) and Curly Russell (bass). Gary Giddins writes of Powell that “no other pianist, and precious few musicians in any age, speak to us with such electrifying urgency. One paradox of Powell’s career is that he influenced virtually every pianist who followed him, yet none fully captures his immediacy, emotional power, and vulnerability.”47 Marveling at this performance, Len Lyons remarks: “His speed on the long break which opens the solo melts these notes into a liquid, hornlike line.”48 Ira Gitler notes that it’s “an excellent demonstration of how well the pianist had learned Parker’s lessons of the effective alternation of short, riff-like phrases and flowing inventions, of tension and release—and the bridge in his final chorus is an eight-bar wonder.”

         
            June 14: UNIVAC, the first electronic digital computer designed for commercial purposes, is introduced in Philadelphia.

         
            
            I’m a Fool to Want You (1951)—Frank Sinatra (written by Jack Wolf, Joel Herron, & Frank Sinatra) 

         Columbia 39425

         Recorded on March 27, 1951; chart debut on June 23, 1951 (#14 peak)49

         
         
            
               [image: ]

            
               Figure 5.2Frank Sinatra & Ava Gardner. Library of Congress, Prints & Photographs Division, LC-DIG-ds-07785.
            

         

         Perhaps Frank Sinatra’s greatest solo performance on record before his classic run with Capitol Records, I’m a Fool to Want You is an emotion-packed, melodramatic ballad set against the background of his stormy romance with actress Ava Gardner. Biographer Will Friedwald explains that the song’s genesis began with Joel Herron, musical director at New York’s Copacabana during the 1940s, who teamed with lyricist Jack Wolf to adapt the “Andantino” portion of Brahms’ Third Symphony for a song called Take My Love, which Sinatra recorded (to little response) in November 1950. When Herron conducted a radio series soon afterward and couldn’t use that song as a theme due to a licensing problem, he composed a similar melody that became I’m a Fool to Want You, with new lyrics by Wolf. When Sinatra recorded it, he changed part of the lyric (“Pity me, I need you”), and Herron and Wolf agreed that the singer should be credited as a cowriter (Sinatra’s first major cowriting credit since his 1942 hit with Tommy Dorsey, This Love of Mine).

         As soon as the record came out, the combination of its desperately-longing lyric and deeply felt performance associated it with Sinatra’s tortured relationship with Gardner. From the time Gardner divorced bandleader Artie Shaw in 1947, she and Sinatra entered into an on-and-off affair whose peaks and valleys were carried out in public, and left him in a constant state of turmoil just as his recording and movie careers plunged downward. (They would finally marry that November, separate three years later, and ultimately divorce.) Of course, as Friedwald notes, the record is “more than an aural manifestation of the Frank and Ava soap opera”; it stands on its own considerable merits independent of any back story. Reaching the song’s bridge, when Sinatra utters the phrase “time and time again” twice, he “skillfully extracts totally different meanings each time, musically and dramatically, following the melody optimistically up on the first and depressingly downward on the second. At the end of the release, [arranger Axel Stordahl] amplifies the singer’s angst with a solo crying violin.”50 David Jenness and Don Velsey remark that when Sinatra “lets his voice rasp and bend, almost break, on the word ‘fool,’ it is a great moment in classic pop song.”51 Biographer James Kaplan: “Never before or again would Frank sing so transparently from the heart.”52 Ironically, this bravura performance with a stirring climax—nailed in one epic take—was paired on a single with one of the most notorious Sinatra releases at the behest of Columbia musical director Mitch Miller, the novelty Mama Will Bark with voluptuous blonde Dagmar.

         Beyond its partial symphonic roots, the song’s melody may have another connection discussed by Jack Gottlieb in Funny, It Doesn’t Sound Jewish. According to the author, it is “almost a dead ringer” for a Yiddish tune about a Russian coachman by Y. L. Feldman, Yamshtchik. Additionally, Gottlieb reports, the Sinatra ballad’s middle section breaks into “another almost exact twin” of the bridge section of Al Jolson’s 1947 hit Anniversary Song. “The correlation between the two songs cannot be dismissed as accidental.” The reason for this conclusion is that very few popular songs feature the kind of downward minor-scale phrases shared by both, particularly in the middle section. “An ethnic impulse of some kind is at work during the incubation period, even if only on a subliminal level.” Since the Jolson song is itself an adaptation of a Romanian waltz, this makes I’m a Fool to Want You “a synthesis of Russian-Romanian-Jewish sources.”

         In the 2015 HBO documentary All or Nothing At All, Frank Sinatra, Jr., recalled that for many years afterward, whenever this song was played, his father would stop and listen. “It was very special to him.”

         
            June 25: CBS presents the first commercial color television broadcast, carried by five stations. However, it will be months before the first color sets are available for purchase.

         
            July 11: J. D. Salinger’s The Catcher In the Rye is published.

         
            
            Straight, No Chaser (1951)—Thelonious Monk Quintet 

         Blue Note 1589

         Recorded on July 23, 1951 (Jazz-#311)

         Thelonious Monk’s reputation among jazz fans was first established through his 1947–1952 recordings for German-born Alfred Lion’s Blue Note Records; although they didn’t sell well initially, Lion kept arranging sessions because of his passion for highly original pianists. Dan Morgenstern: “To Monk, the piano was a sounding board. A study should be made of his use of the pedals, both the damping and sustaining one. He used his feet as unorthodoxly as he did his hands, and as percussively. He struck his notes, aware that the piano is a percussion instrument, a big, tunable drum. His technique may have been eccentric, but it was intensely functional. … He knew exactly what he wanted from the instrument.”53 A prime example, and one of his most-covered compositions ever (most unforgettably by Miles Davis), is Straight, No Chaser. Monk’s piano introduction to this twelve-measure blues, writes Alyn Shipton, “is a perfect instance of his marriage of a spiky uneven theme with unusually placed accents that deceive the ear as to where the beat should fall.”54 Ted Gioia remarks that the melody “is a clever exercise in the rhythmic displacement of a changeable motif, which sometimes ends on a blues note, and sometimes resolves into a major third.”55

         
         
            
            Criss-Cross (1951)—Thelonious Monk Quintet 

         Blue Note 1590

         Recorded on July 23, 1951

         (Jazz-#337)

         Called “an absolute classic” (Ashley Kahn), Criss-Cross is a “blues scale-chase” showcasing the pairing of pianist/composer Thelonious Monk and vibraphonist Milt Jackson. “Criss Cross … stands out as perhaps the Monk masterpiece of this period,” declares Gunther Schuller. “It contains all the by now familiar melodic-harmonic characteristics, his innovations in shifting rhythms and accents, but is above all important because it is a purely instrumental conception,” as opposed to a “song.” “But the most radical aspect is that Criss-Cross is in a sense an abstraction. It does not describe or portray anything specific; it does not attempt to set a ‘mood’ or the like; it simply states and develops certain musical ideas, in much the way that an abstract painter will work with specific non-objective patterns.”56 “Jazz is freedom” was Monk’s lifelong musical motto, and that philosophy is embodied in this performance.

         Personnel for above two: Monk, Jackson, Sahib Shihab (alto sax), Al McKibbon (bass), Art Blakey (drums)

         
            
            Dust My Broom (1951)—Elmore James 

         Trumpet 146 (later reissued on Ace 508), credited to “Elmo” James57

         Recorded in Jackson, Mississippi, on August 5, 1951; chart debut on April 5, 1952 (#10 on R&B chart)58 (Blues-#21, RHF, RR, R&B-#206, 1001)

         For at least a dozen years, Elmore James’ live performances of Robert Johnson’s Dust My Broom were semilegendary across Mississippi and in other Delta venues where he played. So when he finally recorded his incendiary treatment of the classic in 1951, it became a landmark event. James’ central slide guitar riff here, notes Robert Santelli, “has been imitated, borrowed, or plain stolen by just about every other player who’s slipped a sawed-off bottleneck or an aluminum tube down the neck of his axe.”59

         The origins of the song can be traced back to a 1932 record by Pine Top and Lindberg, I Believe I’ll Make a Change, which was given a much better-known remake two years later by Leroy Carr.60 Johnson used these as the foundation for his classic rendering of I Believe I’ll Dust My Broom (1936). A cousin of James’ recalled him singing it with a cheap six-string guitar since the late 1930s; James had learned the song firsthand from Johnson, whom he came to know (at age 19) while living in Belzoni, Mississippi, in 1937. During that period, he played frequently with Rice Miller and Robert Jr. Lockwood, and on at least several occasions with Johnson. The latter artist’s bottleneck playing inspired him to use a piece of metal pipe and the open E tuning to play Dust My Broom (although Johnson did not use a slide on his recording)61

         A 1949 version of the song by Arthur Crudup (as simply Dust My Broom) brought it back into circulation, setting the stage for Elmore James. The 1951 session occurred after James accompanied his old friend Rice Miller—by then known as Sonny Boy Williamson #2—to the latter’s debut Trumpet recording session in Jackson (he’d backed Sonny Boy seven months earlier on Eyesight to the Blind). Royalties from the single enabled the artist to buy himself a car.

         An account of the session in the May 1972 Blues Unlimited stating that Lillian McMurry had recorded James without his knowledge—supposedly tricking the stage fright-afflicted performer into “rehearsing” it in the studio while she secretly taped him (based on the accounts of Williamson, who was known for his tall tales, and Homesick James)—was in error. In fact, as confirmed by McMurry, James quite consciously made the well-prepared recording with Williamson, bassist Leonard Ware, and drummer Frock O’Dell at Ivan Scott’s Radio Service Studio in Jackson.62 The day before the session, James had signed a one-year Trumpet contract with McMurry. She registered a copyright on the song, unaware at the time that it was based on Johnson’s original. Over the next few years, James would record many slight variations on Dust My Broom (such as his 1953 hit I Believe and 1955’s Dust My Blues) until the formula wore out. Greg Ward calls this performance “a seminal moment in blues history,” particularly with the interplay between James and Williamson.63

         
         
            
            How I Got Over (1951)—Mahalia Jackson 

         Apollo 248

         Recorded in August 1951

         A year after Clara Ward and the Ward Singers recorded the most renowned version of Rev. Herbert Brewster’s How I Got Over, Mahalia Jackson waxed a comparably thrilling rendition. Unlike most of her Apollo sides on which she’s accompanied only by piano and/or organ, this arrangement (by the composer) also backs her up with a choir. Brewster had also provided Mahalia with her breakthrough classic, Move On Up a Little Higher, and she would record numerous other Brewster compositions, including Surely God Is Able (also introduced by the Ward Singers). Anthony Heilbut: “Mahalia builds these songs to a frenzy of intensity almost demanding a release in holler and shout.”64 In 1963, Mahalia helped stir the massive crowd on the National Mall for the March on Washington by singing How I Got Over before the landmark speech by Martin Luther King, Jr.

         
            
            The Glory of Love (1951)—The Five Keys (written by Billy Hill) 

         Aladdin 3099

         Recorded on March 22, 1951; chart debut on August 18, 1951 (4 weeks at #1 R&B)

         A chart-topping smash in 1936 for Benny Goodman’s orchestra, The Glory of Love was written by Billy Hill, whose reputation was mainly established through Western-themed songs, including Wagon Wheels, The Last Round-Up, and The Old Spinning Wheel; the tune was introduced by Rudy Vallee. The Five Keys were formed in Newport News, Virginia, by brothers Rudy and Bernie West, with Ripley Ingram, Maryland Pierce, and Dickie Smith (the West brothers and Ingram had previously been members of the Sentimental Four). The group was signed by Aladdin Records after they wowed the audience at Harlem’s Apollo Theatre. The Glory of Love was their first and biggest hit, a lovely performance (included on Rhino’s “Doo-Wop Box”) led by Rudy West featuring a “floating falsetto” to add to the harmony, and switching leads in the song’s middle verse. Philip Groia: “The Five Keys’ first successes were patterned after The Orioles’ innovative trademark [sound], but that is where the similarity ended. While [Sonny] Til’s tenor crooned, West’s pitched and rang sharply and clearly as a bell backed by harmony without the standout bass: a harmony that could send waves tingling through any spine.”65 Dickie Smith “came very close to imitating” George Nelson on the baritone second lead. After this smash, the Keys went three years without another hit until moving to Capitol and finding success again in 1955 with Ling, Ting, Tong and Close Your Eyes.

         
            
            When the Saints Go Marching In (1951)—The Weavers 

         Decca 27670

         Recorded on June 12, 1951; chart debut on August 25, 1951 (reached #27)

         After its beginnings as a black spiritual best known in New Orleans, and its popularization following Louis Armstrong’s recording in 1939, When the Saints Go Marching In became a staple in the folk music community for its rousing sing-along qualities. That made it perfect for The Weavers as their strings-sweetened brand of folk music roared across the pop music charts from 1950 to 1952. With Pete Seeger’s ringing lead vocal, and a mid-song Dixieland band segment by Leo Diamond’s orchestra, the Weavers’ performance served as the flip side of their Top Twenty hit Kisses Sweeter Than Wine. The record climbed the charts just as the Red-hunting blacklisting of the Weavers got underway; in August 1951, FBI Director J. Edgar Hoover surreptitiously provided the governor of Ohio with the agency’s confidential file on the group, and the governor had their scheduled engagement at the Ohio State Fair cancelled overnight.

         
            October 3: Bobby Thompson hits a three-run homer, “the shot heard ‘round the world,” in the bottom of the ninth inning to lift the New York Giants to the National League pennant over the Brooklyn Dodgers in the final game of a three-game playoff.

         
            October 15: “I Love Lucy” premieres on CBS.

         
            
            I’m In the Mood (1951)—John Lee Hooker66 

         Modern 835

         Recorded in Detroit on August 7, 1951; chart debut on October 13, 1951 (4 weeks at #1 on R&B chart) (Blues-#152, Murrells)

         John Lee Hooker’s second and biggest chart-topping R&B hit, I’m In the Mood (a blues bearing no relationship to the 1930s ballad I’m In the Mood for Love) features his trancelike boogie electric guitar style, atmospheric vocals (given further flavor through spooky echo effects with his voice overdubbed three times, crude but very effective), and foot stomping on a piece of plywood supplied by producer Bernie Bessman. Eddie Kirkland contributes strongly on second guitar. During this period, Hooker played bare-fingered, with the soundhole pickup on his Stella acoustic guitar running into an amplifier.67 Hooker’s early recordings were leased to a variety of independent labels, but the releases on Modern, owned by brothers Saul and Jules Bihari, had the greatest commercial success. The lyrics (as on most Hooker records) are strictly bare-bones; it’s all about the musical spell that one man can cast.

         
            
            Our Love Is Here To Stay (1951)—Gene Kelly (written by George & Ira Gershwin) 

         MGM 30402

         Recorded in July 1950; from the soundtrack of An American In Paris (chart debut on October 27, 1951, #1 for 16 weeks) (Trad-#203)

         The last tune George Gershwin ever wrote just before his sudden death in July 1937, Our Love Is Here to Stay endures, writes Wilfrid Sheed, as “an anthem to friendship … an ode to immortality in four-quarter time.”68 Before its inclusion in the classic movie musical An American In Paris, it had been a lesser-known Gershwin gem; after Gene Kelly used it to declare his undying love for Leslie Caron, it would never be forgotten. For all the outstanding later versions by the likes of Ella Fitzgerald, it’s tough to surpass this impeccable performance in the Vincente Minnelli-directed picture built around the music of George and Ira. James Morris remarks that “the melodic statements are all directly put forward and very moving. … The phrases are so restrained and the progress of the piece so well calculated that the whole is a model love song.”69

         
            
            ‘s Wonderful (1951)—Gene Kelly and George Guetary (music by George Gershwin, lyrics by Ira Gershwin) 

         MGM 30401

         Recorded on July 20, 1950; from An American In Paris soundtrack (chart debut on October 27, 1951)

         The Gershwin classic’s Wonderful was written for the 1927 Broadway musical Funny Face in which it was performed by Allen Kearns and Adele Astaire (Fred’s sister); Fred and Audrey Hepburn would sing it in the movie version exactly thirty years later. Henry Sapoznik suggests that the song’s chorus morif bears a resemblance to Noyakh’s Tevye, lid Yitskok from Goldfaden’s Yiddish operetta Akeydes Yitskok.70 One of the finest renditions was by Gene Kelly in a duet with French musical star George Guetary in the Oscar winner for the Best Picture. Johnny Green is the orchestra director and arranger: “‘s wonderful, ‘s marvelous, that you should care for me. …”

         
            
            Unforgettable (1951)—Nat “King” Cole (written by Irving Gordon)71 

         Capitol 1808

         Recorded on August 17, 1951; chart debut on November 3, 1951 (reached #12); #1 (10 weeks) in England72 (GHF, ASCAP-#43, BBC-#47, DDD-#64, Trad-#146)

         
            Unforgettable is one of Nat Cole’s trademark ballad performances, even if its full legendary status came only after his death. The record’s success (particularly in England)—following Cole’s far bigger hit Too Young—helped ensure that the singer’s 1951 financial troubles would soon be safely behind him.73 Although Nelson Riddle had anonymously done the arrangement for Cole’s 1950 chart-topper Mona Lisa, the leadoff song of the first session on which he served as conductor as well as arranger for the artist was Unforgettable. The large ensemble (with a 13-member string section including viola, cello, and harp) also includes Buddy Cole (piano, celeste). Will Friedwald: “Riddle devised a unique introduction of keyboard and vibes in tight harmony, and no one’s been able to forget the song ever since.”74 Natalie Cole earned an awards-studded success in 1991 through her expertly crafted Unforgettable “duet” with her father.

         
            
            I’ll Fly Away (1951)—Southern Sons Quartette 

         Trumpet 164

         Recorded in November 1951 (GOSP-#106)

         Albert E. Brumley’s great 1932 gospel standard was given a memorable reading by a six-man (despite the name “quartette”) black combo from El Dorado, Arkansas. The group had come to sing at Lillian McMurry’s Record Mart in Jackson, Mississippi, the state’s largest record store, in spring 1950, and she was so impressed that she wanted to record them. That marked the birth of Trumpet Records, incorporated that June as Diamond Record Company; all of its early releases were gospel, but within several months it would emerge as an important blues label including such artists as Sonny Boy Williamson and Elmore James. I’ll Fly Away was the group’s sixth release on Trumpet.75

         The excitingly up-tempo, a cappella performance really cooks right from the start, and becomes more intense as it goes along. The arrangement is fascinatingly intricate, as they circle around the word “hallelujah” with dense harmonizing and interpolations, and lead soloist James Emerdia Walker soars above the group with great fervor. The rest of the Sons are Roscoe Robinson (tenor), David Smith and Earl Ratcliff (baritones), and Clarence Hopkins and Clifford Givens (bassos). The group (whose other outstanding 1951–1952 recordings included Rock In a Weary Land and Anywhere, Anytime) is not to be confused with a different Southern Sons that had recorded from 1943 to 1946 for Bluebird and Haven. Cliff Givens was the only carryover from the earlier Sons; he also sang for a brief time with the Ink Spots after the sudden November 1944 death of that group’s bass singer Hoppy Jones (before Herb Kenny became Jones’ long-term replacement).76 “When I die, hallelujah, bye and bye, I’ll fly away. …”

         
            
            One Day (1951)—Angelic Gospel Singers and Dixie Hummingbirds 

         Okeh 6858

         Recorded on December 27, 1951 (GOSP-#77)

         This thrilling, rip-roaring gospel performance offers the very distinct pleasures of mixing male and female gospel ensembles to form a powerhouse double quartet.77 The Angelic Gospel Singers were formed in Philadelphia in 1944 by South Carolina-born Margaret “Babe” Allison, and the group scored a rare (for gospel) Billboard R&B chart hit in 1947 with Touch Me, Lord Jesus on Gotham Records. New lead singer Bernice Cole joined the group in 1951. When Gotham went out of business due to tax problems, the Angelics moved to Chess, and then to an association with Nashboro Records in Nashville that would last for twenty-seven years. In Horace Clarence Boyer’s view, the Angelics “were to Pentecostal congregations what the Ward Singers were to the National Baptist Convention.”78 The Dixie Hummingbirds, led by Ira Tucker, had been one of the biggest acts in gospel since the late 1930s. On this performance, members of both groups feed off the other’s energy (with Cole and Tucker swapping leads, and Margaret Allison’s foot-stomping piano adding another flavorful touch) to create a barely controlled frenzy by the end. Robert O’Meally remarks that in the record’s 2 minutes and 12 seconds, “it is the closely knit chorus of eight mighty voices—trading figures like section players in a riffing jazz band, calling and recalling the notes, echoing them, shouting and reshouting them as the voices rise toward the crest of the song’s crescendo—that exalts the performance to the level of joyous ecstasy and possession by the spirit of God.”79

         (Other vocalists: Josephine McDowell,80 Lucille Shird, Ella Mae Norris; Paul Owens, Beechey Thompson, James Davis, and Willie Bobo.)

         
            
            I’ll Live Again (1951)—Dixie Hummingbirds 

         Okeh 6864

         Recorded on December 27, 1951 (Gospel-#40, RHF)

         By the late 1940s, the Dixie Hummingbirds had established themselves as one of the foremost gospel groups, on a level comparable to the Golden Gate Quartet and the Soul Stirrers, with one of the genre’s most extraordinary lead singers, the charismatic Ira Tucker. But their record sales during this period (on the small Apollo and Gotham labels) were only fair; the group’s biggest commercial success would come in the 1950s on the Peacock label. One of their greatest early performances was I’ll Live Again, a marvel of a cappella vocal artistry.81 It came from the group’s first date on Okeh Records, a Columbia subsidiary that had been dormant for almost a decade until the company revived it in 1951. It was the first time since their tenure on Decca (1939) that the Birds had been on a major label, and they viewed it as a big opportunity. Not long before the session, Paul Owens had quit the Sensational Nightingales to join the Hummingbirds, making them a quintet, and his impact was immediate. Anthony Heilbut remarks that the voices of Tucker and Owens melded magically, with “note bending of a dazzling complexity executed with a lyrical skill bordering on the erotic.”82 Tucker’s lead vocal on I’ll Live Again begins as solemn and dramatic; at mid-record, the group breaks into double time, and the Tucker-Owens “vocal dance” (as group biographer Jerry Zolten calls it) is fully unleashed.83 It’s a thrilling performance, one of the few gospel recordings in the Rock and Roll Hall of Fame’s original top five hundred songs.84

         
            
            Blue Tango (1951)—Leroy Anderson and His “Pops” Concert Orchestra 

         Decca 27875 and 16020

         Recorded on June 28 and 29, 1951; chart debut on December 29, 1951 (5 weeks at #1, 38 total weeks)85

         Composer-conductor Leroy Anderson, born in Cambridge, Massachusetts, to Swedish-immigrant parents on June 29, 1908, served as arranger for Arthur Fiedler’s Boston Pops Orchestra from 1938 through the 1940s, and wrote the enduring holiday standard Sleigh Ride. Decca signed Anderson to record under his own name with a fifty-five-piece orchestra that included the finest musicians from the New York Philharmonic, Arturo Toscanini’s French horn section and others; recording sessions were held during the summer when most orchestras were inactive and their musicians were more readily available. The result was a succession of delightful “orchestral miniatures” that showed off both his composing/arranging skills and his ingenuity. Blue Tango is a lush, beautiful tango that became one of the biggest pop hits of the early 1950s.

         
            January 1, 1952: Perhaps the most beloved of all movie musicals, “Singin’ In the Rain” starring Gene Kelly, opens.

         
            
            Petite Fleur (1952)—Sidney Bechet All-Stars 

         Original recording in January 1952; later on Vogue 9141 with Claude Luter’s Orchestra

         In addition to his singular gifts on soprano saxophone and clarinet, Sidney Bechet was also an accomplished composer, and his most celebrated original was Petite Fleur (“Little Flower”). Ever since the early years of his career after World War I, Bechet had a more devoted following in Europe (particularly France) than in the United States, and by the late 1940s he settled full-time in France, with only occasional visits to the United States. His 1949 record Les Oignons (The Onions) with Claude Luter’s orchestra was a huge hit for the recently formed Vogue Record Co., which had been formed by Paris jazz fans.86 That was topped by Petite Fleur, which became a phenomenon not only in France but also across Europe; it was cited by Cash Box in 1960 as one of Belgium’s “All-Time Best Sellers.” This is simply a gorgeous ballad, called “hauntingly impressive” by biographer John Chilton,87 showing off Bechet’s breathtaking technique on clarinet; that throbbing vibrato was his alone, especially when he soars skyward. The song quickly became a popular standard with many cover versions; Chris Barber’s Jazz Band made it a Top Ten hit (1959) in both England and the United States.

         
            
            (Come All Ye) Fair and Tender Ladies (1952)—Carter Sisters and Mother Maybelle 

         
            Columbia 4-20920 

         Recorded on February 10, 1952; released in March88

         While the recordings of the Carter Sisters (Anita, Helen, & June) and Mother Maybelle during the early 1950s were not major sellers in the country music market of the time, over the decades they have gained recognition as a lovely body of work. By far, their most renowned recording was Fair and Tender Ladies.

         Under the title You Fair and Tender Ladies, this traditional ballad was, according to John Harrington Cox in Folk-Songs of the South (1925), derived from the Scottish piece O Waly, Waly, gin Love be Bonny; the latter tune was in print by 1727, and according to Vance Randolph in Ozark Folksongs, “was regarded as very old at the beginning of the 18th century.”89 Carl Sandburg included it in American Songbag (1927) under the title Wallie, Wallie. “It is a deep heart cry, too profound and prolonged to be called poignant, yet shaken with memory of passion. …” This Scottish ballad commented on love being bonny (wonderful) when the feeling is new, “but when ’tis auld, it waxeth cauld / And fades away like morning dew.” Francis James Child published a variant, Jamie Douglas (Child No. 204), based on the 1670 marriage and 1681 divorce of James and his wife, using a 1776 song text.

         Isabel Nanton Raum and Charles Peabody included Fair and Tender Ladies in “More Songs and Ballads from the Southern Appalachians” published in the April–June 1916 Journal of American Folklore (“Come all you fair and tender ladies, take warning how you like young men / They will tell you some lovely story, declare they love you true / Straightaway they will go and love another, that’s the love they have for you”) with a footnote by G. L. Kittredge recalling a version heard some thirty years earlier.90 Also in 1916, Loraine Wyman and Howard Brockaway published it in their collection Lonesome Tunes: Folk Songs from the Kentucky Mountains under the title Little Sparrow, so named for the third stanza: “I wish I were some little sparrow, and I had wings and I could fly / I would fly away to my false lover, and while he’d talk I would sit and cry. …” In Folk Songs of the Catskills, Cazden, Haufrecht, and Studer report that the song’s tune strain is found in other ballads, including Awake, Awake, Ye Drowsy Sleepers. Additionally, in Folk Songs of the Blue Ridge Mountains, Herbert Shellans notes a relationship with the melody of I Am a Man of Constant Sorrow.91

         Bradley Kincaid popularized the song through radio performances in the 1920s and early 1930s, and the artist copyrighted it (like a number of other venerable songs, much as A. P. Carter did with the Carter Family). Kincaid’s protégé Grandpa Jones sometimes sang it on his radio show during the 1940–1942 period. Remarkably, considering this rich history and the song’s beauty, no one had commercially recorded it to that time, except for Pete Seeger on a 1950 Folkways album.92 The Carter Sisters and Mother Maybelle put it on record with gorgeous results, featuring their endearing harmonies and Maybelle’s autoharp. Within a few years, the song became an enduring folk standard. “Love grows old and love grows colder / And fades away like morning dew. …”

         
            February 20: “The African Queen” starring Humphrey Bogart and Katharine Hepburn premieres.

         
            
            Wheel of Fortune (1952)—Kay Starr (written by Bennie Benjamin & George David Weiss) 

         Capitol 1964

         Recorded on January 17, 1952; chart debut on February 16, 1952 (10 weeks at #1) (MEM-#36, GHF, Trad-#132, DMDB)

         Blessed with a big, brassy alto that was equally comfortable with jazz, blues, and ballads, Kay Starr accumulated forty-two pop chart hits from 1948 to 1962, of which the biggest and most memorable was Wheel of Fortune. Born Katharine Starks on July 21, 1922 on a reservation in Dougherty, Oklahoma (her father was an Iroquois Indian, her mother was a mixed Irish & American Indian), Kay spent parts of her childhood in Dallas and Memphis, and performed on Memphis radio. As a teenager, she worked briefly with Bob Crosby and Glenn Miller (filling in during Marion Hutton’s 1939 hospitalization), then with Joe Venuti (1943 & 1945) and Charlie Barnet (1944) before signing as a solo artist with Capitol in 1947. While singing in various Army camps during World War II, she had developed pneumonia and later required surgery to remove nodes on her vocal chords; it was a year and a half before she could resume singing, and her voice was huskier than before. But once she started hitting the charts in late 1948, Starr remained a staple of pop radio for years.

         
            Wheel of Fortune, her seventh Top Ten hit and first of two chart-toppers, was recorded at a special late-night session at Capitol’s Melrose, California studio so that the label could rush-release Kay’s version in order to beat out competing recordings. It had originally been recorded in 1951 by baritone jazz crooner Johnny Hartman, and although it wasn’t released at the time, other labels were lining up to cut the tune after Sunny Gale’s version for Derby began receiving airplay.93 One of the versions that got left behind was a January 10, 1952 treatment by Little Jimmy Scott for Coral with a band that included saxophonist Stan Getz; he would have to wait decades for his rediscovery by jazz and cabaret fans. Kay delivers a vibrant, optimistic mid-tempo ballad performance (accompanied by Harold Mooney’s orchestra). Following the example of Patti Page, the record features Kay’s multitracked vocals. Philip Groia (They All Sang on the Corner) reports that vigorous promotion by A&R man Phil Rose was a factor in the record’s rousing success.

         
            
            Night Train (1952)—Jimmy Forrest, His Tenor, and All-Star Combo 

         United 110

         Recorded on November 27, 1951; chart debut on March 1, 1952 (7 weeks at #1 on R&B chart) (GHF, Blues-#198, Jazz-#252, DM)

         The song we know as Night Train was actually the brainchild of the great Duke Ellington, although he never received a penny for it; the song’s central riff was swiped, note for note, from the climactic section of Duke’s Happy Go Lucky Local, from his Deep South Suite (1946) depicting a train rolling through the evening. Forrest combined that theme with the primary melody of Johnny Hodges’ 1940 record That’s the Blues, Old Man (accompanied by Ellington), and a few licks of his own.94 It became one of the most famous instrumental themes of the postwar era, and the man who introduced it to a national audience was tenor saxophonist Jimmy Forrest. Born in St. Louis on January 24, 1920, Forrest played with the bands of Jay McShann (1940–1942) and Andy Kirk (1942–1947) before forming his own combo for a year. Then, significantly, he replaced Ben Webster in Ellington’s band for nine months (1949–1950), a period in which he, undoubtedly, became familiar with Happy Go Lucky Local.

         As adapted by Forrest, Oscar Washington, and Lewis Simpkins, Night Train is a sultry, slow-groove piece brimming with a nocturnal vibe. Dave Marsh: “Its smoky atmosphere and undulating cadences were as openly sexual as any beat in the R&B repertoire. And with its call-and-response between the sputtering sax and the locomotive rhythm section, Night Train also evoked a time fast slipping by, the days of total American segregation, when work as a Pullman porter had about as much status as any job to which a black man might aspire.”95

         
            
            The Wild Side of Life (1952)—Hank Thompson and His Brazos Valley Boys (written by Jimmy Heap & Arlie Carter) 

         Capitol F 1942

         Recorded on December 11, 1951; chart debut on March 15, 1952 (15 weeks at #1 on C&W chart) (GHF, HBN-#13, C&W-#32)

         Hank Thompson had sung Roy Acuff’s Great Speckled Bird for years, so when he heard the Capitol recording of The Wild Side of Life by Texas honky-tonk artist Jimmy Heap and the Melody Masters—Heap and his pianist Arlie Carter had taken the melody shared by the Acuff song and the Carter Family’s I’m Thinking Tonight of My Blue Eyes, and substituted new lyrics—he liked it. He particularly liked the song’s central line about the narrator’s straying, independent-minded woman: “I didn’t know God made honky tonk angels.” He decided to record the number, using the first verse and chorus, and rewriting the second and third verses into one. But everyone assumed it would only serve as the B side of his single Cryin’ In the Deep Blue Sea. Instead, it became a blockbuster.

         Born September 3, 1925 in Waco, Texas, near the Brazos River, Thompson was a Carter Family and Jimmie Rodgers fan from boyhood, and snagged his own Waco radio morning show as “Hank the Hired Hand” before doing wartime Navy service in the Pacific. Back home in 1946, he made his first recordings for a small label in August, and Tex Ritter helped him land a contract with Capitol. In early 1948, Humpty Dumpty Heart became the first of nearly eighty country chart hits that Thompson would enjoy in his long career. He formed the Brazos Valley Boys in late 1949, and a few months later hired Billy Gray, a Western swing guitarist who was no virtuoso but was a creative arranger, particularly when it came to fashioning danceable rhythms. After nine hits in 1948–1949, Thompson was off the charts the next two years. Then came The Wild Side of Life.

         With a strong baritone vocal, that sturdy melody, and fine soloing by the band’s new steel guitarist, Curly Chalker, the record became the #1 country hit of 1952, and his career was firmly back on track. Thompson came to symbolize the fusion of honky-tonk with Western swing. J. D. Miller quickly wrote an answer song, It Wasn’t God Who Made Honky Tonk Angels, that made Kitty Wells a superstar. Kitty’s hit actually helped Thompson’s; his record was on the way down the charts when hers came out, and Wild Side received a second wind when many DJs would play the two records back to back.96

         
            March 21: Alan Freed, a local disk jockey on WJW and host of “The Moondog House” on which he’s been playing rhythm and blues records for primarily white teenagers since last year, organizes “The Moondog Coronation Ball” at the Cleveland Arena. The show attracts an overflow crowd and is cut short by near-rioting, and becomes known as the first rock and roll concert.

         
            
            He’s Got the Whole World In His Hands (1952)—Marian Anderson 

         Recorded on May 14, 1952 for RCA Victor (Gospel-#8, RR, GHF)

         The traditional song we know best as He’s Got the Whole World In His Hands goes back many years, and it had two early appearances in print in 1927: in Arthur Heff Fauset’s “Negro Folk Tales from the South” (July–September 1927 Journal of American Folklore, citing it as having been collected near Tuskegee, Alabama), and Edward Boatner’s book Spirituals Triumphant—Old and New.97 It was first recorded in February 1929 for Victor as The Whole World In His Hands by F. W. McGee, then a month later by Bessie Johnson’s Sanctified Singers. Another splendid early version came in 1930 by Brother Williams’ Memphis Sanctified Singers (possibly including Bessie Johnson).

         The great contralto Marian Anderson recorded many spirituals in the 1920s and 1930s, but it was not until 1952 that she recorded He’s Got the Whole World, one of the most beloved selections in her repertoire.98 Hamilton Forrest created the arrangement for the song in 1951, dedicated to Anderson in the sheet music; she loved it, and it was his treatment of the piece that she would use in all her subsequent performances. The song is the essence of simplicity, explaining why generations of Sunday-school children have learned it; Marian and her pianist give it dignity and elegance, underlining the poignancy of childlike faith.99 It served as the title song of her 1961 RCA album He’s Got the Whole World In His Hands and Other Spirituals. She sang it at the historic March on Washington at the Lincoln Memorial (the same setting for her legendary 1939 concert) on August 28, 1963. And it was the concluding number throughout her farewell tour that began in October 1964. Twenty years later, at a ceremony at New York’s City Hall, Anderson accepted the first Eleanor Roosevelt Human Rights Award, and was moved to tears when, at the ceremony’s conclusion, the roomful of guests sang Whole World.100

         
            
            Lawdy Miss Clawdy (1952)—Lloyd Price (written by Lloyd Price) 

         Specialty 428-45

         Recorded on March 13, 1952; chart debut on May 17, 1952 (7 weeks at #1 on R&B chart)101 (RHF, R&B-#128, Blues-#186, DM, ACC)

         One of the biggest crossover acts of 1950s rhythm and blues, Lloyd Price was born March 9, 1933 in Kenner, a suburb of New Orleans, and with his younger brother Leo assembled a band for local gigs. Bandleader and talent scout Dave Bartholomew liked what he saw and invited Specialty Records chief Art Rupe to check out the teenaged singer, who had been auditioning for a succession of record companies. At his debut session for Specialty at J&M Studio in New Orleans, Price unveiled the deliciously bluesy Lawdy Miss Clawdy, with Bartholomew’s associate Fats Domino (who was spontaneously recruited to sit in when he stopped by the studio), providing the rolling-triplets piano introduction, Lee Allen with a smoky sax solo, and the definitive Crescent City drummer Earl Palmer. The song adapts the melody of Champion Jack Dupree’s local standard Junker Blues, which Domino had also used for his 1949 debut hit The Fat Man.102 The title phrase was borrowed from James “Okie Dokey” Smith, a local DJ who would always say “Lawdy, Miss Clawdy” to show his pleasure for a new record (and to introduce commercials: “Lawdy, Miss Clawdy, you gotta drink Maxwell House Coffee!”); Price’s high school group had appeared frequently on Smith’s program. Jim Dawson and Steve Propes point out that the phrase “Lawdy” dates back on record to at least 1929, on Blind Teddy Darby’s Lawdy Lawdy Blues; and Jimmy Witherspoon in 1950 had recorded a song called Miss Clawdy B.103 According to Rupe, this may have been the first black record that was aimed at the black market but sold in significant numbers to white listeners.104

         Price had four more hits for the label before being drafted by the Army and being sent to Korea. On his return, he began scoring with a succession of hits that crossed over big time to the pop charts starting in 1957, most notably Stagger Lee and Personality. Dave Marsh writes that Miss Clawdy “set the pattern for the rock and roll years in New Orleans, especially through Earl Palmer’s loping, midtempo shuffle beats with their busy ride cymbal and through the vocal shouted over the top of the groove.”105 Domino biographer Rick Coleman notes that Clawdy “became the forerunner of the primary rock ‘n roll sound,” with many early classics such as Little Richard’s Tutti Fruti and Elvis Presley’s Hound Dog drawing direct inspiration from this record.106

         
            
            Lover (1952)—Peggy Lee (music by Richard Rodgers, lyrics by Lorenz Hart) 

         Decca 28215

         Chart debut on June 7, 1952 (reached #3)107

         Capitol, the label on which Peggy Lee had recorded since launching her solo career in 1945, refused to let her do the Rodgers and Hart standard Lover, because Les Paul had recently (in 1948) scored a hit with the song (his first multitracked solo guitar symphony). So she left Capitol for Decca, and had a surprise smash with this wildly flamboyant Latinized arrangement by Gordon Jenkins, with crucial help from Marty Paich. The song was written for the 1932 film Love Me Tonight, in which it was introduced by Jeannette MacDonald. Peggy’s version is a world removed from Jeannette’s: a lavish, swirling orchestral fantasia that’s one step removed from being nuts, but instead the listener is swept along for the ride. The singer recalled: “We’d start in the original key, then we’d go up by a half or a whole step, and then another step, and the rhythm would increase underneath us by using all of the percussion possible—we had eight percussionists.” Biographer Peter Richmond remarks that “it wasn’t just the hurtling tempo or the beat of the drums that was special: The song marked the first time that Peggy used her extraordinary time to maximum heart-stopping effect. As the beat increased, growing trickier and faster, she never lost it, though she played with it mercilessly.”108 Even American Popular Song author and composer Alec Wilder, who generally preferred a traditional approach to songs, was charmed, calling it “extraordinary, driving, almost whiplash” in its approach.109 In Jazz Singing, Will Friedwald remarks that Jenkins’ arrangement transformed the song “into an ecstatic polyrhythmic cacophony that started its staid stuffed shirt of a composer spinning in his grave even though he was still alive.”110

         
            
            Are You Missing Me? (1952)—Jim and Jesse and the Virginia Boys (written by Ira & Charlie Louvin) 

         Capitol 2233

         Recorded on June 13, 1952 (HBN-#195, C&W-#230)

         Following in the great country music tradition of brother harmony acts, Jim and Jesse McReynolds became the second brother group (after Carter & Ralph Stanley) to establish their reputation in bluegrass. (The Monroe Brothers’ 1930s recordings were straight country and gospel, before Bill helped create the music known as bluegrass.) Jim McReynolds was born on February 13, 1927, Jesse on July 9, 1929, both in Coeburn, Virginia, and they started early in music with the inspiration of their grandfather Charles McReynolds, a well-known fiddler who recorded for Victor in 1927 with the Bull Mountain Moonshiners. The duo began their professional careers in 1947 with a succession of radio shows in Virginia, Tennessee, West Virginia, Georgia, Iowa, and Kansas. While at an Ohio station in 1951, they cut ten gospel songs, and the following year, while at an Asheville, North Carolina station, signed with Capitol.

         
            Are You Missing Me was one of the eight pieces recorded at their debut session for Capitol, written by the prolific Louvin brothers, with gorgeous harmonies (Jim McReynolds on high tenor harmony) and exceptional bluegrass musicianship.111 Bill Malone: “Jesse McReynolds brought a dynamic new ingredient to bluegrass with his cross-picking mandolin style, a syncopated technique with a sound similar to that achieved by [Earl] Scruggs on the banjo.”112 Jim is on guitar, and Tommy Jackson and Sonny James provide double fiddles. Although this is the record that made them famous, it did not make the national country charts, and, in fact, it would be another twelve years before Jim and Jesse reached the charts for the first time. David Cantwell writes that the song sounds like the definition of “lonesome,” but “then Jesse explodes on the mandolin, cross-picking his way through the first break, and the record suddenly sounds manic, desperate, eerily hollow, like a banjo with its heart ripped out.”113

         
            1952: Harry Smith’s Anthology of American Folk Music, an eighty-four-song compendium of blues, country, religious, folk, and ethnic recordings from the 1920s and early 1930s issued on Folkways Records, will become the Bible for a generation of folk artists and connoisseurs.

         
            1952: Ralph Ellison’s “Invisible Man” is published.

         
            
            In the Pines (1952)—Bill Monroe and His Blue Grass Boys 

         Original version on Bluebird 8861, recorded on October 2, 1941; new version for Decca 28416, recorded on July 18, 1952 (C&W-#428)

         A folk/country standard dating back to recordings by Dock Walsh (1926) and as Lonesome In the Pines a year later by the duo of Darby and Tarlton, In the Pines was just the kind of traditional material close to Bill Monroe’s heart. When he first recorded it in 1941, he may have been particularly inspired by the more recent versions of the Delmore Brothers (1937) and Fiddlin’ Arthur Smith (1938). Additionally, the tune is a close relative to that used for the country standard Old Reuben aka Train 45 (associated with G. B. Grayson and Wade Mainer), and also to the traditional Jack o’ Diamonds (as recorded by Blind Lemon Jefferson in 1925), and by bluesman Charley Jones for the Library of Congress in 1935 as The Longest Train I Ever Saw.114 115 On the 1941 version, Willie Wesbrooks (aka Cousin Wilbur) sings the duet sections with Monroe. By the time he recorded it again in 1952, the song had taken on still darker, more mysterious connotations as it describes “the longest train I ever saw” against the ominous background of the pine trees. “In the pines, in the pines, where the sun never shines. …”

         It appears that the song has even deeper roots than the recordings mentioned earlier. Judith McCulloh’s 1971 Ph.D. dissertation (subtitled “The Melodic-Textual Identity of an American Lyric Folksong Cluster”) identified 160 different variants of the In the Pines song family, starting in 1917 when it was collected (four lines and a melody) by Cecil Sharp and Maud Karpeles for English Folk Songs from the Southern Appalachians. Three fourths of these variants represent the tune of that name, with the rest representing the George Collins tunes (so called because of their association with Child ballad #85), which include the Reuben/900 Miles (from My Home) tunes. According to McCulloh, some elements of the song cluster developed in the South, perhaps around the time of the Civil War, and merged toward the end of the nineteenth century. Among blues artists, the same basic melody was used for Where Did You Sleep Last Night, most famously recorded by Huddie Ledbetter (Leadbelly) three times in the 1940s as Black Girl. Newman I. White found the tune he called The Longest Train I Ever Saw in 1919 in North Carolina.116 117

         Bill Friskics-Warren in Heartaches By the Number: “It’s a vivid, surreal picture, especially the long train that takes an incredible three hours to pass. … Haunted as they are by the disembodied wailing and whooshing noises made by Monroe and lead singer Jimmy Martin—and that ghostly fiddle and mandolin—these images suffuse the record with an air of dreamlike foreboding. Martin sings of being on his way home, but Monroe’s eerie harmonies suggest otherwise. [Fiddler Charlie Cline and banjo player Sonny Osborne are also on hand.] More than a real place, those sunless pines cast their shadow over Jimmy’s subconscious—a dark, frigid, terrifying realm into which he finds himself rapidly descending.”118

         
            August 14: “The Quiet Man” opens, starring John Wayne and Maureen O’Hara.

         
            August: The first Holiday Inn opens on Highway 70 in Memphis, soon to become the United States’ most influential motel chain, with over one thousand locations by 1968.

         
            
            Dancing On the Ceiling (1952)—Jeri Southern (music by Richard Rodgers, lyrics by Lorenz Hart) 

         Recorded for Decca on September 16, 1952

         Jeri Southern never became a “star,” but the cult of admirers who regarded her as a consummate songstress included Frank Sinatra. The soft-voiced pianist-singer with the understated, conversational style turned in the definitive performance of the exquisitely lovely Rodgers and Hart ballad Dancing On the Ceiling.

         Born Genevieve Hering on August 5, 1926 in Royal, Nebraska, Jeri put to work her fifteen years of classical piano study (starting at age 6) by serving as accompanist for Anita O’Day and other vocalists in Chicago clubs starting in 1944, then began to attract attention as a singer. Landing a recording contract with Decca, she hit the Top Thirty with the singles You Better Go Now (1951) and Joey (1954). Tiring of the music business, from the early 1960s onward, she concentrated on teaching voice, piano, and composition; she also wrote some songs and orchestrations.

         Rodgers and Hart wrote Dancing On the Ceiling for the 1930 Broadway musical “Simple Simon,” but it was cut from the show by producer Florenz Ziegfeld. The composers then put the song into their score for the London musical “Ever Green,” where it was introduced later that year by Jessie Matthews and Sonny Hale, and became a popular number. About a year later, British bandleader Jack Hylton became the first artist to record it, and Matthews sang it again in the slightly renamed 1934 film “Evergreen.” Rodgers composed the music first, and he recalled in his autobiography that Hart, believing the melody had a feeling of weightlessness and elevation, wrote lyrics about a girl who imagines that her lover is dancing on the ceiling above her bed.

         Alec Wilder writes that the chorus “is a masterpiece of understatement,” with a minimal melodic range that, nonetheless, “flows like a quiet stream. … I find this song, music and lyric, a high point in theater song writing.”119 James Morris, including Southern’s recording in the Smithsonian’s “American Popular Song” boxed set, calls her rendition “carefully calculated in its musical and lyric values … this recording is a good example of the graceful intimacy” she provided in her work.120 It’s a delicate, hushed, haunting performance that lingers in the memory.

         
            September 23: Rocky Marciano wins the world heavyweight boxing championship by knocking out Jersey Joe Walcott in the thirteenth round.

         
            November 4: General Dwight D. Eisenhower is elected President, defeating Adlai Stevenson.

         
            January 1, 1953: Audrey Hepburn soars to movie stardom with the premiere of “Roman Holiday.”

         
            
            Vaya Con Dios (May God Be With You) (1953)—Les Paul and Mary Ford (written by Larry Russell, Inez James, & Buddy Pepper)121 

         Capitol 2486

         Chart debut on June 20, 1953 (11 weeks at #1); reached #7 in the United Kingdom.

         (GHF, MEM-#24, Trad-#103)

         Two years after guitar virtuoso and pioneer Les Paul enjoyed one of the biggest and most influential records of the decade with How High the Moon, he used the same techniques—his multitracked guitars and the many-layered vocals of his wife Mary Ford—to scale the heights again with the touching ballad Vaya Con Dios. The song had first been recorded in December 1952 by jazz singer Anita O’Day (best known for her 1940s hits with the Gene Krupa and Stan Kenton bands); inspired by Patti Page’s records, Anita multitracked her vocals in a lovely performance that somehow failed to become a hit. But Paul, the master of the technology, took the same basic arrangement and carried it to multi-million sales. He happened to hear O’Day’s record on the radio while he and Mary were appearing in St. Paul, and realized it was perfect for the duo’s sound.122 This was the tenth Top Ten hit for Les and Mary, and the biggest-selling of all. Capitol Records’ 1953 sales were up by 15 percent over the previous year, thanks, in part, to the two million sold by this disk.123

         
            
            The Eagle Stirreth Her Nest (1953)—Reverend C. L. Franklin 

         Recorded for Chess in 1953

         (GOSP-#43)

         Anyone who wonders how Aretha Franklin got her extraordinary musical gifts will find the answer in the recordings of her father, the Reverend C. L. Franklin. There’s a rich tradition of spellbinding African-American preachers on record; Franklin built on that foundation with new touches for the postwar generation. Born Clarence LeVaughn Walker in Sunflower County, Mississippi, on January 22, 1915 (obtaining the surname Franklin as a child from the new husband of his mother), he became a Baptist preacher at sixteen, based in Memphis until 1944. After a two-year stint at a Buffalo church, a sensational sermon at the National Baptist Convention led him to be hired to lead the congregation at Detroit’s New Bethel Baptist Church in 1946. Rev. Franklin built a huge new audience when Joe Von Battle began recording his sermons in 1953, and signed him to a contract through the Chicago-based Chess Records. The records became best-sellers—none more famous than The Eagle Stirreth Her Nest.

         The text was drawn from Deuteronomy; the eagle was used as a symbol of God. “In picturing God as an eagle stirring her nest,” writes Aretha in her autobiography, “I believe history has been one big nest that God has been eternally stirring to make men better—and to help us achieve world brotherhood.”124 According to Berry Gordy’s sister Anna Gordy (also Marvin Gaye’s first wife), a close friend of C. L., the sermon was partly inspired by the Detroit race riots of 1943. Robert Darden notes that while Franklin had studied the recorded sermons of Rev. J. M. Gates, “nothing can prepare the listener for the ferocious vocal attack of these recordings.125 Franklin uses his rough and raspy voice, sandpapered from years of preaching several high-energy sermons in a day, as a musical instrument, spitting the words in a harsh staccato, then breaking into a crooning hymn.”126 Feeding off the energy of the congregation that he’s driven to a frenzy, the song’s refrain begins: “My soul is an eagle / In the cage that the Lord has made for me,” and one day, the cage will be opened to let his soul “fly away and be at rest.” David Ritz: Several decades after Franklin employed “the graphic and highly complex metaphor,” the sermon is included in several academic anthologies of literature, is taught in colleges, and “remains one of the essential texts of African American history.”127

         
            July 1: The formidable teaming of Marilyn Monroe and Jane Russell makes “Gentlemen Prefer Blondes” a classic.

         
         
            
            The Third Degree (1953)—Eddie Boyd 

         Chess 1541

         Recorded in c. May 1953; chart debut on July 4, 1953 (#3 R&B) (Blues-#315)

         This fine, slow, mournful blues by the Stovall, Mississippi-born (on November 25, 1914), Chicago-based singer-pianist was inspired in large part by Texas Alexander’s 1927 record Levee Camp Moan Blues (“They’ve got me accused of murder and I ain’t harmed a man / They got me accused of forger and I can’t write my name”).128 Indeed, that line dates back still further to one of the very first published accounts of blues singing: In the July–September 1903 Journal of American Folklore, Harvard archeologist Charles Peabody quoted black laborers in Mississippi singing: “They had me arrested for murder / And I never harmed a man.”129 Fifty years later, Boyd sings: “They’ve got me ‘cused of taxes—I don’t have a lousy dime / Got me ‘cused of children, an’ nary one of them is mine. … They’ve got me accused of murder—I ain’t harmed a man / Got me accused of forgery—I can’t even write my name. … Bad luck, bad luck is killin’ me / I just can’t stand no more of this third degree. …” He first made his mark backing Sonny Boy Williamson, Tampa Red, and Jazz Gillum on records from 1945 to 1949, and had his solo recording debut for Victor in 1947. His backup combo here includes “Little Sax” Crowder (tenor sax), Les Cooper (guitar), Chess’ ever-present Willie Dixon (bass), and Percy Walker (drums).

         
            July 27, 1953: Korean War hostilities end after three years with the signing of an armistice. Total casualties (dead and wounded): 1.5 million for North Korea and China, over 344,000 for United Nations forces (including 25,000 U.S. deaths).

         
            
            There Will Never Be Another You (1953)—Nat “King” Cole (music by Harry Warren, lyrics by Mack Gordon) 

         Capitol H-420

         Recorded on August 3, 1953

         
         
            
               [image: ]

            
               Figure 5.3Nat King Cole. Library of Congress, Prints & Photographs Division, LC-DIG-ppmsca-19701.
            

         

         Few songwriters could match Harry Warren for his array of hits during the 1930s and 1940s, moving from a prolific collaboration with Al Dubin to other lyricists, including, from 1940 to 1945, Mack Gordon (Chattanooga Choo Choo, At Last, I Had the Craziest Dream). There Will Never Be Another You was written for the 1942 Sonja Henie film Iceland (in which it was introduced by Joan Merrill), and it was recorded by various artists including Woody Herman. But it was rendered most unforgettably by Nat Cole, with arranger-conductor Nelson Riddle. Alec Wilder: “It may just be the loveliest of all Warren songs. … It tantalizes me instantly with its first phrase, then hooks me with its third measure harmony, then winds up enmeshing me with its succeeding phrases. There’s not a poorly chosen note in the melody.”130 James Morris praises Cole’s “unerring instinct for finding the dulcet quality in phrases and exploiting the natural sweetness of a strain without slipping into the saccharine.”131

         
            
            Mystery Train (1953)—Little Junior’s (Junior Parker) Blue Flames 

         Sun 192

         Recorded in Memphis in early August 1953 (released on November 1; didn’t chart)132 (Blues-#90, NPR-300, R&B-#261)

         Junior Parker (born Herman Parker, Jr., on March 3, 1927 in West Memphis, Arkansas) had hosted his own show on KWEM in West Memphis, and Ike Turner had recorded him for RPM/Modern in 1951–1952, before he auditioned for Sam Phillips’ new Sun Records. His first release, a John Lee Hooker-styled number called Feelin’ Good, made the national R&B Top Ten. Colin Escott and Martin Hawkins: “Called back for another session, Parker brought a moody, elegiac blues called Mystery Train—a phrase that appears nowhere in the song but well characterizes the aura Parker and Phillips created in the studio. It’s a slow, atmospheric piece in which a loping, syncopated beat, slap bass, and gently moaning tenor sax coalesce to produce a ghostly performance. But at the same time, its poise, understatement, and lack of an obvious ‘hook’ were sure predictors of commercial oblivion.” The refrain of the song is rooted not only in the Carter Family’s Worried Man Blues (1930) but also in folk/blues antecedents to that record. During the 1923–1927 period, folklorist Robert Winslow Gordon received from a correspondent the text of a song, The Train I Ride, that, while different in other respects, contains the stanza “The train I ride is 16 coaches long / If you don’t believe I am goin’, count the days I am gone.”133 Peter Guralnick writes that from Phillips’ perspective, “it derived its power from the immensity, the mystery, of leave-taking.” His main contribution, aside from slowing the tempo a bit, was to insist that the train be sixteen coaches long, not eighteen as Junior wanted; to Sam, “sixteen sounded just about right.”134 Parker’s record generated some regional activity, but didn’t cross over nationally.135 However, the record made an impression on a young Elvis Presley, who would go on to make it one of his seminal performances for Sun Records. Phillips had retained 50 percent ownership of the song, with his name added to the composer credit. To some connoisseurs, remarks Robert Palmer, this is “the most metaphysically potent song in all of rock and roll.”136

         James Wheeler (tenor sax), Floyd Murphy (guitar), Bill Johnson (piano), Kenneth Banks (bass), and John Bowers (drums).

         
            
            Shake a Hand (1953)—Faye Adams 

         Herald 416

         Chart debut on August 22, 1953 (10 weeks at #1 on R&B chart) (R&B-#203, Blues-#302, DM)

         One of the biggest R&B chart hits ever came from this gospel-trained singer from Newark, New Jersey. Faye (born Faye Tuell in 1923) was lead singer with Joe Morris’ Blues Cavalcade in the early 1950s (as “Fay Scruggs”) before going solo. Morris wrote her breakthrough smash, a powerfully sung R&B love ballad about a woman pledging to take care of her man. As related by Charlie Gillett in his Atlantic Records history, Atlantic cofounder Herb Abramson supervised rehearsals of the song with Morris and Adams in Montgomery, Alabama, but before he could get them into the New York studio to record it, he had to ship out to Germany to fulfill his U.S. military obligations. Morris grew impatient waiting for someone else at Atlantic to let them make the record, so he and Adams went around the corner from the label’s Manhattan office and asked Al Silver at Herald Records to do it, “thereby giving Al the biggest R&B hit of 1953.”137

         Silver offered his account when interviewed by Arnold Shaw.138 Very shortly after he started the Herald label, he heard the Morris band do Shake a Hand at a New York hotel ballroom. Morris told him that he had been trying for a year to get Ahmet Ertegun and Jerry Wexler to let him record the number for Atlantic, and his option with the label had run out. Having got “goose pimples” when he heard Faye’s vocal on the song, he immediately signed Morris to a contract, and rushed the bandleader and Adams into the Bell Sound studio on Eighty-Seventh Street near Central Park West—the first time that Silver had ever been in a recording studio. Songwriter Charlie Singleton, who would later cowrite the lyrics to Frank Sinatra’s Strangers In the Night, helped guide them through the session. Soon after Shake a Hand was released, the fledgling label was deluged with orders; its small plant with three presses was “running full blast,” trying to keep up with demand. A $15,000 bank loan enabled Herald to get out 150,000 copies of the record, under a deal with MGM Records to do the additional pressings. According to Silver, the song ultimately sold a million copies, and Faye’s follow-up I’ll Be True sold 800,000.

         The record, suggests Peter Guralnick, “was unlike anything that gone before,” with the “impassioned undercurrent of feeling that lay just beneath the surface. Shake a Hand might just as well have been recorded in church, so fervent was its emotional approach.”139 Dave Marsh cites this “beautiful gospel blues” for its “mingling of secular and gospel technique. There’s grit and soul here that few women have ever brought to a pop record.”140 The Baltimore Afro-American even saw in the record’s early crossover success a symbol of crumbling racial barriers: “Not too long ago, ‘rhythm and blues’ discs were even referred to in the trade as ‘race’ records and were beamed primarily to colored audiences. With Shake a Hand, however, the results have been different.”141

         
         
            
            By Myself (1953)—Fred Astaire (music by Arthur Schwartz, lyrics by Howard Dietz) 

         Recorded for MGM in September 1952; from the soundtrack album to The Band Wagon (chart debut on August 29, 1953, reached #3)

         Written for the 1937 Broadway musical Between the Devil, the elegant, reflective ballad By Myself, remarked Alec Wilder in American Popular Song, “is not only a very good song, it’s a very special, virtually unique song. … It accomplishes so much with so little. Its range is only an octave, yet it’s so well conceived that it has the effect of a wide range.”142 Still, it was not widely known to the general public until Fred Astaire gave the number a memorable rendition in the classic movie version of The Band Wagon. British performer Jack Buchanan had introduced By Myself on stage in 1937 and costarred with Astaire in the film. Fred sings it early in the picture, portraying a once renowned but now faded star who soberly realizes he’s got to rely on his own resources to make a comeback, and the song perfectly carries forward this theme. James Morris, praising the song as “a triumph of economy,” notes that Astaire “obviously understands all the song’s nuances and strengths. His rhythmic approach is immaculate and so natural as to seem almost offhand. No other singer of American popular songs is quite his equal in evoking a feeling of elegant motion.”143

         
            
            I’ll Go Stepping Too (1953)—Lester Flatt, Earl Scruggs, and the Foggy Mountain Boys (written by Tom James & Jerry Organ) 

         Columbia 21179

         Recorded on August 29, 1953 (C&W-#419)

         This is a terrific, propulsive bluegrass classic about turning the tables on a wayward lover: If you want to run around, two can play that game. Benny Martin on fiddle is the featured player on this performance, with several opportunities to cut loose as he drives the group while Earl Scruggs plays a supporting role on banjo. Curly Seckler adds his vocal harmonies to Lester Flatt’s lead on the choruses, with Jake Tullock on bass. The group’s first studio session since November 1952, its next best-remembered song was on the flip side, the Scruggs-penned instrumental Foggy Mountain Chimes.

         
            
            I Wonder If I Will Ever Rest (1953)—Mahalia Jackson 

         Apollo 278

         Recorded on October 12, 1953 (GOSP-#115)

         
         
            
               [image: ]

            
               Figure 5.4Mahalia Jackson. Library of Congress, Prints & Photographs Division, LC-USZ62-109778 (Carl Van Vechten collection).
            

         

         In her second to last recording session for the Apollo label before moving to Columbia, the world’s greatest gospel singer unleashed a performance that is unlike anything else in her massive catalog. It is a deeply haunted recording that has more in common with the eerie late-1920s/early 1930s blues of Tommy Johnson and Skip James than it does with postwar gospel.

         On all of her other Apollo recordings, Mahalia is accompanied by piano, organ, or both. Only on this song is her main accompaniment a guitar—and a thoroughly bluesy guitar at that. Some of her other Apollos have her backed by a choir, but only on this song is she backed by a sole male voice. And, unlike any of her other Apollo recordings, here she is also backed by percussion: not drums, but tom-toms.

         The record opens with a gentle tom-toming, followed by the acoustic guitar. Then, we hear a quiet, wordlessly moaning male voice in the background, seemingly off in the distance—deepening the spooky atmosphere. Finally, Mahalia begins, with additional backing on organ, singing about a lifetime of troubles and yearning for a place to find blessed solace from her woes, with that distant moaning contributing to her disquiet. There is a stark, ancient quality to this recording, so utterly distinct from all of her other work that it seems to emanate from another world.144 This obscure, forgotten song emerges as one of the shining gems of Mahalia’s matchless career.

         
            
            There Stands the Glass (1953)—Webb Pierce (written by Audrey Grisham, Mary Jean Schurz, & Russ Hall) 

         Decca 28834

         Recorded on February 25, 1953; chart debut on October 24, 1953 (12 weeks at #1 on C&W chart) (C&W-#60, HBN-#80, NPR)

         Drinking songs are as central to country music as tales of cheating and honky-tonks, and There Stands the Glass is, declares Bill Malone, “the national anthem of beer drinkers.”145 One of the all-time titans of the country charts, Webb Pierce had thirteen #1 C&W singles, an astonishing six of which held the top spot for ten or more weeks during a blazing three-year period from 1953 to 1955. Born August 8, 1921 in West Monroe, Louisiana, he was a passionate childhood fan of Jimmie Rodgers, and learned to play guitar at an early age. Pierce sang on a local radio station at fifteen, and after World War II service began singing at Shreveport area clubs and radio. In 1949, he was signed to 4 Star Records, and while performing on the “Louisiana Hayride” radio program assembled a band that included pianist Floyd Cramer, guitarist-singer Faron Young, and backing vocalists Teddy and Doyle Wilburn. After releasing some records on his own small label Pacemaker, he landed a contract in 1951 with Decca, and his second release on the label, Wondering, became a smash, with others quickly following. “Pierce’s vocal and instrumental sounds were quintessentially honky-tonk,” writes Malone in Country Music U.S.A. “His wailing tenor voice easily cut through the din and babble of bars and dance halls, while his instrumental accompaniment set down a danceable beat that was hard to resist.”146

         
            There Stands the Glass was begun by Mary Jean Schurz as a song about soothing the pain of lost love through the bottle, but she hadn’t completed it at the time she met Pierce. The singer took the partial song home, worked on the lyrics with his wife, Audrey, and finally turned over the finished product to Russ Hall, who provided a final polish. A shrewd marketer as well as performer, Pierce calculated that at least three-fourths of his record buyers drank, and that they wouldn’t be offended by a number about becoming lost in a haze of alcohol. Decca executives were, nonetheless, concerned that some stations might ban it on moral grounds. Indeed, the January 30, 1954 Billboard reported that some stations received protesting calls, “because no punishment is meted out to the intemperate drinker,” but with trepidation they released it, and were rewarded with a blockbuster. Bill Friskics-Warren cites Jimmy Day’s opening steel guitar slur, Cramer’s saloon-style piano, and the catch in Pierce’s voice stemming from his knowledge that while the whiskey can “settle his brain” and “ease all his pain,”147 it’s also the reason why his woman left him in the first place. The song made the all-time Top Hundred as ranked by Country America in 1992, and it ranked as the #68 greatest song by Country Music Television in 2003.

         
            
            Money Honey (1953)—Clyde McPhatter and The Drifters (written by Jesse Stone) 

         Atlantic 1006148

         Chart debut on October 31, 1953 (11 weeks at #1 on R&B chart)

         (RHF, R&B-#111, RS, DM, ACC)

         After Clyde McPhatter had led the Dominoes on the #1 R&B hit of 1952, Have Mercy, Baby, and left the group, Atlantic Records signed the dynamic twenty-year-old North Carolina native and formed a new group for him to lead, the Drifters. Their debut release (with McPhatter getting top billing), Money Honey, became the #1 R&B hit of 1953. Its writer Jesse Stone had recorded a couple of celebrated jazz sides in the 1920s, wrote hits in the swing era, and finally became Atlantic’s postwar jack of all trades as A&R man, writer, arranger, and bandleader. It’s a comic tale of a guy whose romantic and life problems all boil down to lack of cold hard cash; everyone from his landlord on down wants money from him, but his pockets are empty. Lesson learned: “You gotta have money, honey, if you wanna get along with me!” The narrative served as a precursor to Chuck Berry’s Too Much Monkey Business and Berry Gordy’s Money (That’s What I Want). Arnold Shaw calls it “a triumph of songwriting … as well as a triumphant performance.”149 Its arrangement, too, is striking, as Stone came up with a bagpipe intro with the group (underlined by the drums) chanting nonsense syllables, setting up McPhatter’s mighty vocal.

         Greil Marcus: “The overriding shock is that as all parts of the music come together, you are present at a creation—the creation or the discovery of rock ‘n roll. The special energy that only comes when people sense they are putting something new into the world, something that will leave the world not quite as it was, rises up.” After McPhatter shouts for the instrumental break, and Sam “The Man” Taylor unleashes a scorching sax solo, McPhatter screams. “There is nothing like this scream—not in McPhatter’s music, or in any of the music to follow his. … It’s a scream of surprise—it’s the scream of a man watching a door blow out, a man who’s made it to the other side and is ready now to reach back and pull everyone over. The record ends conventionally, and you wonder: did that happen?”150

         
            
            Tipitina (1953)—Professor Longhair and His Blues Scholars 

         Atlantic 1020

         Recorded in New Orleans in November 1953 (Blues-#82, RHF, R&B-#121)

         The founding father of postwar New Orleans R&B piano, Henry Roeland Byrd was born in Bogalusa, Louisiana (70 miles northeast of New Orleans), on December 19, 1918, and grew up in New Orleans. He received his early musical education from his mother, then soaked up further impromptu lessons by listening to bordello pianists such as Kid Stormy Weather and Sullivan Rock (with whom he would tap dance for tips on the city’s streets); the great pianist Champion Jack Dupree was also an early mentor. After paying his bills for a time as a card shark and gambler, Byrd began sitting in with Dave Bartholomew’s band at the Caldonia Inn in 1948, and soon earned a regular gig of his own there; club owner Mike Tessitore dubbed him Professor Longhair due to Byrd’s shaggy hair hanging down from the sides of his bald head. Barrelhouse pianists in the city had been called professors ever since early ragtime days.151 His combination of boogie-woogie, jump blues, calypso, and Latin-tinged rhumba (among myriad other influences) gave his piano sound a thoroughly unique appeal, steeped in New Orleans’ vast musical polyglot. Bill Dahl: “Byrd brought an irresistible Caribbean feel to his playing, full of rolling flourishes that every Crescent City ivories man had to learn inside out” in years to come.152

         
            Mardi Gras In New Orleans in 1949 was his auspicious debut on record for Atlantic, and a year later the playful Bald Head (as Roy Byrd & His Blues Jumpers for Mercury) became his one and only R&B chart hit. After recording for the Federal and Wasco labels during the next two years, he returned to Atlantic for the song that became his most renowned, Tipitina. Using the melodic line of Junker Blues (an old Louisiana tune about addicts recorded by Dupree in 1941) as a point of departure, its amiably rolling piano theme would become almost synonymous with the city, symbolizing the deep influence that Fess had on virtually every subsequent New Orleans piano man including Fats Domino, Huey Smith, and Allen Toussaint. Lyrically, it’s described by Jason Berry as “the lament of an aging hipster pining for his 21-year-old honey.” According to producer Jerry Wexler, who came down to New Orleans for the session, Byrd arrived at the studio without any material. So Wexler suggested combining two current local song favorites, Tra-La-La and Ti-Na-Na, which had similar eight-bar changes, and Fess ran with the idea from there, improvising brilliantly.153 He’s accompanied by Lee Allen (tenor sax), Alvin “Red” Tyler (baritone sax), Walter Nelson (guitar), and Earl Palmer (drums). While it didn’t chart nationally, Tipitina’s huge popularity in (of course) New Orleans was documented by Cash Box, which listed it as the city’s #1 R&B hit for three weeks (March 27 through April 10, 1954), with nine weeks in the local Top Five.

         The song’s fame led to the opening (in January 1977) of the club Tipitina’s on the corner of Napoleon Avenue and Tchoupitoulas Street, where Fess would hold court every Saturday night with (in Timothy White’s words) “a gumbo of spitfire sass, raucous good cheer, and unhinged barrelhouse rhumba-boogie.”154 Dr. John, who recorded with Longhair and considered him a mentor, said one reason that his sound was so unique was that one of his fingers was double-jointed, allowing him to hit chords that no one else could manage.

         
            December 1953: The premiere issue of Playboy magazine features Marilyn Monroe’s nude calendar pose.

         
            
            Golden Teardrops (1953)—The Flamingos (written by John Carter) 

         Chance 1145

         Regional chart debut on December 12, 1953155

         It never attained any Billboard national chart, but Golden Teardrops is nearly as well-loved among doo-wop connoisseurs as the Flamingos’ subsequent classic I Only Have Eyes for You. The third single by the Chicago quintet and written by group member Johnny Carter, it opens with an enchantingly lovely a cappella introduction, then Sollie McElroy unleashes his soaring falsetto lead. With the group’s patented use of echo, Teardrops was, writes Bob Hyde, “one of the more atmospheric entries in the pre-rock ‘n roll era.” Like all of the Flamingos’ early releases on the Chicago-based Chance label, the record is a highly valued collectible.156

         
            
            Parker’s Mood (Goin’ to Kansas City) (1953)—King Pleasure 

         Prestige 880

         Recorded on December 24, 1953

         A year after King Pleasure (real name Clarence Beeks) made jazz history by scoring a #2 R&B hit with his vocalese recording Moody’s Mood for Love, he delivered this splendid vocal interpretation of the Charlie Parker classic, regarded as Bird’s most emotionally wrenching creation. Pleasure’s original lyrics draw on traditional blues (the line “when you see me coming, raise your window high” dates back to the late 1800s), the venerable standard St. James’ Infirmary, and Goin’ to Chicago Blues (made famous by Jimmy Rushing with Count Basie), appropriate to the deeply melancholy melody. The final stanza hauntingly anticipates Parker’s funeral, well over a year before his death: “Don’t hang your head when you see those six crazy horses pullin’ me. … Don’t cry for me, ‘cause I’m going to Kansas City.”157 John Lewis’ sensitive piano accompaniment evokes his playing on the 1948 Parker original. (The session also features bassist Percy Heath and drummer Kenny Clarke; the producer is a young Quincy Jones.) Fellow vocalese master Eddie Jefferson did his own excellent version of Parker’s Mood with an original set of lyrics, but Pleasure’s is the more powerful. The May 22, 1954 Cash Box praised the record as one of the week’s R&B “best bets.” Will Friedwald calls it “a moving slow blues—a kind of Kansas City version of Blue Prelude.”158

         
            
            A Sunday Kind of Love (1953)—The Harptones featuring Willie Winfield 

         Bruce 101

         Chart debut on December 26, 1953 (regional)159 160 (DM)

         The Harptones never had a hit record as far as the national charts are concerned, but they are revered among doo-wop lovers like few other groups. Lead singer Willie Winfield, Nicky Clark, William Dempsey, Billy Brown, Bill “Dicey” Galloway, and keyboardist Raoul Cita (who served as the group’s arranger and primary songwriter) formed the group in New York City by combining members from two Manhattan street-corner groups, the Harps and the Skylarks.161 After a performance at the Apollo’s Wednesday amateur night contest that generated an enthusiastic crowd response, they were signed to the small Bruce label.162 The group’s indelible debut record was the song that won them top honors at the Apollo, A Sunday Kind of Love.163 Written by Barbara Balle, Anita Leonard, Stan Rhodes, and bandleader Louis Prima, the lovely ballad had been a pop hit in 1947 for Claude Thornhill’s orchestra. Willie and the boys took it to a new place musically in a performance that has a hushed, ethereal quality; the record is included in Rhino’s “Doo-Wop Box.” The Cash Box regional R&B jukebox charts showed such a high level of activity for the record that it’s strange that it never showed up on a national chart: From late December 1953 through March 1954, it spent nine weeks in New York City’s R&B Top Ten (peaking at #5), nine weeks in the Chicago Top Ten (#6 peak), eight weeks in Newark’s, and four weeks in Philadelphia’s. Like most R&B artists of the time, the Harptones received no recording royalties from the disk’s sales, but in this case they had no problem with it. Bruce Records executives told them that the money was used for promoting the records, and apparently they delivered on the promise.164

         In Doo Wop: The Forgotten Third of Rock ‘n Roll, Anthony Gribin and Matthew Schiff write that A Sunday Kind of Love ranks second behind only Over the Rainbow among the songs most often recorded by doo-wop groups. The Harptones recorded about two dozen more singles for various labels during the next decade (most notably the wonderful Life Is But a Dream for Paradise in 1954, (a ballad not to be confused with Sh-Boom by the Chords), without ever hitting it big in record sales, but enjoyed a well-deserved renaissance on the doo-wop/oldies circuit.165

         
         
            
            Secret Love (1954)—Doris Day (music by Sammy Fain, lyrics by Paul Francis Webster) 

         Columbia 40108

         Recorded on August 5, 1953; chart debut on January 9, 1954 (4 weeks at #1)166; #1 (1 week) in England (Trad-#97, GHF, Jazz-#370, DMDB)

         The Academy Award-winning ballad from “Calamity Jane,” Secret Love, introduced in the film by Doris Day, became the biggest hit of her solo career. The songwriting team that created it was one of the era’s most formidable: Composer Sammy Fain’s list of credits included You Brought a New Kind of Love to Me (1930), I’ll Be Seeing You (1938), and Love Is a Many-Splendored Thing (1955); lyricist Paul Francis Webster’s resume was no less impressive, including I Got It Bad and That Ain’t Good (1941), Baltimore Oriole (1945), and the aforementioned 1955 hit collaboration with Fain. Secret Love is a gorgeous, delicate account of concealed passion, demonstrating that Doris was capable of fine, nuanced singing. Will Friedwald: “It’s hard to think of another human voice that’s so luxuriously sensual. One would almost have to go into the tenor sax kingdom—to Stan Getz or Ben Webster—to find a sound that melts the soul so movingly.”167

         
            
            My Funny Valentine (1954)—Chet Baker 

         Originally from the Pacific Jazz album Gerry Mulligan Quartet, recorded live at the Black Hawk, San Francisco, on September 2, 1952; solo version from the Pacific Jazz album Chet Baker Sings, recorded on February 15, 1954 (RR, GHF, Jazz-#143, Trad-#198, TM, ACC)

         After first making his reputation as a personification of the postwar “cool jazz” trumpet sound, Chet Baker achieved his greatest fame as a soft-voiced singer of silky-smooth ballad standards. Born December 23, 1929 in Amsterdam, Netherlands, he moved with his family to the United States in 1940, and played with the Presidio Army Band in San Francisco (1950–1952) before joining Gerry Mulligan’s famous pianoless quartet in 1952, a group that made a big impact on the jazz scene despite its short time together. Baker, as discussed by Alyn Shipton, modeled his open-horn playing on that of Miles Davis—“clear, vibratoless, and remaining predominantly in the middle register.”168 Baker went solo the following year, and his first full album of vocals in 1954 made him one of jazz’s most high-profile stars of the decade. His first treatment of the Richard Rodgers-Lorenz Hart classic My Funny Valentine in 1952 was perhaps stronger from a jazz standpoint—an instrumental, with Baker’s plaintive trumpet and Mulligan’s baritone sax (their live May 1953 version, on which Baker duets with bass until Mulligan enters about halfway into the 5-minute performance, is also splendid). But his straight-vocal performance (running only 2:21, with no trumpet) struck a deep chord with the public. Ted Gioia writes that few other jazz musicians were playing it in the early 1950s; more jazz versions were recorded in 1954 than in the 1930s and 1940s combined, and that’s largely due to Baker.169 Over the course of his often-tragic life, he recorded some forty versions of Valentine, a ballad that served as his poignant trademark.170 Will Friedwald notes that he “communicates a wide range of feeling through such a narrow [vocal] gateway, and expresses passion on a level that’s profound. … Baker is strongest when he’s weakest. Strong in that he has the confidence to offer his real self, without defenses or barriers.”171

         
            
            Hello Little Boy (1954)—Ruth Brown 

         Atlantic 1027

         Recorded on December 16, 1953; released around April 1, 1954 (uncharted)

         It is perhaps Ruth Brown’s wildest record ever, a frenzied workout in which Atlantic’s R&B queen keeps pumping up the already super-heated atmosphere by urging on wailing sax soloist Sam “The Man” Taylor, crying, “get it, get it!” By her account, this is also the only song she ever wrote.172 The band also features Paul “Hucklebuck” Williams (baritone sax), jazzman John Lewis (piano), Mickey Baker (guitar), Lloyd Trotman (bass), and Joe Marshall (drums), with Jesse Stone as producer. Brown recalled for Chip Deffaa in Blue Rhythms that all the musicians were exhausted when they cut this number at an after-midnight session in a little studio above Patsy’s Restaurant in New York, but the results were exhilarating173; it almost sounds like a 45 rpm record played at 78. The fact that this scintillating performance didn’t chart (while Ruth had three R&B chart-toppers in 1953–1954 alone) is probably because it was a couple of years ahead of its time.

         
         
            
            Work With Me, Annie (1954)—(Hank Ballard &) The Midnighters (written by Hank Ballard) 

         Federal 12169

         Recorded on January 14, 1954; chart debut on April 24, 1954 (#1 for 7 weeks on R&B chart) (RHF, R&B-#159)

         The Detroit-based R&B group had scored an R&B hit under the name “The Royals” in 1953 (the bawdy Get It) after being discovered by bandleader Johnny Otis, and this legendarily ribald number broke them wide open the following year as The Midnighters. Hank Ballard (born John Kendricks on November 18, 1927 in Detroit) became the group’s lead singer when Lawson Smith went into the Army, and he followed the suggestion of Federal producer Ralph Bass to try spicing things up by writing Work With Me, Annie, a song inspired by both the Royals’ earlier hit and the Dominoes’ huge and equally naughty Bass-produced hit Sixty Minute Man. Ballard said he named the song after an early girlfriend, Annie Butler; the name may have also been inspired, in part, by Roy Brown’s multiple records about Fanny Brown. To avoid confusion with the Five Royales (who had just joined Federal’s parent company King Records), the group became the Midnighters in April 1954, just in time for this release (although some early copies of the single, now collectors’ items, were shipped as by the Royals).

         Almost as soon as the record was released, the Federal Communications Commission tried to get it banned, without success. Record buyers couldn’t get enough of the churning beat and the sexual metaphors. In What Was the First Rock ‘n Roll Record, Jim Dawson and Steve Propes cite Arthur Porter’s electric guitar, Alonza Tucker’s “throbbing” electrified bass (one of its first appearances on record), and Sonny Thompson’s boogie piano.174 It paved the way for sequels Sexy Ways and Annie Had a Baby, along with innumerable answer songs and imitations, most notably Etta James’ Roll With Me, Henry aka The Wallflower (using the Annie melody). “Let’s get it while the gettin’ is good!”

         
            
            Goodnite, Sweetheart, Goodnite (1954)—The Spaniels (written by Calvin Carter & James Hudson) 

         Vee-Jay 107

         Chart debut on May 1, 1954 (reached #5 on R&B chart)175 (DM-#229, R&B-#298)

         If asked by a novice to the music, “what is doo-wop?,” one could hardly do better than to play this Spaniels classic as a demonstration. From its delightful introductory run of nonsense syllables to the sweet romantic crooning of lead singer James “Pookie” Hudson, this was the brand of doo-wop that sent imaginations racing in the 1950s.

         The Spaniels came together at a talent show at Roosevelt High School in Gary, Indiana, in 1952, with Hudson, Ernest Warren, Opal Courtney, Willie Jackson, and Gerald Gregory. The group was signed by record-shop owners Vivian Carter and Jimmy Bracken, and it first hit the R&B charts in 1953 with Baby, It’s You—the very first record released by the pair’s Chicago-based Vee-Jay label (one of the first successful independent black-owned R&B companies), although the charted version was issued on Chance—and the group would have nearly twenty more singles on Vee-Jay through 1960.176 Their third release, Goodnight, would be the big one; typically for the era, a white group, the McGuire Sisters, took their cover version into the Top Ten of the pop chart. Hudson left for a solo career in 1961, and later ran his own label, North American, for a few years.

         Produced by Vee Jay co-owner Calvin Carter,177 the group’s breakthrough record was initially to be titled “Goodnight, Well It’s Time to Go,” which was changed in time for the release.178 Arnold Shaw notes that the song “beautifully caught the ambivalence of the lover, reluctant to go home but too cool to admit his reluctance. It mirrored a mood of the time, at least among a sector of American blacks: the feeling that they had been betrayed once again, but were reluctant to show that they cared.”179

         For many years thereafter, Goodnight served as a ubiquitous sign-off song for radio oldies programs, most famously by Alan Freed. It was also the concluding number for the 1978 film depicting the era, American Hot Wax. “With Gerald Gregory’s booming bass underpinning [Hudson’s] smooth, sweet tenor,” writes Richard Harrington, “this testament to imminent romantic anguish … is a classic doo-wop anthem.”180

         
            May 6: Roger Bannister is the first man to run the mile in less than 4 minutes.

         
            
            May 17, 1954: The U.S. Supreme Court rules in Brown v. Board of Education that racial segregation in public schools is unconstitutional.

         
            
            Evil (Is Going On) (1954)—Howlin’ Wolf (written by Willie Dixon) 

         Chess 1575

         Recorded in Chicago on May 25, 1954; regional chart debut on August 28, 1954181

         (Blues-#141)

         Howlin’ Wolf’s performance of Evil exemplifies Robert Santelli’s comment that he “captured the emotional vitality of the blues in ways others could only dream about. Often his vocal performances chilled the bone and sent shivers up the spine of everyone within earshot. On Evil, for example, his delivery is downright demonic. Beginning in a hoarse shout, Wolf’s voice grows [still more] demonic when he sings the chorus. The Devil himself couldn’t sound more convincing—or frightening.”182 Sam Phillips, who produced Wolf’s early recordings in Memphis, recalled: “When I heard him, I said, ‘This is for me. This is where the soul of man never dies.’” Ajay Kaira describes Wolf’s voice as “not unlike the sound of a muted trumpet, riding over a deep resonance emanating from the throat. It has been compared to the sounds of throat singing found in some other cultures, but Wolf’s voice was unlike any other heard in American popular music.”183

         This paranoid tale of infidelity was the first of the many important songs written for Wolf by Willie Dixon, who also provided Wolf’s bitter rival Muddy Waters with many of his classics. The singer’s biographers James Segrest and Mark Hoffman note that he shouts out the first lines of each verse in a constricted voice, then sings the last lines in a different voice. “The result was a call-and-response pattern between the singer and himself—a trick Wolf picked up from Charley Patton.”184 Pianist Otis Spann’s rapid-fire upper-keys pounding plays off against the twin guitars of Herbert Sumlin (who had been playing in James Cotton’s band before joining Wolf in 1954) and Jody Williams, with Wolf’s “vibrato-heavy” mouth harp and the stop-time drum work of Earl Phillips.185 Remarkably, Wolf’s classic 1954 original version of Evil didn’t make the national R&B charts, but a 1969 remake for Cadet Concept did.

         In his book The Power of Black Music, Samuel Floyd, Jr., declared that Evil “is special … the vocal shadings and timbral changes he effects are intensified by the band’s syncopated backbeat, the piano’s treble boogie figurations, the instrumentalists’ brief, simultaneous improvisations—particularly those of the piano and mouth harp—and Otis Spann’s melodic filigree and semantic-laden musical commentary. These musical devices and configurations tighten the meaning and import” of the cautionary text.186

         
            
            I Don’t Hurt Anymore (1954)—Hank Snow (music by Don Robertson, lyrics by Jack Rollins) 

         RCA Victor 5698

         Chart debut on May 29, 1954 (20 weeks at #1 on C&W chart) (HBN-#19, C&W-#72, TM)

         The only artist in history to have two singles with twenty or more weeks at #1 on the Billboard country chart, Hank Snow followed his 1950 classic I’m Moving On (#1 for 21 weeks) with this massive success. When composer Don Robertson teamed up with lyricist Jack Rollins, his new partner gave him a set of lyrics based on Rollins’ own heartbreak over a former lover and his great difficulty in letting go. Living in daily pain, he found freedom when he quit hurting. Robertson crafted a country-style melody, cut a demo, and their publisher Hill and Range submitted it to the red-hot Snow.187 Snow’s original solo vocal-and-guitar demo for the song (cut at his Madison, Tennessee home) was in the second person—“You don’t hurt anymore”—and the switch to first person in the final version makes it more emotionally resonant.

         It would be the first of many hits for Robertson, including I Really Don’t Want to Know (for Eddy Arnold), Please Help Me, I’m Falling (Hank Locklin), and several numbers recorded by Elvis Presley. When Snow sings “At last I am free,” we believe him, remarks David Cantwell, “because the fiddle and steel [guitar] licks here fall in and out of the mix like the very last twinges of pain. It’s that proximity to the old hurt that makes this new freedom feel like such a gift. Snow’s gorgeously nasal croon is loaded with noting but relief.”188 Tom Moon called it “a spellbinding confession.”189

         
            
            Riot In Cell Block #9 (1954)—The Robins (written by Jerry Leiber & Mike Stoller) 

         Spark 103

         Recorded in April–May 1954; chart debut on June 19, 1954 (regional)190 (1001)

         
            Writers-producers Jerry Leiber and Mike Stoller, having established themselves as hot R&B songwriters with the Big Mama Thornton hit Hound Dog, perfected in Riot In Cell Block #9 the formula that they would take to glory with the Coasters: a 3-minute narrative combining melodrama and comedy, with the singers embodying vivid, colorful characters. The Los Angeles-based Robins—tenor Ty Terrell Leonard, tenors Billy Richards and Roy Richards, and bass Bobby Nunn—had been signed by bandleader Johnny Otis after they performed at an amateur contest at his Barrelhouse Club in Watts (Otis was responsible for adding Nunn to the original trio), and they were featured on several Otis records, including the 1950s smash Double Crossing Blues. After splitting from Otis, they signed with Modern Records and recorded a song by the then-unknown Leiber and Stoller in 1951, their first composition on record. When the Robins signed with RCA Victor, at their manager’s suggestion Leiber and Stoller began writing new material for them; Ten Days in Jail would provide a template for Riot. The songwriting duo formed their own label Spark Records, and the Robins came aboard. By this time, the group consisted of Leonard, the Richard twins, Nunn, and new lead tenor Carl Gardner.

         The first song they recorded for Spark at Master Recorders, a small Los Angeles studio on Fairfax Avenue run by engineer Abe “Bunny” Robyn, was Riot In Cell Block #9. It was basically an extension of Ten Days In Jail, but with a larger scale and a much darker tone. The lead narration describing the insurrection is not by a Robins member, but West Coast bass singer-songwriter Richard Berry, whom the writers had previously used on a session with a group called the Flairs, and soon to be known as the original performer of Louie Louie; none of the guys could convey the menacing tone that Leiber and Stoller wanted, so they recruited Berry. (Leiber cited as an influence the dialogue between Jimmy Ricks’ bass voice and the rest of the R&B group the Ravens.) Jim Dawson and Steve Propes in What Was the First Rock ‘n Roll Record: “The lead singer had to be mean—and mean it—as he deadpanned lines” like: “On July the second, 1953, I was serving time for armed robbery. At 4:00 in the morning I was sleeping in my cell, I heard somebody yell … a whistle blow, then I heard. …” And the group shouts, “There’s a riot going on!” as Chicano tenor saxophonist Gil Bernal shrieks away. Berry was still under contract to Modern Records, but his deep bass was so perfect for the growling lead that they took the chance of using him. Dawson and Propes remark that he “sounded psychopathic. Doin’ time for armed robbery? You believed it.”191 “His interpretation,” writes Charlie Gillett in his Atlantic Records history, “did justice to the near-protest lyric which fades at the end with drums hammering a warning of what might happen in the future.” The record also featured a bluesy horn riff that echoed the “Dragnet” TV theme. After the group finished, Leiber and Stoller added sound effects including machine guns and wailing sirens, and chopped up the tape to intensify the ominous mood. Robert Dimery notes that despite the creators disclaiming any intent other than pure entertainment, “there’s an edge to the track that suggests something more.”192

         Inevitably, Riot proved a flashpoint for controversy, with radio stations refusing to play it. It sold well in the Los Angeles area—with ten weeks in the L.A. R&B Top Ten—but was largely unheard elsewhere. (In July, the song was banned by CBS radio and television before it was to be performed on the network radio show “Juke Box Jury.”)193 The Robins recorded a sequel, Framed, that very few heard. Then came their 1955 hit Smokey Joe’s Cafe, which led to Atlantic Records buying out Spark, hiring Leiber and Stoller, who brought Gardner and Nunn with them to New York to form the Coasters. The Beach Boys did a surprising 1970 rewrite of the piece as Student Demonstration Time; a year later, Sly and the Family Stone used its most famous phrase as the title of their provocative album There’s a Riot Goin’ On. Peter Doggett also borrowed the phrase for his book There’s a Riot Going On: Revolutionaries, Rock Stars and the Rise & Fall of ’60s Counter-culture, in which he calls the Robins’ original “a three-minute movie in sound.”

         
            
            Sh-Boom (1954)—The Chords 

         Cat 104

         Recorded on March 14, 1954; chart debut on July 3, 1954 (reached #2 on R&B chart, #5 pop)194 (RS-#215, R&B-#248, DM, ACC)

         The first record by a teen-oriented black vocal group to reach the pop Top Ten, Sh-Boom by the Chords was one of the handful of records that helped usher in the rock and roll era. Lead tenor Carl Feaster, tenors Jimmy Keyes and Floyd “Buddy” McRae, baritone Claude Feaster, and bass singer William “Ricky” Edwards, along with pianist and informal leader Rupert Branker, formed one of the many vocal groups in the Bronx, going to Morris High together. Initially as the Tunetoppers and then as the Chords, they gained a growing neighborhood reputation, and while jamming began to toy with a nonsense song they called Sh-Boom, putting bits and pieces of it together over a period of months. The tune was based, in part, on the chord structure and some of the melody of an early-1954 hit by the Four Knights, Oh Baby Mine (I Get So Lonely). It was in late 1953 that Oscar Cohen, a talent scout who got his start as Joe Glaser’s assistant, saw them singing while walking into a subway station to catch a train, and brought them to Atlantic Records partners Ahmet Ertegun and Jerry Wexler.195 The kids aced an audition, and were signed to a youth-oriented “Swinging New R&B Label” (as it was promoted) owned by Atlantic, Cat Records. Atlantic’s invaluable arranger/composer/coach Jesse Stone helped the group sharpen its musical style. On their first single (the fourth release by Cat), the label promoted as the hit side a cover version of Patti Page’s Cross Over the Bridge. But disk jockeys jumped on the flip side, Sh-Boom, and quickly it became a sensation.196 Dick “Huggy Bear” Hugg, a young white DJ in Los Angeles, played a key role in promoting the tune, as he had with the Crows’ Gee. (When it began to sell, the label dropped Bridge and replaced it with a different B side, the Chords’ original Little Maiden, for which Atlantic owned the copyright.)197

         With a sweet a cappella opening, the lyrical fragment “life could be a dream … if I could take you up to paradise up above,” a wailing sixteen-bar tenor saxophone solo by Sam “The Man” Taylor (he quotes from the pop standard Mean to Me early in the solo), Mickey Baker on guitar, a surging beat, and an inventive array of nonsense syllables delivered with smooth scatting skill, Sh-Boom was silly but delightful as a statement of youthful optimism. The Lexington, Tennessee-born Taylor, a veteran of the Lucky Millinder and Cab Calloway bands, was a top New York session musician and an important contributor to many 1950s rock/R&B records. The single featured, writes Dave Marsh, “one of the most thrilling and intricate of all the early rock and roll harmony arrangements … a vernacular masterpiece.” As it crossed over to pop radio, there was the inevitable white cover version—in this case a pretty good one by the Crew-Cuts—that went all the way to #1. The Chords were a one-hit wonder, fading away after a few more releases under different names (including the Sh-Booms) when a preexisting group called the Chords challenged their right to the name, but they had made their mark.

         Noting that the record was just beginning to garner radio airplay and white record sales when the Supreme Court handed down its landmark civil rights ruling, Brown vs. Topeka Board of Education, Brian Ward opined that “the crossover of Sh-Boom … signaled the start of a new era in American popular music in which young whites increasingly turned to black music and its derivatives for their entertainment.”198

         
            
            Beale Street Blues (1954)—Louis Armstrong and His All-Stars (written by W. C. Handy) 

         Recorded on July 12, 1954 for the Columbia album Louis Armstrong plays W. C. Handy (released in January 1955) (Jazz-#407)

         Louis Armstrong had been performing the songs of W. C. Handy from the earliest years of his career, including classic 1920s renditions of St. Louis Blues accompanying Bessie Smith and then on his own. So when Columbia Records producer George Avakian came up with the idea of Satch doing a full album of Handy compositions, it was natural. Due to the relentless cross-country touring schedule of his All-Stars, Armstrong had only three days (July 12–14) to record the entire album in Chicago. Because classics like Beale Street Blues were deeply familiar down to his bones (although this was the first time he’d ever recorded it in a studio), Louis was able to deliver magnificent performances even while taking his usual artistic liberties with melody and lyrics. Handy had published Beale Street Blues in 1916, and among the most notable early recordings were those by Prince’s Orchestra (1917), Marion Harris (1921), and Alberta Hunter accompanied by Fats Waller on organ (1927).199 The song’s symbolic allure is represented by F. Scott Fitzgerald’s The Great Gatsby, in which his characters danced while “All night the saxophones wailed the hopeless comment of the Beale Street Blues.” It should be noted that the actual name of the famous site in Memphis is Beale Avenue.

         As detailed by James Dickerson in Goin’ Back to Memphis: A Century of Blues, Rock ‘n Roll, and Glorious Soul, Beale Street during the early 1900s was not only the center of musical activity in Memphis but also “the most prominent gathering place for blacks in the nation. But unlike other entertainment districts of that era, Beale Street was not racially segregated. White-owned and black-owned businesses thrived side by side, as both white and black customers gathered to gamble, drink, whore, pawn valuables, shop … and dance the night away.” Handy moved to Memphis in 1905, had his first important hit a few years later with Memphis Blues, and was uniquely positioned to celebrate the city’s most renowned thoroughfare.

         Biographer Laurence Bergreen relates that Avakian invited the elderly Handy to the Columbia offices to listen to the tapes. The producer reported that as the composer listened, tears of happiness streamed from his eyes; Armstrong comforted Handy by saying that his wonderful songs all but played themselves. “We was just having a ball, that’s all.”200 The album proved to be one of the greatest successes of Satch’s latter-day career.

         (Trummy Young on trombone; Barney Bigard on clarinet; Billy Kyle on piano; Arvell Shaw on bass; and Barrett Deems on drums)

         
            
            Hey There (1954)—Rosemary Clooney (written by Richard Adler & Jerry Ross) 

         Columbia 40266

         Recorded in Hollywood on May 22, 1954; chart debut on July 17, 1954 (#1 for 6 weeks in Billboard; 8 weeks at #1 in Cash Box); reached #4 in England (1955), #1 (4 weeks) in Australia (1957) (HP-#6, Trad-#116, Jazz-#274)

         Until 1954, Rosemary Clooney had something of a dual-track recording career. She scored giant pop hits with rather slight little tunes (Come on-a My House, Half As Much), while pleasing herself and discerning admirers with splendid performances of more substantial songs such as Tenderly. Hey There, the big ballad from the smash Broadway musical The Pajama Game (sung on stage by John Raitt),201 at last enabled her to do both at once: enjoy the biggest pop hit of her career with a lovely song (structured as an internal duet between mind and heart) that has stood the test of time. It’s interesting to note that Rosemary was not the first artist to record the song for Columbia (Johnnie Ray cut it on March 29, with the company releasing it quickly on April 12), but Rosie won the sales contest hands down.202 With ten weeks at #1, it’s the sixth biggest song in the history of “Your Hit Parade.” “Hey there, you with the stars in your eyes / Love never made a fool of you, you used to be so wise. …”

         
            
            Misty (1954)—Erroll Garner Trio 

         Mercury 70442

         Recorded on July 27, 1954; released in September from the album Contrasts (released in January 1955)203 (Jazz-#68, Trad-#93, GHF, RIA-#174, ASCAP)

         With the dawn of the rock era, jazz compositions seldom flowered into mainstream pop hits, but Erroll Garner’s Misty proved a happy exception. The Pittsburgh-born pianist (self-taught) made his reputation playing in and around New York’s Fifty-Second Street starting in 1944, initially using a stride piano approach not unlike Fats Waller, but soon developing his own idiosyncratic style. Alyn Shipton remarks that “the liberties Garner took with time, particularly where his lagging right hand was used deliberately to contrast with left-hand block chords placed firmly on the beat, gave his work an endearing, unorthodox sense of swing and an immediately identifiable signature.”204 Recording prolifically for a succession of labels, Garner tended to divide jazz critics (his virtuosity was widely acknowledged—ambidextrous, he put all ten fingers to skillful and rhythmically imaginative use at the keyboard—but was sometimes seen as formulaic), but his appeal was powerful. The artist’s 1956 Columbia album Concert By the Sea was rivaled only by Miles Davis’ Kind of Blue and Sketches of Spain in its remarkably steady sales over many years, remaining continually in print. Garner was noted for his lush romanticism, as exemplified in his most famous composition. His original version of Misty, accompanied by Wyatt Ruther (bass) and Fats Heard (drums), is a gorgeous ballad performance, although criticized by Ted Giota as too “baroque” with an “overwrought sentimentality.”205 However, its rich melodic quality is undeniable, and when Johnny Burke added perfectly suited lyrics, it emerged as a pop classic (named one of ASCAP’s top 25 songs of the 20th century), first through Sarah Vaughan’s 1958 rendition, and especially via Johnny Mathis’ 1959 hit single.

         
            August 1: Alfred Hitchcock’s “Rear Window” (starring James Stewart and Grace Kelly) premieres.

         
            
            Daahoud (1954)—Clifford Brown/Max Roach Quintet (written by Clifford Brown) 

         Recorded in Hollywood for Em Arcy on August 6, 1954 (album released in January 1955) (Jazz-#227)

         Whitney Balliett describes Clifford Brown as Fats Navarro’s successor, the next great trumpet star in postwar jazz. “He had color and fire and great forward motion. His solos in outline resembled Navarro’s, but they were delivered with greater intensity and they were more prolix [diffuse]. Brown raced and swam around his horn, as if he had intimations of his limited time and had to get as much said as possible.”206 
            Daahoud—from the same series of remarkable sessions that also produced Joy Spring, Parisian Thoroughfare, and Jordu—is a richly melodic, delightful mid-tempo swinger, a concise 4 minutes long, with crisp, powerful soloing by the leader and tenor saxophonist Harold Land, and impeccable support from drummer/coleader Max Roach, pianist Richie Powell, and bassist George Morrow. Jose Bowen remarks that Brown “creates an original, twisting progression to go with his angular but highly structured bop melody.”207 Ted Gioia calls this one of the combo’s “definitive” performances, setting a standard that would be emulated by hard-bop ensembles for the next decade.208

         
            
            Shake, Rattle, and Roll (1954)—Bill Haley and the Comets 

         Decca 29204

         Recorded on June 7, 1954; chart debut on August 21, 1954 (#7 peak, 27 weeks),209 #4 in England
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               Figure 5.5Bill Haley & the Comets. Library of Congress, Prints & Photographs Division, LC-USZ62-126076 (New York World-Telegram).
            

         

         Shortly after Big Joe Turner unleashed his original version of this ribald blues rocker (with a May 8, 1954 R&B chart debut), Bill Haley and the Comets—two months following their waxing of Rock Around the Clock, which would make only a minor initial impression on the charts—cut their cover version, which carried them into the Top Ten for the first time. The lyrics are toned down, and the setting changed from the bedroom to the kitchen, to remove Big Joe’s characteristic sexual innuendo; for example, where Turner sang “I believe to my soul you’re the devil in nylon hose,” Haley replaces it with “I believe you’re doin’ me wrong and now I know.” (Fortunately, the classic line about being “like a one-eyed cat peepin’ in a seafood store” survived.) And the group couldn’t match the Kansas City titan’s musical punch. But this is, nonetheless, a high-energy performance, sweeping the listener along in its singalong chant on the chorus, and the same cry of “go, go!” that had made their 1953 hit Crazy, Man, Crazy so infectious.

         
            
            Blue Moon of Kentucky (1954)—Elvis Presley 

         Sun 209

         Recorded on c. July 8, 1954; regional chart debut on August 28, 1954; Music Vendor C&W chart debut on October 11 (reached #34)210 (C&W-#169)

         After Elvis Presley’s electrifying July 5, 1954 recording of That’s All Right had garnered airplay and a huge listener response on Dewey Phillips’ Memphis radio show (thanks to an acetate he’d been provided by the unrelated Sam Phillips), Sam and Elvis realized that he needed a satisfactory B side—fast—so that the single could be released. So a few days later, they returned to the Sun Records studio, and Presley began fooling around with the theme song of the father of bluegrass Bill Monroe, Blue Moon of Kentucky. Monroe performed it as an elegant waltz. Bill Black got things started by jumping around, slapping his bass, and singing it in a falsetto voice; Elvis started playing rhythm guitar and singing along; and the number took off from there. It became, writes biographer Peter Guralnick, “a high-spirited declaration of exuberant self-discovery, driven by Elvis’ ringing rhythm guitar and the propulsive mix of Scotty [Moore’s] chording riffs and single-string filigree.”211 212 Sam Phillips also made a crucial contribution with his first extensive use of what he called “slapback,” a homemade echo device created by running the original recording signal through a second Ampex machine.

         The trio’s rendition is radically different from Monroe’s original not only in its accelerated tempo but also in the emotions. Monroe had asked a blue moon to shine on a woman who had cheated on him, and his mood is hopeless; Presley ignores the somber back story (no mention of infidelity) and simply revels in his giddy reinvention of a song he loved. With “its gutbucket bass and rocketing guitar solos and that relentless rattling—probably Elvis banging on the body of his guitar ‘like it was the lid of a garbage can,’ as he once described it,” Dave Marsh remarks that this was something new.

         Presley wasn’t exactly singing the blues on a country song, remarks Greil Marcus in Mystery Train, but doing something more complex. Listening to the early takes of the number, “I heard Elvis lost in the song, touching each line gently, playfully, bringing every word to life.” By the time he reaches the fast, confident final version, “Elvis was celebrating a classic piece of white country music, but more than that he was celebrating himself. He was keeping the old song alive by bringing something new to it. … There’s a delight in adventure and novelty here that we can’t touch with pure musicology: Elvis’s affection for a song he’s heard for years, combined with the exuberance and satisfaction of a kid who’s worked for months to make a record, and who is now actually pulling it off.”213

         The artist was worried that the proud and physically imposing Monroe might sock him in the jaw when he heard what the kid had done with his song. Actually, when Monroe heard Elvis’ version on the radio, he realized that this was not only a tribute but also good business. When Elvis performed it at the October 2 Grand Ole Opry, Monroe offered encouraging comments. Big Mon then encouraged the Stanley Brothers to record a speeded-up 4/4 version of Blue Moon of Kentucky that retained elements of the Elvis performance, and days later Monroe recorded his own new rendition that began as a waltz and then kicked into an exciting 4/4 tempo.

         
            September 7: Alan Freed, having already built a reputation with his top-rated R&B show in Cleveland, makes his much-hyped debut on New York station WINS, with his “Moondog” program airing from 11 P.M. to 2 A.M. six nights a week.

         
            
            Something Cool (1954)—June Christy (written by Bill Barnes) 

         Recorded on August 14, 1953; from the Capitol album Something Cool (chart debut on October 2, 1954, reached #10)

         “The Misty Miss Christy” was the very personification of cool among female jazz vocalists in the 1950s, so it was appropriate that Something Cool became her signature song. Born Shirley Luster in Springfield, Illinois, on November 20, 1925, she performed with Chicago-area bands including Boyd Raeburn, then gained fame as the successor to Anita O’Day with the Stan Kenton orchestra (1945–1950). Her voice was modest in strength and range, but her sultry style and intelligent handling of lyrics had few equals. The Penguin Guide to Jazz on CD observes: “Christy’s wholesome but peculiarly sensuous voice is both creative and emotive. Her long, controlled lines and the shading of a fine vibrato suggest both a professional’s attention to detail and a tender, solicitous feel for the heart of a song.” Something Cool wonderfully shows off that sensuality, spinning a virtual film noir tale of a girl meeting a guy in a bar, and exploring ways to escape the heat while revealing truths (or are they artful lies?) about her life.

         The haunting, sophisticated torch ballad is, notes Marshall Bowden, a “very unusual song” with “narrative and emotional complexity. … Try to imagine a pop song today that packs that much information, that much emotional baggage, that much character development. Your head will probably explode trying to.” The great alto saxophonist Bud Shank (who had played with Kenton along with Charlie Barnet and other bands) adds greatly to the after-hours musical atmosphere, as does June’s husband, saxophonist Bob Cooper. With orchestra directed by its arranger Pete Rugolo (like Cooper a fellow Kenton veteran), the piece was originally released as a single. Will Friedwald remarks that its narrative could have been inspired by Tennessee Williams (Blanche DuBois), and its musical intricacy is in a class of its own, as Rugolo and composer Bill Barnes “came up with a way to break through the limitations of pop-song structure that makes even the Rugolo-Nat Cole triumph Lush Life seem like a mere dress rehearsal.”214 Although the single didn’t make the pop charts, it created a stir, and Capitol had June and Rugolo record another six songs for a 10-inch LP, which became a smash. In its melancholy mood and the nocturnal flavoring of nearly all the songs, it can be seen as a precursor to Frank Sinatra’s 1955 masterpiece In the Wee Small Hours. In 1955, the album was rereleased as a 12-inch LP with the addition of four more songs215; a few years later, with the arrival of stereo, they rerecorded everything in that format and further expanded the audience for a classic collection.

         
         
            
            I’m Ready (1954)—Muddy Waters (written by Willie Dixon) 

         Chess 1579

         Recorded on September 1, 1954; chart debut on October 23, 1954 (reached #4 R&B) (Blues-#173)

         
            I’m Ready is Muddy Waters at his cocksure best backed by the hottest band in the blues. It’s a carnal tune, of course, but it’s also about being prepared to take on any foolhardy rivals, and the world. “The drums on I’m Ready pound with a furor, one of Fred Below’s finest moments,” writes biographer Robert Gordon.216 Little Walter Jacobs “plays a wondrous chromatic harp solo, holding notes for twice the duration expected, then jiggling on down while [Jimmy Rogers’] guitar supports him with a fancy dance. Muddy sings with the force of a boxer; he’s not standing still enough to play guitar.” “I’m ready for you. … I hope you’re ready for me.”

         
            
            Mr. Sandman (1954)—The Chordettes (written by Pat Ballard) 

         Cadence 1247

         Chart debut on October 30, 1954 (7 weeks at #1); #11 in England (GHF, Trad-#200)

         In the pantheon of nonsense phrases in pop songs, few possess the innocent freshness of the Chordettes’ chorus to Mr. Sandman, sung to an undulating up-and-down melody and in perfectly coordinated rhythm: “Bom-bom-bom-bom-bom-bom-bom. …” It’s silly, but you’ve got to love it. Janet Ertel, Carol Buschman, Lynn Evans, and Maggie Needham formed the group in Sheboygan, Wisconsin, and performed on Arthur Godfrey’s “Talent Scouts” show from 1949 to 1953. Ertel married Cadence Records owner Archie Bleyer in 1954, and the quartet began recording that year for the label (with Bleyer leading the orchestra on their recordings). Their debut single flopped, but then came Mr. Sandman. The song had first been recorded, surprisingly enough, by Vaughn Monroe as the B side of They Were Doin’ the Mambo; Billboard cited it as an example of a phenomenon previously “unheard of”: hit cover versions on independent labels of songs that had fallen short in the original versions on major labels.217 It had a youthful vitality and wide-eyed optimism that made it irresistible to teen listeners, coupled with the group’s impeccable harmonies.218

         
            November 1954: The first transistor radio, the Regency TR-1, is commercially introduced, allowing people to listen to music wherever they go.

         
            December 2: The U.S. Senate overwhelmingly adopts a resolution of condemnation of Sen. Joseph McCarthy for misconduct, ending the period of “blacklisting” in the United States.

         
            
            Sincerely (1954)—The Moonglows (written by Harvey Fuqua & Alan Freed) 

         Chess 1581

         Chart debut on December 4, 1954 (2 weeks at #1 on R&B chart; #20 pop) (RHF, R&B-#84, GHF, DM)

         Among the most beloved of doo-wop groups, the Moonglows were formed by lead singer Bobby Lester and baritone Harvey Fuqua (the nephew of Charlie Fuqua of the Ink Spots) after they both arrived in Cleveland from Louisville, where they had sung together. In Cleveland, they recruited Alexander Graves and Prentiss Barnes, plus guitarist Billy Johnson, for a group they initially called the Crazy Sounds; DJ Alan Freed suggested the name change. The Moonglows recorded one single for the Champagne label (created just for them by Freed) in 1952, and five for the Chicago label Chance in 1952–1954, with none reaching the charts. But their first release for Chess (located just a few blocks from Chance) hit the jackpot. Sincerely (written by Fuqua, with Freed given co-credit for the song as thanks for his role in their career)219 is a smooth, sweet harmony ballad filled with romantic longing; Lester is on lead vocal.

         Dave Marsh notes that “at the conclusion of each verse, the arrangement swings into something more like gospel,” demonstrating the “oscillation between church singing and the formalities of Tin Pan Alley-era pop” that was central to the sound of doo-wop.220 That breathless “I’ll never, never, never, never (gasp) let you go” can hardly fail to grab any listener. Bob Hyde cites the group’s “unique use of minor chords, major 7th chords, and flatted 5th chords that would come to be known as ‘blow harmony.’”221 222 The cover version of the song by the McGuire Sisters went to #1 on the pop side (selling over a million copies compared with the harmony masters’ 250,000), but it is now forgotten in favor of the Moonglows’ original. The group had a solid run of hits to the end of the decade; Fuqua earned latter-day success by discovering the R&B group the Spinners,223 and remained a top attraction on the oldies circuit with new editions of the Moonglows.

         
            
            Embraceable You (1954)—Sarah Vaughan 

         Recorded for Mercury on December 16, 1954

         Sarah Vaughan could sing the proverbial telephone book and make it sound glorious, but she had a special affinity for the songs of George and Ira Gershwin, as demonstrated on her shimmering reading of Embraceable You. The song was introduced in the 1930 Broadway musical Girl Crazy. Saxophonist Ernie Wilkins arranged and directed this date on which the Divine One is accompanied by the great Clifford Brown (trumpet) along with Herbie Mann (flute), Paul Quinochette (tenor sax), Jimmy Jones (piano), Joe Benjamin (bass), and Roy Haynes (drums).

         
            
            White Christmas (1954)—The Drifters 

         Atlantic 1048

         Recorded on February 4, 1954; chart debut on December 18, 1954 (reached #2 on R&B chart)224; 1955 reissue reached #5 R&B and #80 pop; issued as by “The Drifters featuring Clyde McPhatter & Bill Pinkney” (DM-#193)

         In 1949, the Ravens with their bass vocalist Jimmy Ricks originated the devastatingly subversive arrangement of Irving Berlin’s White Christmas that the Drifters very skillfully copied five years later. (The Ravens’ approach was itself a variation on the first R&B-flavored treatment of the classic by The Sentimentalists, on Manor 8003, in 1945.) It was no surprise, because both arrangements were by Howard Briggs (who contributed the Jingle Bells finale here).225 But, copy or not, this is a terrific performance, with Clyde McPhatter soaring on the high end and bass Bill Pinkney rumbling on the low. During the same session, the group covered another song associated with Bing Crosby, The Bells of St. Mary’s (given a slow, hushed treatment, quite in contrast to this one). Dave Marsh calls it “a truly epic commentary on the meaning of the season and … the unmistakable irony of a black group singing this lyric.”226

         All four Drifters had backgrounds singing in church. Tenor Herhart Thrasher and baritone Andrew Thrasher, his younger brother, sang as children with the Silvertone Singers and the Thrasher Wanderers in their small Alabama hometown. Sumter, South Carolina-born Pinkney toured the South with several gospel groups, including the Wandering Four and the Jerusalem Stars. Bill Millar: “The Drifters virtually destroyed the distinction between the sacred and the profane, and created the means by which Aretha Franklin and Ray Charles could become the most popular singers in the world.”227

         
            
            Pledging My Love (1955)—Johnny Ace (written by Ferdinand Washington & Don Robey) 

         Duke 136

         Recorded on January 27, 1954; chart debut on January 22, 1955 (#1 for 10 weeks on R&B chart, #17 pop) (R&B-#226, DM)

         “During his lifetime, Johnny Ace was just a popular R&B balladeer,” writes Ken Burke. “After his death, he became a tragic, romantic icon for teenagers who found added resonance” in his posthumously released hit Pledging My Love. However, this gorgeous love song stands on its own merits without deriving any added meaning from the tragedy of his death at age twenty-five on Christmas Day, 1954. Born John Marshall Alexander, Jr., on June 29, 1929 in Memphis, he returned to his hometown after a brief stint in the Navy, made his first recordings with Ike Turner in 1951 for Modern Records, and played piano with B. B. King’s Beale Street Boys before signing with Duke Records in 1952. The artist got a big promotional push from Duke owner, operator of the Texas wing of the “chitlin circuit,” and part-time pistol-packing gangster Don Robey. The R&B chart-topper My Song that year kicked off a string of hit soulful ballads inspired by the great 1930s blues balladeer Leroy Carr, none bigger than this dreamy number supposedly cowritten by Robey. The number began as a poem by Ferdinand “Fats” Robinson, a black wheelchair-bound disk jockey from Shreveport, who later helped write a number of songs for B. B. King, and the actual composer of the music is believed to be Joe Scott (later, a frequent accompanist for Bland).

         The Johnny Otis Orchestra is the backing band. The record begins with Otis’ vibes blending with Ace’s piano, as the singer croons: “Forever my darling, my love will be true / Always and forever, I’ll love just you / Just promise me, darling, your love in return / Make this fire in my soul, dear, forever burn. …” Steve Propes and Jim Dawson remark that the melody is very similar to the traditional tune Down In the Valley.228 For some reason, the record sat on the shelf for eleven months as the singer toured behind his latest hit Never Let Me Go. It was released as a single in early December, but only took off after his death. He had recently acquired a .22 pistol, had taken to playfully pointing it at people, and backstage with a woman in his lap and blues belter Big Mama Thornton nearby, he put the barrel to his head, apparently not realizing it was loaded, and pulled the trigger. The song became one of the first hits to sell more copies in 45 rpm format than in 78 rpm configuration. Dave Marsh: “Pledging My Love is Ace’s best record, and its ethereal moodiness makes it haunting in the best sense as well as the worst.”229

         
            
            Every Day I Have The Blues (1955)—B. B. King 

         RPM 421

         Recorded on March 2, 1954; chart debut on January 29, 1955 (reached #8 on R&B chart)

         (Blues-#62, R&B-#228)

         It had been the subject of potent and popular recordings by Aaron “Pinetop” Sparks (a slow, introspective 1935 performance in a Skip James-style falsetto), Lowell Fulson (1948), Lloyd Glenn (1950), and Joe Williams (1952). When B. B. King got hold of Every Day I Have the Blues, all those predecessors were rendered insignificant by comparison; the mighty King embodied every inch of what the song represented as a timeless lament through both his resonant vocal and the sparks flying off his guitar Lucille. Backing up the horn-driven arrangement is what Robert Santelli calls “one of King’s best vocal deliveries.”230 Five months after B. B.’s classic recording, Count Basie’s orchestra with vocal by the same Joe Williams scored an even bigger hit with the song, which even King generously said in his autobiography “will never be topped.” For decades thereafter, the song remained one of his defining trademarks; it served as the opening track on his 1964 LP “Live at the Regal,” regarded by some as the greatest blues live album ever.231

         Personnel: Saxes including Jewell Grant (alto), Maxwell Davis and Hubert “Bumps” Myers (tenors), Willard McDaniel (piano and bass), and Jesse Sailes (drums).

         
            
            I’m a Man (1955)—Bo Diddley 

         Checker 814

         Recorded on March 2, 1955; chart debut on May 7, 1955 (as B side of #1 R&B hit Bo Diddley) (Blues-#94, R&B-#162, NPR-300, RS, DM, ACC-#508, 1001)

         A fierce declaration of masculine pride on coming of age and featuring his patented primeval “jungle” beat, I’m a Man served as the perfect partner with Bo Diddley’s debut smash hit, one of the greatest double-sided classics in rock history. Joining his regular band of Billy Boy Arnold (harmonica), Clifton James (drums), and Jerome Green (maracas) are Otis Spann on piano (from Muddy Waters’ band), and Willie Dixon taking the place of Bo’s regular bassist James Bradford. In an interview with Bill Miller for the February 1980 Goldmine, Diddley acknowledged that “I picked up that groove” for the song from Waters’ 1951 recording She Moves Me. At the suggestion of Leonard Chess after the band had run through several takes, Diddley spelled it out for extra emphasis: “I’m a man … M-A-N!” Waters hit the R&B charts a couple of months later with slight variations as Manish Boy.

         Robert Palmer described the so-called Bo Diddley beat in its original manifestations: “… the Cubans call it clave; black shoeshine boys of the nineteenth century called it hambone; Southern blacks in nineteenth-century rural churches used it as the basis for a shuffling, counterclockwise religious dance called the Shout or ring shout; ragtime composers of the late nineteenth century used the pattern in the bass for many piano rags. … No wonder such a rhythm turned up in the music made by young Mississippi blacks on their diddley-bows; it’s practically ubiquitous in African and African-American music where the dominant African cultural influences have been (Nigerian) Yoruba and Kongo—particularly in Cuba, Haiti, Louisiana, and Mississippi.”232

         Dave Marsh calls attention to Diddley’s “manipulation and modernization of Delta blues imagery.” In the artist’s own words: “Hot sauces are where my music comes from; that sound you hear is my blood beating.”233

         
            May 14, 1955: “Rock Around the Clock” by Bill Haley and His Comets explodes on the Billboard chart, marking the unofficial start of the rock era.

         
            
            The Seventh Son (1955)—Willie Mabon (written by Willie Dixon) 

         Chess 1608

         Recorded on June 1, 1955 (didn’t chart) (Blues-#372)

         Blues singer-pianist (and occasional harmonica player) Willie Mabon had two chart-topping R&B hits, but his greatest record, The Seventh Son, fell short of chart glory. Born October 24, 1925 in Hollywood, Tennessee, he moved to Chicago, first recorded in 1949, then scored a huge hit (#1 R&B for 8 weeks) with I Don’t Know, from his next recording session (and first for Chess) three years later. The Seventh Son, like many of Willie Dixon’s best songs, drew on black folklore to relate the tale of a man who can foretell the future, heal the sick, raise the dead, and “make you little girls talk out of your head.” In his memoir, Dixon recalled it as a “kind of a historical idea. In New Orleans and Algiers, Louisiana, they have these people calling themselves born for good luck because they’re the seventh sister or seventh brother or the seventh child. … Most people think the seventh child has the extra wisdom and knowledge to influence other people.”234 With the artist’s nice boogie piano, and wailing sax (Andrew Gardner), it was a killer; heaven only knows why it wasn’t a smash. A decade later, Johnny Rivers scored a pop hit with the tune, and Mose Allison made it one of his featured numbers. Tony Russell: “In sharp contrast to the brash, assertive music of Muddy Waters and Howlin’ Wolf, Mabon offered the blues audience of the early 1950s a sly, confidential voice and an urbane piano.”235

         
            
            Trying to Get to You (1955)—Elvis Presley (written by Charles Singleton & Rose Marie McCoy)236 

         RCA Victor 6639

         Recorded for Sun Records (unissued) on July 11, 1955 (one of seven RCA singles released simultaneously in September 1956, uncharted); included on the album “Elvis Presley”

         (chart debut on March 31, 1956, 10 weeks at #1)
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               Figure 5.6Elvis Presley. Library of Congress, Prints & Photographs Division, LC-DIG-ppmsca-10455.
            

         

         Elvis Presley’s earliest and greatest records, writes Greil Marcus in Mystery Train, “catch a world of risk, will, passion, and natural nobility; something worth searching out within the America of mastery and easy splendor may well be Elvis’s last word. The first thing Elvis had to learn to transcend, after all, was the failure and obscurity he was born to; he had to find some way to set himself apart, to escape the limits that could well have given his story a very different ending. The ambition and genius that took him out and brought him back is there in that first music—that, and much more.”237

         
            Trying to Get to You is a fervent gospel-based number originally recorded for Mercury in 1954 by an R&B group from Washington, D.C., the Eagles. After an unsuccessful stab at the song in early 1955, Elvis nailed it in July, playing some piano on the track. “There was a floating sense of inner harmony mixed with a ferocious hunger, a desperate striving linked to a pure outpouring of joy, that seemed to just tumble out of the music,” writes Peter Guralinck in his biography Last Train to Memphis. “It was the very attainment of art and passion, the natural beauty of the instinctive soul that Sam Phillips had been searching for ever since he first started in music, and there was no question that Elvis knew he had achieved it.”238 After RCA Victor acquired Elvis’ contract, it included the song on his landmark debut album. He would revisit it memorably on his 1968 Christmas special.

         
            
            Corner Pocket (1955)—Count Basie and His Orchestra (written by Freddie Green) 

         Recorded in July 1955; from the Verve album Count Basie Swings, Joe Williams Sings239
            

         
            Corner Pocket has all the hallmarks of the Basie sound of the mid-to-late 1950s, the band’s second “golden age”: A completely irresistible melody originated by Basie’s longtime (since 1938) guitarist Freddie Green; a smoothly swinging arrangement by Ernie Wilkins; and stellar solos by Thad Jones (trumpet) and Frank Wess (tenor sax). Born July 20, 1919 in St. Louis, Wilkins played alto and tenor saxes with Earl Hines (1948) and Basie when he joined in 1951, but soon gave up playing to focus on composing and arranging. He also wrote for Tommy Dorsey and Harry James, and played sax with Dizzy Gillespie on overseas tours. In his solo, Jones opens with a playful quote from the Perez Prado smash Cherry Pink and Apple Blossom White, which was dominating radio airwaves at the time that this was recorded. Corner Pocket was later adapted with the addition of lyrics to become Until I Met You, which was recorded by many.

         
            July 17: Walt Disney’s epic amusement park Disneyland opens, a 160-acre complex outside Los Angeles.

         
            
            Manish Boy (1955)—Muddy Waters 

         Chess 1602

         Recorded on May 24, 1955; chart debut on July 30, 1955 (#5 R&B); #3 peak, over 310 weeks on Blues Digital Songs chart

         (RHF, Blues-#25, R&B-#162, RS-#229, DM-#322, ACC-#388)

         When Muddy Waters came out with Manish Boy soon after the Bo Diddley blockbuster I’m a Man using the same basic melody, rhythm, and proudly macho approach although different lyrics, it was widely viewed as a thinly disguised, though terrific, cover version of a Diddley original. But Bo himself declared a quarter century later that this is not what happened. In an interview with Bill Miller for the February 1980 Goldmine, Diddley said: “Muddy didn’t copy I’m a Man; that seems to have gotten kind of backwards. I picked up that groove from Muddy in the first place.” The melody came from Muddy’s July 1951 recording She Moves Me; Waters had also utilized that stop-start rhythmic groove in other early 1950s performances. Like most of his classics, says biographer Robert Gordon, it’s “built on Muddy’s sexual persona, the song’s growling tone perfectly suited to Muddy’s declamatory delivery.” He “sounds like a man possessed, a dog that meows, a cat that barks. He quivers and shivers, all sex; he grunts and swaggers, all school-yard boast; he moans and hums, cocky in his triumph.”240 The record is only slightly marred by some overenthusiastic and repetitive female screams, perhaps added as an unnecessary gimmick to distinguish it from Bo’s hit. It is unnecessary, because the slowed-down arrangement already makes it distinctive—and because Waters performs it (as Dave Marsh observes) with “a voice that booms like God’s.” Over two decades later, he recorded a ferocious new version produced by Johnny Winter, and his 7-minute live rendition in the 1978 Martin Scorsese/The Band documentary The Last Waltz was mesmerizing.

         
            
            Only You (And You Alone) (1955)—The Platters (written by Buck Ram) 

         Mercury 70633

         Recorded in Los Angeles on April 26, 1955; chart debut on July 30, 1955 (#1 for 7 weeks on R&B chart, pop chart debut on October 1, 1955, reached #5)241 (GHF, BMI-#34, R&B-#125, DM-#218, 1001, DMDB, ACC)

         Lead singer Tony Williams and the Platters had originally recorded Only You in late 1954 for producer Ralph Bass (who had discovered Williams)242 on Federal 12244, their seventh release on that label, all unsuccessful. When the group switched to Mercury, its manager Buck Ram sharpened their sound to focus more heavily on Williams, and they recut the song as their debut for the label.243 By adding a dramatic “hiccup” while swooping up to the high notes, Williams provided a signature sound, with a heightened romantic intensity, that was previously lacking. Initially released on Mercury’s purple “race” label, the record steadily climbed the R&B charts in the summer of 1955; after it began attracting airplay on “mainstream” white stations and finally crossed over to the pop charts over two months later, it was transferred to the black-colored pop label, on which the group’s future singles would be released.244 Like nearly every other R&B hit of the period, Only You immediately attracted a virtual note-for-note white remake, in this case by the popular Hilltoppers, but here the original easily prevailed. Little wonder, remarks Laurence Cole, because the Hilltoppers’ Jimmy Sacca “tops no hills and is as flat, lumbering and brash as Williams is soaring, graceful and sensitive.”245

         On the slower-paced Federal version of Only You, writes Dave Marsh, Williams “sounds constricted.” On the hit Mercury version, “he sounds loose, far freer in his phrasing and emotional attitude. The R&B-oriented arrangement [on Federal] makes the song’s pledge of eternal love into a burden; the pop-oriented Mercury version makes the same vow seem liberating.”246

         
            
            Don’t Start Me Talkin’ (1955)—Sonny Boy Williamson (II, Aleck “Rice” Miller) 

         Checker 824

         Recorded on August 12, 1955; chart debut on October 15, 1955 (reached #3 on R&B chart)

         (Blues-#109)

         Four years after his explosive recording debut with Eyesight to the Blind, Aleck “Rice” Miller, the second Sonny Boy Williamson, enjoyed the biggest-selling record of his career, Don’t Start Me to Talkin’. In 1955, the Mississippi-based label for which he had recorded, Trumpet, folded, and its owner Lillian McMurry offered to repay her debt to a Memphis record-pressing plant, Plastic Products, with Williamson’s contract. Plastic Products agreed, and promptly resold his contract to Leonard and Phil Chess in Chicago. Williamson’s first session for the Chess subsidiary Checker produced this classic performance. “With Williamson’s wavy vocals running above a thick, amply suited shuffle beat and a harp solo that spoke volumes about his rapturous ‘mouthing’ style,” writes Robert Santelli, the song became a sensation.247 Whereas his recordings for Trumpet were rough and gritty (although still wonderful), working for Chess meant playing alongside the great Muddy Waters band, including Muddy and Jimmy Rogers on guitars plus Otis Spann on piano and Willie Dixon on bass, and with sharper sound fidelity. Justin O’Brien points out drummer Fred Below’s skill in driving the stop-time rhythm.248 It’s an exciting, passionate performance, called by Greg Ward “a saga of small-town gossip and intrigue: back home in Helena, Arkansas, they can still point out the landmarks he mentions.”249 The song’s title is especially appropriate, because Sonny Boy was legendary as a teller of tall tales on the radio show “King Biscuit Time” in the 1940s and periodically thereafter until his death in 1965. “Don’t start me to talkin’, I’ll tell everything I know. …”

         
            
            Cry Me a River (1955)—Julie London (written by Arthur Hamilton) 

         Liberty 55006

         Chart debut on November 12, 1955 (reached #9); from the album Julie Is Her Name (2 weeks at #2) (GHF, Jazz-#146, Trad-#157, 1001, TC, ACC)

         The most supremely sensual seductress in pop music of the 1950s, Julie London stirred many a libido in her time, and made some good music in the process, as heard in Cry Me a River. Born Julie Peck on September 26, 1926 in Santa Clara, California, Julie first made her reputation as an actress, debuting as an Amazon beauty being nuzzled by a gorilla in the 1944 film Nabanga; she was married to Jack Webb of Dragnet fame from 1945 to 1953. Arthur Hamilton wrote Cry Me a River for Ella Fitzgerald to sing in the 1955 film Pete Kelly’s Blues (directed by Webb), but the number was dropped from the picture. Julie was a longtime friend of Hamilton’s (they’d been classmates at Hollywood Professional High School), and as a budding singer she got the next crack at the song. By this time, she was dating songwriter Bobby Troup (Get Your Kicks on Route 66), later her husband (married on New Year’s Eve, 1959). Troup helped her land a contract with the recently formed Liberty Records and made sure she would be given just the right accompaniment for her soft, sexy voice.250 With the intimate accompaniment of Barney Kessel on understated electric guitar, Ray Leatherwood on upright bass, and a little echo chamber, the ingredients were in place. David Jenness and Don Velsey praise the tune as “a good mournful ballad, with a strong bridge melodically.”251 After Cry Me a River hit big, Julie (while continuing her acting career) carved out her own niche with a series of albums showcasing her purring balladry and album covers that emphasized her calendar-girl sex appeal.

         While noting her limited vocal range and minimal capacity to sustain a note—Julie herself referred to her modest “thimbleful of a voice”—Will Friedwald calls her “one of the most influential stylists of the early 21st century” due to the popular impact of such modern London devotees as Diana Krall and Jane Monheit. He sees Cry Me a River as a “highly original variation” on the 1920s standard I Cried for You, “updated to sound slinkier and more erotically minor-key.” The performance was “as close as a female singer had come to achieving the Sinatra ideal of sounding vulnerable yet tough, even aggressive, at the same time.”252

         
            In this performance of a smoldering torch song, remarks Stephen Patience, Julie “is defiant, turning the tables” when a man who rejected her comes crawling back. He suggests that the sparse arrangement—a major departure in that era of lavish orchestrations—was an inspiration for the minimalist approach of artists such as bossa nova master Joao Gilberto.253 “Julie London had an ingenious ability to sound cozy and sinister at the same time,” writes Joseph Lanza. He describes her “sensually eerie style that fluctuated from leering coyness to opiated angst … [she] reprocessed the blues into chilly mood melodies for cocktail parties and suburban barbecues.”254

         
            
            Smokey Joe’s Café (1955)—The Robins (written by Jerry Leiber & Mike Stoller) 

         Atco 6059 (originally issued on Spark 122)

         Recorded on September 28, 1955; chart debut on December 3, 1955 (reached #10 on R&B chart, #79 pop) (DM-#369)

         It’s famous now as the title song of the hit Broadway revue showcasing the songs of Leiber and Stoller, and deservedly so, for Smokey Joe’s Café is a delightful piece demonstrating the songwriting team’s gift for deft storytelling featuring richly colorful characters and incisive wit. The Robins were formed in Los Angeles, and with the membership of Ty Terrell, Billy Richards, Roy Richards, and Bobby Nunn, teamed with the Johnny Otis Orchestra and Little Esther Phillips for the massive 1950 R&B hit Double Crossing Blues. Carl Gardner (the new lead singer) and Grady Chapman joined the group in 1954, when they recorded the Leiber-Stoller cult classic Riot in Cell Block #9, and leading to the record that became their most famous.

         
            Smokey Joe’s Café was the Robins’ final record for Leiber and Stoller’s small Spark label. It’s named after an actual Los Angeles burger stand on the corner of Beverly Boulevard and La Cienega, on the site of what later became the giant Beverly Center shopping mall. The name “Smokey Joe” evokes one of the central characters in Cab Calloway’s Minnie the Moocher. Dave Marsh writes that it “depicts a tough-as-nails beanery with a toothsome female waitress and a lethally possessive owner. The comedy is set up by Gardner’s quavering lead, accentuated by goofy guitar riffs [by jazzman Barney Kessel], a single gloomy bass interjection from Nunn and a wild sax break [by Gil Bernal] that begins on an impossibly elongated phrase and ends in sonorous harmony with the riffing voices.”255 Ken Emerson in Always Magic In the Air: “Smokey Joe’s Café is a rich record and a cunning one, too. By putting the song’s black protagonist on the receiving end of a threat, it disarmed white fears that Riot In Cell Block #9 had aroused.”256 Atlantic (based on cofounder Nesuhi Ertegun’s recommendation) was so impressed that they bought out the label and the contracts of Leiber and Stoller, and reissued the song on their own new subsidiary (created in August); thanks to Atco’s national distribution, it sold 250,000 copies, two and a half times what Spark’s disks typically sold with little distribution outside the West Coast. Soon after Smokey Joe, Gardner and Nunn left to form the Coasters, and with the songwriting/production duo headed to New York to achieve a new wave of success on Atlantic.

         
            November 12, 1955: “Billboard” publishes its first comprehensive Top 100 singles chart incorporating data from the three smaller charts that it continues to maintain separately: for best-sellers in stores, most played by disk jockeys, and most played in jukeboxes.

         
            
            Speak Low (1955)—Carmen McRae (music by Kurt Weill, lyrics by Ogden Nash) 

         Recorded for Decca on December 16, 1955 (Jazz-#459)

         German composer Kurt Weill (of Mack the Knife and September Song fame) and poet Ogden Nash joined forces for the hit 1943 Broadway musical One Touch of Venus, which produced the gorgeous ballad Speak Low. A song of this sophistication requires a vocalist to match, and it found its perfect vessel in Carmen McRae. Born April 8, 1920 in New York City, Carmen was discovered by the wife of pianist Teddy Wilson. She studied classical piano for five years, served on a handful of occasions as vocalist and pianist with the bands of Benny Carter and Count Basie, made her recording debut as Carmen Clarke (while married to jazz drummer Kenny Clarke) with the Mercer Ellington orchestra in 1946, and became a protégé of Billie Holiday. But she was still largely unknown until landing a solo recording contract with Decca in 1954.

         In Jazz Singing, Will Friedwald praises McRae as a highly creative and subtle vocalist at her very best on ballads like this one. Her vocal technique is not unlike Sarah Vaughan’s, but because Carmen’s voice is not as big, “it takes up less space vertically, resulting in there being a lot more room for McRae to play around in.” She “almost never lets melodies remain exactly as written; nearly every line receives some kind of alteration, rhythmic or melodic, large or small … she makes the point that paraphrase and embellishment can be just as satisfying as out-and-out improvisation.”257

         
            In this performance, McRae makes (as James Morris writes) “slight but telling changes in the punctuation of the lyric” and at other times offers a subtle shift in emphasis through the words stressed by her vocal. “Throughout, her singing is sensual but never sentimental, and she uses vibrato as a selective coloring device, not as a constant of vocal sound.” The arrangement uses elements of Weill’s original orchestration, such as the pizzicato (plucked) rhythm in the strings, and “a tantalizing flute ornamentation contributes to the exotic flavor of the song.”258

         
            
            Need Your Love So Bad (1956)—Little Willie John 

         King 4841

         Chart debut on January 7, 1956 (reached #5 R&B; not on pop chart) (DM-#49, Blues-#260)

         Before he burst on the national pop chart for the first time with the classic Fever, Little Willie John had established himself as one of the decade’s great R&B voices with 1955s All Around the World and the blues ballad Need Your Love So Bad. He had barely turned eighteen in November 1955, and already had few equals in his field. Although credited to the artist, it was actually written by his older brother while serving in Korea. Guitar wizard Mickey Baker’s “constantly changing chords kept the soft rhythm,” remarked Charlie Gillett, and saxophonist Willis Jackson “breathed gently between the verses, while Willie John pitched his voice high, pure, and desperate.”259 “Little Willie John is talking about the nether reaches of human misery, in a voice absolutely creaking in agony,” writes Dave Marsh, ranking the performance #49 in The Heart of Rock & Soul. Mostly “it’s just that night is coming on, and he’s going to have to get through it by himself again. If he can.”260 In Nowhere to Run: The Story of Soul Music, Gerri Hirshey describes the song as “a whole catalogue of need in which the singer longs for soft lips, soft voice, someone’s arms.” On this song, he hiked up “his macho armor enough to reveal vulnerability and the soul man’s nightmare, dependence.”261 Joe McEwen: “For a mature adult, a performance as dark and knowing as Need Your Love So Bad would have been an achievement worth a lifetime; for a recently turned seventeen-year-old, the song is staggering in its depth and sensitivity.”262

         
            
            You Make Me Feel So Young (1956)—Frank Sinatra (music by Josef Myrow, lyrics by Mack Gordon) 

         Recorded on January 9, 1956; from the Capitol album Songs for Swingin’ Lovers (chart debut on March 31, 1956, #2 peak) (Jazz-#409; GHF-album)

         
            You Make Me Feel So Young represents Frank Sinatra at his most joyously swinging, a performance bursting with vigor and a sense of wonder at life’s possibilities. It was introduced in the 1946 film Three Little Girls In Blue, and it was a minor hit that year for Dick Haymes. (Haymes had been Sinatra’s successor with both Harry James’ band in 1940, and a few years later with Tommy Dorsey.) Four years later, Dennis Day sang it on the soundtrack of I’ll Get By. It took Sinatra to make it a classic. The song served as the opening track to Songs for Swingin’ Lovers, arranged by Nelson Riddle, and Will Friedwald notes that the singer gives it a “childlike exuberant innocence.” When his voice soars skyward on “You make me feel there are songs to be sung, bells to be rung, and a wonderful fling to be flung,” Riddle fills the air with ringing bells and the celebratory atmosphere is palpable.263 Arranger Neal Hefti said with admiration that “no one has come close to what Nelson achieved with Sinatra. … God! That enthusiasm just keeps going on and on and on!” Biographer James Kaplan remarks that listening to this recording, “you hear a great singer in joyous command of every component of his art—voice, tempo, lyrical understanding, expression. It is simply a magnificent performance.”264

         
            
            When the Sun Comes Out (1956)—Mel Torme (music by Harold Arlen, lyrics by Ted Koehler) 

         Recorded on January 20, 1956 for Bethlehem album “Mel Torme and the Marty Paich

         Dek-tette”265

         Harold Arlen and Ted Koehler wrote When the Sun Comes Out about a year after their landmark score for The Wizard of Oz, and although the bluesy ballad (written as an independent number, not for a show or movie) was not a hit at the time, it has been admired ever since by those who appreciate classic songcraft. (The Jimmy Dorsey orchestra recorded it in February 1941, and Benny Goodman did it that June.) “No one but Arlen could have written” this song, declared Alec Wilder in American Popular Song. “I am in awe at the sleight of hand at work in the [song’s] release. It is so natural as to be merely an extension and development of the principal statement.”266 Arlen biographer Edward Jablonski notes its “unexpected key changes and ingenious melodic twists.”267 According to James Morris, there “are few better examples of the completely integrated use of musical materials—melody, harmony, and rhythm—to express emotion.”268

         One source of the song’s distinctive melodic qualities can be found in Jewish religious services, suggests Jack Gottlieb in Funny, It Doesn’t Sound Jewish. According to Gottlieb, the tune draws on the Adonai malakh musical motive used in the introductory portion of the Friday evening liturgy known as kabalat shabat (welcoming the Sabbath); the music accompanies the words of Psalm 93, Adonai malakh (God is King).

         Mel Torme, whose performance established the song as an enduring standard, made his reputation while still a teenager as a singer and songwriter, then scored big in the latter respect when Nat “King” Cole made his holiday classic The Christmas Song one for the ages in 1946. Subsequently, he and his group the Mel-Tones recorded with Artie Shaw; then, Torme went solo with a series of hits starting in 1949. “Torme is one of the greatest lyric interpreters in history; his ability to breathe life into the words of a song rivals anyone this side of Billie Holiday and Frank Sinatra,” writes Will Friedwald in Jazz Singing.269

         This is a sterling performance accompanied by Marty Paich’s “Dek-tette,” including Pete Candoli on trumpet and Bud Shank on alto sax.270 In liner notes for the Smithsonian’s American Popular Song, Morris writes that Torme sings it “with a lovely legato line and communicates an apt sense of yearning. He is aided by a rich, evocative orchestration using only brass, woodwinds, and percussion … [he] maintains a subtle interplay with the cymbal brush strokes in the percussion, keeping the phrases alive and the essence of the song vital.”

         
            
            Memories of You (1956)—Rosemary Clooney and Benny Goodman Trio 

         Columbia 40616

         Recorded on November 14, 1955; chart debut on January 28, 1956 (#20 peak)

         The commercial success of Hollywood’s “Benny Goodman Story” enabled Benny to score his final charted hit single, and Rosemary Clooney to make her second to last visit to the Top Forty, in this gorgeous performance of the 1930 pop standard by Eubie Blake and Andy Razaf.271 Goodman had originally recorded Memories of You with his sextet in November 1939 (including Charlie Christian and Lionel Hampton). The record opens with a long and lovely Goodman clarinet solo; Rosemary provides the tender ballad with her trademark intimacy and warmth; and Benny closes it out with another stellar solo. The other accompanists are Dick Hyman (piano) and Bobby Donaldson (drums).272 The flip side by the superstar pairing is a comparably indelible 1930s ballad, Goodbye.

         
            
            If I Had My Way (1956)—Rev. Gary Davis 

         From the Riverside album “Gospel, Blues, and Street Songs”; recorded on January 29, 1956

         The epic Biblical tale of Samson and Delilah, If I Had My Way, was first published as a “ballet” in broadsheet form by the Missionary Reverend F. J. Montgomery of New Orleans under the title Samson Tore the Building Down during the early years of the twentieth century. In Songsters and Saints, Paul Oliver noted that the piece was reminiscent of a song from Emily Hallowell’s Calhoun Plantation Songs (1907), Wasn’t That a Witness for My Lord. The Paramount Jubilee Singers recorded the somewhat similar My Soul Is a Witness for My Lord in 1923. Reverend T. T. Rose was the first to record it as If I Had My Way in April 1927, and it was covered a number of times in subsequent years, most notably by Blind Willie Johnson (in December 1927 as If I Had My Way I’d Tear the Building Down) and the Golden Gate Jubilee Quartet in 1939. But for the generation that came of age during the folk music revival and thereafter, the version that will forever define the song is that of the Reverend Gary Davis, who had performed the song many times during the 1930s on the streets of Durham, North Carolina, but didn’t get around to recording it until two decades later.

         An ordained minister since 1933, from 1937 onward, he rarely performed any more secular blues. Moving to New York in the early 1940s, he preached, gave guitar lessons, played on street corners in Harlem, recorded for Moses Asch, but remained largely unknown to the general public until 1956. The Riverside album Gospel, Blues, and Street Songs brought the dazzling guitar style and impassioned vocals of Rev. Davis to a national audience. He would go on to record for Folkways and Vanguard through the 1960s, thrilled audiences at the Newport Folk Festival, and became a role model for a new generation of guitarists such as Jerry Garcia, Taj Mahal, and Ry Cooder.

         Davis learned the song from the Willie Johnson recording, although Richard Noblett noted in the September 1965 Blues Unlimited that his version differs from that of the Texas gospel great in some respects. If I Had My Way depicts Samson’s fury at his betrayal by Delilah, and the amazing feats by the legendary strongman. Davis’ raspy voice conveys the character’s rage, and his guitar prowess makes any additional accompaniment quite unnecessary.

         
            
            Night and Day (1956)—Ella Fitzgerald 

         Recorded in February 1956 for the Verve album Ella Fitzgerald Sings the Cole Porter Songbook (Jazz-#323)

         “Ella Fitzgerald’s vocal sound is among the unforgettable aural experiences of the [20th] century,” declared James Morris. “She uses her supple, glowing voice in a consistently tasteful way, approaching the songs she chooses to sing with respect.”273 The Cole Porter songbook began a series of albums that not only became the jewel in the crown of Fitzgerald’s remarkable career but also enhanced the contemporary appreciation for the songwriters they honored. The impact of the albums was tremendous at the time, and has not diminished with time, despite occasional critical brickbats. Will Friedwald, writing of Ella’s 1956 performance of Night and Day in Stardust Melodies, called Buddy Bregman’s arrangement “corny,” including the all-too-obvious device of opening the song with beating tom-toms. “Fortunately,” he says, “Fitzgerald’s always astonishing singing more than saves the day.” Friedwald opined that Ella’s vigorous, swinging rendition of Night and Day in a 1971 live recording in France with Tommy Flanagan’s trio is her best.274 In Visions of Jazz, Gary Giddins responds to her critics: “Those who insist that Fitzgerald failed to make the most of sophisticated lyrics should go back to the Porter set: no one has done better by the upper-crust mockery and minor-key irony of those songs.”275

         
            
            Begin the Beguine (1956)—Ella Fitzgerald 

         Recorded on February 8, 1956; from the Verve album Ella Fitzgerald Sings the Cole Porter Songbook (chart debut on July 28, 1956, peak position #15)276 (Trad-#196, Jazz-#314)

         After selling a reported twenty-two million records for Decca from the outset of her career as a teenager to 1954, Ella Fitzgerald left to sign with Norman Granz and his new Verve label. Building on his experience with a series of ten albums by pianist Oscar Peterson for his Clef label devoted to the songs of particular composers—and inspired by Ella’s acclaimed 1950 album of Gershwin songs with pianist Ellis Larkins—Granz decided to expand the concept, having Ella tackle the works of the United States’ greatest songwriters backed by a first-rate orchestra. The Cole Porter Songbook was the first in the series of “songbooks” that forever sealed Ella’s reputation as the supreme female popular vocalist.

         The orchestrations on the two-disk, thirty-two-song Porter album, while skillful, can’t compare with the stellar arrangements that Frank Sinatra was getting from Nelson Riddle and Billy May. Buddy Bregman, the nephew of songwriter Jule Styne, had risen swiftly to prominence a few months earlier due to serving as arranger-conductor for an acclaimed Anita O’Day album on the Verve label, and also handled business responsibilities for Verve. He had previously served as arranger-conductor on two 1954–1955 hits written by Jerry Leiber and Mike Stoller for the pop group the Cheers. But Ella is in fabulous form, swinging and soaring, and eighteen years after Artie Shaw made Porter’s Begin the Beguine a big-band instrumental masterpiece, she turns in the song’s definitive vocal rendition. The album became one of the biggest-selling jazz LPs ever, remaining in print continuously for six decades.

         (Pete Candoli, Harry Edison, Maynard Ferguson, & Conrad Gozzo on trumpets; Milt Bernhart, Joe Howard, & Lloyd Ulyate on trombones; George Roberts on baritone sax; Herb Gellar on alto sax and clarinet; Bud Shank on alto sax and clarinet; Ted Nash on tenor sax and clarinet; Bob Cooper on tenor sax and clarinet; Chuck Gentry on baritone sax; Paul Smith on piano; Corky Gale on harp; Barney Kessel on guitar; Joe Mondragon on bass; and Alvin Stoller on drums and strings)

         
            
            What Is This Thing Called Love? (1956)—Ella Fitzgerald (written by Cole Porter) 

         Recorded on February 9, 1956 for the Verve album Ella Fitzgerald Sings the Cole Porter Songbook (GHF-album, Jazz-#324)

         
            What Is This Thing Called Love is the most enduring song from Cole Porter’s musical Wake Up and Dream, which was first staged in London and then opened in New York on December 30, 1929, its run of 136 performances not bad at the outset of the Depression. Porter later recalled that the title gave him a haunting melodic phrase, and he fashioned the words and music together within a few hours. Alec Wilder praised it as “one of Porter’s best songs,” an example of “superior melodic writing and highly unusual harmony.”277 Porter’s stage notes stipulated that the song be performed “in the manner of a blues,” and James Morris notes that its frequent use of blue notes and minor third intervals make the blues feeling unmistakable.278

         Ella’s performance is a highlight of her first “songbook” album produced by Norman Granz, with arrangement by Buddy Bregman. Morris writes that Ella’s “straightforward and unsentimental performance avoids the torch-song treatment. Few singers command a legato as beautiful as hers or can match her sensitivity to the harmonic subtleties of a song. And the silky, almost instrumental quality of her tone is without parallel.”

         
            
            Mack the Knife (Theme from the “Threepenny Opera”) (1956)—Louis Armstrong and His All-Stars 

         Columbia 40587 as “A Theme from the Threepenny Opera (Mack the Knife)”; recorded on September 28, 1955; chart debut on February 11, 1956 (#20 peak); reached #8 in England, #1 (4 weeks) in Australia; reissued on Columbia 41471 in August 1959 (Jazz-#122, GHF, Trad-#138)

         It was producer George Avakian who suggested to Louis Armstrong at his 1955 session for Columbia that he record Kurt Weill’s Mack the Knife. Although the song had been familiar within the musical theater community for over a quarter century, it was not well known in the United States, and had been turned down by other recording artists. While best known for his work with jazz artists and on jazz and blues reissue projects for Columbia, Avakian also did extensive international work, including an album he was coproducing for Weill’s widow, singer Lotte Lenya (who’s name-checked here by Satch). Armstrong biographer Laurence Bergreen: “This was a dark, violent nightmare of a song, but it reminded Louis of thugs he’d known and admired as a child in New Orleans, and he agreed to record it.”279 The arrangement for the song was misplaced before the session, and a number of takes were required to get through the number. Avakian spliced the best takes into the completed track, and the legend’s jaunty performance of the somber tale became a surprise hit. Bobby Darin would largely copy Armstrong’s arrangement (with his own Sinatra-styled hipster spin) to make the song a blockbuster three years later. (In the wake of Darin’s smash, Columbia reissued Satch’s version to try and grab a bit of the action.) Louis’ recording was inducted into the Grammy Hall of Fame in 1997, two years before Darin’s.

         Trummy Young (trombone), Edmond Hall (clarinet), Billy Kyle (piano), Arvell Shaw (bass), and Barrett Deems (drums).

         
            
            Drown In My Own Tears (1956)—Ray Charles (written by Henry Glover)280 

         Atlantic 1085

         Recorded on November 30, 1955; chart debut on February 25, 1956 (2 weeks at #1 R&B) (DM-#157, R&B-#255, Blues-#327)281

         Originally recorded in 1952 by bandleader Sonny Thompson (with vocal by Lula Reed) as I’ll Drown In My Tears, this was a song that Ray Charles felt would be perfect with female backing singers (whom he’d never used before). Atlantic arranger Jesse Stone suggested a trio of teenagers he’d been working with, the Cookies, led by the powerfully soulful Margie Hendricks. (The group had recorded a single for the Lamp label in 1954 before moving to Atlantic.) It proved a magical combination. Dave Marsh saw this performance as an example of Charles’ uncanny sense of time. “Listen to the way he draws out every bit of sibilance from ‘I cried too much’ or the way he sings ‘drown,’ then pauses, just long enough to let you know he’s thinking about it, before delivering ‘in my own tears’ that leads into the bridge section, or his half-exhausted, half-exultant ‘why can’t you,’ when he floats into his upper register for the final word, and what you hear is a singer who commands his song as totally as if he’d written, produced, controlled every nuance of its creation from first impression to final fixing on the tape.”282

         A distinctive element of this record is the rhythm, which was based on the movements of the congregants in black churches. The drummer on the session, David “Panama” Francis, adopted Charles’ suggestion to use brushes rather than sticks to capture the nuances of these movements. “Ray was the one who told me to play with brushes … and with a gospel feeling. All I played was straight quarter notes with brushes.”283 In The Power of Black Music, Samuel A. Floyd notes that the performance “is almost pure gospel in its sound, especially in the nature and use of its ornaments, bent notes, cries, and piano figurations,” but with a secular text.284

         Biographer Michael Lydon: “Ray lays in perfect piano tinkles between the rock-steady thump of the bass and bass drum, and over the track’s long 3-plus minutes, the ensemble sound develops a majestic depth. When the Cookies enter at the end, moaning ‘Drown in my own tears’ … the tragic image is complete: Ray a modern Oedipus, crying his eyes out before a chorus of lamenting women.”285 The record became his third #1 R&B hit (after I’ve Got a Woman and A Fool for You).

         
            
            Pent-Up House (1956)—Sonny Rollins 

         Recorded on March 22, 1956 for the Prestige album “Sonny Rollins Plus Four” (Jazz-#419)

         Ever since tenor saxophone master Sonny Rollins played a Chicago engagement with the Clifford Brown-Max Roach ensemble in November 1955, he was deeply impressed with Brown both as a dazzling trumpet soloist and as a human being: “Clifford was a profound influence on my personal life. He showed me that it was possible to live a good, clean life, and still be a good jazz musician.” Battling the heroin addiction that ensnared so many jazzmen that decade, in 1955, Rollins voluntarily spent four and a half months in the federal narcotics hospital in Lexington, Kentucky. Later that year, now drug free, he began playing with the Brown-Roach group, initially as a substitute for Harold Land (with pianist Richie Powell and bassist George Morrow), and then as a regular. It was with this combo that he made one of his most acclaimed albums. One of its multiple high points was the exciting Pent-Up House. The performance exemplifies the Rollins tenor sound of this period, as described by Gary Giddins and Scott DeVeaux: “commanding, virile, and smooth as oak.”286 Len Lyons: “Sonny Rollins’ instinctive grasp of thematic improvising made him the most influential soloist during the late 1950s”287—and when matched with such musical partners as Brown and Roach, that gift was able to attain its peak. Tragically, Clifford Brown was to die in an automobile accident just three months after this recording.

         
            
            Trouble of the World (1956)—Mahalia Jackson 

         Recorded for Columbia on March 27, 1956

         Thanks to her remarkable performance of the song during the dramatic funeral sequence of the 1959 film Imitation of Life, Trouble of the World is one of Mahalia Jackson’s best-remembered gospel classics, and deservedly so. This is a slow, minor-key, and haunting hymn, accompanied by the Fall-Jones Ensemble including her regular pianist Mildred Fall, Ralph Jones (organ), Milt Hinton (bass), and Gus Johnson (drums). Dr. Horace Clarence Boyer writes that this “has become known as the song in which Mahalia shows the full power of her voice, and the extent of her wide range. Beginning on a low G, her finale statement of ‘I’m going home’ is delivered 12 scale tones higher.” “Soon it will be done, the trouble of the world. … I’m going home to live with God.”

         
            
            Please, Please, Please (1956)—James Brown (written by James Brown & Johnny Terry) 

         Federal 12258

         Recorded on February 4, 1956; chart debut on April 7, 1956 (#5 on R&B chart) (RHF, GHF, R&B-#66, Blues-#142, RS-#143, DM-#272, ACC-#363, TC)

         The first hit of James Brown’s career, Please, Please, Please was born when he and his band the Flames (not yet “Famous”) were playing gigs in Georgia and the Carolinas, covering other artists’ songs, and did the Orioles’ song Baby, Please Don’t Go. “The background vocals for it included the word ‘please’ repeated several times,” Brown recalled in his autobiography. “With that as a starting point,” he wrote his breakthrough song in 1955.288 The desperately pleading ballad became Brown’s knock-’em-dead song with audiences, so when he finally got the opportunity to record a demo at the studio of radio station WIBB in Macon, Georgia, that’s what he sang. The demo was rejected by nearly all the R&B labels including Chess and Specialty, but as the tape was played on Macon radio, the requests poured in. Finally, Ralph Bass, a talent scout for Syd Nathan’s King/Federal Records, heard the demo on WIBB while visiting the label’s Atlanta sales branch, and drove all night to Macon to offer the band a record date.

         When they began cutting the number at King’s Cincinnati studio backed by the label’s house band, Nathan stopped them when they were halfway through. “It’s a stupid song!” he declared. “It’s only got one word in it. I’ve heard enough,” and stormed out. But without Nathan, they proceeded with the session, and Brown turned in an electrifying performance, opening with a big solo shriek. After much persuasion, Nathan agreed to release it on Federal (because it was deemed unworthy of his primary label, King).289 It became one of the year’s R&B sensations, and launched a legendary career. Dave Marsh: Brown’s “growly pleadings shake and quiver in an unholy cross between sexual passion and religious ecstasy.”290

         
         
            
            I Could Have Danced All Night (1956)—Julie Andrews/“My Fair Lady” (music by Frederick Loewe, lyrics by Alan Jay Lerner) 

         From Capitol’s Broadway cast album, My Fair Lady, chart debut on February 24, 1956 (15 weeks at #1); 19 weeks at #1 in England291 292 (album: GHF, RR, Trad-#176, TM)

         Lerner and Loewe’s adaptation of the George Bernard Shaw play Pygmalion, My Fair Lady was one of the most phenomenal hits in Broadway musical history, combining critical acclaim and staggering popular appeal like few other shows. I Could Have Danced All Night was one of one of the first songs written for the score. The two writers flew to London to play the first group of songs for the star Rex Harrison (as Henry Higgins), and the brilliantly talented but still untested young female lead, Julie Andrews. Julie had recently been hired on the basis of her one year (1954–1955) on Broadway with The Boy Friend, and Harrison (recounts Gene Lees) “had serious doubts about her because of her inexperience.” When rehearsals began in January 1956, she struggled at first to conquer nerves and to get a handle on the character of Eliza Doolittle; finally, in the last week of rehearsals, “a veil was lifted” in her performance, and all doubts were swept aside.293 
            I Could Have Danced is one of the great joys of Andrews’ repertoire in the show, showing the exhilaration that Eliza feels on transcending her humble Cockney background to enter London high society. Maury Yeston praised the composition for the way in which Lerner “mirrored the musical structure with a lyric that moves [Eliza] from doubt to certainty about her changed feelings toward Higgins”; by the time the song ends, “we know, from the music as well as the text, that the two can never again be quite the enemies they’d been.”294

         
            
            Come Rain or Come Shine (1956)—Count Basie and His Orchestra, vocal by Joe Williams (music by Harold Arlen, lyrics by Johnny Mercer) 

         Recorded for Verve on April 28, 1956 (APS)

         The centerpiece of the all-black Broadway musical St. Louis Woman, set in turn-of-the-century St. Louis, was this brassy blues ballad. Shortly after Harold Arlen had persuaded Johnny Mercer to collaborate on the show, the lyricist dropped by Arlen’s house, and the composer began toying with a melodic idea on his Steinway. Arlen biographer Edward Jabolonski writes that the “warm melody and the melody’s conversational quality gave him an idea, and [Mercer] said, ‘I’m gonna love you like nobody’s loved you. …’ A chuckling Arlen suggested, ‘come hell or high water.’ Mercer responded, ‘why didn’t I think of that?’ ‘Come rain or come shine.’ Before he left the Arlens’ house that evening, the song was completed.”295 It was introduced in the show (which opened on Broadway on March 30, 1946) by Ruby Hill and Harold Nicholas (of the Nicholas Brothers).296 The hit version of the number that year was by Margaret Whiting.

         According to Jack Gottlieb (Funny, It Doesn’t Sound Jewish), the melody echoes a Hebrew song chanted during Passover, Shir hashrim (The Song of Songs). Both Arlen’s father and grandfather were cantors, and Harold sang in his father’s synagogue choir in Buffalo. A secondary strain of Come Rain “could have some straight out of” a Jewish folk song about a supplicant’s plea to an all-powerful rabbi for assistance through prayer, A brif tsum liader rebn (A Letter to the Liady Rabbi).

         Alec Wilder calls it “a superb ballad” that defies convention (and goes against Arlen’s usual practice) by using repeated notes as the principal element in the melody.297 (David Jenness and Don Velsey report that it opens with “twelve occurrences of one note in a row”; the rest of the song “shows that it was deliberate.”)298 Perhaps the finest performance of the song was by the mighty Basie band featuring the magnificently assured vocal of Joe Williams. Standouts in the band at this time included Thad Jones (trumpet) and tenor saxophonists Frank Foster and Frank Wess.

         
            
            Bye Bye Blackbird (1956)—Miles Davis Quintet 

         Recorded on June 5, 1956; from the Columbia album Round About Midnight299
             (Jazz-#399)

         The bouncy pop standard Bye Bye Blackbird (a giant hit in 1926 for crooner Gene Austin) might have seemed an unlikely vehicle for jazz improvisation until Miles Davis revived it. The number was first recorded by the Davis quintet in July 1955 in a subsequently-issued live performance at New York’s Café Bohemia while tenor saxophonist Sonny Rollins was with the combo. By the time he recorded it for Round About Midnight
            (Miles’ Columbia debut), John Coltrane was in the tenor sax chair, with Red Garland (piano), Paul Chambers (bass), and Philly Joe Jones (drums). Biographer Jack Chambers notes that despite the song’s carefree surface, it is also “suffused by a blues feeling” that only a few pop songwriters of that era achieved. “Davis’s tightly muted rendition seems to be a distillation of everything he ever learned from Billie Holiday: it is sorrowing, and it is pained, but it is not self-pitying.” At the same time, it also swings. A possible inspiration for the somber reinvention of the song may have been that in the 1930s, the few blacks who participated in the National Football League and other white-dominated sports were often sarcastically serenaded with Blackbird by the all-white spectators.300 Len Lyons concurs that much of the album’s greatness derives from its “intense” treatment of ballads such as this.301

         
            
            Hallelujah I Love Her So (1956)—Ray Charles 

         Atlantic 1096

         Recorded on November 30, 1955; chart debut on June 16, 1956 (reached #5 on R&B chart)302 (RHF, R&B-#216, Blues-#269)

         Recorded at the same session as Drown In My Own Tears, Hallelujah I Love Her So was another high-powered Ray Charles rewrite of a spiritual (in this case, Dorothy Love Coates’ Hallelujah! I Love Him So), following in the path of This Little Girl of Mine, conveying jubilance that he has such a fine woman “way ‘cross town” (a sly reference to a line in his recent smash I’ve Got a Woman). In his autobiography, Ray said that it marked the first time he was crossing over to a white audience.303 One reason was the record’s ingenious gimmick: After singing “If I call her on the telephone, and tell her that I’m all alone / By the time I count from one to four, I hear her”—the drummer hits four quick beats before Ray concludes, “on my door.” The instrumental standout on the record is Don Wilkerson on tenor sax. The traditional separation between the sacred and the secular, suggested John Szwed (in his chapter “Afro-American Musical Adaptation” in the book Afro-American Anthropology), is absolute, because “church music is directed collectively to God; blues are directed individually to the collective” (Szwed’s emphasis). Bluesmen represented this tension, because they spoke for rural blacks and urban migrants, thereby competing with preachers and other spokesmen for the black community.

         
            
            Be-Bop-a-Lula (1956)—Gene Vincent and His Blue Caps (written by Gene Vincent & Bill Davis) 

         Capitol 3450

         Chart debut on June 16, 1956 (reached #7 pop, #5 C&W); #16 in the United Kingdom (RHF, GHF, RS-#102, HBN-#110, DM, ACC-#139, C&W-#397, TC, 1001)

         Capitol Records, determined to find its own “next Elvis Presley,” launched a talent contest in early 1956 toward that end. Gene Vincent, the winner, didn’t quite become the next Elvis, but did unleash a handful of memorable rockabilly performances, and one early rock classic, his debut Be-Bop-a-Lula.

         Born on the outskirts of Norfolk, Virginia, on February 11, 1935, Vincent Eugene Craddock dropped out of high school at fifteen, lied about his age to join the Navy, went to Korea, and had a motorcycle accident that left his left leg crippled. Back in Norfolk, he began appearing on local radio, then won Capitol’s contest, thanks to Be-Bop-a-Lula; cowriter “Sheriff” Bill Davis sent a demonstration disk of Vincent performing the song to the company’s artist and repertoire department. The record became a million-seller, thanks in part to the artist’s high-energy rendition of it in the hit Jayne Mansfield film The Girl Can’t Help It.

         Vincent would have only three other Top Forty hits—Bluejean Bop, Lotta Lovin’, and Dance to the Bop—but his live performances helped make him an icon to admirers in both the United States and Europe, as described by David Dalton and Lenny Kaye: “Unable to move in a normal fashion, he would assume a rigid stance before the microphone, clutching it as if for life. Dressed in black leather, a gaunt face chiseled in triangular edges, he presented a stark and tension-laden image, funneling his private damages into an emotive, sweat-stained performance that went far beyond light entertainment.”304 His band the Blue Caps played a big part in his appeal, featuring lead guitarist Galloping Cliff Gallup and fifteen-year-old drummer Dickie Harrell. Recording in producer Owen Bradley’s small Nashville studio, Vincent initially had difficulty because Harrell’s ferocious sound was going into Gene’s mic, so Bradley kept backing him up until he was actually singing from the hallway, with the microphone cable propping the door open.305

         
            Be-Bop-a-Lula was inspired by the comic strip character Little Lulu. Guitarist Gallup, writes Dave Marsh, “turned in a pair of concise, cutting breaks that rivaled Scotty Moore’s work with Elvis.”306 With Vincent’s swooping, heavy-breathing, echo-laden vocal (“she’s the one who gives me more, more, more!”), Harrell’s wildcat screams, and the group’s vivid percussion, the record leaped off the radio.307

         
            
            St. Thomas (1956)—Sonny Rollins Quartet 

         Recorded on June 22, 1956, from the Prestige album Saxophone Colossus (GHF-album, Jazz-#270)

         Thanks primarily to Harry Belafonte, calypso music was permeating nearly every corner of popular music in the mid-1950s, including jazz. Finally free from heroin addiction thanks to a four-month 1955 stint in rehab, tenor saxophonist Sonny Rollins entered into the golden phase of his career, with the album Saxophone Colossus as its symbolic apex. Alyn Shipton: “He was, by 1956, the preeminent bebop tenor saxophonist, capable of lightning speed and of endlessly fascinating melodic improvisation.” In a 2007 interview with Shipton, Rollins said of St. Thomas: “It was a folk song from the Virgin Islands, where my mother was born. When I recorded it, I made a little jazz arrangement of it, but it was basically the traditional song.” He learned that the Virgin Islands were once owned by Denmark, and that a Danish folk song with French words, “Vive la Compagnie,” “was virtually the same song.”308 Pianist Mal Waldron knew the traditional tune as “The Carnival,” and Randy Weston (whose grandfather was born in Jamaica) even recorded it a year before Rollins as Fire Down There. It became a staple of Rollins’ live performances for the next half century and beyond; he would later return to calypso for Don’t Stop the Carnival. Ted Gioia remarks that it’s a simple piece built around a two-note motif, and marvels at “a musical mind that can do so much with so little.”309

         (Tommy Flanagan, piano; Doug Watkins, bass; and Max Roach, drums)

         
            June 29: The Federal Highway Act passed by Congress authorizes construction of a 42,500-mile interstate highway system linking major U.S. urban centers.

         
            
            Rip It Up (1956)—Little Richard (written by Johnny Marascalo & Bumps Blackwell) 

         Specialty 579

         Recorded on May 9, 1956; chart debut on June 30, 1956 (2 weeks at #1 on R&B chart; #17 pop) (DM-#240)

         The tremendous momentum that wild man Little Richard had generated with his first two hits Tutti-Frutti and Long Tall Sally was kept in overdrive with Rip It Up. Richard explodes as soon as the needle hits the groove: “Well, it’s Saturday night and I just got paid / Fool about my money, don’t try to save / My heart says go, go, have a time / ‘Cause it’s Saturday night, and I feel fine.” And then, backed by the killer New Orleans combo featuring saxmen Lee Allen and Red Tyler and drummer Earl Palmer, he really cuts loose on the chorus: “I’m gonna rip it up! / I’m gonna rock it up! / I’m gonna shake it up, I’m gonna ball it up! / I’m gonna rip it up and ball tonight!” David Dalton and Lenny Kaye: “Little Richard’s principle in dealing with a song seems to be: take a riff and just keep pushing it over the edge until it turns into something else out of pure exhaustion.”310 Give in to the feeling of Rip It Up, declares Dave Marsh, “and you’ll not only have a great time but a standard of exhilaration to measure the rest of your life against.”311

         
            
            Candy (1956)—Big Maybelle (written by Mack David, Joan Whitney, & Alex Kramer) 

         Savoy 1195

         Recorded on c. April 14, 1956; chart debut on June 30, 1956 (#11 R&B) (GHF, Blues-#156, R&B-#205)

         Mabel Louise Smith—a counterpart to Big Mama Thornton not only in physical size (a formidable 250 pounds) but also in her deep, powerful blues-belting voice—was born on May 1, 1924 in Jackson, Tennessee. She won an amateur talent contest sponsored by the Memphis Statewide Cotton Carnival at age nine, and honed her full-bodied singing style in Sanctified or Holiness churches. She began performing professionally at age twelve in 1936, worked with Dave Clark’s Memphis Band, and made her first recordings in 1944 as vocalist with Christine Chatman’s combo. Her first wide notoriety came while touring extensively as featured vocalist with the Tiny Bradshaw band. Maybelle’s first few solo singles starting in 1947 didn’t sell, and she was still struggling to make it when her unique talent was finally recognized and signed to Okeh Records in 1952. The hefty dynamo had a handful of memorable R&B hits, but was held back by a deepening heroin addiction that led to other health problems until her death in 1972. This is her best-remembered recording, a powerhouse performance of the ballad that was a #1 pop hit in 1945 for the duo of Johnny Mercer and Jo Stafford. It’s a demonstration of the remarkable sensitivity that coexisted with her raw vocal force. “Maybelle was one of the baddest singers ever,” Aretha Franklin declared in her memoir. “No one will ever sing Candy like Big Maybelle.”312

         
            (Accompanied by the Kelly Owens Orchestra: Dave McRae, alto sax; Buddy Lucas and Warren Lucky, tenor sax; Leslie Johnakins, baritone sax; Owens, piano; Mickey Baker, guitar; Leonard Gaskin, bass; and Soloman Hall, drums)

         
            
            My Prayer (1956)—The Platters (written by Jimmy Kennedy & Georges Boulanger) 

         Mercury 70893

         Recorded in April 1956; chart debut on July 7, 1956 (5 weeks at #1 on pop chart, 2 weeks at #1 R&B); reached #4 in England (R&B-#295)
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               Figure 5.7Duke Ellington. Library of Congress, Prints & Photographs Division, LC-USZ62-125934.
            

         

         
            My Prayer had been a big hit in 1939 for the Ink Spots (as well as Glenn Miller), the ultra-smooth black ballad group that had served as role models for the Platters, so it was a natural song for producer Buck Ram’s group to select it as a successor to their first three smashes Only You, The Great Pretender, and The Magic Touch. (Indeed, Ram at one point declared his objective for his group to become “the new Ink Spots.”) It became the first of several occasions on which the group revived venerable standards and made them bigger than ever.

         Georges Boulanger had written My Prayer in French as Avant de Mourir, and it became a U.S. hit after English lyrics were provided by Jimmy Kennedy. After the Platters made it big, Kennedy approached Ram and offered several of his songs to the group, of which My Prayer was the one that the producer thought had the greatest potential. “It was the first song ever written that had a slow introduction and verse, then the chorus,” Ram asserted. This, he said, made Mercury initially reluctant to release it; but the song became the longest-running chart-topper of the Platters’ career.313

         Lead singer Tony Williams is in supreme form, showing off his near-operatic prowess by unleashing what’s been called an “other-worldly” high note to conclude the record in remarkable style. It’s unabashedly corny and melodramatic: “My prayer is to linger with you / At the end of the day in a dream that’s divine / My prayer is a rapture in blue / With the world far away and your lips close to mine. …” But with a voice like that wrapped up in sumptuous production, resistance is futile.

         
            
            Diminuendo and Crescendo In Blue (1956)—Duke Ellington and His Famous Orchestra 

         Original version: Brunswick 8004, recorded on September 20, 1937 (Diminuendo in Blue on Side A, Crescendo In Blue on Side B); classic version on July 7, 1956, released on Columbia album Ellington At Newport (chart debut on June 24, 1957, reached #14) (Jazz-#182)

         
            Diminuendo and Crescendo In Blue entered jazz legend when saxophonist Paul Gonsalves unleashed a marathon-length solo on the piece at the 1956 Newport Jazz Festival that electrified the audience and reestablished the Ellington orchestra as a vital, contemporary band.314 Duke Ellington had introduced the work nineteen years earlier as one of his several extended compositions that decade covering both sides of a 78. In its original form, writes Gunther Schuller, it was an ambitious, fully written composition with virtually no improvisation. “For a jazz piece it was relatively demanding in structure and harmonically, technically complex.” The opening Diminuendo section featured elongated blues choruses “and modulated through a maze of five different keys,” with “startling shifts in tonality.” Crescendo starts quietly and builds gradually to a riff-based climax, and on the original record was executed more satisfyingly by the band than the opening section. The piece was controversial in jazz circles at the time. But Schuller sees the piece as “an important stepping stone” toward Ellington’s 1940 masterpiece Ko-Ko, which perfected some of the ideas explored here.315

         Tenor saxophonist Gonsalves’ twenty-seven-chorus solo on the piece at Newport on July 7, 1956 has long divided critics, some of whom regarded it as showboating rather than musically inspired. Paul Evans remarked that the frenzy it generated made it “roughly the jazz equivalent of Hendrix at Woodstock.”316 317 Most impressive about Gonsalves’ solo is the remarkable number of melodic ideas he hurls out. Newport gave Ellington national publicity that exceeded anything during the previous dozen years, and gave his career a second wind that was accelerated by a 1957 CBS special and his 1959 movie score for Anatomy of a Murder.

         
            
            Let the Good Times Roll (1956)—Shirley and Lee (written by Leonard Lee) 

         Aladdin 3325318

         Chart debut on July 28, 1956 (3 weeks at #1 R&B; #20 pop)

         A record flowing from deep within New Orleans musical traditions, Let the Good Times Roll combined a cookin’ big-band dance arrangement (possibly by their original mentor Dave Bartholomew) with the striking combination of Shirley Goodman’s high little-girl voice with Leonard Lee’s deep drawl to produce an enduring R&B/party favorite. The duo first recorded together for Aladdin in 1952 (when both were 16 and students at Joseph Clark High School), scoring a #2 R&B hit with the boogie-flavored I’m Gone, and had a still bigger hit three years later with Feel So Good (written, like many of their songs, by Leonard). Billed as “The Sweethearts of the Blues,” actually the two were never romantically involved, just friends dating back to childhood in New Orleans’ Seventh Ward. But as discussed by Arnold Shaw, “they created an image for themselves, a rare procedure in R&B,” through a series of songs in 1953 that told the story of a courtship, which record-buyers naturally assumed was theirs.319

         The title of their biggest hit echoed not only a classic Louis Jordan blues from a decade earlier but also a popular Cajun number, Clarence Garlow’s Bon Ton Roula. Leonard Lee later said the song was put together quickly after they had played a dance, and designed as only a “B” side. The two-note riff kicking off the song was a sequence that went back in New Orleans music to the World War I era or more. Drummer Earl Palmer did the arrangement for the record that became Aladdin’s first crossover pop hit.320 321 Shirley and Lee continued recording together to 1963, and after a decade as a busy background vocalist, she accepted an invitation from Sylvia Robinson (of the 1950s duo Mickey & Sylvia) to record the disco single Shame, Shame, Shame as Shirley & Company, a hit in 1975. Let the Good Times Roll is the essence of innocent fun, yet it was banned by some white stations based on the claim that it had “suggestive lyrics.” The actual reason, notes Shaw, was that the duo “did communicate an erotic feeling,” despite the simple, wide-eyed words.322

         
            
            99 and a Half (Won’t Do) (1956)—Dorothy Love Coates and the Original Gospel Harmonettes 

         Specialty 897, recorded in August 1956 (GOSP-#66)

         The gospel standard 99 and a Half Won’t Do was introduced in 1949 by Atlanta-born singer-guitarist Dan Pickett (real name James Founty) for the small Gotham label. His treatment of a song declaring that a love consisting of anything less than 100 percent is inadequate was right on the borderline between blues and gospel. A few years later, it was powerfully taken into the church by gospel great Dorothy Love Coates and her Gospel Harmonettes. Robert Darden: “Dorothy Love Coates’ contralto was rough and raspy, more like Sallie Martin’s than Mahalia Jackson’s, but in her best work there is a fierce intensity rare even in gospel music. … {She was] an electrifying performer, physical, animated, and unpredictable.”323 In 1966, the tune became a memorable soul hit for Wilson Pickett.

         
         
            
            That’s Enough (1956)—Dorothy Love Coates and the Original Gospel Harmonettes 

         Specialty 904

         Recorded in August 1956 (GOSP-#46)

         The Gospel Harmonettes were formed in Birmingham, Alabama, in 1940 (originally as the Gospel Harmoneers) by pianist-composer-arranger Evelyn Starks and second soprano Mildred Madison Miller from choir members at that year’s National Baptist Convention. After starting with the group as a fill-in singer, Dorothy McGriff Love (who soon married Carl Coates of the Sensational Nightingales) became its leader in 1950.324 When her composition That’s Enough became the group’s most popular song six years later, the Harmonettes consisted of Coates, Miller, Willie Mae Brooks Newberry (first alto), Vera Conner Kolb (first soprano), and Odessa Edwards (second alto), accompanied by Herbert “Pee Wee” Pickard on piano. With Coates’ passionate leads, the Harmonettes, remarks Horace Clarence Boyer, “brought a new intensity to gospel that could only be matched by the frenzy of a joyful sanctified shout.”325 Coates was deeply committed to the civil rights movement, and although the song’s meaning was carefully shrouded, in fact it was an attack on lynchings and racial violence—“one of the first songs to tackle sensitive subjects head-on,” remarks Robert Darden, showing her “righteous anger.”326 The song’s “mixture of paranoia and self-assurance was the story of Dot’s life,” writes Anthony Heilbut.327

         By the time the Harmonettes retired (temporarily) in 1958, they were second in popularity among gospel groups only to Clara Ward and the Ward Singers. Heilbut: “Audiences couldn’t forget the tall young woman who worked so hard, vocally and physically, and who invariably concluded her performances seated, her legs quivering uncontrollably beneath her choir robe. Her presence was scarifying; she could roll her eyes and bring a church to its feet. …” Craig Werner in A Change Is Gonna Come: Music, Race & the Soul of America: “Again and again, Coates gives classic voice to images flowing down the generations.”328

         This up-tempo number is given a propulsive energy by Pickard’s vigorous piano. Dorothy’s rough voice is a commanding presence; even when it breaks, the emotion heightens the power of the performance. It’s included on Rhino’s Testify! The Gospel Box.

         
            
            Honky Tonk, Parts 1 and 2 (1956)—Bill Doggett (written by Bill Doggett, Billy Butler, Shape Sheppard, & Clifford Scott) 

         King 4950

         Chart debut on August 18, 1956 (#1 for 13 weeks on R&B chart; 3 weeks at #2 pop)329 (GHF, Blues-#45, RHF, DM-#104, R&B-#119, ACC)

         For over fifteen years before his one giant pop hit, Bill Doggett had been a solid, reliable music industry journeyman with an impressive list of credits but a low public profile. Born February 16, 1916 in Philadelphia, he formed his first band at twenty-two, toured as pianist with Lucky Millinder’s band (1940–1942), was pianist and arranger with the Ink Spots (1942–1944), and wrote the arrangement for Cootie Williams’ 1944 recording of Thelonious Monk’s Round Midnight. In 1945, he made his first appearance on the national R&B charts as his octet accompanied singer Helen Humes on the trend-setting Be-Baba-Leba, the first record showing the influence of bebop on R&B. After playing with Louis Jordan (1949–1951), in 1951, he took up the organ and backed Ella Fitzgerald on her hits Smooth Sailing and 1953’s Crying In the Chapel. Doggett began recording under his own name for King in 1952.

         
            Honky Tonk is a simple, infectious bluesy groove number that Doggett wrote with three frequent members of his touring band, and the performance features cowriters Clifford Scott with staccato bump-and-grind tenor saxophone solos and Billy Butler on guitar, with the leader setting the jumpy rhythm on organ accompanied by handclaps on Part 2.330 In The Sound of the City, Charlie Gillett noted that Syd Nathan’s Cincinnati-based King was the only independent label of the 1950s to be equally strong in both the R&B and country markets, and Honky Tonk was the company’s biggest rock success.331 Stax Records’ guitar great Steve Cropper said this record was vitally important to guitar players in the South, and it was the first tune he learned on the instrument.332 Saxophonist David Sanborn (in Listen to This
            by Alan Reder & John Baxter): “There was something real mysterious and scary and wonderful about that music that really moved me. … It was dark and soulful and just very kind of sexual.” Dave Marsh calls it an “uptempo strip-club shuffle” that was “the best rock and roll instrumental of the Fifties.”333

         
            
            You Don’t Know Me (1956)—Eddy Arnold (written by Cindy Walker & Eddy Arnold) 

         RCA Victor 6502

         Chart debut on September 1, 1956 (#10 C&W) (HBN-#142, C&W-#420)

         Eddy Arnold came up with the title and basic story line of You Don’t Know Me, the tale of a man who can’t bring himself to reveal his feelings to the woman he loves, and then watches her fall for another guy. Then, Cindy Walker, the Texas-born writer of some fifty songs for Bob Wills and His Texas Playboys plus hits for other artists, crafted the ballad from his outline. “I never knew the art of making love, though my heart ached with love for you,” Eddy confesses, as (in Bill Friskics-Warren’s description) “a shimmering piano, subdued electric guitar, and sighing background choir hang on his every word.” “Afraid and shy, I let my chance go by, the chance that you might have loved me, too.” “It’s a tender, heart-rending moment.”334 Ray Charles would carry the song to still greater fame six years later.

         
            
            Shiny Stockings (1956)—Count Basie and His Orchestra (written by Frank Foster) 

         Recorded for Verve on September 7, 1956 (Jazz-#451)

         Cited as one of the progenitors of what Gunther Schuller calls the “very slow-tempo, open-spaced” style of big band jazz, Shiny Stockings was among the key recordings symbolizing the dramatic resurgence of the Count Basie orchestra during the 1955–1959 period. Tenor saxophonist Frank Foster, born September 23, 1928 in Cincinnati, played with various Midwestern bands before joining Basie in 1953, and among his numerous originals for the band, Stockings was the standout. The primary melodic theme is wonderful; the soloists (Basie, Thad Jones on trumpet, and drummer Sonny Payne) shine while staying within the carefully structured ensemble arrangement; and even at a slow tempo, the piece is a totally infectious toe-tapper. The band at this point also includes Joe Newman (trumpet), Marshall Royal (alto sax), and Frank Wess (tenor sax). In 1963, Ella Fitzgerald teamed with the Basie band for a vocal version.

         
            
            Sweet Little Angel (1956)—B. B. King 

         RPM 468

         Recorded in Little Rock, Arkansas, in April/May 1956335; chart debut on September 8, 1956 (#6 on R&B chart) (Blues-#47, NPR, RHF, R&B-#140)

         This slow, sensual classic was originally recorded as Black Angel Blues by bawdy blues babe Lucille Bogan (for Brunswick in late 1930) and Tampa Red (for Vocalion in 1934), then under its best-known title by Robert Nighthawk in 1949. B. B. King had met Delta bluesman Nighthawk as a young man back in Mississippi. and he was an admirer of that recording. A Nighthawk protégé, Earl Hooker, cut another fine version of the song in 1953. But B. B.’s hit rendition reigns supreme. Robert Santelli notes that King uses “a falsetto twist to add melodrama to his sexual passion.”336 He would later include it on his epochal album “Live at the Regal.” “I’ve got a sweet little angel / I love the way she spreads her wings. …”

         
            
            The Train Kept a-Rollin’ (1956)—Johnny Burnette and The Rock ‘n Roll Trio 

         Coral 61719

         Recorded in July 1956 in Nashville; released in September337 (RHF, C&W-#290, DM)

         One of the seminal performances of rockabilly, The Train Kept a-Rollin’ never made any pop chart, but influenced a generation of U.S. and UK rock artists. Singer-guitarist Johnny Burnette (born on March 28, 1934 in Memphis) formed the trio with his brother Dorsey on bass and guitarist Paul Burlison after they attended Elvis Presley’s alma mater, Humes High in Memphis. Their eight sizzling singles for the Coral label in 1956–1957 have been compared with the Sun rockabilly sides produced by Sam Phillips in their classic sound.

         
            The Train Kept A-Rollin’ had originally been recorded by R&B man Tiny Bradshaw in 1951 (King 4497). With Burlison’s darkly throbbing fuzz-tone guitar, Dorsey’s slapping bass, and Johnny’s feverish vocal (plus drummer Tony Austin, a cousin of Carl Perkins), “this was a new life form.” The reason for the startling, deep sound of Burlison’s guitar is that while traveling to different jobs, one of the tubes in his amplifier was knocked loose so that when sound went through the speaker, it rattled. “Instant fuzztone,” remarks Dave Marsh. “His rock-historic decision was to keep the effect, work on it, improve it. And his guitar part in Train Kept a-Rollin’ buzzes, crackles, and quavers like no guitar until the British bands of the following decade went to work,” in some cases directly inspired by this record.338 Robert Palmer opines that Burlison was the first white rocker to reflect the impact of Howlin’ Wolf’s records, and that his fuzzed-out guitar sound “strikingly resembles the sound Willie Johnson got on Wolf’s early records.”339 In their interview feature on Burlison in the Journal of Country Music, Robert Bowman and Ross Johnson340 also noted that his “startling line in octaves on the bass and treble E-strings” was influential, all accomplished without a tremelo bar (in contrast to other rockabilly guitarists), with a focus on “a lot of string-bending on single-string, up-tempo lines.” However, it must be noted that the most striking guitar solo on the record is not Burlison’s but that of legendary Nashville studio ace Grady Martin, whose role here was long overlooked. Owen Bradley, who produced the session at his Nashville studio, had recently supervised Gene Vincent’s Be Bop a Lula, and his strong feel for rockabilly was a contributing factor to this record’s creative success. Indeed, Bradley loosened and wiggled the damaged tube in Burlison’s guitar to ensure that the desired effect was achieved.

         After the trio broke up, the Dorseys sold some original songs to other artists (most notably Believe What You Say for Ricky Nelson); then, Johnny scored a handful of pop hits in 1960–1961 (the biggest: You’re Sixteen) before his death in a 1964 boating accident, Dorsey had a few solo chart records, and Burlison left music except for a latter-day resurfacing as a member of the Sun Rhythm Section.

         
            
            Too Much Monkey Business (1956)—Chuck Berry 

         Chess 1635

         Chart debut on October 6, 1956 (reached #4 on R&B chart)

         The lyrical ingenuity of Chuck Berry blazed at peak efficiency with the flip side of his classic Brown Eyed Handsome Man, Too Much Monkey Business—a song whose rapid-fire wordplay served as a precursor for Bob Dylan’s Subterranean Homesick Blues nine years later. Vividly and with deft humor, Berry describes the frustrating day-to-day details of a working man’s life from his days in the Army to his present employment, and utilizes the lyrics’ rat-a-tat-tat rhythms to relentlessly drive the song musically. In setting out to describe the “hassles a person encounters in everyday life,” Berry says in his autobiography, “I realized I needed over a hundred verses” to cover them all.341

         
            
            Autumn In New York (1956)—Sarah Vaughan (written by Vernon Duke) 

         Recorded on October 11, 1956; from the Mercury album Great Songs from Hit Shows (chart debut on April 13, 1957, #14 peak)

         Composer Vernon Duke teamed with great lyricists such as E. Y. Harburg (on April In Paris) and Ira Gershwin (I Can’t Get Started) on most of his best-known songs, but provided both words and music for the enduring standard Autumn In New York. Written as the closing song for the 1934 musical Thumbs Up, it’s a loving valentine to Manhattan, and its beauty is matched by its daring nature. In American Popular Song, Alec Wilder declared that its verse “may be the most ambitious I’ve ever seen. … It’s extremely difficult and very lush.”342 Duke’s gift was such that the complexity did not get in the way of the piece’s vast musical appeal. Unlike the immediate-standard April In Paris written two years earlier, Autumn took time to really catch on; Frank Sinatra’s 1947 recording led other singers to discover it. Perhaps the finest was Sarah Vaughan’s rendition.

         This “is one of Vernon Duke’s best songs—deceptively casual in style, rhythmically free, and almost conversational in tone, yet harmonically intricate and inventive,” writes James Morris. Its predominantly minor mode “gently insists on a reflective, recollective interpretation.” Sarah Vaughan (who, like most singers, excludes Duke’s opening verse) rises to the occasion, with an orchestra directed by Hal Mooney. “Not only does she hear all the inherent possibilities in a harmonic structure, her voice can accommodate her ear—she can manipulate pitch at will, producing the most remarkable shadings and colors.”343

         
            
            Brilliant Corners (1956)—Thelonious Monk 

         From the Riverside album Brilliant Corners; recorded on October 15, 1956; released in mid-1957344 (Jazz-#82, NPR, RR, GHF)

         After working primarily in a trio format from 1954 to 1956, pianist-composer Thelonious Monk returned to a slightly expanded ensemble on his third album for the Riverside label (after switching from Prestige), and the result was what Richard Cook and Brian Morton call a “staggering record, imperfect and patched together after the sessions, but one of the most vivid insights into Monk’s music.”345 Bassist Oscar Pettiford is the only holdover from his recent trio dates, joined by Clark Terry (trumpet) and Ernie Henry (alto sax), plus two brilliant early 1950s returning Monk cohorts, Sonny Rollins (tenor sax) and Max Roach (drums). His first two Riverside LPs had featured mostly standards, and both Monk and producer Orrin Keepnews wanted this one to be all Monk originals. During informal rehearsals, Monk and Rollins sometimes worked all night as the saxophonist obsessively learned and explored the new compositions. Biographer Robin Kelley describes the title song: “Full of huge intervallic leaps, the first sixteen bars of the melody and the harmonic movement are quite literally shaped like a circle while the bridge retains Monk’s more characteristic descending chromatic chord progressions.” In addition to the melodic intricacy and tempo shifts (initially a slow dirge, then repeated in double time), another challenge was the unconventional thirty-bar structure. “For musicians used to the standard 32-bar song form, Brilliant Corners threw them for a loop.” The initial October 9 session went smoothly; six days later came the twenty-five incomplete takes on the title track, leaving a very tired, frustrated group, particularly Roach and Pettiford. Keepnews spliced the takes together after the fact, with “stunning” results. While the group was never able to play the main theme in unison, the musicians’ improvisations were brilliant; Rollins “delivers as near-perfect a solo as one can imagine,” and Roach (despite his complaints) shows his virtuosity.346 Len Lyons celebrates “a theme of darkness and intensity,” with Rollins’ “incisive logic” and Henry’s “blues-based linear approach,” creating “an exciting contrast.”347

         
            
            Jump, Jive an’ Wail (1956)—Louis Prima featuring Keely Smith, with Sam Butera and the Witnesses (written by Louis Prima) 

         From the Capitol album The Wildest! (released in October 1956) (GHF-album, Jazz-#315)

         Twenty years after his recording career began at the dawn of the Big Band Era, Louis Prima created one of the rockin’-est slices of jump blues ever waxed. Born December 7, 1911 in New Orleans, Prima first made his reputation as a trumpeter in New York combos in the mid-1930s, and after making his movie debut in 1936, cowrote a little number called Sing, Sing, Sing that Benny Goodman would transform into the ultimate big-band show-stopper. With outrageously flamboyant showmanship and a knack for jivey rhythm and novelty vocals to go with his Armstrong-inspired trumpet, Prima’s band gradually gained in popularity even as the Swing Era waned. His 1946 cocomposition A Sunday Kind of Love became one of the era’s top ballads.

         It was in the 1950s that Prima fully came into his own, teaming with vocalist wife Keely Smith and charismatic tenor saxophonist Sam Butera to become one of the hottest acts in Las Vegas, where they worked thirty weeks a year. Jump, Jive an’ Wail captures Prima in full cry, an all-out riff number with his exuberant lead vocal and horn, Butera’s wailing sax, and a killer chorus that got all the cats jiving on the dance floor. The lyrics are little more than a series of nursery-rhyme references, but who cares as the music keeps getting hotter, and the soloists playing off against each other (including a nifty piano solo) right up to the exciting conclusion. (In Where Dead Voices Gather, Nick Tosches points out that blues legend Blind Lemon Jefferson used the phrase “jump and jive” in his 1926 record Long Lonesome Blues, two years before the earliest citation of the word “jive” in the Oxford English Dictionary.)348 Forty years after Prima, the Brian Setzer Orchestra brilliantly revived the number, which was featured in a hugely influential 1998 Gap TV ad campaign and on disk.349 350 The original is included on the Rhino box set Loud, Fast & Out of Control: The Wild Sounds of ’50s Rock.

         
            
            Jamaica Farewell (1956)—Harry Belafonte (written by Lord Burgess) 

         RCA Victor 6663

         Recorded on November 9, 1955; chart debut on October 20, 1956 (reached #14, 26 weeks)351; from the album “Calypso” (#1 for 31 weeks) (NPR, Folk-#87, World-#90)

         Irving Louis Burgie, born in Brooklyn to a half-West Indian family, was a key figure in the early career of Harry Belafonte. Christening himself Lord Burgess and performing in clubs, writes Belafonte in his memoir, he’d “compiled all the Caribbean songs he could find—from all the islands—and had often modified the lyrics or written a new bridge so he could copyright them as his own.” (This was an entirely legal practice since the songs had not previously been copyrighted.) Belafonte was introduced to Burgess by his friend and musical partner Bill Attaway as “the black Alan Lomax—a walking library of songs from the islands.” They teamed up for Belafonte’s second RCA Victor album Calypso, and one of the first songs they worked up was Jamaica Farewell, described by the singer as “a Lord Burgess retread of a traditional island song called Ironbar.”352 353 A gorgeous, gentle folk ballad from a man who “took a trip on a sailing ship,” stopped and fell in love with Jamaica (also falling for a little girl in Kingston town), and now must bid a sad goodbye to both, it became the first hit single from an album that was one of the most phenomenal successes of the decade. Commenting on calypso (with Belafonte as its leader) as the industry’s hottest new trend, the January 12, 1957 Cash Box called it a “welcome addition to current records.” However, the magazine later cautioned that calypso was being “embraced with such intensity that we literally love it to death. … So let’s not overdo it.”354 Equally comfortable with other forms of folk and pop, Belafonte never made that mistake, enabling him to maintain superstar status even after the Jamaican wave crested.

         
            
            Lonely Avenue (1956)—Ray Charles (written by Doc Pomus) 

         Atlantic 1108

         Recorded on May 16, 1956; chart debut on October 20, 1956 (reached #6 on R&B chart) (DM-#167, Blues-#353, ACC)
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               Figure 5.8Harry Belafonte. Library of Congress, Prints & Photographs Division, LC-USZ62-94218.
            

         

         The great Doc Pomus wrote the majority of his many hits with collaborators, most often Mort Shuman, but Lonely Avenue was totally his own. Based on the melody of a spiritual used for two different songs (most notably I’ve Got a New Home)355 by the Pilgrim Travelers, Pomus made it an intense exploration of his emotions flowing from his disability, having been on crutches since childhood due to polio. The song “is about myself,” he acknowledged to an interviewer. “There’s a street that the especially isolated people live on,” he wrote in his notebook. “The people who feel like they’re always fighting the battle of life with limited physical equipment.” In Always Magic In the Air, Ken Emerson called the song “Pomus’s personal Desolation Row.” Ray Charles made racial discrimination the emotional basis for his performance. “Every aspect of the record’s arrangement and production emphasizes the isolation and oppression of the lyrics. The instrumentation is stark: drums, bass, piano, and a saxophone solo. Charles’s full band draws attention to its absence by not entering until the song’s very last note. Echoing his vocal and mocking his loneliness, the Cookies—three young black women, two of whom would later become Raeletts—sound like voices in Charles’s head rather than in his dreary room. The beat is a dull 2/4 thud as heavy as those covers of lead and that pillow of stone, yet only the bass, throbbing like a migraine, marks it, while the drummer weighs in with a rim shot on every other beat.”356 Coproducer Jerry Wexler was apprehensive about the sparseness, but Charles reassured him that it was just right. “Now my covers they feel like lead / And my pillow it feels like stone / Well I’ve tossed and turned so ev’ry night / I’m not used to being alone. …”

         Dave Marsh notes that the lyrics “offer a shiveringly tangible definition of desolation. But nobody could have guessed that Charles would turn the song into such an inimitable tour de force, his very breathing becoming part of the song’s fundamental anxiety.” Although gospel authority Anthony Heilbut suggested that Charles took his phrasing here “note for note” from the Pilgrim Travelers’ Jess Whittaker on How Jesus Died,357 Marsh cites Ray’s “nuances that stem from autonomous breathing patterns—here, he gasps in order to render his anxiety that much more plausible—and using a post-verbal vocabulary to encompass moans, shouts, and cackles that are beyond the ken of any but the most adept gospel singers and rarely turned to such thrilling purpose even by them.”358

         
            
            I Put a Spell on You (1956)—Screamin’ Jay Hawkins 

         Okeh 4-7072

         Recorded on September 12, 1956 (didn’t chart); released in late October359 (RHF, Blues-#130, R&B-#199, RS-#320, 1001, DM)

         “One of the most extraordinary records ever made” (in Charlie Gillett’s estimation),360 
            I Put a Spell on You was simply too wild even for a pop music marketplace that had welcomed Little Richard, but made its mark on rock history. R&B singer Jalacy Hawkins (born July 18, 1929 in Cleveland) made his recording debut in 1953 as lead singer for Tiny Grimes, just before the first sessions under his leadership (under his given name) for Timely, then in 1955 (as Jay Hawkins) for Mercury and Wing. None of those records found much of an audience, and in November 1955, while cutting one issued single for the Grand label, he took a first crack at a new, self-written song, I Put a Spell on You, originally designed as a blues ballad. Ten months later, he was able to cut a completed version of the piece—but only after he (and a few of his band members) got roaring drunk. (“I don’t even remember making the record,” he later admitted.) Casting aside all inhibitions, he screamed, growled, laughed, and ranted his way through a number about mesmerizing a lover. Perhaps never had a performer gone so completely nuts on a commercial record, and the effect was compelling.361 362 It also helped that the song itself was potent, as a quite sober Nina Simone would later prove. Although the record was a hot seller in a few markets,363 both pop and R&B radio found it too far out to air (the few stations that did play it wiped off the grunts and groans). But Hawkins soon captivated a cult audience, particularly through a legendary live show in which he was carried on stage in a coffin (DJ Alan Freed’s idea), then emerged amid smoke and fog in a garish outfit with a cape, and carrying a human skull. Hawkins’ singing talents were limited and his repertoire focused heavily on the bizarre end of the spectrum, so he would never enjoy a charting record, but he guaranteed that he would be remembered.364

         Sam Taylor (tenor sax), Heywood Henry (baritone sax), Ernie Hayes (piano), Jimmy Shirley (guitar), Mickey Baker (banjo), Lloyd Trotman (bass), and Panama Francis (drums).

         
            
            Oh, What a Nite (1956/1969)—The Dells (written by Marvin Junior & Johnny Funches) 

         Vee-Jay 204365

         Chart debut on November 10, 1956 (reached #4 R&B)366; new version issued on Cadet 5649 (chart debut on August 16, 1969; #1 for 1 week on R&B chart, reached #10 pop) (RHF, R&B-#142, RS, DM)

         Blessed with one of R&B’s finest lead vocalists in Marvin Junior and fabulous harmonies, the Dells hit the charts from the 1950s to the 1990s with only one personnel change, a record of stability matched in soul music only by the Four Tops. The quintet from Chicago’s south suburbs was formed in 1952, first recorded as the El-Rays for Checker the following year, and their first two releases as the Dells for Vee-Jay in 1955 received little action.367 The third was Oh, What a Nite. It’s a gorgeous doo-wop ballad in which Junior sings the title phrase and his groupmates—cowriter Johnny Funches, Verne Allison, Mickey McGill, and—on this record only—Vee-Jay label executive Calvin Carter (standing in for regular member Lucius McGill) answer it in a variety of ways. (“Oh, what a night for lovin’ you. …”) By the time the record came out, the group had disbanded in frustration at the lack of success, until their mentors the Moonglows informed them that they had a smash hit on their hands.

         
            Nine years would pass until their next hit, the wonderful Stay In My Corner (1965), and from then on the Dells were a constant presence on R&B radio, including a 1969 modernized remake of Oh, What a Night (featuring bass vocalist Chuck Barksdale, the only long-term Dell who wasn’t on the 1956 original, with his opening monologue). “Do you recall that night? That very special, that oh so very special night? Do you remember the girl? … Well, to the old and to the new, we dedicate this song to you. …” And then Marvin’s “ecstatic wail”: “Oh, what a night.”

         Dave Marsh remarks that the 1969 version “doesn’t remake the original; it remakes the memory.” Making this all the more effective is the fact that “its very subject is the power of memory. … From Chuck Barksdale’s basso introduction to Marvin Junior’s brilliant testifying at the end, the Dells stake their claim as the best vocal group that Chicago’s thriving black music scene produced.”368

         
            
            Senor Blues (1956)—Horace Silver Quintet 

         Recorded on November 10, 1956; from the Blue Note album 6 Pieces of Silver
            369 (Jazz-#418)

         Outside of Miles Davis, John Coltrane, and Charles Mingus, perhaps no jazzman created more great original music during the 1955–1965 period than pianist-composer Horace Silver, the cofounder of the “hard bop” movement, and Senor Blues was one of his shining jewels from this period. Silver always recruited amazing musicians for his ensembles, and his 1956 group included Donald Byrd (trumpet), Hank Mobley (tenor sax), Doug Watkins (bass), and Louis Hayes (drums). The best of Silver’s music, exemplified here, shared three key characteristics: wonderfully melodic, deeply swinging, and—at all times—profoundly funky, rooted firmly in the blues. Senor Blues is a Latin-tinged piece in six-eight time, described by Alyn Shipton as having “a simple, stabbing riff theme running over a piano ostinato.”370 Kenny Mathieson sees Mobley as an unjustly neglected jazz great of the era, with a “light supple tone” that placed him midway between his tenor sax role models, Lester Young and Dexter Gordon.371 Silver’s own playing, writes Stuart Nicholson, tempered Bud Powell’s “velocity” with melodicism, and “he created a style of powerful rhythmic vitality that sounded familiar yet was wholly his own and was widely imitated by pianists in the 1950s and 1960s.”372 Martin Williams suggests that if Powell “played a pianist’s version of [Charlie] Parker’s alto saxophone, Silver played a pianist’s version of tenor saxophone.”373

         
            
            A Thousand Miles Away (1956)—The Heartbeats (written by James Sheppard & William Miller) 

         Rama 216 (first released on Hull 720 in 1956)

         Chart debut on November 17, 1956 (reached #5 R&B, #53 pop); returned to pop chart on November 7, 1960 (#96) (DM)

         James “Shep” Sheppard’s long-running saga of a romantic relationship endangered by physical separation began (at least for most listeners) with the doo-wop classic A Thousand Miles Away. He formed the Heartbeats (with Wally Roker, Albert Crump, Vernon Seavers, and Robby Tatum) while in high school in Queens, NY, in 1953, and after one release on a small New York label, signed with the New York-based Hull Records and issued four singles that built an East Coast following for the group. The fourth release was initially promoted with Oh Baby Don’t as the A side; then, DJs flipped the record over as A Thousand Miles Away began generating requests. Hull co-owner Bea Kaslin, realizing that the small label couldn’t handle an act as increasingly successful as the Heartbeats, sold both the master and the group’s contract to George Goldner’s Rama/Gee company, which took over national distribution and helped Thousand Miles become a hit.

         As discussed by Dave Marsh, A Thousand Miles Away was actually a continuation of the story begun on the Heartbeats’ first Hull single, Crazy for You, in which Sheppard declared his intense devotion to his girl. He wrote Thousand Miles after his real-life girlfriend moved to Texas, literally a thousand miles from his home base of Queens. The doo-wop ballad has a wonderfully yearning quality conveyed through his earnest, soaring tenor. At its conclusion, he promises, “daddy’s coming home soon.” The Heartbeats made five follow-ups to the song carrying the narrative forward, none of which charted.374 After forming a new group Shep and the Limelites, he brought the saga to a happy conclusion in 1961 with the smash Daddy’s Home (with its delightful falsetto coda, “I’m not a thousand miles away”).

         
         
            
            Since I Met You Baby (1956)—Ivory Joe Hunter 

         Atlantic 1111

         Recorded on September 5, 1956; chart debut on November 17, 1956 (#1 for 3 weeks R&B; #12 pop)375 (Blues-#283, DM)

         Twenty-three years after his first recording, smooth, bespectacled blues balladeer Ivory Joe Hunter (his birth name) scored the biggest hit of his career in 1956 with the warm, lulling Since I Met You Baby. Born on October 10, 1914 in Kirbyville, Texas (about 135 miles northeast of Houston), the singer-songwriter-pianist recorded the blues standard Stackolee for a Library of Congress Texas field recording unit in 1933, played the Gulf Coast nightclub/dance hall circuit from Port Arthur to Galveston, and had his own radio shows in Beaumont in the early 1940s before relocating to California in 1942. Hunter had his own small record label in 1944 (Ivory), and began hitting the R&B charts the following year. Pretty Mama Blues in 1948—on another Hunter-initiated label, Pacific Records—was a #1 R&B hit, starting a ten-year run of chart success on multiple labels. Pete Grendysa: “It can be said that he was the first black artist rooted in R&B to achieve lasting success in the pop marketplace.”376

         His biggest hit of all on the R&B charts, the 1950 ballad I Almost Lost My Mind (#1 for 5 weeks), served as the template for Since I Met You Baby; the melodies are virtually identical and they even share some lyrics, except that the earlier song was melancholic and the new one was happy and hopeful. Produced by Atlantic leaders Ahmet Ertegun and Jerry Wexler, the record features a mellow arrangement by Ray Ellis, a saxophone solo by Jesse Powell, and Hunter’s warm, contented vocal. Appropriately for a Texas-raised performer, Hunter’s work had much in common with country music, and the last performance of his career a decade and a half later was at the Grand Ole Opry. “Since I met you, baby, I’m a happy man. …”

         
            
            The Lady Is A Tramp (1956)—Frank Sinatra (music by Richard Rodgers, lyrics by Lorenz Hart) 

         Recorded on November 26, 1956; from the Capitol movie soundtrack for Pal Joey (chart debut on November 11, 1957, reached #2)

         
            The Lady Is a Tramp could have been tailor-made for Frank Sinatra’s cocky, sassy style and singular genius for handling a sharply-written lyric. The piece had been identified with female performers, introduced by Mitzi Green in the 1937 Broadway production of Babes In Arms, and finally performed by June Pressier in the show’s 1939 movie version and by Lena Horne in 1948’s Words and Music. Alec Wilder cites Richard Rodgers’ creation of “a harmonic progression I’ve never come across before or since,” and the song’s compelling bass lines.377

         In Sinatra! The Song Is You, Will Friedwald reveals that the singer had planned to include The Lady Is a Tramp—as a piece that would “rival and possibly even exceed” his definitive showcase I’ve Got You Under My Skin—for his 1957 album A Swingin’ Affair. However, by that time, he knew it would be a crucial number in his forthcoming film Pal Joey, so he decided to save it for the soundtrack album. The performance begins with Sinatra and pianist Bill Miller; then, arranger-conductor Nelson Riddle adds other elements one at a time, including Harry (Sweets) Edison on trumpet and an unidentified solo flute. “It’s almost as if Sinatra and Riddle wanted to summarize—in a single track—everything they had accomplished on the three swing albums, starting with the economical playfulness of Swing Easy, moving to the dances-with-strings of Songs for Swingin’ Lovers, and ending in the hyperhard euphoria of A Swingin’ Affair.”378 “Tramp spoke to him in some deep way,” suggests biographer James Kaplan.379 When the brass section crashes and then rests as Sinatra sings, “She’s broke,” the horns return and then pause as he declares, “but it’s oke!,” it’s an indelible moment.

         “No less than Skin,” writes Friedwald, Tramp “would be a Sinatra classic, performed thousands of times over succeeding decades.” Riddle recalled that the singer “seemed to take a particular delight” in the number. “He always sang that song with a certain amount of salaciousness. He savored it.”

         
            
            Goodnight My Love (Pleasant Dreams) (1956)—Jesse Belvin 

         Modern 1005

         Chart debut on December 8, 1956 (#7 R&B peak; #23 on Cash Box pop chart, didn’t make Billboard Top 100) (DM)

         Jesse Belvin, writes Dave Marsh, “was the king of L.A. doo-wop.” Born December 15, 1933 in Texarcana, Texas, he relocated to Los Angeles and was singing with Big Jay McNeely’s band at age sixteen. Belvin and Marvin Phillips scored an R&B duet hit in 1953 billed as Jesse and Marvin, Dream Girl, before Belvin was drafted into the Army. While there, he cowrote one of the definitive doo-wop classics for the Penguins, Earth Angel (although he did not receive recognition on the record label). After discharge, he signed with Modern Records, and the gorgeous romantic ballad Goodnight My Love (another Belvin original) was one of his first new releases. In addition to its status as a classic love song, it served for years as a perfect sign-off number for radio stations. The arrangement is by Maxwell Davis, and an eleven-year-old Barry White—like Belvin, born in Texas but raised in Los Angeles—made his recording debut on this record playing the piano. Nearly two decades later, he would become the premier love man of the 1970s soul.

         Marsh: “Stylistically, Goodnight My Love stands midway between the smooth piano blues of Charles Brown and Nat ‘King’ Cole and the rawer, more gospel-inflected sounds that came from Sam Cooke (upon whom Belvin was a major influence) and his successors.” It’s a lush arrangement with strings and a female chorus, but “the only part that really matters is Belvin’s vocal, intoning verses guaranteed to melt any dream date at her doorstep. You don’t have to buy a word of it to wither a little yourself.”380 Ray Charles reminded his biographer David Ritz that Belvin had directed the choir at his LA church, and “you could hear the church in his voice.”381 Tragically, only months after scoring his biggest pop hit to date in 1959, Guess Who, Belvin died at twenty-six in a February 1960 auto accident.

         
            
            Packing Up (1956)—Clara Ward and the Famous Ward Singers (featuring Marion Williams) 

         Savoy 4080, recorded on December 12, 1956382

         
            
            Packing Up (c. 1959)—Marion Williams and the Stars of Faith 

         (RHF, Gospel-#60)

         W. Herbert Brewster contributed more classic songs to the African-American gospel repertoire than anyone other than Thomas A. Dorsey, and placing high in the pantheon is Packing Up. The two most indelible performances of the song are paired here, because they share the same remarkable singer, Marion Williams. Born in Miami, Florida, on August 29, 1927, Marion’s powerful voice developed early, and she sang in churches and on street corners until she was hired as a teenager by Clara Ward for her Philadelphia-based Ward Singers. They began recording together in 1948, and the group’s early hits—prominently featuring Marion—included the Brewster compositions Surely God Is Able (1950) and How I Got Over (1951). Although Clara was the flamboyant, crowd-pleasing focal point of the group, Marion was its true musical marvel. Anthony Heilbut: “Her voice, ranging from a growling quartet bottom to the airiest, most floating high soprano, became the group’s trademark.”383 The Ward Singers’ original 1956 version of Packing Up was one of their finest, led by Marion—with the soaring vocal trills that had directly inspired Little Richard—and accompanied by guitar, piano, organ, and drums. But arguably even better is the version by Marion and the Stars of Faith; she, Kitty Parham, and Henrietta Waddy, after years of low pay, left the Ward Singers to strike out on their own in 1958. They never attained the commercial heights of the Wards, but this performance demonstrates how thrilling they could be. It’s a church-rocking rendition, ferociously up tempo, in call-and-response format; at one point, Marion’s mighty “whoo!” is sustained in the heavens for a lung-busting period while the other ladies roar onward with the lyrics. Robert Darden declares that the performance “outshines the original.”384 She would attain still greater fame as the star of Langston Hughes’ Black Nativity, first off Broadway in 1961 and then in years of performances across Europe. “I am on my way to the new Jerusalem. … I’m packin’ up, ready to go!”

         
            
            Blue Monday (1957)—Fats Domino (written by Smiley Lewis, Fats Domino, & Dave Bartholomew) 

         Imperial 5417

         Recorded in late March 1956; chart debut on December 29, 1956 (#1 for 8 weeks R&B; #5 on pop chart); #23 in England (DM-#122, R&B-#267, 1001)

         Fats Domino’s best records possessed (as suggested by David Dalton & Lenny Kaye) “an irrepressible effervescence,”385 and this is evidenced by his hard-driving performance on Blue Monday. While declaring his strong distaste for the drudgery of the work week kicked off by that hated day, Fats focuses his attention on the joys of carefree weekends. Of course, there’s a price to pay for too much fun, but he sees it as a fair tradeoff: “Sunday mornin’ my head is bad / But it’s worth it for the times that I’ve had.”

         As demonstrated in this performance, Domino was a rhythmically inventive pianist. Musicologist Robert Doerschuk wrote in Keyboard magazine: “Unlike boogie-woogie patterns, in which rolled octaves move up and down the keyboard, Domino’s variation repeated a low open fifth; when the chord changed, the pattern simply moved to the root of the new chord. This static beat froze the more fluid boogie-woogie feel into the kind of pounding rhythm eventually identified with rock. … Domino’s piano beat is the driving element of the rhythm section.”

         
            
            Blue Monday was first recorded by its cowriter Smiley Lewis with Dave Bartholomew’s band at the end of 1953 for Imperial.386 Born Overton Amos Lemons on July 5, 1913 in the town of DeQuincy in southwestern Louisiana near the Texas border, Lewis formed a combo in the late 1930s, and after the war led a popular trio as “Smiley Lewis, the Drifting Blues Singer.” He first recorded for DeLuxe in 1947, and in 1950 was signed by Imperial, which was making a big splash in the R&B market with Domino as produced by Bartholomew. Lewis would enjoy his greatest success with I Hear You Knocking (1955) and One Night (1956), both of which were later recorded by Domino.

         It was at the suggestion of Imperial head honcho Lew Chudd that Domino tackled the Lewis song, with a few revisions and a new arrangement by Bartholomew. Herb Hardesty unleashes a terrific eight-bar baritone sax solo on the record—the first time he’d ever played baritone rather than tenor or alto. Domino biographer Rick Coleman calls it a “workingman’s anthem” that “hit a profound chord of both blues and joy in the mundane, a precious universality in its lack of ego.” “Blue Monday is as close to perfection as one can imagine,” declared music writer Hank Davis.387

         
            
            When Sunny Gets Blue (1957)—Johnny Mathis (music by Marvin Fisher, lyrics by Jack Segal) 

         Recorded on September 21, 1956; originally the uncharted B side to single Wonderful! Wonderful! (Columbia 40784, February 9, 1957 debut); from the album Johnny’s Greatest Hits (chart debut on April 14, 1958, 3 weeks at #1, 57 weeks in Top Ten, 490 total chart weeks)

         The intoxicating ballad When Sunny Gets Blue began as a jazz vocal specialty, recorded in 1957 by Nat “King” Cole (on his classic, chart-topping release Love Is the Thing) and June Christy (on her summertime album June Fair & Warmer), among others. However, the song will always belong to Johnny Mathis, introduced on the flip side of his debut hit Wonderful! Wonderful!388 Although Johnny’s Greatest Hits was certainly not the first greatest-hits compilation by an artist, it was the first one to become a massive hit, setting a record that would stand for many years with 490 weeks on the Billboard chart. The sultry, twisting, partly minor-key melody and aura of romantic melancholy is a challenge for any singer, but easily met by Mathis at his masterful best, with a gorgeous arrangement by Ray Conniff. A trombonist who had played in the bands of Bob Crosby, Harry James, and Artie Shaw, Conniff had been leading his own band, and by 1956 wanted to get off the road to work as a staff arranger for Columbia; his own long series of best-selling orchestral/choral albums for the label would begin at exactly the time that Mathis’ hits started flowing. David Jenness and Don Velsey approvingly cite the song’s “confiding bridge” that’s made on “a fine chord progression.”389

         
            
            Wonderful! Wonderful! (1957)—Johnny Mathis (music by Sherman Edwards, lyrics by Ben Raleigh) 

         Columbia 40784

         Recorded on September 21, 1956; chart debut on February 9, 1957 (reached #14, 39 total weeks)390; #1 (1 week) in Australia

         The single that began Johnny Mathis’ remarkable run as America’s favorite silky-smooth romantic ballad singer, Wonderful! Wonderful! (oddly enough) did not appear on his debut Columbia album that used that title. Its first album appearance came a year later on the record-setting “Johnny’s Greatest Hits” compilation. The combination of the song’s enveloping melody, happily romantic lyrics, a shimmering Ray Conniff arrangement, and his soaring, impeccable vocal made it the perfect introduction to Mathis’ magic. When the artist’s debut album of jazz-styled vocals failed to sell after its release in 1955, Columbia A&R director Mitch Miller stepped in. Dick Hyman’s “kite-tail piano rippling” (in the phrase of Gary Marmorstein in his Columbia Records history The Label) was a key ingredient on this and other early Mathis’ classics.391 Amusingly, the March 9, 1957 Cash Box ran a story on the dominance of rock and dance songs headlined, “Dark Days for Ballads”—just as Mathis arrived to return ballads to the top levels of the charts.

         
            
            Come Go With Me (1957)—The Dell-Vikings 

         Dot 15538, originally released on Fee Bee 205

         Chart debut on February 16, 1957 (reached #4 pop, #2 R&B) (RHF, R&B-#165, RS)

         The interracial doo-wop vocal group (three black members, two white) the Dell-Vikings was formed at the Air Force Servicemen’s Club in Pittsburgh in 1955, and it originally recorded this irresistibly catchy number (and its similarly engaging hit follow-up, Whispering Bells) for the small local label Fee Bee. Written by Brooklyn-born bass singer Clarence E. Quick and recorded in the basement of Pittsburgh disk jockey Barry Kaye, it was too hot to be held down by limited distribution, and after being picked up by the Dot label quickly soared to the top level of the charts.392 The Nashville-based Dot had just been purchased in January 1957 by Paramount Pictures for a cool $5 million, and had the money to get the record heard.

         After discharge from the Air Force, member Corinthian “Krips” Johnson formed a new Dell-Vikings with future soul star Chuck Jackson that continued to record for Dot; Gus Backus and the other members formed their own “Del Vikings” that enjoyed one hit later in 1957 for Mercury, Cool Shake. Come Go With Me was included on Rhino’s compilation “The Doo-Wop Box,” and listeners to Washington, D.C.’s WBIG voted it one of their fifty all-time favorite hits in combined surveys from 1994 to 2004.

         
            
            Walkin’ After Midnight (1957)—Patsy Cline (written by Don Hecht & Alan Block) 

         Decca 30221

         Recorded on November 8, 1956; chart debut on March 2, 1957 (#2 C&W, #12 pop in Billboard, #7 Cash Box) (C&W-#179, TM, HBN-#341)

         This was the breakthrough hit for the woman born Virginia Patterson Hensley in Winchester, Virginia; she won an Arthur Godfrey Talent Show contest performing it in January 1957, paving the way for the record’s success. Paul Cohen, then head of Decca, assigned Patsy to Nashville producer Owen Bradley. Hecht and Block (who wrote Walkin’ After Midnight in 1954) had pitched their song unsuccessfully to Kay Starr. Hecht believed it was perfect for Patsy, and so did label executive Bill McCall. When she rejected it, McCall (writes Colin Escott) “pulled rank on her and insisted to Owen Bradley that it be the first song on the slate at her next session.”393 The other sixteen singles that she released between 1955 and 1960 were commercial failures, mainly because of an exploitative contract that limited her to songs from the publishing company owned by the small Four Star label (many of which, conveniently, were authored by the firm’s president under a pseudonym). Under the arrangement during this period, Four Star retained only the artist and publication rights, leasing the recording and distribution rights to Decca. Finally, after Patsy was free from Four Star, the 1961 classics I Fall to Pieces and Crazy ended the drought and took her to greatness. Bradley is on piano, Don Helms on steel guitar, Grady Martin on electric guitar, and Tommy Jackson on fiddle. Bill Friskics-Warren remarks that the singer transforms the lovelorn ballad into a “swaggering romp.”394

         
            
            Just One of Those Things (1957)—Lena Horne (written by Cole Porter) 

         Recorded for RCA Victor on March 4, 1957

         The 1935 Cole Porter musical “Jubilee” is best remembered for Begin the Beguine, but the score also included Just One of Those Things, a song that Alec Wilder praised for having “a very casual and highly effective, mordantly witty verse,” with a chorus possessing “a strong, effective melody.”395 The story goes that after conducting auditions for the show and spending time at an Ohio farm with playwright Moss Hart and friends, Hart told the composer that the show needed another song for Act II. The next morning when Hart came downstairs, he found at the piano the score for Just One of Those Things. It was performed in the show by June Knight and Charles Walters, and was recorded by a couple of artists, but it didn’t really gain acceptance as a pop standard until a decade later.

         Lena Horne helped spread the word about the song when she sang it in the 1942 film Panama Hattie. Fifteen years later, she delivered her finest rendition, accompanied by Lennie Hayton’s orchestra. James Morris remarks that the piece is “touched with wry wit and resignation, worldly and sophisticated in [the lyrics’] description of defunct romance. The melodic line is spare and controlled, an ideal complement to the words.” Horne attacks the song at an aggressive tempo, and is “an almost perfect interpreter of the Porter style. Her reading of the lyric is personal but with an off-hand touch, evocative but free of any hint of sentimentality.” She tosses off the final “goodbye, dear, and amen” with “an appealing insouciance.”396

         
            
            Haitian Fight Song (1957)—Charles Mingus and His Orchestra 

         Recorded on March 12, 1957; from the Atlantic album “The Clown” (Jazz-#291)

         There were worlds of meaning behind nearly all of the significant works created by composer-bandleader-bassist Charles Mingus, whose gifts as a jazz conceptualizer matched his abundant musical attributes. He remarked of Haitian Fight Song that it “could just as well as have been called Afro-American Fight Song. It has a folk spirit, the kind of folk music I’ve always heard anyway. It has some of the old church feeling, too. I was raised a Methodist but there was a Holiness Church on the corner, and the feeling of their music, which was wilder, got into our music. There’s a moaning feeling in those church modes. … My solo in it is a deeply concentrated one. I can’t play it right unless I’m thinking about prejudice and hate and persecution and how unfair it is. There’s sadness and cries in it, but also determination. And it usually ends with me feeling, ‘I told them! I hope somebody heard me!’”397

         Dannie Richmond was his drummer during most of the late 1950s and 1960s, beginning with this album, and Alyn Shipton (in A New History of Jazz) remarks that through their partnership Mingus “developed an exceptionally flexible rhythmic platform for his soloists.” In this piece (rooted in a simple 12-bar blues), after a solo bass introduction, he “introduces a five-note ostinato pattern that underpins the main theme statement and its various repetitions. Trombone and alto [sax] are joined in the opening section by shouts and wails, before the trombone takes off into a solo.” Underneath it all, Mingus and Richmond explore various rhythmic ideas, at one point “frantically” doubling the tempo, before returning to a swing tempo.398 Mingus’ solo bass introduction to Haitian Fight Song, writes Gary Giddins, “is potent and pleading, and even the vamp with which it concludes, rising and lowering in dynamics, suggests a new tonal virtuosity.”399

         
            
            Reincarnation of a Lovebird (1957)—Charles Mingus and His Orchestra 

         Recorded on March 12, 1957; from the Atlantic album “The Clown”

         “True jazz is an art, and as with all the arts, is the individual’s means of expressing his deepest and innermost feelings and emotions.” So proclaimed Charles Mingus in a circa-1950 letter to jazz critic Ralph Gleason, setting forth what became basically his mission statement for a lifetime in music. Reincarnation of a Lovebird, a tribute to Charlie Parker (one of his musical inspirations and with whom he had played a few years earlier), is a beautiful 8-minute, mid-tempo piece featuring Shafi Hadi on alto sax. The bassist-bandleader revered Duke Ellington (for whom he was also briefly a sideman in the early 1950s), and this is one of his most Ellingtonian compositions.

         Other personnel: Jimmy Knepper (trombone), Wade Legge (piano).

         
            
            Lucille (1957)—Little Richard 

         Specialty 598

         Recorded in Washington, D.C., on January 16, 1957; chart debut on March 16, 1957 (#1 for 2 weeks R&B, #21 pop); #10 in England (GHF, R&B-#288, DM)

         One of his most intense performances, Lucille had its origins in a song that Little Richard had done in the early 1950s, Directly from My Heart to You; he reworked the tempo and with lyrics that originally paid tribute to a female impersonator in Richard’s hometown of Macon, Georgia, Queen Sonya, until “Sonya” finally became “Lucille.”400 Richard told his biographer Charles White that it was a song he was performing even before he signed with Specialty in 1955. Its actual recording date is in question, reports White; although officially it’s said to be part of an impromptu January session at a Washington, D.C., radio station, it may have actually been part of Richard’s September 6, 1956 New Orleans studio session.401 “When the pulse of rock & roll grabs you and won’t let go, it becomes the Big Beat,” write Max Weinberg and Robert Santelli in The Big Beat. “That’s how it was when [drummer] Earl Palmer laid into Little Richard’s Lucille, sounding as if he were using baseball bats and kicking a 30-foot bass drum.”402 When Richard screams in desperate desire as his voice swoops up to a screech, “Lu-CILLE, satisfy my heart,” there can be no doubt that this is a man in sexual heat.

         
            
            Matchbox (1957)—Carl Perkins 

         Sun 261

         Recorded on December 4, 1956; uncharted “B” side of Your True Love (chart debut on March 23, 1957, #67 peak); #21 on Music Vendor C&W chart (RHF)

         Tennessee sharecroppers’ son Carl Perkins had a deep love for black music, including Blind Lemon Jefferson, whose Match Box Blues (recorded in 1927 for Okeh) was one of the best-remembered blues performances of the 1920s. Perkins transforms it into a smoking rockabilly raver crackling with energy from first note to last, featuring his thrilling lead guitar (his playing would influence a generation of guitarists, including George Harrison and Eric Clapton) and—buried deep in the mix—his pal Jerry Lee Lewis on piano.403 It was Carl’s father Buck who suggested the song, which Carl only slightly remembered. As they jammed at Sam Phillips’ Memphis Recording Studio, he came up with a boogie lick on guitar, to which Jerry Lee responded in kind. Peter Guralnick: “Jerry Lee was firing fusillades at him, and he was just shooting back with triple-string runs of his own.”404 It was at that point that Sun Records alumnus Elvis Presley dropped by, and began leading Lewis and Perkins in songs around his piano. Phillips called Johnny Cash and urged him to join the party, which he did, for the now-legendary “million-dollar quartet” impromptu jam session (not commercially released until 1981). When the Beatles recorded Matchbox—with Perkins present in the studio—they generously attributed it to the legendary artist, which earned him prodigious publishing royalties.

         
            
            You Don’t Know What Love Is (1957)—Teddi King (music by Gene DePaul, lyrics by Don Raye) 

         Recorded for RCA Victor on March 28, 1957

         Although not widely known to the general public, Teddi King (born Theodora King on September 18, 1929 in Revere, Massachusetts) was greatly admired by jazz and popular song lovers as a “singer’s singer”—her very pure, direct style, devoid of artifice, reminded some of contemporary Rosemary Clooney but was still firmly her own. Pianist George Shearing helped bring Teddi to a wider audience in the 1950s. After recording fifty-two songs for RCA Victor from 1954 to 1958, she did a 1959 album and two singles for MCA Coral, and then, from 1962 to 1970, was under a lucrative exclusive contract with Playboy Clubs. You Don’t Know What Love Is, described by Alec Wilder as “a strange, intense song,” was written in 1941, introduced by Carol Bruce, and memorably recorded by Dick Haymes. But it didn’t really take hold as a standard until the 1950s, boosted by Teddi’s superb performance (she had previously recorded it in November 1950 on Motif 006). “This is gloom in the raw.”405 James Morris called it “a haunting and vivid mood piece” with a distinctive musical structure.406

         
            
            School Day (Ring Ring Goes the Bell) (1957)—Chuck Berry 

         Chess 1653

         Chart debut on April 13, 1957 (#1 for 5 weeks R&B, #3 pop) (DM)

         After Chuck Berry stormed the pop charts in 1955–1956 with Maybelline and Roll Over Beethoven, his comparably superb next single containing two gems, Brown Eyed Handsome Man and Too Much Monkey Business, was rejected by white Top Forty radio as being too overtly black oriented. Berry decided to take no such chances with his follow-up; School Day is richly descriptive of experiences that are very familiar to suburban kids everywhere, and it became his biggest pop hit yet. Mike Jahn called it “prophetic because it was the first of a long series of songs by many artists which proposed rock & roll as a form of salvation.”407

         The song “was born from the memories of my own experience in high school,” explained Berry in his autobiography. “The lyrics depict the way it was in my time. … Recording the song with breaks in the rhythm was intended to emphasize the jumps and changes I found in classes in high school compared to the one room and one teacher I had in elementary school.”408 In his vocal, Berry took particular delight in rolling the “r’s”—“drrrop the coin right into the slot. …”

         On this record, writes Dave Marsh, “drummer Fred Below’s powerhouse shuffle serves as a premonition of Led Zeppelin’s blues-rock while Chuck plays timeless bursts of machine-gun guitar. But the record’s key is its lyric, which fully captures the energized futility of working-class public high schools with their pointless rounds preparing kids for adult lives with even less purpose. Berry gets every detail right.”409 David Dalton and Lenny Kaye: “His songs are so styled, almost ‘coifed,’ that they stand like images of frozen time.”410

         
            
            It’s Not for Me to Say (1957)—Johnny Mathis (music by Robert Allen, lyrics by Al Stillman) 

         Columbia 40851

         Recorded on September 21, 1956; chart debut on April 29, 1957 (reached #5, 34 total weeks)411; first album appearance on “Johnny’s Greatest Hits” (Trad-#210)

         Johnny Mathis’ follow-up to his debut smash Wonderful! Wonderful! proved an even more tremendous success, recorded at the same sessions with Ray Conniff and his orchestra; the two singles climbed the charts simultaneously. It’s Not for Me to Say is by the same songwriting team that produced his next Top Ten winner, Chances Are, plus Johnny’s subsequent singles Come to Me and Teacher, Teacher.412 He performed the song in the film “Lizzie.” “The piano tinkling [by Dick Hyman] that frames the song is simply beautiful, and it sounds as if it may have had a significant role in suggesting the piano played by Ralph Sharon in [Tony Bennett’s] I Left My Heart in San Francisco,” points out Thomas Ryan in American Hit Radio.413 The loveliness of the Mathis record, with Johnny’s typically butter-smooth vocal with perfect tone and remarkable range, stands on its own. The song became such a hit that Columbia also issued it on 78 rpm—the last 78 released by a major U.S. label.

         
            
            Young Blood (1957)—The Coasters (written by Jerry Leiber, Mike Stoller, & Doc Pomus) 

         Atco 6087

         Chart debut on May 6, 1957 (#1 for 1 week on R&B chart, #8 pop) (RHF, R&B-#174, RS)

         It all began with the Robins, a Los Angeles-based R&B group that teamed with Johnny Otis and Little Esther Phillips on the chart-topping 1950 race smash Double Crossing Blues, and on their own—with young white hipsters Jerry Leiber and Mike Stoller as their songwriter-producers—left an impression with Riot in Cell Block #9 and Smokey Joe’s Café (1955). Impressed by their work, Atlantic Records bought out their label Spark Records, and hired the writing-producing duo under an independent production deal that, while standard in later years, was virtually unprecedented at the time.414 Lead singer Carl Gardner and bass vocalist Bobby Nunn left in late 1955 to form the Coasters, and with Leiber and Stoller relocated to New York. In their first studio session in over a year, the group (also with tenor Leon Hughes, baritone lead Billy Guy, and guitarist Adolph Jacobs) exploded in both the R&B and pop markets with the double-sided Top Ten’s Searchin’ and Young Blood. The “A” side (which spent 12 weeks at #1 on the R&B chart) was great fun; Young Blood proved a minor classic.

         It was Doc Pomus (in his first pop music success) who wrote the original rough outline of the song and recorded a demo, before Leiber and Stoller rewrote the number “almost beyond recognition” to fit their distinctive style. Pomus himself later acknowledged that it “was a very average hack song until Jerry and Mike helped me and did a serious rewrite.” With a story line about a grown man’s unsatisfied lust for a jailbait beauty, it’s about as salacious as pop radio could dare accept in 1957. Gardner all but smacks his lips over the teenager’s nubile charms that have left him tossing and turning at night, with Nunn’s distinctive bass, and King Curtis’ honking saxophone, underlining the helpless humor of the situation.415

         “Young Blood was dangerous,” remarked Ed Ward. “Funky, true, sexy, and innocent, it captured the entire teenage experience in just over two minutes.”416 The record’s success enabled Leiber and Stoller to move their operations back east to New York at the Brill Building.

         
            
            I Got It Bad (And That Ain’t Good) (1957)—Ella Fitzgerald 

         Recorded in June 1957 for the Verve album Ella Fitzgerald Sings the Duke Ellington Songbook; chart debut on May 1, 1958 on Down Beat jazz chart (reached #6)417

         Ella Fitzgerald had originally recorded the classic torch ballad I Got It Bad (And That Ain’t Good) soon after the song was written in 1941. (Ivie Anderson delivered her most famous vocal on the original Ellington record.) But when she revisited the song sixteen years later, she was a vastly better vocalist—and this time, she was accompanied by its composer, Duke Ellington, and his peerless orchestra. Ella’s magnificent performance is especially notable for including the rarely heard verse, and alto saxophonist Johnny Hodges adds greatly to its appeal. John Tynan, giving the album a perfect five-star rating in Down Beat, called the package of four 12-inch LPs “a monumental undertaking” and “an artistic success … an absolute must in any library.”418

         
            
            Cheek to Cheek (1957)—Sarah Vaughan and Billy Eckstine 

         From the Mercury album “The Irving Berlin Songbook”419

         Billy Eckstine had “discovered” Sarah Vaughan back in 1942 after the eighteen-year-old singer won an amateur contest at Harlem’s Apollo Theater, and he brought her into Earl Hines’ orchestra. After a year and a half with Hines, she joined Eckstine’s own fabled bebop band, and as the two artists developed into top solo stars, their friendship continued. So it was only natural that they would record an album together, in which (writes David McGee) they “bring new dimension to even the most well-worn songs.”420 In Jazz Singing, Will Friedwald discusses the fact that in her musical development “Vaughan owed the greatest debt to Eckstine, whose singing provided the foundation for her approach to rhythm, pitch, and sound, not to mention style.”421 Their rendition of the love ballad immortalized by Fred Astaire in “Top Hat” is warm and delightful. “Heaven, I’m in heaven. …”

         
            
            Rockin’ Pneumonia and the Boogie Woogie Flu (1957)—Huey “Piano” Smith and the Clowns (written by Huey Smith) 

         Ace 530

         Recorded in early 1957 in Jackson, Mississippi; chart debut on July 15, 1957 (reached #5 R&B, #52 pop)422 (RHF, R&B-#252, Blues-#337, DM)

         One of the key talents of 1950s New Orleans music, Huey Smith was born in the Crescent City on January 26, 1934, formed his first group at fourteen, played piano with Earl King and then Eddie “Guitar Slim” Jones’ band from 1951 to 1954, and was a constant presence at the city’s record sessions during the period. His right-handed rippling piano style (like nearly all postwar New Orleans keyboardists) was influenced by the rhumba/boogie-woogie fusion of Professor Longhair, and his songs were filled with exuberant, playful fun. Although Rockin’ Pneumonia was not his biggest hit (that honor fell to Don’t You Just Know It), it’s Smith’s most enduring record. The song was partly inspired by Chuck Berry’s Roll Over Beethoven.423 Sometimes-female impersonator Bobby Marchan provides the high-spirited vocal, and the timeless New Orleans shuffle rhythm permeates every second.424 A year later, the Clowns recorded what would have been one of their most memorable successes, Sea Cruise (cowritten by Smith), but Ace executives decided that they didn’t like the vocal, wiped it off the tapes, substituted Frankie Ford, and it was Ford’s name that went on the Top Twenty pop smash.

         
            August 5: ABC makes the first national broadcast of “American Bandstand,” previously a local Philadelphia program called “Bandstand,” hosted by Dick Clark.

         
            September 9: The first U.S. civil rights bill since the Reconstruction Era is passed by Congress, during the same period that federal troops are sent to Little Rock, Arkansas, to protect black children entering high school from racist mobs.

         
            
            Blue Train (1957)—John Coltrane 

         From the Blue Note album Blue Train, recorded on September 15, 1957; reached #13 on Down Beat jazz best-seller chart (December 11, 1958)425 (GHF, Jazz-#202)

         The title song of tenor saxophone phenomenon John Coltrane’s second album as leader, Blue Train is both a powerhouse performance and a potent piece of jazz composition. Coltrane’s reputation as a blazing soloist in the Miles Davis ensemble was already established, and this helped prove what he could do on his own. He’s accompanied by Lee Morgan (trumpet), Curtis Fuller (trombone), Kenny Drew (piano), Paul Chambers (bass), and Philly Joe Jones (drums; the latter two fellow members of the Davis combo). In an interesting commentary on the artist’s wide-ranging influences, African saxophonist and world-music leader Manu Dibango told J. C. Thomas (Chasin’ the Trane: The Music & Mystique of John Coltrane) that Coltrane’s sound was strongly reminiscent of the African oboists of North Cameroon.

         Coltrane biographer Lewis Porter calls Blue Train a “haunting blues. … The barrage of notes in his extended solo helps to create the urgency of a man spilling out his innermost feelings.”426 Ben Ratliff: “It is agitated, driving, splintered music, reaching to the very end of his lung capacity.”427 Richard Cook and Brian Morton declare the piece a “starkly powerful blues which propels Coltrane into his first unquestionably important solo. Once heard, it’s a sound that is not easily forgotten, at once plaintive and urgent, hard-edged but also vulnerable.”428 The saxophonist was quoted as saying that this was his personal favorite among his records.

         
            
            John Henry (1957)—Lilly Brothers 

         Event 4272

         Recorded in Westbrook, Maine, on September 23, 1957 (released in 1959) (C&W-#300)

         It is the very first song discussed in John and Alan Lomax’s landmark 1934 book American Ballads and Folk Songs, has been recorded by hundreds of artists in nearly every genre of music, and has been the focus of perhaps more scholarly study and enduring fascination than any traditional ballad. John Henry—in fifty or more variations—was in circulation by the turn of the twentieth century, and it was embraced as a mythical representation of a working man who summoned all his strength and courage to triumph over a soulless machine, before dying.

         In addition to the Lomaxes and Carl Sandburg (who helped to popularize the song in the 1920s through his public performances, and explored it in his 1927 book American Songbag), many scholars were compelled to seek out the real-life story behind the legend. The most popular myth was that John Henry was a slave born in Alabama in the 1840s who fought the epic battle with the steam hammer along the Chesapeake and Ohio (C&O) Railway in Talcott, West Virginia, near the Virginia border. However, Scott Reynolds Nelson came to a different conclusion in his 2006 book Steel Drivin’ Man: John Henry, the Untold Story of an American Legend. He determined that John William Henry, a 5-foot-1 prisoner leased by the Virginia Penitentiary to work on the C&O Railway during the 1870—1872 period, was the basis for John Henry. The railroad was determined to swiftly complete the tunnels along the line from Richmond to the Ohio River, so they bought both convicts (348 of them leased during the 12 months ending in September 1872) and steel drills. Men were pitted against steam drills not at the Big Bend Tunnel, but at the Lewis Tunnel nearby. Like the other convicts, John Henry was forced to carry out the labor, and most of them died within several years from inhaling the crystalline dust from the Allegheny Mountains sandstone.429 Seen against this background, the song was not the tale of a hero’s triumph but a somber lament of exploitation and death. But commercial recordings, of course, emphasized the former perspective, and reconfigured the diminutive real-life John Henry into the giant of a man suitable for mythology. During the 1930s, it became a leftist anthem for organizing black workers, largely through the work of folklorist Charles Seeger (Pete’s father), and then was broadcast in Europe to U.S. troops and resistance fighters in World War II as a symbol for working together.

         The John Henry songs have taken many forms, but the most familiar tune derives from the British ballad Earl Brand, dating from the 1560s. Some versions of John Henry use lines—“Darlin’ who’s gonna buy your slippers / Well-a who’s gonna glove your hand / Say now who’s gonna kiss your rosy cheeks / Darlin’ who’s gonna be your man”—based on another ballad going back more than four hundred years, The Lass of Loch Royal (“oh, who will shoe your pretty little feet. …”). Another phrase about John Henry “sittin’ on his Mama’s knee” and predicting his death comes from the sixteenth-century Scottish ballad Mary Hamilton.430 Four years after the first published mention of the song in the April–June 1909 Journal of American Folklore, Eber Carle Perrow observed: “Among the workmen on the railroads in the South, there has been formed a considerable body of verse about John Henry, a famous steel-driving man.”431 The first published description of the original song’s performance was from a convict called “Bad Bill,” discovered in Kentucky by William Aspenwall Bradley (published in the May 1915 Harper’s Monthly Magazine). The first person to transcribe the John Henry ballad as it was sung by the South’s black coal miners was Natalie Curtis-Burlin in 1919 (Negro Folk Songs, Hampton Series, Book IV); a Hampton University student, George Alston, had learned it in the mines of Virginia. By the 1920s, John Henry was a ubiquitous subject of study by folklorists, and it was a vehicle for recording artists.

         The Lilly Brothers—Everett Lilly (mandolin, banjo, & fiddle, born July 1, 1924) and Mitchell Burt “B.” Lilly (guitar, born December 15, 1921), both born in Clear Creek, West Virginia, began singing on radio stations in their native state in 1938, cut a few late-1940s singles for small labels, and finally Everett joined Lester Flatt and Earl Scruggs for two 1951 recording sessions. It was in 1952 that the Lillys began a long engagement at a Boston honky-tonk called the Hillbilly Ranch in which they helped popularize bluegrass throughout New England. The brothers’ 1956 and 1957 recordings for Event Records (later released on the County label), followed by albums for Folkways, spread their reputation.432 Their performance of John Henry is an exciting, high-energy bluegrass rendition featuring Everett’s lead vocal (also on mandolin), “B” on guitar, and Don Stover playing Scruggs-style banjo; it was included on the Smithsonian’s Collection of Classic Country Music.

         
            
            Wake Up, Little Susie (1957)—Everly Brothers (written by Boudleaux & Felice Bryant) 

         Cadence 1337433

         Chart debut on September 30, 1957 (#1 for 4 weeks on pop chart, #1 for 8 weeks C&W, #1 for 1 week R&B); reached #2 in England, #1 (2 weeks) in Canada (RIAA-#150, RHF, RS, DM, ACC-#434, C&W-#456, DMDB)

         Following up a million-selling debut hit is usually tough, but the Everly Brothers made it seem like a breeze as they followed Bye Bye Love with an even bigger smash, Wake Up, Little Susie. Boudleaux Bryant recalled that Don Everly “was wandering around our office one day, hit some chords on the guitar, and I sat up and said, ‘That’s an intro!’ We changed the lick around,” wrote the song quickly, and had the boys record it the same night. Keith Richards: “The best rhythm guitar playing I ever heard was from Don Everly. Nobody ever thinks about that, but their rhythm guitar playing is perfect.”434

         Cadence Records chief Archie Bleyer was nervous about the song, because the narrative made it sound as if Susie and her teenaged boyfriend had been sleeping together at the drive-in movie. The husband-wife songwriting team of Felice and Boudleaux Bryant tweaked the words just a bit to make the innocent circumstances clearer—“the movie wasn’t so hot, it didn’t have much of a plot / We fell asleep, our goose is cooked, our reputation’s shot / Wake up, little Susie. … We’ve gotta go home.” Of course, they were sleeping until 3 A.M., warranting a bit of suspicion. Still, with the angelic harmonies and Sunday school looks of the Everlys, how could anyone even suggest naughty behavior? The combination of those vocals and the vigorous acoustic guitar accompaniment was as magical as the first time around.

         
            
            Autumn In New York (1957)—Frank Sinatra 

         Originally recorded on December 4, 1947 for Columbia 38316 (chart debut on January 29, 1949, #27 peak); new version recorded on October 3, 1957 for the Capitol album Come Fly With Me (chart debut on February 3, 1958, 5 weeks at #1)

         Nearly a decade after first recording the song for Columbia as orchestrated by Axel Stordahl, Frank Sinatra gave his definitive reading of the Vernon Duke ballad Autumn In New York, thanks to an arrangement by Billy May that (writes Will Friedwald) “finds nuances of almost dire melancholia undreamed of even by the great Axel Stordahl.”435 The ensemble includes twelve violins, five violas, and four cellos, utilized (remarks biographer James Kaplan) to “heartrending” effect.436 Ted Gioia marvels at the song’s unusual harmonic movement and intricate structure. “The melody, with its alternation of downward-stepping and upward-sweeping phrases, perfectly matches the emotional arc of the words.”437 “Autumn in New York, it’s good to live it again. …”

         
            October 4: Sputnik I launched by the Soviet Union is the world’s first man-made satellite.

         
            
            Lil’ Darlin’ (1957)—Count Basie and His Orchestra (written by Neal Hefti) 

         Recorded in October 1957; from the Roulette album “Count Basie” (aka The Atomic Mr. Basie), Down Beat jazz chart debut on June 12, 1958 (reached #3)438

         The creative and commercial resurgence that had begun for the Count Basie orchestra in 1954 reached its zenith on this classic album, and the most celebrated of its exceptional tracks was Lil’ Darlin’. In his autobiography (coauthored with Albert Murray), Basie recalled that it was the idea of recording supervisor Teddy Reig to do an entire album with one arranger.439 He would later do LPs with charts by Quincy Jones, Benny Carter, and others; none could top this Hefti collection. Ted Gioia describes the number in The History of Jazz: “Basie’s unsurpassed instinct for the ‘right’ tempo was never more inspired than on his hit recording of Lil’ Darlin’. Rather than playing this piece at the medium tempo swing that composer Neal Hefti envisioned, Basie slowed it down to a pace only slightly faster than a ballad. The result was magical.”440 On this session, the band included the stellar trumpet section of Joe Newman, Thad Jones, Snooky Young and Wendell Culley, Al Grey (trombone), Frank Wess (alto sax), and tenor saxophonists Eddie “Lockjaw” Davis and Frank Foster.441 Grey had recently joined the band, and Davis had returned after being away. Freddie Green, so long a Basie fixture but almost always in the background, has a rare guitar solo here. The album, suggests Harry James’ biographer Peter Levinson, “was to big band fans what the Beatles’ Sgt. Pepper’s Lonely Hearts Club Band was to rock devotees nine years later.”442 Hefti’s arrangements, coupled with the power of the Basie ensemble, were profoundly influential.

         
            
            One Morning In May (1957)—Mel Torme (music by Hoagy Carmichael, lyrics by Mitchell Parish) 

         Recorded for Tops in November 1957

         Cited by Hoagy Carmichael as his personal favorite among his songs, One Morning in May (written for a musical production that was never staged) brought him back together with his Stardust collaborator Mitchell Parish. Carmichael biographer Richard Sudhalter: “Its melody spans 64 hymn-like bars, its long notes and wide intervals reminiscent of such Jerome Kern theatre masterpieces as Make Believe. From its opening phrase, it invokes and evokes customs and flavors of times past, the more leisurely pace of old-fashioned courtship. Music and lyric are matched perfectly, Parish’s imagery amplifying and illuminating Hoagy’s expansive melody. When the bridge, for example, tells us of ‘kisses that came with the flame of springtime,’ the melody line, appropriately, soars up a major sixth.”443 According to an account by George Hoefer in the April 15, 1940 Down Beat, Carmichael had originally composed at least the essence of the melody years earlier and recorded it at the first successful studio session under his leadership on October 28, 1927 (as “Hoagy Carmichael & His Pals” including Tommy & Jimmy Dorsey and cornetist Andy Secrest) as an instrumental titled One Night in Havana—three days before a different Carmichael combo made the inaugural recording of Star Dust—and then set the tune aside for awhile.

         Carmichael was the first to record the refurbished piece under its new title, in October 1933 for Victor, but as a jazz instrumental. Ray Noble’s band with vocalist Al Bowlly also recorded it that year with Mitchell Parrish’s artful lyric, but for the next twenty-four years it remained a little-known gem. James Morris remarks that the song is equally ingenious in its meter and built-in pauses. Mel Torme “thoroughly understands the delicate nature of Carmichael’s melody and sings it with an appropriately light and caressing tone.”444 He’s accompanied by Marty Paich’s Dek-tette. In American Popular Song, Alec Wilder describes it as an uncharacteristic Carmichael composition. “It’s a superb melody which builds and resorts to no cleverness. I’m particularly impressed by the way the intensity is increased” by developing the melody in unexpected ways. “It’s a beauty.”445

         
            
            At the Hop (1957)—Danny and the Juniors (written by Artie Singer, David White, & John Medora) 

         ABC-Paramount 9871 (originally released in 1957 on Singular 711)

         Chart debut on December 9, 1957 (#1 for 7 weeks); #1 (1 week) in Canada; #3 in the United Kingdom446 (PW, RHF, RIAA, ACC)

         Philadelphia was a powerful force in rock and roll during the late 1950s, thanks to the Philly-based Dick Clark and American Bandstand, and At the Hop is a symbol of that power. Danny Rapp led this group of friends that came together at a Philadelphia high school in 1955, and At the Hop was their first release. The original title of the song was “Do the Bop,” about a current dance craze, but it was Clark who advised a producer to change the title because the dance would be old news soon. (For this contribution, he was given 50% of the copyright, which triggered some questions during the congressional “payola” investigation in early 1960.) When the small-label release began to get heavier demand than Singular could handle, it was acquired by the much bigger ABC-Paramount, which had the resources to take it to the top.447

         “The song makes you want to dance,” remarks Paul Williams, who named it as his one of his all-time Top Hundred singles. “It’s got everything—humorous four-part doo-wop harmonies, a great jumping piano solo, cool earnest tongue-in-cheek lead vocals, deep-voiced ‘oh, baby’s,’ shots of ‘let’s go!’ kicking off the chorus, non-stop rhythmic underpinning, and one of the most graceful sudden endings ever recorded.”448

         
            
            What’ll I Do? (1958)—Johnny Mathis (written by Irving Berlin) 

         Recorded on October 22, 1957, for the Columbia album “Warm” (chart debut on December 23, 1957, 4 weeks at #2, 113 total weeks)

         Irving Berlin wrote the waltz-time ballad What’ll I Do for the 1924 Broadway show “The Music Box Revue,” in which it was introduced by John Steel and Grace Moore. Described by Berlin biographer Laurence Bergreen as a narrative of “a bittersweet loneliness that no amount of partying and champagne could alleviate,” it was just half-finished when the composer played it at a November 1923 birthday party for a friend at the West Fifty-Seventh Street studio of Neysa McMein, and to the delight of the attendees he was able to finish the song in the midst of the celebration.449 James Morris writes that the hesitation on the third beat “is one of the song’s great charms, creating a feeling of uncertainty and tentativeness that beautifully supports the lyric.” The melody “shows Berlin’s fine craftsmanship” through the perfectly balanced movement of the intervals, and the way it creates growing anticipation of the release. In Funny, It Doesn’t Sound Jewish, Jack Gottlieb cites the composer’s “poignant” use of the flatted sixth in a ballad that “alternates minor and major sub-mediants.”

         The song has been recorded hundreds of times over the years, and the version selected for the Smithsonian’s “American Popular Song” is by Johnny Mathis from his second album. Morris: “Mathis’ style, reflective and yet concentrated, is ideally suited to the song’s strengths. He is very sensitive to Berlin’s melodic and rhythmic nuances and here possesses a beauty of tone and a legato line that compare well with those in any period of singing.”450

         
            
            Dedicated to the One I Love (1957/1961)—The 5 Royales (written by Lowman Pauling & Ralph Bass) 

         King 5098

         Released in December 1957, didn’t chart; reissued on King 5453, chart debut on January 23, 1961 (#81 pop, not on R&B chart) (DM-#188)

         With a sound firmly rooted in gospel (they began singing sacred material as the Royal Sons), the Five Royales brought a special “intensity” exceeding most R&B groups of the 1950s, remarked Arnold Shaw in Honkers and Shouters.451 Formed in Winston-Salem, North Carolina, the group was led by Lowman Pauling (writer of nearly all their hits),452 with cousins Clarence Pauling and Windsor King, and brothers Eugene and John Tanner. After scoring a series of hits on Apollo including the 1953 R&B chart-toppers Baby Don’t Do It and Help Me Somebody, the group moved to King. There, Lowman began developing an electric guitar sound that proved deeply influential; ace Memphis guitarist Steve Cropper (of Booker T & the MGs) named Pauling as his biggest musical influence.453 In these recordings, remarks Derek Jenkins, “you can trace a heritage like an arrow straight up through [1950s R&B guitar pioneers] Pete Lewis and Johnny Watson to Eric Clapton and Jeff Beck.”454 The group’s masterpiece is Dedicated to the One I Love, written by Pauling and King Records’ A&R director Ralph Bass. Johnny Tanner’s lead vocal is resonant, and Pauling’s guitar lines penetrate throughout the performance. Dave Marsh calls it “an adult’s statement of devotion despite physical separation.”455 Strangely, it didn’t chart in its initial release, nor did such other Pauling originals as Think (later a James Brown favorite) or Tell the Truth (brilliantly covered by Ray Charles). But when it became a pop smash for The Shirelles, King reissued the Royales’ original. Shaw remarks that the tune “has a chromatic melody rare in the simplistic field of R&B, and the arrangement on the Five Royales’ disk also involves a rather unusual key modulation.”456 The Royales finally got their fair due with their 2015 induction into the Rock and Roll Hall of Fame.

         
            
            Poinciana (1958)—Ahmad Jamal Trio (music by Nat Simon) 

         Recorded on January 16, 1958 at the Pershing Lounge (Chicago); released as single, Argo 5306; from the album But Not for Me/Ahmad Jamal At the Pershing (chart debut on September 22, 1958, reached #3, 107 weeks)457 (Jazz-#444)

         The late 1950s featured an outpouring of great jazz albums by the likes of Miles Davis and John Coltrane, nearly all of which never made the Billboard charts despite documented strong sales. Somehow beating the odds, pianist Ahmad Jamal scored one of the era’s biggest albums from any genre, and the primary reason was the hypnotic allure of Poinciana. Born Fritz Jones in Pittsburgh on July 2, 1930, Jamal began performing in Chicago clubs, and after converting to Islam in the early 1950s became Ahmad Jamal. Richard Cook and Brian Morton remark that his piano style reflects the influence of Erroll Garner, “concentrating on fragile textures and calligraphic melodic statements.”458 His classic trio also featured Israel Crosby (bass) and Vernel Fournier (drums). Originally subtitled “Song of the Tree” (it’s named after a tree native to Madagascar), Poinciana began in 1936 as a Spanish song, based on a Cuban folk tune, Cancion del Arbol. It became a 1943 hit by Bing Crosby with English lyrics by Buddy Bernier, and also had popular instrumental versions by Benny Carter and David Rose. Miles Davis was a great admirer of Jamal, in part for his innovative use of space, and that gift is displayed in this song. Despite its length (8 minutes), the track is never less than compelling, with subtle tempo shifts to maintain interest. It received ample AM radio airplay, helping to explain the album’s extraordinary chart success. Ted Gioia cites its vamp-based arrangement that superimposed Jamal’s relaxed phrasing over an insistent beat, which earned it “repeated jukebox plays and dance-floor loyalty at a time when modern jazz had largely abandoned these public platforms for crossover success.”459

         
            
            Maybe (1958)—The Chantels (written by Arlene Smith, Richard Barrett, & George Goldner) 

         End 1005

         Recorded on October 16, 1957; chart debut on January 20, 1958 (#15 peak on pop chart, #2 R&B); #1 for 2 weeks in Canada (RHF, DM-#141, RS-#195, R&B-#247)

         
            Just sixteen years old, Arlene Smith wrote or cowrote this anguished ballad of unrequited love (although she was not given credit) and unleashed a tremendous, soaring lead vocal that gave the female R&B group, formed in high school at St. Anthony of Padua in the Bronx, their most memorable hit.460 The girls auditioned for Richard Barrett, who became their manager and got them a contract with the label he worked for, George Goldner’s Gone/End Records (the two men snagged the writers’ credits). By some accounts, Smith wrote the song with minor revisions by Barrett; by another, Barrett gave her a demo of the ballad. (Goldner seems to have played no role other than owning the label.) This was their second release, and was recorded at a church in midtown Manhattan. Goldner coaxed Arlene to do take after take, related Ed Ward, “until her voice reached the correct degree of desperation, pleading with her dream lover to take notice of her. She sings with a noticeable sob in her voice, and [decades later] Maybe remains a riveting performance.”461

         Barrett had Arlene listen to a batch of gospel albums in preparation for the session. Tony Fletcher: “She proved a quick study: on the master recording, her sixteen-year-old voice soared above her fellow singers’ (who avoided the usual nonsense syllables and concentrated instead on choral harmony), so high and yet so graceful, engaging in frequent vibratos.”462 To help ensure its commercial success, Goldner assigned the copyright to superstar New York DJ Alan Freed’s new publishing company, Figure Music, and Freed vigorously promoted it. The Chantels had a handful of subsequent hits, and served as an inspiration for the flood of girl groups during the early 1960s. In Greil Marcus’ view, Arlene possessed—at least for this brief moment in time—“the greatest voice in rock ‘n roll.”463

         
            
            Big River (1958)—Johnny Cash 

         Sun 283

         Recorded on November 12, 1957; chart debut on February 10, 1958 (reached #4 on C&W chart) (C&W-#418)

         
            Big River represents Cash at his finest, with that Tennessee Two bass and guitar sound in support. The Mississippi River was a central part of the young Johnny Cash’s life; in 1936 when he was a small child, his family was one of the six hundred selected to participate in the New Deal program known as the Dyess Colony Scheme to give land in northeastern Arkansas bordering the Mississippi to struggling farm families. They moved to Dyess County and worked together to clear twenty acres of fertile land for cotton. He got the idea for the song from a magazine article with the headline “Johnny Cash Has the Big River Blues In His Voice.”

         In his autobiography, he recalled writing Big River in the back seat of a car in White Plains, New York, as a slow twelve-bar blues, but when he played it for Sam Phillips, the producer immediately said: “No, no, we’ll put a beat to that.” Phillips had Jack Clement pick up his J200 Gibson guitar and play a bottleneck power chord all the way through the number. “I thought it was fabulous,” Cash recalled.464 Peter Guralnick: “Big River incorporated all the elements that had distinguished his songwriting from the start—wit, conviction, and striking lyrical originality” rooted in the folk tradition. It “possessed as well the kind of illimitable impact that few other artists could suggest.”465 Incongruously, the song was paired for its single release with the corny Clement-penned number Ballad of a Teenage Queen, which became a Top Twenty pop hit, while all of the action on Big River was on country radio. For his 1985 collaboration with Waylon Jennings, Willie Nelson, and Kris Kristofferson, “The Highwaymen,” a verse left off the original recording was reintroduced so each artist could sing one verse, and the new version was a #1 country hit. “Now, I taught the weeping willow how to cry / And I showed the clouds how to cover up a clear blue sky / And the tears that I cried for that woman are gonna flood you, big river / And I’m gonna sit right here till I die.”

         
            
            Reelin’ and Rockin’ (1958/1972)—Chuck Berry 

         Chess 1683

         Recorded on January 6, 1958; uncharted B side of Sweet Little Sixteen (chart debut on February 24, 1958); new live version on Chess 2136 (chart debut on December 2, 1972, reached #27)

         The formula of songs about round-the-clock rocking, with each couplet beginning with a time of day, dates back to at least the bawdy 1920s blues classic My Daddy Rocks Me. (“I looked at the clock, the clock struck one / I said, ‘Honey, let’s have some fun!’. …”) After being carried on in several other blues songs the next few decades, the device reached its zenith with Bill Haley’s Rock Around the Clock. Chuck Berry appropriated the idea with great zest in Reelin’ and Rockin’; according to his autobiography, his direct inspiration was Big Joe Turner’s cover version of the Haley song.466 Berry’s lyrics sang the praises of rock and roll, while also humorously harking back to the sexual premise of the earlier songs: “I looked at my watch and it was 10:05 / Man, I didn’t know if I was dead or alive. … Well, I looked at my watch and to my surprise / I was dancing with a woman that was twice my size.” This was the first record on which Leonard Chess instructed pianist Jonnie Johnson to “rip the keys” in frantic Jerry Lee Lewis fashion, and his playing takes center stage over Berry’s guitar. Lord only knows why this original performance didn’t escape from B-side status, but after Chuck hit #1 with his wee-wee joke My Ding-a-Ling in 1972, he made amends by releasing a hot live version of Reelin’ as a single and was rewarded with a Top Thirty hit.

         
            
            76 Trombones (1958)—Robert Preston/“The Music Man” (written by Meredith Willson) 

         Recorded on December 22, 1957 for the Capitol cast album, The Music Man (chart debut on February 24, 1958, 12 weeks at #1, 245 total weeks) (GHF-show)

         
         
            
               [image: ]

            
               Figure 5.9Chuck Berry. Library of Congress, Prints & Photographs Division, LC-USZ62-126068.
            

         

         
            The Music Man was the perfect Broadway musical for Eisenhower-era America, suffused in nostalgia for an idealized small-town past. Meredith Willson (born May 18, 1902 in Mason City, Iowa) played flute and piccolo with John Philip Sousa’s concert band (1921–1923), was with the New York Philharmonic (1924–1929), bandleader on numerous radio programs throughout the 1930s and 1940s, and hosted his own show from 1946 to 1950. His early songwriting efforts included the holiday standard It’s Beginning to Look a Lot Like Christmas (1952). Then he set out to write a show about his small-town Iowa boyhood. Dwight Bower Blockers: “Remembering images of the parades, picnics, and front porches of his youth,” Willson drafted a show built around Harold Hill, a charming con man whose plan of collecting money to organize a boys’ band “brings unexpected optimism and self-knowledge” to the fictional community of River City, Iowa. The Music Man had a long (8 years), difficult evolution, during which the original producers dropped out, but songwriter/associate producer Frank Loesser (the project’s original instigator) remained a tireless supporter.467 The show’s director Morton DaCosta made the counterintuitive choice of Robert Preston—a veteran actor who had never before sung or danced onstage—for Harold Hill. Preston (born June 8, 1918 in Newton Highlands, Massachusetts) had been a journeyman in dozens of films since 1938, and he proved to have precisely the dynamic quality needed to play an inspirational hustler with a heart beneath the avarice. 76 Trombones is the most unforgettable of the production’s abundant score, bursting with optimism and wonderfully evoking Sousa and all the small-town bands of his time. The show was a phenomenon, running for 1,315 performances following its December 19, 1957 premiere, then sweeping the Tony Awards, and the 1962 film version starring Preston was a smash as well.

         
            
            The Sermon (1958)—Jimmy Smith (written by Horace Silver) 

         Blue Note 45-1879, recorded on February 25, 1958; from the album “The Preacher”; reissued as two-part single (same record number) in early April 1964468 (Jazz-#477)

         Known as the master of the Hammond B-3 organ, Jimmy Smith burst on the New York jazz scene at the Café Bohemia in early 1956, and the song that became his trademark when he began recording for the Blue Note label not long thereafter was The Preacher. Born December 8, 1925 in Norristown, Pennsylvania, Smith won on the Major Bowes Amateur Show as a pianist in 1934, and performed in clubs with his father (also a pianist) as a song and dance team. He didn’t begin playing the organ until age twenty-eight, but (write Richard Cook and Brian Morton) he “quickly established and personified a jazz vocabulary for the organ: tireless walking bass in the pedals, thick chords with the left hand, quick-fire melodic lines with the right.”469

         
            The Sermon (written by one of his jazz keyboard heroes, Horace Silver) is a thoroughly funky performance with extended stellar soloing by an all-star combo that also features Lee Morgan (trumpet), Lou Donaldson (alto sax), Kenny Burrell (guitar), and Art Blakey (drums).470 George Hoefer remarked in 1959: “the instrument that has undergone the most rapid expansion in jazz in recent years has been organ, particularly the electric organ,” and Smith was the primary reason.471 Bob Blumenthal placed him in a broader perspective: “Smith’s reconfiguration of jazz’s sonic landscape can only be compared to the impact of electric guitar pioneer Charlie Christian.”472

         
            
            Somewhere (1958)—Reri Grist/“West Side Story” Cast (music by Leonard Bernstein, lyrics by Stephen Sondheim) 

         Columbia’s Broadway cast album, chart debut on March 17, 1958 (#5 peak, 191 weeks)473 (Trad-#87; album: GHF, RR)

         
            In its rich variety of great songs, West Side Story is abundant in unforgettable ballads (Maria; Tonight), and Somewhere has a special resonance because of the way it expresses the emotional consequences of the show’s central story: placing Shakespeare’s Romeo and Juliet in the modern realm of 1950s New York street gangs pitting the Anglo-American Jets against the Puerto Rican Sharks. The song expresses quite hauntingly the yearning of lovers from opposite sides—the American Tony and the Puerto Rican Maria—and their friends for a better world free from conflict and prejudice. While Carol Lawrence played Maria in the show, Reri Grist (born February 29, 1932 in New York City), an opera-trained coloratura soprano previously best known for the 1956 production of Carmen Jones, introduced Somewhere in the role of Maria’s friend Consuelo. Larry Stempel notes that the show brought together four extraordinary talents at different stages in their careers: Broadway veterans Leonard Bernstein and director Jerome Robbins; playwright Arthur Laurents, writing his first Broadway libretto; and Stephen Sondheim, writing his first Broadway lyrics. “They created a Broadway opera that mixed the aestheticism of Carmen Jones with the naturalism of Street Scene. West Side Story appropriated the substance of a European classic even as it updated and Americanized it, yet changed its meaning utterly by replacing the courtly society of the original with a contemporary world rent by urban anxiety, underclass rivalry, and ethnic hatred.”474 Laurents declared: “It was the best theater music that’s ever been written. [Bernstein] didn’t think. The music just poured out of him. He somehow knew how to take the vernacular and raise it up, make it music instead of a pastiche. He had that rare quality of being able to feel each character; he was a musical dramatist.”475

         
            
            Straight, No Chaser (1958)—Miles Davis Sextet (written by Thelonious Monk) 

         Recorded on April 2, 1958, for the Columbia album Milestones (Jazz-#296)

         As jazz geniuses and fiercely proud, independent-minded men, Miles Davis and Thelonious Monk shared a tense but mutually respectful relationship. They had only one commercial recording session together (December 24, 1954), and sure enough even as they occasionally clashed, in the words of Raymond Horricks, they also “encouraged each other towards greatness as they played.” Davis loved the compositions of the famously eccentric pianist, and his rendition of Straight, No Chaser ranks alongside his matchless recording of Round Midnight as classic performances of Monk’s creations.

         This is no-nonsense, straight-ahead jazz on an intricate, fascinating composition. After the sextet introduces the melody, Julian “Cannonball” Adderley takes the first solo on alto sax, followed by Davis, and then tenor sax master John Coltrane (in Jack Chambers’ phrase) “charges in” behind Miles. Chambers writes that this progression “exploits the stylistic contrasts among the three horns magnificently,” and cites Adderley’s lead on the ensemble section of this song “with the other horns playing tight dissonances under him.” Coltrane—a year before his masterpiece Giant Steps—was emerging as a powerful soloist by 1958, and Chambers remarks that here he “stacks up chords in breathless runs of eighth-notes and 16th-notes.”476

         British trumpet player Ian Carr: “With Miles Davis, everything counts … and every note must be accountable. If there’s no reason for it being there, then it shouldn’t be there. And he swings. … Just listen to his solo on Straight, No Chaser—No other trumpet player swings like that.” Composer-bandleader Benny Golson, another admirer of this performance, pointed out that in a very deft touch, pianist Red Garland ends his solo with “a beautiful harmonization of Miles’ original solo on [the 1946 Charlie Parker classic] Now’s the Time.”

         When Milestones was recorded, Davis hadn’t done a small-group session in more than a year, and Richard Cook and Brian Morton note that “a lot of conceptual work had been done in the interim.” The album, they remark, is “sometimes sidelined as a ‘transitional’ record, a pause at the portals before entering into the magnificence of Kind of Blue a year later. Retrospect suggests that the distance between them isn’t so very great, either musically or qualitatively.”477

         
            
            Milestones (1958)—Miles Davis Sextet 

         Recorded on April 2, 1958; from the Columbia album Milestones (released c. November 1)478 (Jazz-#300)

         Miles Davis had first used the title “Milestones” for a bebop-flavored tune he recorded with Charlie Parker’s ensemble in 1947; still more memorable was the entirely new composition he used as the title song for his first album with his sextet (expanded from the quintet on his previous small-combo album Round About Midnight). The stellar lineup: the leader on trumpet, Julian Adderley (alto sax), John Coltrane (tenor sax), Red Garland (piano), Paul Chambers (bass), and Philly Joe Jones (drums). The song was important as the band’s first venture into “modal” playing—improvising on scale patterns instead of chord changes, an approach it would further expand on Kind of Blue. Composer-pianist Michel LeGrand remarked: “I love the way they approach this melody—everything is in the melody; the chords are very simple, like a carpet on which all the music is based … the whole thing is not based on complexity, but on simplicity and purity.” Biographer Jack Chambers declares that “Milestones seems to be a perfect jazz performance. Its components are a simple, memorable, highly original melody, followed by three individualistic explorations of the theme, each one as memorable as the theme itself, by Adderley, Davis, and Coltrane, all buoyed by the brash but sensitive rhythm section. … There is nothing more, it seems to me, that one might hope for in a jazz performance.”479 Len Lyons agrees, praising the leader’s “magnetically attractive solo” on this track. He also cites Coltrane’s “incantatory tone on tenor sax, taking on the first stage of its spiritual intensity. The rhythm section drives like a lightweight piston beneath it all, uniting this succession of solos into an unforgettable piece of improvised music.”480

         
            
            Twilight Time (1958)—The Platters (written by Buck Ram, Al Nevins, Morton Nevins, & Artie Dunn) 

         Mercury 71289

         Recorded in January 1958; chart debut on April 7, 1958 (#1 for 1 week on pop chart; #1 for 3 weeks R&B); reached #3 in England, #1 (4 weeks) in Australia

         The shimmering ballad Twilight Time was written as a poem in 1944 by big-band arranger Buck Ram, put to music with the help of the Three Suns (guitarist Al Nevins, his brother Morty on accordion, and their cousin Artie Dunn on organ and lead vocals), and the trio made it a Top Ten hit two years later. When Ram became the producer for the Platters and the group began scoring giant hits with vintage songs (such as My Prayer), it made perfect sense for the group to revive his own first hit. Mercury initially designated it as the B side of Out of My Mind, but after being featured on American Bandstand, Twilight Time skyrocketed to #5 in just two weeks, and to #1 in three. Big-belting lead singer Tony Williams actually sang a different melody from the one used twelve years earlier, but his bravura performance, and the song’s aura of sumptuous romance, helped the record become their second chart-topper.

         
            
            Rumble (1958)—Link Wray and His Ray Men 

         Cadence 1347

         Chart debut on April 28, 1958 (#16 peak) (RHF, ACC-#302, RR, DM)

         One of the legends of rock guitar, Link Wray provided the inspiration for an entire generation of ax men with this one searing, primitive, and decidedly ominous-sounding record. “Quite simply, Link Wray invented the power chord, the major modus operandi of modern rock guitarists,” writes Cub Koda. Pete Townshend of the Who declared: “He is the king; if it hadn’t been for Link Wray and Rumble, I would have never picked up a guitar.”

         Born May 2, 1935 in Dunn, North Carolina, with a part-Shawnee Indian heritage, Wray first recorded in 1955 for Starday as a member of Lucky Wray and the Palomino Ranch Hands (“Lucky” was the nickname of his brother Vernon Wray, who handled lead vocals); late that year, they relocated near Washington, D.C., where they became the house band for “The Milt Grant Show,” Washington’s counterpart to “American Bandstand.” By 1958, the group had whittled down to a trio, and Link was becoming increasingly adventurous on his 1953 Gibson Les Paul guitar and a low-budget Premier amplifier. One night at a Grant-sponsored show at the Fredericksburg Arena backing the Diamonds, someone asked him to play that group’s hit The Stroll; he thought the request referred simply to a song to accompany the dance. “I didn’t know any, so I made one up,” he would recall. “I made up Rumble.” His brother, drummer Doug Wray, laid down a stroll-like beat, and Link created the threatening guitar theme.

         When Wray tried to recreate in the Philadelphia studio the song he’d originally titled Oddball, it wasn’t working. Believing the problem was with the studio amplifiers, he took a pencil and punched holes in the speakers, resulting in an early version of the fuzzbox, the sound that would inspire future experiments with feedback and distortion.481 When Cadence label owner Archie Bleyer’s daughter exclaimed that the piece reminded her of the rumble scenes in West Side Story, he renamed it. Bob Dylan would later declare it “the greatest instrumental ever”; in November 2005, after receiving word of Wray’s death at seventy-six, Dylan opened his London concert with Rumble.482

         After the record became a smash, Bleyer—concerned about criticism that the record was supposedly “promoting teenage gang warfare”—asked the guys to tone it down a bit on future records.483 They declined; with his ever-present black leather jacket and greasy pompadour, Wray had little inclination to tone anything down. He moved to the Epic label, for which he had the similarly powerful instrumental hit Raw-Hide in 1959. That would be his last Top Forty hit, but his 1963 single Jack the Ripper added to his guitar-hero legend.

         
            Rumble is, writes Dave Marsh in The Heart of Rock & Soul, the “musical equivalent of football’s forearm shiver: Hits you straight through the central nervous system, glazes your eyes, and drops you in your tracks. Short. Nasty. Potentially lethal.”484

         
            May 9: Alfred Hitchcock’s “Vertigo,” starring James Stewart and Kim Novak, with an unforgettable theme by Bernard Herrmann, premieres.

         
            May 1958: The first stereo recordings in the “45/45” format pioneered by Westrex and Bell Telephone Laboratories are marketed in the United States by Audio-Fidelity, Urania, and Counterpoint. RCA Victor and Columbia introduce their first stereo albums this summer.

         
            
            Texas Flood (1958)—Larry Davis (written by Fenton Robinson & Larry Davis)485 

         Duke 192

         Recorded in Houston on May 16 and 26, 1958; released in September (Blues-#158)

         This was the song that put Stevie Ray Vaughan on the map in the 1980s, but Larry Davis was the man who originated it. A native of Kansas City, Missouri (born December 4, 1936),486 Davis signed with the Duke label on the recommendation of Bobby Bland (whose voice his resembled), and Texas Flood was one side of his debut single. Bland happened to be passing through Little Rock, heard about Davis and Mississippi-born guitarist-singer Fenton Robinson, and saw them perform together at the Flamingo Club. Label owner Don Robey quickly assigned Earl Forrest to write arrangements for their debut recording session.487 Unfortunately, Flood wasn’t a hit, and after two more releases (including the fine Angels In Houston) Davis was cut loose. After sporadic studio work (including sessions for Kent in 1968–1969) and a stint as bassist in Albert King’s band, he recorded three well-regarded albums from 1982 to 1992. His rich, soulful baritone is a perfect vehicle for this strong narrative, magnificently accompanied, in T-Bone Walker-influenced fashion, by Robinson on guitar. (Also playing: David Dean on tenor sax and the great New Orleans pianist James Booker.) At the end, he’s leaving his baby to return to a land “where the sun shines every day.”

         
            
            Rave On (1958)—Buddy Holly (written by Sonny West, Bill Tilghman, & Norman Petty) 

         Coral 61985

         Recorded on January 25, 1958; chart debut on May 26, 1958 (#37 peak) (DM-#62, ACC)

         Even though Rave On is one of the few Buddy Holly hits that he didn’t write, he rips into this rocker with such joyous exuberance that it is completely his own. Cowriter Sonny West based the number on a line from the Carl Perkins rockabilly classic Dixie Fried (“Rave on, chillun, I’m with you”). This was the first Holly single recorded at Bell Sound in New York rather than at Norman Petty’s Clovis, New Mexico studio, due in part to Holly’s anger after discovering the extent to which the producer had ripped off much of the money from previous hits. (Holly did allow Petty to play piano on the record.)488 Bob Thiele, who had helped launch his career by recommending him to Decca (which owned Coral and Brunswick), produced the session.489 “Epiphany with hiccups and electric guitar” is Dave Marsh’s succinct summation.490 In the 1998 film Pleasantville, Rave On served as a symbol of freedom when the hidebound town council bans rock and roll from jukeboxes, but Tobey Maguire defies them by letting Buddy wail as the other kids revel in the record’s carefree abandon.

         
            
            Angel Eyes (1958)—Frank Sinatra (music by Matt Dennis, lyrics by Earl Brent) 

         Recorded on May 29, 1958, for the Capitol album Frank Sinatra Sings for Only the Lonely (chart debut on September 29, 1958, 5 weeks at #1) (Jazz-#420; GHF-album)

         Introduced by its composer Matt Dennis in the 1953 Ida Lupino film Jennifer,491 
            Angel Eyes was adopted by Ella Fitzgerald as her new “favorite song” (recording it in June 1952—before the Lupino film—and about a half dozen other times over the years), and also recorded by other artists including Nat Cole. From the moment Frank Sinatra’s rendition was heard as part of his classic album Only the Lonely, even these stellar performances faded into the background; to the end of his career, Angel Eyes stood as one of his signature songs. Nelson Riddle’s arrangement for the darkly minor-key ballad, writes Will Friedwald (invoking the author of The Postman Always Rings Twice), “shadows the James M. Caine-like libretto by having the piece gradually fall ever more out of meter, as if to further convey the protagonist’s sense of doom and confusion.”492 The session, at which Sinatra completed six songs, was conducted by the first violinist, Felix Slatkin, because Riddle was in London with Cole. Thereafter, many a Sinatra concert would conclude with the singer alone on stage with pianist Bill Miller as he sang the final line before departing: “‘scuse me while I disappear.”

         
            
            Guess I’ll Hang My Tears Out to Dry (1958)—Frank Sinatra (music by Jule Styne, lyrics by Sammy Cahn) 

         Recorded on May 29, 1958; from the Capitol album “Frank Sinatra Sings for Only the Lonely” (chart debut on September 29, 1958, 5 weeks at #1)

         The classic heartbreak ballad Guess I’ll Hang My Tears Out to Dry was written for the 1945 Broadway musical “Glad to See You,” and was a minor hit that year for Harry James’ orchestra with vocal by Kitty Kallen. Frank Sinatra recorded the song a year later on July 30, 1946 for Columbia 38474 (and what a companion number that disk had on the package-of-78s album “Frankly Sentimental” when released in June 1949: One for My Baby). But it would be his second time around with Tears on one of his greatest of all Capitol albums that made it an enduring standard.

         In Sinatra! The Song Is You, Will Friedwald relates that the singer and arranger Nelson Riddle recorded a version of Tears on May 5, 1958 featuring George Van Eps on guitar, but ended up ditching the session. When Riddle (one of the all-time great arrangers but regarded as merely a competent conductor) had to go on tour with Nat “King” Cole for the summer, Sinatra called on Felix Slatkin, a fine violinist and conductor, to take his place a few weeks later. It was an apt choice, because Riddle’s arrangement for the song was intricate and demanding, and well suited to Slatkin at the helm. Friedwald calls this performance of the song “exquisite,” with a particularly beautiful guitar solo by Al Viola. The guitarist told Friedwald that he did a classical tuning of his instrument in order to hit one especially difficult note in the key of F-sharp, enabling it to ring out with crystal clarity.493 David Jenness and Don Velsey praise it as “the finest of the Styne-Cahn torch songs,” and they approvingly note how the verse “cleverly compares the Statue of Liberty to a torch-carrying jilted lover.”494

         
            
            Yakety Yak (1958)—The Coasters (written by Jerry Leiber & Mike Stoller) 

         Atco 6116

         Recorded on March 17, 1958; chart debut on June 2, 1958 (#1 for 1 week on pop chart, #1 for 7 weeks R&B) (DM-#88, RHF, GHF, R&B-#132, RIA, 1001, AHR, ACC)

         
            Jerry Leiber and Mike Stoller had a genius for getting into the mindset of black and white teenagers and spinning out narratives that laid out their anxieties and obsessions. Yakety Yak is all about kids being bombarded with parental nagging, with King Curtis blasting away frenetically on tenor sax; all the kid can do in response to the demands (“take out the papers and the trash. …”) is to taunt “Yakety yak,” to which bass singer William “Dub” Jones (the replacement for Bobby Nunn as the Coasters’ bass singer) warns, “don’t talk back.” Curtis’ sax, writes Thomas Ryan, “became like a fifth voice, passing a musical commentary on the comedic underpinnings of the lyric.”495

         “We identified with youth and rebellion and making mischief,” remarked Leiber. “We thumbed our nose at the adult world. We crawled inside the skin of our characters, we related to the guys in [our groups], and the result was a cross-cultural phenomenon: a white kid’s take on a black kid’s take of white society. Color lines were blurred, but the motif was always absurdity.” Yakety Yak was partly inspired by the Silhouettes’ recent chart-topper Get a Job; in place of employment-hunting, Leiber substituted the hassle of having to do household chores.496

         
            
            High School Confidential (1958)—Jerry Lee Lewis 

         Sun 296

         Chart debut on June 2, 1958 (reached #9 C&W, #21 pop); #12 in England
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               Figure 5.10Jerry Lee Lewis. Library of Congress, Prints & Photographs Division, LC-USZ62-125086 (New York World-Telegram).
            

         

         
            High School Confidential is one of the camp classic films of the 1950s—starring Russ Tamblyn as a young narcotics agent going undercover at a California high school, and Mamie Van Doren all but exploding out of her bullet bra as a wicked temptress—and its title sequence is a killer: Jerry Lee Lewis and his combo in the bed of a pickup truck belting out this utterly manic piece of rock and roll. “Open up, honey, it’s your lover boy me that’s a-knockin!” There’s not much else to the lyrics other than “Everybody’s rockin’, boppin’ at the high school hop,” with Lewis furiously pounding the keyboards accompanied by some stinging guitar.497 But what else do you need? (MGM artist Ron Hargrove wrote the tune; Nashville promoter Oscar Davis cut Lewis in for 50% of the composer credit.)498

         Shortly after recording the song but before its release, Lewis added to his legend on March 28, 1958 on Alan Freed’s “The Big Beat” tour in New York by performing his finale Great Balls of Fire. His biographer Nick Tosches described what happened next: “As the screaming chaos grew suddenly and sublimely greater, he drew from his jacket a Coke bottle full of gasoline, and he doused the piano with one hand as the other hand banged out the song; and he struck a wooden match and he set the piano aflame, and his hands, like the hands of a madman, did not quit the blazing keys, but kept pounding, until … the kids went utterly, magically berserk with the frenzy of it all. …”499 On May 23, the news broke about Jerry Lee’s marriage to his thirteen-year-old cousin Myra Gale, and the opening phase of his career was about to go up in flames.500 501

         
            
            Willie and the Hand Jive (1958)—Johnny Otis Show 

         Capitol 3966

         Chart debut on June 23, 1958 (#9 peak) (RHF, ACC)

         After running off a string of R&B hits during the late 1940s and early 1950s, Greek-American bandleader Johnny Otis enjoyed one out-of-the-blue rock and roll smash with his irresistible variation on the “Bo Diddley” rhythm, Willie and the Hand Jive. According to Otis, he was playing that “shave & a haircut, two bits” beat with Count Otis Matthews and the West Oakland House Rockers in the late 1930s; in the September 1970 Blues Unlimited, Otis recalled that Matthews would have someone take a can full of rice or pebbles and shake it while the beat went on and he sang. Some have traced the beat to tribes in West Central Africa, and it is believed to have reached the United States in the form of the clave’ rhythm from Cuba.

         The idea for the song came during Otis’ tour of England, when his manager told him about kids crowded at the back of the halls doing something called a Hand Jive, because they didn’t have room to dance.502 He wrote and recorded it with the British market in mind, but to everyone’s surprise it became a U.S. smash while going nowhere in England. Jimmy Nolen, who in 1957 had succeeded Pete “Guitar” Lewis as featured guitarist with the Otis band, is the record’s undisputed star; Nolen would later bring his “chicken-scratching” style to James Brown’s band from 1965 to 1970.503 Otis always left the vocals to others on his earlier R&B hits, but he handles it capably here; Just clap along: “Everyone’s digging that crazy beat,” indeed.

         
            
            Goodbye (1958)—Frank Sinatra (written by Gordon Jenkins) 

         Recorded on June 25, 1958; from the Capitol album Frank Sinatra Sings for Only the Lonely (chart debut on September 29, 1958, 5 weeks at #1) (GHF-album)

         Gordon Jenkins’ haunting Goodbye had been immortalized as Benny Goodman’s (instrumental) closing theme song for his radio broadcasts in 1935, and he recorded it for Victor that September. Frank Sinatra made it an equally unforgettable vocal as the concluding number for Side A of his classic album Only the Lonely. Over his career, Sinatra created many of what Ben Ratliff calls “overwhelming, irreducible moments,” and one of them comes in the second chorus of Goodbye. Portraying a man dumped by his lover, as he sings “but that was long ago,” he holds out the last word with a “mighty vibrato,” then the emotion drains as he sadly sings, “You’ve forgotten—I know.” At this moment, he’s “disappeared into the music.”504 Sinatra biographer Will Friedwald writes that in his arrangement, Nelson Riddle transformed Jenkins’ six-note response to the central melody line with a two-part echo that took it to a still deeper place—“as if the universe itself were conspiring against the thwarted lover of the lyric with a resounding, inescapable ‘goodbye.’”505

         
            
            Rebel-’Rouser (1958)—Duane Eddy and His “Twangy” Guitar (written by Duane Eddy & Lee Hazlewood) 

         Jamie 1104

         Chart debut on June 30, 1958 (reached #6) (RHF, DM, ACC)

         The man whose twangy guitar sound inspired a generation of young axmen was born on April 26, 1938 in Corning, New York, moved at thirteen to Tucson, and in 1955 to Phoenix, where he became a regular performer on a local radio program, followed by the weekly Phoenix TV show “The Hit Parade.” It was in 1957 that he began his collaboration with Lee Hazlewood, a disk jockey (at Phoenix’s KRUX) and producer who would cowrite and produce most of the guitarist’s hits. After the exciting 1957 single Ramrod on the Ford label (little heard at the time but remade a year later), Eddy signed with the Philadelphia label Jamie and had his first chart single in early 1958 with Movin’ ‘n Groovin’, then broke wide open with Rebel-Rouser. The record established the formula for future Eddy records: a simple but infectious guitar groove,506 honking sax by Steve Douglas (later a key player in Phil Spector’s “Wall of Sound” productions), and enthusiastic shouts and hoots by coproducer and veteran record mogul Lester Still plus the black LA vocal group the Sharps (later known as the Rivingtons). The big sound and echo effects were created by Hazlewood’s innovation of two 250-gallon water tanks, rescued from a junkyard, equipped with speakers on one end and a microphone on the other, and placed just outside the studio.507 508 All of Eddy’s hits were played on a 1956 red Chet Atkins 6120 model Gretsch guitar that he’d purchased for $400 (paid off at $17 a month) at a Phoenix shop.

         
         
            
            Freight Train (1958)—Elizabeth Cotten 

         From the Folkways album “Freight Train” and Other North Carolina Folk Songs and Tunes (Folk-#35, NPR, Blues-#151, RR)509

         One of the most beloved figures during the folk music revival, Elizabeth Cotten was born in January 1893 in Chapel Hill, North Carolina. She became an accomplished guitarist at a young age, but after marrying at age fifteen, didn’t play for a quarter century. It was after being hired as a domestic in the early 1940s by folk musicologists Charles and Ruth Crawford Seeger that she took up the instrument again, and her playing enchanted young Peggy and Mike Seeger. The family encouraged her to begin performing publicly in the 1950s. Mike (Pete Seeger’s half-brother), who had recently cofounded the New Lost City Ramblers, produced her debut album for Folkways, and it became a quiet sensation in the folk community.510 Elizabeth had written Freight Train at age twelve in 1905, picking it out on her brother’s banjo. The piece was inspired by a train that ran near her home. Although her voice was modest, her Piedmont-style guitar and banjo fingerpicking was to influence a generation of folk artists. This was particularly remarkable, because Elizabeth played left-handed on a standard right-handed guitar or banjo turned upside down.511 Because the tune had not been copyrighted, she would never earn royalties after it became an instant folk standard in 1957.512 After Peggy Seeger popularized it in folk venues, the Charles McDevitt Skiffle Group was the first to record it; then, Rusty Draper (in the United States) and Nancy Whiskey (in Britain) made it a pop smash. “Freight train, freight train, run so fast. … I don’t care what train I’m on, as long as it keeps rollin’ on. …”

         
            1958: Drive-in movie theaters, a product of the postwar car culture, reach their peak with 4,063 drive-ins operating nationwide. They remain a U.S. tradition, if slowly declining, through the 1970s, until the home-video proliferation of the 1980s causes most to close.

         
            
            Fever (1958)—Peggy Lee 

         Capitol 3998

         Chart debut on July 14, 1958 (reached #8)513; #5 in England, #11 in Canada (Jazz-#81, NPR-300, GHF, Trad-#145, 1001, TC)

         The Otis Blackwell-Eddie Cooley composition Fever will always belong to the man who first put it on record, R&B master Little Willie John; the seductive style and finger-snapping arrangement of his 1956 record were copied directly by Peggy Lee for her bigger-selling remake two years later. But even as the silver medalist in the Fever sweepstakes, Peggy’s rendition is a sensual, purring delight, particularly with her own additions to the lyrics, referencing Romeo and Juliet and Captain Smith’s ardor for Pocahantas. It was her regular bass player Max Bennett who recommended the song to her.514 Lee always had a genuine gift for blues-based material; Duke Ellington admiringly called her the Queen, and Joe Williams declared that her cover version of a number he’d first recorded with Count Basie, Alright, Okay, You Win, outdid his. Accentuating her sultry vocal is drummer Shelly Manne (beating with his bare hands), with Howard Roberts’ finger-snapping and Joe Mondragon on bass.515 In Jazz Singing, Will Friedwald writes that because Lee’s vocal equipment is limited, she compensates with a distinctive rhythmic sense and a knack for creatively toying with lyrics. “Her use of counterswing contributes to the general ellipticism of her singing, the knack for going in directions just slightly to the left of where the listener predicts she’ll wind up.”516 That knack serves her well on the 1958 Grammy winner for Record of the Year, Song of the Year, and best female vocal.517 “What a lovely way to burn. …”

         
            
            City Lights (1958)—Ray Price (written by Bill Anderson) 

         Columbia 41191

         Recorded on May 29, 1958; chart debut on July 14, 1958 (#1 for 13 weeks on C&W chart) (C&W-#89, HBN-#135, SC)

         The first big hit for Bill Anderson as songwriter, City Lights maintained the tremendous momentum that Ray Price had begun with his 1956 blockbuster Crazy Arms, and set forth an important theme, as explained by David Cantwell: “the postwar migration of rural country fans to the city. The subtext was in the song all along, but when Price replaced the question in Anderson’s original lyric—‘Did the God who put the stars above make those city lights?’—with a very specific answer, ‘But God who put the stars above, I don’t believe made those lights’—he underscored the alienation experienced by transplanted rural folk as they left their homes for jobs in big industrial towns up North. Those lights ‘paint a pretty picture of a world that’s gay and bright,’ Price groans. Because he knows better: ‘They’re just a mask for loneliness in a world of city lights.’”518

         After graduating from the University of Georgia, Bill Anderson had worked as a disk jockey, newspaperman, and singer in Commerce, Georgia, and wrote City Lights one night while sitting atop a hotel roof at age nineteen. Anderson recorded it for the small Texas-based TNT Records, but Price first heard another version by Dave Rich on RCA; Ernest Tubb talked him into covering the tune. Price believed in it so much, reports biographer Daniel Cooper, that he “stopped the presses” on his next single so he could replace it with City Lights, doing almost thirty takes before settling on #2.519 The flip side of the record, Invitation to the Blues (also a country chart hit), was the first songwriting success for Roger Miller, who had recently joined Price’s band in a short-lived stint as harmony singer and fiddler. One of the top country hits of the decade, City Lights was produced, like most of Price’s records during this period, by Don Law, and features Tommy Jackson (fiddle).520 Rich Kienzle remarks that in this performance Price “created riveting, cathartic magic.”521

         
            August 4: After a thirteen-year period in which it published separate charts for best-selling retail singles, top songs in radio airplay, and the most played in juke boxes, “Billboard” unifies the pop singles charts in a single weekly Hot 100 chart (the successor to the Top 100, launched in November 1955).

         
            
            Baltimore Oriole (1958)—Carmen McRae (music by Hoagy Carmichael, lyrics by Paul Francis Webster) 

         Recorded for Decca on August 8, 1958 for the album Birds of a Feather

         One of Hoagy Carmichael’s most haunting creations, Baltimore Oriole was first published in 1942, and two years later heard in the classic Humphrey Bogart film in which the composer also appears, To Have and Have Not. Director Howard Hawks’ original plan was for Lauren Bacall to sing the number that would subsequently serve as the theme for her character; however, as Bacall’s singing voice was too limited for such a demanding melody, Oriole was used only as background music on the soundtrack, and she sang (to Hoagy’s piano accompaniment) the lovely How Little We Know instead. Oriole was performed (by young Gloria Jean) in another 1944 film, the haunted-house comedy The Ghost Catchers, but the picture was seen by few. It would be another decade before Baltimore Oriole found its niche with jazz singers, above all in the capable voice of Carmen McRae.

         Biographer Richard Sudhalter writes that Oriole is “totally in minor mode,” never for a moment resolving its dark tone to major. He reports that an early manuscript version of the melody, written as early as 1940, bears the title “Kantor Song,” apparently an indication that Carmichael was seeking a Yiddish feeling. The melody “weds a strongly cantorial flavor with a sensibility clearly drawn from the blues.”522 In Funny, It Doesn’t Sound Jewish, Jack Gottlieb remarks that that the song “imparts tender Jewish nuances” in the magein avot mode, named after a Sabbath evening prayer. Although Alec Wilder in American Popular Song suggested that Paul Francis Webster’s lyric failed to do Carmchael’s melody proper justice, Sudhalter disagrees, and notes that—“as usual”—the composer apparently contributed some of his own distinctive touches to the song’s text. Wilfrid Sheed suggests that the tune “takes lonely barfly songs to a new level.”523

         Carmen McRae is equal to the challenges of a song that, notes James Morris, has a “completely unconventional” melody with unusual intervals, difficult rhythm, and a lyric employing allegory, a fable of animals behaving like humans. In this performance, she ranges from “insinuating” to bluesy to flirtatious; her stellar accompaniment includes tenor saxophonists Ben Webster (humorously identified on the album jacket only as “A. Tenorman”) and Al Cohn, with an arrangement by Ralph Burns.524

         
            
            It’s All In the Game (1958)—Tommy Edwards (music by Charles Dawes, lyrics by Carl Sigman) 

         Originally MGM 11035, chart debut on September 15, 1951 (reached #18); new version on MGM 12688 (chart debut on August 18, 1958, 6 weeks at #1); #1 (3 weeks) in the United Kingdom and Canada; #1 (1) in Australia (BILLB-#38, AHR, DMDB)

         The only #1 record ever cowritten by a U.S. Vice President, It’s All In the Game brought fame to Tommy Edwards, a smooth black balladeer born on February 17, 1922 in Richmond, Virginia. Edwards began performing at age nine, and had his own hometown radio program in the early 1940s. In 1946, he wrote the Louis Jordan hit That Chick’s Too Young to Fry. Signed to MGM, he had seven medium-level chart hits from 1951 to 1955, with It’s All In the Game being the second (with a rather gentle, understated approach and no backing vocals). Charles G. Dawes was a Chicago banker, president of the Central Trust Co. of Illinois, and former Comptroller of the Currency, when he announced he was quitting the business world to become a full-time composer of music (as cited in the January 25, 1908 Music Trades); by that time, he had already composed a number of pieces and was an amateur flutist. Four years later, he wrote a tune he called Melody in A Major. The December 13, 1924 Music Trades reported—shortly after Dawes’ election as Vice President for the second administration of Calvin Coolidge—that the composition was being taught in Portland by music teachers.525 In 1951, Carl Sigman added lyrics to the melody, and Edwards’ was the most successful of several recordings of the piece that year.

         After three hitless years and down to one final shot under his MGM contract, Edwards was asked by label executive Morty Craft to try a new arrangement of the song using the just-popularized stereo with more contemporary-sounding instrumental accompaniment and backing vocals.526 To everyone’s astonishment, the new version soared far beyond the original to become one of the era’s biggest hits. It led to Edwards’ Top Thirty remakes of two more of his early 1950s hits, including the very first, Morning Side of the Mountain.

         The record is “a definitive pop masterpiece,” declares Thomas Ryan. “Everyone who hears it seems to be taken back to a more innocent age. … By capturing a moment in time with dreamily romantic lyrics, It’s All In the Game automatically generates that anticipatory feeling of life slipping away right before your eyes.”527

         
            
            Summertime (1958)—Miles Davis with Gil Evans and His Orchestra 

         Recorded on August 18, 1958; from the Columbia album “Porgy & Bess”; Cash Box chart debut on May 9, 1959 (#14 peak, 24 weeks)528 (GHF-album, Jazz-#212)

         When Miles Davis and arranger-conductor Gil Evans collaborated on the album Miles Ahead in May 1958, one of Evans’ favorite arrangements that had to be left out was for George Gershwin’s Summertime. That exclusion set the stage for their full-blown presentation of the Gershwin-DeBose Heyward-Ira Gershwin folk opera Porgy and Bess, with the enthusiastic support of Columbia, which knew the commercial potential of the project, thanks to the movie version then in production. The artists knew they would do it not as a recreation of the original, but as a fresh recomposition. The opera’s lullaby Summertime was no exception. While the magnificent central Gershwin themes are present, Evans’ intricate arrangement takes individual elements and develops them in new directions—including (as Robert Palmer remarked in liner notes for the 1997 reissue of Kind of Blue) “a long modal vamp with no chord changes”—in a manner that retains the proper mood; Miles plays on a Harmon-muted horn.

         Among the many versions of Porgy & Bess issued during 1958–1959, the Davis-Evans conception, notes biographer Jack Chambers, “is a breed apart. It is a new score, with its own integrity, order, and action.”529 It would become the third biggest-selling album of Miles’ career, behind only Kind of Blue and Bitches’ Brew. The orchestra (17 pieces besides the leader, who is the only soloist) includes Ernie Royal (trumpet), Jimmy Cleveland (trombone), Gunther Schuller (French horn), Julian “Cannonball” Adderley (alto sax), Paul Chambers (bass), and Jimmy Cobb (drums). “The integration of the orchestra and soloist was completely successful, and the emotional tone of tenderness is maintained throughout,” writes Len Lyons. “The horn sections have an Ellingtonian vocal quality to them,” and Miles’ use of the mute is “electrifying.” Calling the presentation of Summertime “brilliant,” Lyons declares that Davis achieves “a great volume of emotion condensed within a still, small voice … he effortlessly recomposes melodies, occasionally elevating popular songs to artistic creations. …”530 Wilfrid Mellers marveled that the solo lines and harmonic colors by Davis and Evans “create a music that is at once innocent and tense with apprehension.”531

         Samuel Floyd, Jr. (The Power of Black Music) remarks of this performance: “His muted horn, excellent and inimitable note choices, rhythmic placement, and lovely paraphrasing of the Gershwin melody contribute effectively to a superb remaking of this classic.” The combination of the Evans arrangement and Miles’ improvisations also underline the melodic connection to the spiritual 
            Sometimes I Feel Like a Motherless Child, and in the latter respect produce something quite new, he suggests: They “have changed the emotional ambience of the traditional tune from that of a sorrow song, through Gershwin’s hot-weather lament, to a mid-tempo jazz ballad.”532

         
            
            It’s Only Make Believe (1958)—Conway Twitty (written by Jack Nance & Conway Twitty) 

         MGM 12677

         Chart debut on September 15, 1958 (spent 2 weeks at #1 on pop chart; not on C&W chart)533; #1 for five weeks in England; #1 (2) in Canada (HBN-#111, C&W-#303, DM)

         He started as a briefly flowering rock star with a stage name that earned the parody of Conrad Birdie in the Broadway and movie hit Bye Bye Birdie; he ended as one of the most respected singers in country music. Behind it all was talent, as Conway Twitty demonstrated on It’s Only Make Believe. Born Harold Jenkins on September 1, 1933 in Friars Point, Mississippi, and raised in Arkansas, he served in the Army during the Korean War, and on his return decided to forego a possible baseball career by following the inspiration of Elvis Presley and going to Memphis to audition for Sam Phillips at Sun Records in 1956. Phillips did sign him, but didn’t release any of his recordings. After changing his name (combining the towns of Conway, Arkansas, and Twitty, Texas), Twitty released a few singles on Mercury. It was his first release on MGM that put him over the top.

         Twitty and band member Jack Nance wrote the song one night during intermission of a show in Toronto, and they recorded it at his first MGM session in Nashville backed by the Jordanaires. It wasn’t an immediate hit, but once it got rolling there was no stopping it. With Twitty’s resonant baritone in convincing Presley style, “this ballad really smoldered, starting off low and soft and rising, bit by bit, both in intensity and pitch, until Twitty sobbed out the title,” remarked Ed Ward.534 Jim Vienneau, a young Nashville-based producer, deserves considerable credit (notes Charlie Gillett in The Sound of the City) for devising on records like this the “epic arrangements for over-blown ballads of torment and distress” that would soon be perfected by Roy Orbison.535 After his abbreviated rock career, Twitty accumulated nearly one hundred country chart hits from 1966 until his death in 1993.

         
            
            My Shining Hour (1958)—Mabel Mercer (music by Harold Arlen, lyrics by Johnny Mercer) 

         Recorded for Atlantic on September 26, 1958

         In the 1943 movie The Sky’s the Limit (in which he also introduced One for My Baby), Fred Astaire abandoned his customary top hat and tails to play a fighter pilot. Johnny Mercer biographer Philip Furia writes that the lyricist captured the solemnity of the wartime drama “by setting Arlen’s hushed melody with a bone-simple expression of anticipated ecstasy. … Nearly every word is a monosyllable, their edges notched with crisply alliterating consonants (‘face’ and ‘flower,’ ‘dreams’ and ‘darkness’), and even subtler internal rhymes that stitch the lyric together. … My Shining Hour voiced wartime emotions of affirmation and longing and underscored Mercer’s role as America’s troubadour during World War II.”536 Alec Wilder praises the song’s “spare, hymn-like translucence.”537 Wilfrid Sheed declares that “in that sublime little hitch” in the tune (“Like the lights of home before me / Or an angel watching o’er me”), “which made the hair stand up … the words and music actually seemed to be holding the door open for each other. It doesn’t get much better than that.”538 It was one of a remarkable three Arlen compositions nominated for a 1943 Oscar, along with That Old Black Magic and Happiness Is Just a Thing Called Joe (perhaps cancelling each other out, they lost to the sentimental ballad You’ll Never Know).

         The queen of New York cabaret singers, British-born Mabel Mercer, brings to My Shining Hour the qualities for which she was admired, as noted by James Morris: “her taste, her diction, and the grace and intelligence with which she brought a song to life.”539 “This will be my shining hour / Calm and happy and bright. / And in my dreams, your face will flower / Through the darkness of the night. …”

         
            
            Isn’t It Romantic? (1958)—Carmen McRae (music by Richard Rodgers, lyrics by Lorenz Hart) 

         Recorded for Kapp in October 1958 (Jazz-#494)

         “A perfect song.” That’s the phrase Alec Wilder chooses to describe the Rodgers and Hart classic Isn’t It Romantic, which was introduced by Maurice Chevalier as the opening number in the 1932 movie Love Me Tonight. With a melody that unfolds with “charming unexpectedness” leading to a climax that’s “beautifully executed without a trace of bravado,” Rodgers’ craft is matched to a typically elegant Hart lyric.540 “Carmen McRae’s performance is stunning, and well set-off by a lovely orchestral arrangement,” remarks James Morris. “Her interpretation is personal and warm, the words and phrases are beautifully shaped and colored, and she toys with the rhythmic structure while never threatening the basic integrity of the composition.”541 Nat Hentoff: McRae sang “just as she played [piano]—crisp, precise (you could hear the commas in the lyrics), with a sure, playful beat.”542

         
            
            Moanin’ (1958)—Art Blakey and His Jazz Messengers (written by Bobby Timmons) 

         Recorded on October 30, 1958 for the Blue Note album “Moanin’” (released in March 1959); song issued as a two-part single in early 1960, Blue Note 1735 (GHF, Jazz-#171, TM)

         Following the departure of pianist Horace Silver from the groundbreaking hard-bop combo the Jazz Messengers, drummer Art Blakey in 1957 assembled a new lineup; as was standard for Blakey, the group underwent additional personnel changes until he settled on a sensational new set of Jazz Messengers the following year: Benny Golson (tenor sax and musical director), Lee Morgan (trumpet), Bobby Timmons (piano), and holdover Jymie Merritt (bass). Morgan was a powerhouse soloist, and both Golson and Timmons provided the band with a series of engaging compositions that embodied the term “soul jazz.” Having moved from a brief tenure on Columbia back to Blue Note where the Messengers had electrified jazz lovers earlier in the decade, the group delivered one of its most celebrated albums. Its title track, Moanin’, described by Alyn Shipton as a “slow, groove-based number” in the style that would come to define the leader’s music, is rooted in gospel with a “prayer meeting” vibe and has the enormously catchy, melodic qualities that marked most of Timmons’ best work (such as the equally popular This Here). Even at a moderate tempo, the piece swings, and the musicianship is magnificent across its nine-and-a-half-minute length. Shipton cites “the extraordinary rapport that developed between Morgan and Golson in their ensemble or riff playing,” which was almost “telepathic” in nature.543 Tom Moon raves about Blakey’s “ability to stir sparks out of thin air,” and singles out Morgan’s “lip-slurring love letter” of a solo in this performance.544 In The History of Jazz, Ted Gioia remarks that with its evocation of early African-American call-and-response refrains, it “mesmerized” listeners.545

         
            
            Try Me (I Need You) (1958)—James Brown 

         Federal 12337

         Recorded on September 18, 1958; chart debut on November 10, 1958 (1 week at #1 on R&B chart, #48 pop) (DM-#328)

         
            Please, Please, Please had established James Brown as an R&B star, a status cemented by his electrifying live show and relentless touring; two years and nine flop records later, the similarly pleading ballad Try Me began the process of making him a crossover pop star. He was on the verge of being dumped by Federal/King owner Syd Nathan when this record hit; the desperation in his voice as he hoarsely begs his lover was palpable. Clearly rooted in gospel, the slow-tempo but fiery performance is accompanied by a studio band that includes jazz guitarist Kenny Burrell.546 Brown had to pay a disk jockey $1,000 to take the record to Dick Clark, but its showcase on American Bandstand helped it to break out.547

         
            
            Stagger Lee (1958)—Lloyd Price (written by Lloyd Price & Harold Logan) 

         ABC-Paramount 9972

         Chart debut on December 8, 1958 (4 weeks at #1 on pop chart, 4 weeks at #1 R&B); #7 in England (DM-#230, Blues-#371, RS, ACC)

         The Christmas 1895 shooting of Billy Lyons by “Stack” Lee Shelton in a St. Louis barroom was an event that inspired generations of black folklore and a succession of songs that culminated with Lloyd Price’s chart-topping Stagger Lee. As detailed in Cecil Brown’s book Stagolee Shot Billy, Shelton, a pimp who was also active in local black politics, shot Lyons with his .44 pistol after the latter had taken his Stetson hat. Shelton’s first trial ended in a hung jury, and he was convicted in a second trial. He was later freed, but died in prison following another crime.548 In 1910, folklorist John Lomax heard a song based on the incident being sung by black workers loading river freighters on the Memphis levee. The first recorded version was Stack o’Lee Blues by the great blueswoman Ma Rainey in December 1925. Several more variations quickly followed (including 1927 records by Frank Hutchison and Furry Lewis), of which the most enduring was Mississippi John Hurt’s haunting performance in December 1928.

         
            Louisiana-born Lloyd Price had heard the folklore and knew of the earlier recordings, but he would base his Stagger Lee on another version entirely. After Price scored a huge R&B chart-topper in 1952 with Lawdy, Miss Clawdy, he put his career on hold while serving in the U.S. Army from 1953 to 1956. Just Because provided him with a 1957 return hit, and then Price and business partner Harold Logan decided to rewrite a 1950 two-part version of the Lyons-Shelton saga by the New Orleans bluesman “Archibald” (who copyrighted his arrangement under his real name Leon Gross), a #10 R&B hit as Stack-a-Lee. Taking the structure of Archibald’s record, and incorporating bits and pieces of the 1920s blues, Price added an all-new introduction; in Mystery Train: Images of America in Rock ‘n Roll Music, Greil Marcus writes that the introduction “with the perfection of a haiku set the scene with extraordinary tension and grace.” “The night was clear / And the moon was yellow / And the leaves came tumbling down. …” From that point onward, Price’s band launches into a high-spirited, rocking beat driven by a wailing sax (and drummer Earl Palmer) as he tells the tale, the singer’s enthusiastic celebration of an urban bad man (he “shot that boy so bad / Till the bullet came through Billy and broke the bartender’s glass”) light years removed from the somber tone of John Hurt. When Price was booked onto American Bandstand, host Dick Clark suddenly decided the song would scandalize his young audience, so he had the singer redo the lyrics; instead of gambling and ending the night in murder, Stagger Lee and Billy merely argue about a woman, and both leave the place alive. ABC-Paramount immediately followed suit, pulling the original record and substituting the sanitized version. “Paradoxically,” remarks Marcus, “Price sounded even more impassioned than he had in the first place, and the band outdid itself.”549

         
            December 28, 1958: In “the greatest game ever played,” the Baltimore Colts with Johnny Unitas defeat the New York Giants in overtime, 23-17, to win the NFL championship.

         
            January 1, 1959: The comedy classic “Some Like It Hot” starring Marilyn Monroe premieres.

         
            
            (Night Time Is) the Right Time (1959)—Ray Charles (written by Nappy Brown, Ozzie Cadena, & Herman Lubinsky) 

         Atlantic 2010

         Chart debut on January 5, 1959 (reached #5 on R&B chart) (R&B-#299, DM-#303, TM)

         Nappy Brown had recorded (Night Time Is) The Right Time for Savoy in 1957, adapted from Roosevelt Sykes’ original version in April 1937 (Big Bill Broonzy’s 1938 version as Night Time Is the Right Time No. 2 is still better), and Ray Charles decided to make the number a showcase collaboration between himself and the Raeletts.550 With the other two girls wailing away hypnotically behind them, Ray and Margie Hendricks unleashed an incredibly sensual duet. As she cried out, “baby, baby—oh, baby!” with gospel-fired fervor, he responds, “The night time is the right time to be with the one you love.” Anyone who didn’t already know that Ray and Margie were having an affair would surely have guessed it from the overwhelming heat they generate together here,551 ably assisted by David “Fathead” Newman’s fervent alto saxophone solo.552 Robert Palmer writes that the Raeletts “brought a richer texture to Charles’s version, and instead of emulating Brown’s screaming emotional peak, the genius gave Margie Hendrix room to raise the rafters on her own terms.” Palmer also pointed out how Charles’ recordings of this period were moving R&B into a new era in a number of respects, combining “Texas lope and Kansas City swing” with New Orleans elements. “Charles’s mid-Fifties band arrangements seem much closer in concept to the Sixties idiom developed by James Brown’s bands than they do to the New Orleans R&B of the Fifties.”553 Dave Marsh remarks that because “the lyric expropriates so much gospel imagery that back in the Fifties, [the record’s eroticism] must have seemed almost unbelievably blasphemous.”554

         
            
            Wednesday Night Prayer Meeting (1959)—Charles Mingus and His Jazz Workshop Band 

         Recorded on February 4, 1959; from the Atlantic album “Blues and Roots” (released in 1960) (Jazz-#488)

         “Charles Mingus’s music came fully alive at the intersection where bop rebelled against itself and the avant-garde rebelled against the half-measures of rebellion,” suggests Gary Giddins in Visions of Jazz. “He was one of the handful of jazz composers who developed the small ensemble, contributed durable works to its repertoire, and enlarged its potential.”555 Ted Gioia (History of Jazz) writes that his music “was an aural equivalent of the sanctified church, delighting in a loosely structured give-and-take, electrified with evangelical zeal. This was a musical speaking in tongues, accompanied by hand clapping, improvised narrative, and other spontaneous outbursts.”556 
            Wednesday Night Prayer Meeting is the composer-leader-bassist’s powerful gospel blues in doubled-up 6/4 time, accompanied by his so-called “Jazz Workshop Band.” The Los Angeles-based workshop was his primary vehicle in the late 1950s for developing his compositions, as he sought (in Alyn Shipton’s phrase) to “create a body of work that would genuinely explore the whole gamut of human emotion.”557 The band on this album is one of Mingus’ most powerful; John Handy on alto sax has the track’s most dramatic solo, and fellow alto man Jackie McLean is another standout.

         (Other personnel: Willie Dennis & Jimmy Knepper, trombones; Booker Ervin tenor, sax; Pepper Adams, baritone sax; Horace Parlan, piano; and Donnie Richmond, drums)

         
            
            My Funny Valentine (1959)—Johnny Mathis 

         From the Columbia album Open Fire, Two Guitars (chart debut on February 9, 1959, peak position #4, 96 weeks)558

         Johnny Mathis singing top-drawer material with inspired orchestral arrangements during his prime years was always a pleasure, and placing his pristine voice in the company of two guitars (the very accomplished Tony Mottola and Al Caiola) plus bassist Milt Hinton, proved just as immensely appealing. The hushed, stripped-down setting gives Mathis room to weave his spell, especially with a great song such as this Richard Rodgers-Lorenz Hart classic. Open Fire was the seventh of his twelve consecutive Top Ten albums.

         
            
            Peter Gunn (1959)—Henry Mancini 

         RCA Victor 7460

         
            Music Vendor chart debut on March 2, 1959 (reached #84); from the album The Music from Peter Gunn (10 weeks at #1)559 (GHF, Trad-#111, Jazz-#287)560

         Henry Mancini had spent six years working on musical arrangements for Universal Studios when in 1958, with production slowing down, he was laid off. It proved a blessing in disguise. Producer Blake Edwards was preparing a television series about a stylish private detective, and recruited Mancini to write the score. The series (which premiered in September 1958 on ABC) became a modest hit, but it is best remembered for Mancini’s dynamic, hard-driving jazz soundtrack, a novelty for network TV at the time. Mancini recalled that in the 1950s, Hollywood studios were out of date regarding the musical recording technique. “We recorded Peter Gunn at Universal and when I told the engineers I wanted a microphone put on the drums, one on the piano and another on the bass, they looked at me as if I was crazy. They still thought in terms of a single mike hung over the orchestra. Well, my ‘orchestra’ was comprised of eleven men because that’s all we could afford. And I wanted those eleven men to be heard. I wanted people to be aware of musical detail in scoring.” He also made sure the musicians were accomplished jazzmen; nearly all had big band experience.561 In his autobiography, Mancini recalled: “The idea of using jazz in the Gunn score was never even discussed. It was implicit in the story.”562

         Al Schmitt served as engineer for the “Gunn” album, one of the first major successes in a career that would earn him eleven Grammy Awards and approximately 150 gold records (as either an engineer or a producer).563

         
            
            I Don’t Stand a Ghost of a Chance With You (1959)—Frank Sinatra (music by Victor Young, lyrics by Ned Washington & Bing Crosby) 

         Recorded on March 24, 1959 for the Capitol album No One Cares (chart debut on August 24, 1959, #2 peak)

         Bing Crosby was Frank Sinatra’s first idol as a singer, and sometimes it seemed that he put an extra level of inspiration behind his performances of songs that had been associated with Crosby. Bing had made Ghost of a Chance an instant standard with his 1932 original version for Brunswick. Victor Young was one of the most in-demand orchestra conductors of the 1930s on record and radio, and found time to compose some outstanding songs, most notably 1932s Street of Dreams and this beauty. Sinatra first recorded the tune for Columbia in 1947, and again on September 17, 1952 (Columbia 39882); his most famous rendition came seven years later with lush orchestration by Gordon Jenkins. Will Friedwald notes that this performance “contains a passage where the strings seem to verbalize the words ‘I know I must,” which Sinatra finishes with ‘I’m dreaming.’”564 Alec Wilder calls it “a very special, extremely tasteful ballad.”565

         
            
            The Twist (1959)—Hank Ballard and the Midnighters 

         King 5171

         Chart debut on April 6, 1959 (reached #16 on R&B chart; didn’t chart pop until 1960 reissue (July 18 debut, #6 R&B and #28 pop)

         The original of the epic Chubby Checker smash (written by Ballard) was initially just the flip side of the group’s hit Teardrops On Your Letter, the Midnighters’ first chart record in three and a half years after their initial Work With Me, Annie song cycle had run dry. Ballard “borrowed” the melody of the 1955 hit by Clyde McPhatter and the Drifters, Whatcha Gonna Do, and then paired it with new dance lyrics and a dynamic performance. Checker essentially copied Ballard’s vocal note for note, right down to some of Hank’s familiar vocal tics.566 This paved the way for a second wave of hits, including the 1960 smash Let’s Go, Let’s Go, Let’s Go.

         
            
            Black Land Farmer (1959)—Frankie Miller 

         Starday 424

         Recorded in c. 1957; chart debut on April 13, 1959 (reached #5 on C&W chart); same record charted again on July 17, 1961 (#16 C&W, #82 on pop chart) (C&W-#340)

         The emotionally resonant, gritty first-person narrative Black Land Farmer was one of the most delightfully surprising country chart hits of its time. Born December 17, 1930 in Victoria, Texas, in the south part of the state, Frankie Miller landed a recording contract with Gilt-Edge Records (a subsidiary of 4 Star) with the help of C&W star Hank Locklin and had five singles from a 1951 session before doing two years of military service in Korea. On returning home, he recorded for Columbia in 1954–1955, and in 1959 signed with Starday, whose owner Don Pierce had admired the artist’s previous work.567 His first release for Starday, Black Land Farmer, became his first charted record; he had recorded the number a couple of years earlier, and unsure of its commercial appeal, did nothing with it until selling the master to Pierce. The fact that such an intimate, folkish performance (mainly just vocal and guitar, with a slight Sun Records-like echo effect, and the singer’s brother playing a cocoanut shell) could become such a major hit at a time when the country was struggling to come to terms with the Rock Era was enormously encouraging. In fact, the song was reissued to become a hit again two years later. Dick Spottswood remarks that Bill Quinn’s low-fidelity Gold Star studio in southeast Houston, where the track was recorded, adds much to its atmospheric sound.568 
            Family Man gave Miller another Top Ten country hit in late 1959, and he released a total of some fifty sides on Starday over a seven-year period. Miller describes his song’s hero as “the luckiest man that was ever born.” When he’s digging in the earth and breaking up the sod, “I feel like I’m getting closer to you, God. … When the Lord made me, he made a black land farmer.”

         
            
            Freddie Freeloader (1959)—Miles Davis Sextet 

         From the Columbia album Kind of Blue

         Recorded on April 22, 1959; Cash Box chart debut on October 3, 1959 (peak position #27) (Jazz-#166)

         The 12-measure blues Freddie Freeloader was the first song recorded for Miles Davis’ landmark album Kind of Blue, and the second selection on the album as issued. “Of all the tracks that would endow the album with its bittersweet aspect, Freddie Freeloader was the least melancholy,” writes Ashley Kahn. The inspiration for the number was Fred Tolbert, a colorful street character who worked as a bartender at a Philadelphia bar, survived largely on handouts, and had a business card that read simply “Freddie the Freeloader.” He got to know Davis when he worked the bar at the hotel where the band played in Philly, and when he moved to New York he became an errand-runner for Miles. If “the remainder of the album was conceived around the subtle moodiness of Bill Evans’ piano, Freddie Freeloader stands out as a showcase of [pianist Wynton] Kelly’s more upbeat, hands-on-the-tiller effect.” As Kelly completes his solo, Davis enters into his supremely relaxed solo, with Kelly playing buoyant blues notes underneath. Miles’ improvisation hits a “startling moment” about two-thirds of the way through as he stops and drops to a lower register in his horn, sounding almost like a reed instrument.569 He’s followed by tenor saxophone master John Coltrane, whose remarkably powerful tone (writes Kahn) was such that the engineer had to quickly turn down the knob to maintain a proper balance. However, Trane sustains a largely reflective mood in his solo to match the tune’s restrained quality. Without missing a beat, Cannonball Adderley on alto sax takes over with an improvisation that briefly quotes from Junior Parker’s R&B hit Next Time You See Me.

         
            
            All Blues (1959)—Miles Davis Sextet 

         From the Columbia album Kind of Blue

         Recorded on April 22, 1959 (Jazz-#155)

         
            All Blues had been written by Miles Davis in 4/4 tempo, but as his group played in live performance over a six-month period before recording it, the piece evolved (including contributions from Gil Evans) to a 6/8, twelve-measure blues, clocking in at eleven and a half minutes as the longest track on Miles’ most celebrated album Kind of Blue.570 Bassist Paul Chambers is central to the song for the jaunty eight-note background riff he plays throughout as a connective tissue between the solos. In Kind of Blue: The Making of the Miles Davis Masterpiece, Ashley Kuhn cites its “waltz-like bounce, emphasized by a playful bass figure and a gospel-inspired inflection from [pianist Bill] Evans: an insistent, diatonic vamp” jumping between two chords. The 6/8 time signature happens to be a typical African rhythm and the foundation for most Afro-Cuban music; before the piece was given a title, it was referred to as “African.” Miles’ solo, remarks Kahn, is “one of his most carefree improvisations on the album, rhythmically playful and dynamic.”571 He’s followed by Cannonball Adderley (alto sax) and then John Coltrane (tenor sax). Evans’ improvisation has a hypnotic quality as he follows a repetitive modal path, but also builds the energy level, before the full ensemble returns. In performances like this, suggests Wilfrid Mellers, “the fervent yet quiet modal arabesques and the pitch distortions link the sorrow of 20th-century urban man to the centuries-old sorrow of a civilization grown hoary.”572 Jack Chambers proclaims All Blues and the album’s centerpiece So What as “purely and simply masterpieces.”573

         
            May 4: At the first Grammy Awards ceremonies, winners include Henry Mancini and Ella Fitzgerald.

         
            
            Naima (1959)—John Coltrane 

         Recorded on May 5, 1959 for the Atlantic album Giant Steps (released in March 1960) (Jazz-#209)

         John Coltrane was a man of many musical facets: fierce and passionate, yet also deeply spiritual and serene. Naima shows the latter side of the great tenor saxophonist, a gorgeous, contemplative ballad, named for his wife (as was another song from the Giant Steps album, Syeeda’s Song Flute, as Syeeda was her Muslim name). The track was first recorded on March 26, 1959, with a combo including pianist Cedar Walton, but Coltrane was dissatisfied. The commercially issued version has Wynton Kelly on piano (Tommy Flanagan is the pianist on the rest of the album), with Paul Chambers (bass) and Jimmy Cobb (drums). Ted Gioia remarks that the composition is built on repeated notes, but “over this static anchor, Coltrane constructs a lush harmonic superstructure marked by ingenious ways of creating tension and release. The melody itself is austere, a call to prayer or meditation”—one reason, perhaps, why it stayed in the artist’s live repertoire to the end of his too-short life.574

         
            
            Goodbye Pork Pie Hat (1959)—Charles Mingus 

         Recorded on May 12, 1959; from the Columbia album “Mingus Ah Um” (released in November) (Jazz-#309)

         While most renowned for his intensely swinging up-tempo compositions, Charles Mingus could also write and perform ballads with the best in jazz, and the beautiful Goodbye Pork Pie Hat, his warm tribute to tenor saxophone great Lester Young just weeks after Young’s death in March 1959, is the most famous demonstration. In The History of Jazz, Ted Gioia notes that despite the wide range of musical influences on the composer-bandleader-bassist, “his music neither sounded derivative or imitative, nor showed the slightest taint of artifice. Whether playing a down-home blues, a silky ballad, an abstract tone poem, a New Orleans two-step, or a free-wheeling jam, his work was immediately identifiable, bearing the unique stamp of Charles Mingus.” While most jazz musicians “typically treat the blues form as a generic set of blowing changes, Mingus transformed the twelve-bar choruses into true compositions.”575

         
            Haitian Fight Song (1957) was an early indication of this approach, and Goodbye Pork Pie Hat was another brilliant example of the blues as the departure point for a fully developed song. It’s slow, elegant, and deeply felt, with the somber theme appropriately led by the four-man sax section. “From the sinuous, weaving opening, with the combined tenors of John Handy and Booker Ervin, to Handy’s exquisite, mournful solo, the piece is a masterpiece of combined restraint and feeling,” declares Alyn Shipton.576

         
            (Personnel: Mingus, Handy, and Ervin; Shafi Hadi, tenor sax; Pepper Adams, baritone sax; Willie Dennis & Jimmy Knepper, trombones; Horace Parlan, piano; and Dannie Richmond, drums)

         
            
            How I Got Over (1959)—The Swan Silvertones 

         Recorded for Vee-Jay on May 12, 1959

         This is a sensational performance of the gospel classic written by Herbert Brewster and most associated with Clara Ward and the Ward Singers. The Swan Silvertones recorded How I Got Over during the same session as their masterpiece Mary Don’t You Weep. Lead singers Claude Jeter and Louis Johnson are in magnificent form, along with baritone John Myles and bass singer William “Pete” Connor. Jeter, writes Craig Werner, “turns the song into a high-energy expression of how individual brilliance can merge with a highly structured, polished background; change a couple of lyrics and the Swans’ version could have been a Motown hit.”577

         
            
            Congeniality (1959)—Ornette Coleman 

         Recorded on May 22, 1959 for the Atlantic album The Shape of Jazz to Come (released in November)

         For a generation of adventurous young jazz musicians who came of age after bebop, hard bop, and cool jazz, looking for new musical terrain to explore, alto saxophonist Ornette Coleman was one of the primary trailblazers. For every listener who shook his/her head in bewilderment after listening to Coleman’s more exotic experiments, there was another who was thrilled and inspired. On the Fort Worth, Texas-born artist’s third album (and first for Atlantic), The Shape of Jazz to Come, he is still sufficiently rooted in jazz traditions to engage fans with mainstream tastes, while showing hints of the boldness to come. Congeniality is a strongly swinging number with darker tones than the title might imply. Nearly all of Coleman’s best work combines intricate construction with room for wide-ranging individual creativity. (As the father of “free jazz,” leaving ample room for personal expression is central to his philosophy.) Martin Williams: “As one motive appears it is turned, developed, elaborated, or condensed until it yields another of itself, or yields to another motive from Coleman’s imagination.”578 John S. Wilson raved about the music that “pours out of this disc—creativity in strong, concentrated waves.”579 Key to its success is the seamless interplay between Ornette, Don Cherry (trumpet), Charlie Haden (bass), and Billy Higgins (drums); the leader and Cherry, in particular, are often said to have a “telepathic” partnership.

         
            
            What a Diff’rence a Day Makes (1959)—Dinah Washington (music by Maria Grever, English lyrics by Stanley Adams) 

         Mercury 71435

         Chart debut on May 25, 1959 (reached #8 pop, #4 R&B) (GHF, Jazz-#239)

         One of the most enduringly popular female R&B singers ever, Dinah Washington’s “penetrating, high-pitched voice, incredible sense of drama and timing, crystal clear enunciation, and equal facility with sad, bawdy, celebratory or rousing material enabled her to sing any and everything with distinction,” write Ron Wynn and Dan Morgenstern.580 She was born Ruth Lee Jones on August 29, 1924 in Tuscaloosa, Alabama, grew up in Chicago, and got her start in gospel singing in a duo with her mother and playing piano in Sallie Martin’s nationally known gospel choir. She began singing secular material in clubs, and after being discovered by manager Joe Glaser and hired by bandleader Lionel Hampton, she was given her new stage name. Singing with Hampton from 1943 to 1946, she scored a major race-records hit with the salacious Blow-Top Blues, and in the same vein began producing hits under her own name on the Keystone label such as Evil Gal Blues. After signing with Mercury in 1948, Dinah greatly expanded her repertoire, recording everything from blues to mainstream pop to jazz. But even with 40 R&B chart hits before 1959, she had made little impression on the pop charts until this record.

         
            What a Diff’rence a Day Made (the original title in past tense) began as a Mexican tango called Cuando Vuelva a Tu Lado. Its composer, Maria Grever, was born of Mexican parents and grew up in Spain. The tune was recorded by a number of artists in 1934, the most successful being the Dorsey Brothers Orchestra’s version with vocal by Bob Crosby, and was revived ten years later by Mexican-American singer Andy Russell. Dinah had previously recorded plenty of pop ballads (such as Time Out for Tears and Teach Me Tonight), so the slow, lushly orchestrated romanticism of What a Diff’rence a Day Makes is a comfortable fit for her style. Arnold Shaw, then creative head of the publisher E. B. Marks Music and later the author of the R&B history Honkers and Shouters, brought the song to Mercury’s East Coast A&R director Clyde Otis and suggested that Dinah record it. Surprisingly, Otis (at the time the only top-level black executive at a mainstream label) had to talk her into doing the song with its slick arrangement; as on many of her recordings, she nailed the performance in just one take.581 The record was the first of twenty-one pop hits that Dinah would enjoy from 1959 until her death (after a turbulent life with seven marriages and a reputation for hard drinking) in December 1963.

         
            May 25: Showing the growing impact of stereo sound in the music industry, “Billboard” for the first time separates its album charts into monophonic LPs and stereophonic LPs.

         
            
            The Long Black Veil (1959)—Lefty Frizzell (written by Danny Dill & Marijohn Wilkin) 

         Columbia 41384

         Recorded on March 3, 1959; chart debut on June 8, 1959 (reached #6 C&W)

         (C&W-#127, HBN-#222)

         A musical ghost story with such a timeless folk quality that many listeners assumed it was an ancient traditional number, Long Black Veil gave Lefty Frizzell perhaps the most unforgettable song of his career. Born William Orville Frizzell in Corsicana, Texas, on March 31, 1928 and raised in El Dorado, Arkansas, he was the son of an itinerant oil well driller whose family also spent much time in Oklahoma. By his late teens, he had formed a band and was performing in clubs throughout central Texas. It was the original song If You’ve Got the Money, I’ve Got the Time that enabled Dallas studio engineer/producer Jim Beck to convince Columbia Records to sign the artist in 1950, and the coupling of that song with I Love You a Thousand Ways gave him a debut record for the ages, with both sides hitting #1 on the country charts. He was one of the country’s dominant musical forces for the next few years, but then his career stalled, a process exacerbated by his constant battles with the Nashville music establishment, leading him to quit the Grand Ole Opry and move to California. From early 1955 until November 1958, he was entirely absent from the country charts—out of frustration that Columbia wasn’t releasing what he regarded as his best songs, he largely stopped writing and recording. Then the Marty Robbins composition Cigarettes and Coffee Blues brought him part of the way back, and Long Black Veil returned him to the top reaches of the C&W world.

         The opportunity came, reports Stephen Thomas Erlewine, because he had just begun working with Jim Denny’s Nashville-based Cedarwood publishing company, which delivered Long Black Veil. Danny Dill, the song’s cowriter (and later the coauthor of the Bobby Bare smash Detroit City), said he studied collections of ballads and folk songs to internalize the style of traditional Anglo-Celtic narratives, and, indeed, one can hear echoes of various venerable ballads. (Two more recent inspirations were the Red Foley gospel song God Walks These Hills with Me, and the probably-apocryphal accounts of a mysterious woman in black who regularly visited Rudolph Valentino’s grave.) The tale of a man sentenced to death for a murder he didn’t commit was given amplified power by a final verse that explained why he didn’t reveal the truth about what happened: “I spoke not a word though it meant my life / I’d been in the arms of my best friend’s wife.” Dill said the inspiration came to him in the middle of the night, “thus transforming a good song into a great one,” remarked Patricia A. Hall in the Journal of Country Music. He took his unfinished song to cowriter Marijohn Wilkin, who applied the finishing touches.582 David Cantwell describes it as “a gothic cheating song where love and guilt stretch beyond the grave and mourning never ceases. Over a haunting, barren arrangement, Frizzell foregoes his trademark melisma, and the effect is eerie as the final image”: “Sometimes at night, when the cold wind moans / In a long black veil, she cries o’er my bones.”583

         
            
            M.T.A. (1959)—Kingston Trio (written by Jacqueline Steiner & Bess Hawes) 

         Capitol 4221

         Chart debut on June 15, 1959 (reached #15); from the album “The Kingston Trio At Large” (15 weeks at #1, 118 total weeks) (Folk-#139)
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               Figure 5.11Kingston Trio. Library of Congress, Prints & Photographs Division, LC-USZ62-113274.
            

         

         As the Kingston Trio (Dave Guard, Bob Shane, and Nick Reynolds) ruled the album charts in 1959 with three LPs seemingly in permanent residence in the Billboard Top Ten, the folk group scored its second smash single (following the chart-topping Tom Dooley) with the delightful M.T.A. Cowritten in 1948 by Bess Hawes, of the folk-archivist Lomax family, the humorous protest against a Boston subway fare increase served as the theme song for Boston mayoral contender Walter O’Brien of the Progressive party, who opposed the increase. O’Brien lost, but the song lived on.584 It uses the melody and basic structure of Henry Clay Work’s 1865 U.S. standard The Ship That Never Returned: “On a summer’s day, when the waves were rippled / By the softest, gentlest breeze / Did a ship set sail with its cargo laden / For a port beyond the seas. / Did she ever return? / No, she never returned / And her fate is yet unlearned. …” As detailed in the Frank C. Brown Collection of North Carolina Folklore and Vance Randolph’s Ozark Folksongs, Work’s hugely popular composition quickly inspired parodies, including The Train That Never Returned, which was also a partial inspiration for M.T.A. (Work’s tune was also borrowed for the 1920s country standard The Wreck of the Old ‘97.) Nick Reynolds’ most famous lead vocal is a spirited performance. “Oh, did he ever return, no, he never returned, and his fate is still unlearned / He may ride forever ‘neath the streets of Boston, he’s the man who never returned. …”

         
            
            I Loves You, Porgy (1959)—Nina Simone (music by George Gershwin, lyrics by Ira Gershwin & DuBose Heyward)585 

         Bethlehem 11021

         Recorded in December 1956; chart debut on June 22, 1959 (#2 on R&B chart, #18 pop) (GHF, Trad-#174, Jazz-#243, TM)

         The year 1959 was filled with some fascinatingly unlikely pop hits, including three of the year’s biggest: a thirty-one-year-old German tale of a brutal murderer (Mack the Knife), an ancient fiddle tune based on an 1815 battle, fitted with new lyrics (Battle of New Orleans), and an updated treatment of a folk-blues song about an 1895 killing (Stagger Lee). But perhaps none was as unlikely as the teen-oriented pop chart finding room for a highly sophisticated vocal/jazz piano trio revival of a ballad from George Gershwin’s 1935 folk opera Porgy & Bess, I Loves You, Porgy, as unforgettably rendered by Nina Simone. In a score packed with timeless songs (such as Summertime and It Ain’t Necessarily So), Harold Clurman suggested that its most characteristic numbers were the two love duets, Bess, You Is My Woman Now and I Loves You, Porgy. “They are almost hymns of longing, expressions of desire which transcend their personal objects.”586 Deena Rosenberg remarks that the first four notes of the song are similar to the first four notes of the bridge of Gershwin’s Someone to Watch Over Me—“a song that articulates the need for stability, caring, and protection that Porgy fills for Bess.”587

         Nina Simone had made Porgy a showcase in her repertoire since her July 1956 debut in Atlantic City, and it was one of the three tunes she recorded as a demo. Biographer David Brun-Lambert: “She instantly felt like the song had always been within her, as though it were written in her genes, to the point where as the years went by, she would always manage to find new hues and corners she didn’t even know existed every time she sang it.” Alan Light calls her 32-second piano solo “a marvel of fleet construction.”588 Like all of the fourteen tracks recorded for Bethlehem at a marathon 13-hour December 1956 session (accompanied by bassist Jimmy Bond and drummer Albert “Tootie” Heath), it was cut in a single take. The album Little Girl Blue was released in June 1958,589 with no 45 rpm single planned. But Philadelphia DJ Sid Mark fell in love with Porgy, playing it constantly, and this led other radio stations throughout the East Coast to pick up on it. Finally, Bethlehem president Syd Nathan released it as a single six months after the album.590 It would take several additional months before the record broke onto the national charts, soaring against all odds to the Top Twenty. It’s a gorgeous performance, imbued with both delicacy and strength, the beauty of her vocal matched by her quiet confidence at the keyboards.

         
         
            
            Desafinado (1959)—Joao Gilberto 

         From the Odeon album “Joao Gilberto Interpreta Tom Jobim”591 (World-#51)

         Antonio Carlos Jobim gave the world the gift of Brazilian samba and bossa nova, and the man who served as the ultimate interpreter of bossa nova—both through his gentle, vibratoless voice and his utterly distinctive staccato guitar style—was Joao Gilberto. While Jobim’s and collaborator Newton Mendonca’s Desafinado (the Portuguese title translating as “Off Key”) would achieve its greatest fame through the 1962 hit recording by Stan Getz and Charlie Byrd, its premiere performance was Gilberto’s 2-minute rendering on an Odeon 78 rpm single (with brief spoken introduction). The Bahia-born artist had made Jobim’s Chega de Saudade the landmark first bossa nova hit in 1958, and this served as a powerful follow-up. Ed Morales: “The harmonic variation employed by Gilberto on Desafinado was one of bossa nova’s revolutionary stratagems. While it sounded out of key, Gilberto was using a melodic shift that was a bit of a shock to listeners accustomed to a standard operatic style of singing. The song speaks about an imperfect guy in love with the perfect girl, with Gilberto demonstrating that his vocal ‘imperfection’ was extremely seductive.”592 The arrangement is simple but elegant, with flute also featured. Gilberto, writes Ben Ratliff, “translated the deep throb of samba into clean, confidential whispers, counterintuitive pop songs that swing quietly and sweetly.”593

         
            
            Wayfaring Stranger (1959)—Roscoe Holcomb 

         Recorded in 1959 for Folkways album Mountain Music of Kentucky (released in 1960) (SING)

         Roscoe Holcomb (born September 5, 1912 in the eastern Kentucky town of Daisy) was a quintessential Appalachian banjoist-singer whose piercing tenor originally inspired the term “high lonesome sound” that would later be applied to Bill Monroe and bluegrass in general. He had been performing informally for years for family, friends, and at the Old Regular Baptist Church, but from the outside world’s perspective was discovered by John Cohen (of the New Lost City Ramblers) on a field recording session in 1959 for Folkways.594 The twelve songs recorded at his home in the isolated locale of Daisy showed remarkable talent. Dave Shombert: “Roscoe sometimes played banjo in the clawhammer style, but more often used his own complex version of finger-picking, perfect for accompanying his vocals. His voice was the most compelling part of his music; he sang at the upper end of his vocal range, giving a strength and clarity to the songs that is difficult to describe.” Bluegrass legend Ralph Stanley, who later performed with him, said “you could feel the smell of woodsmoke in that voice.” The ancient Appalachian folk song Wayfaring Stranger is a perfect vehicle for his talents on solo vocal and banjo; it’s a haunting performance.595 596

         
            
            Misty (1959)—Sarah Vaughan 

         Mercury 71477

         Recorded in Paris on July 7, 1958; chart debut on July 20, 1959 (reached #106); B side of #7 hit Broken-Hearted Melody
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               Figure 5.12Sarah Vaughan. Library of Congress, Prints & Photographs Division, LC-USZ62-111593.
            

         

         Three months before Johnny Mathis debuted on the charts with one of the most romantic singles of the ages, Sarah Vaughan already had Misty one side of a single bound for the Top Ten. But while the excellent pop tune Broken Hearted Melody climbed the charts, Vaughan’s ravishing performance of the Erroll Garner composition was relegated to relative B-side obscurity. Only when the song became a legend did Sassy’s rendition become widely known. She’s accompanied by Quincy Jones’ orchestra, including Zoot Sims as one of four saxophonists, Michel Hausser (vibes), and strings.

         
            
            Love Potion No. 9 (1959)—The Clovers (written by Jerry Leiber & Mike Stoller) 

         United Artists 180

         Chart debut on September 14, 1959 (reached #23 on pop chart and #23 R&B) (RHF, R&B-#136)

         One of the key groups of 1950s R&B, the Clovers were formed in 1946 at Washington, D.C.’s Armstrong High School by John “Buddy” Bailey (lead singer), tenor Matthew McQuater, baritone Harold Lucas, and bass singer Harold Winley, with Bill Harris (guitar). They had an unsuccessful single in 1950 for a small New York company before signing with Atlantic. Under the tutelage of Jesse Stone, the group racked up 20 R&B chart hits for that label from 1951 to 1956, including three soul chart-toppers and the classic One Mint Julep. When this run of success finally ended, they moved on to United Artists. One final moment of glory awaited them, the delicious Love Potion No. 9. Jerry Leiber and Mike Stoller had written the song for the Coasters, the group they’d taken to massive success the previous few years, when (as Ken Emerson explains) an old friend called. Lou Krefetz managed the Clovers, and the group was desperate for a hit. The songwriters produced the Clovers’ performance of the hilarious character-driven story song; the record skillfully replicates the panache the Coasters would have brought to the tale.597 After this last hurrah, the Clovers split into two separate groups and recorded sporadically for various other labels without another hit.

         
            
            Where Will This End? (1959)—Buzz Busby and the Bayou Boys (written by Buzz Busby & Hope Harlow) 

         Starday 45-452

         Released in September 1959

         The group that made the Washington, D.C., area a national center for the best in bluegrass produced one of its most intense songs, featuring high-lonesome bluegrass harmonies and passionate playing, with Where Will This End. Bernarr Busbice was born on September 6, 1933 in Eros, Louisiana, the youngest of nine children on a struggling family farm. Coming to Washington, after high school and landing a job at the FBI, the young mandolin player-singer-songwriter plunged into the thriving local country music scene (which also included a young Patsy Cline and Roy Clark). He and fiddler Scotty Stoneman played in Mac Wiseman’s band in 1953, and for several months in 1954–1955 Buzz hosted his own local TV show that helped popularize bluegrass in the area. The Bayou Boys cut their first singles for the Sheraton label, then moved to the Louisiana-based Jiffy Records, and finally Starday, the foremost label for bluegrass artists in the late 1950s. Bill Emerson (banjo) and Charlie Waller (vocals & guitar) played with Busby in early 1957; it was a July 4, 1957 car accident injuring Busby, and requiring a period of convalescence, that led Emerson and Waller to form their landmark group the Country Gentlemen (under the coleadership of John Duffey) that summer to fill out the show dates that Busby was unable to make.

         
            Where Will This End, recorded (like most of the band’s repertoire) in the Takoma Park section of Washington, D.C., features the classic Busby lineup with Stoneman, Emerson, Bill Harrell (harmony vocal and lead guitar), and Roy Self (baritone vocal and string bass).598 Busby’s songs, writes Christopher Flores, “were forged by a harsher geography [than sentimental country ballads]—a place where, without family and community, nothing could be trusted for support or comfort, save alcohol and music. Busby spoke to the country boy lost in the city, trying to make a life in an environment often colder and more lonesome than the mine shafts and sprawling fields back home.”599 After making a few more outstanding records in the 1960s, Busby’s subsequent career was mostly a sad one with addictions to both alcohol and amphetamines. A nineteen-track CD containing his best work for Starday, including this gem, was issued after the artist’s death in January 2003.

         
            
            Where or When (1959)—Tony Bennett (music by Richard Rodgers, lyrics by Lorenz Hart) 

         Recorded on October 28, 1959; from the 1961 Columbia album Tony Sings for Two

         The fall of 1959 was a remarkable time in the career of Tony Bennett. On October 28, two weeks before his classic recording of Harold Arlen’s Last Night When We Were Young, and on the same session as his definitive rendering of My Funny Valentine, he laid down perhaps the finest performance of another Rodgers and Hart masterpiece, Where or When. Accompanied by just Ralph Sharon on piano, he demonstrated once again the union of a great voice with a deep understanding of impeccably crafted words and melody.

         Like Valentine, Where or When is from the score of the 1937 Broadway musical Babes In Arms, introduced in the show by Mitzi Green and Ray Heatherton. Hal Kemp and his orchestra had the hit recording of the song, with subsequent versions by Judy Garland (in the 1939 movie version of the show) and Lena Horne (in the 1948 Rodgers & Hart biopic Words and Music), among many others. Alec Wilder cites the number’s “unprecedented” octave and a half leap at the conclusion.600 But Lorenz Hart’s lyric is the song’s most exceptional element. The writers reported receiving letters from psychology professors stating that the song was valuable to them in lectures on the subject of feeling displacement, the certainty that one has been in the same place or situation before but being unable to recall the details. The lyric, writes Deena Rosenberg, “speaks directly to a feeling of wonder and fright; singing and hearing it represented provides relief.”

         
            
            A Sleepin’ Bee (1959)—Tony Bennett (music by Harold Arlen, lyrics by Truman Capote & Harold Arlen) 

         Recorded for Columbia on October 28, 1959

         Novelist Truman Capote had won the O. Henry Award in 1950 for his short story House of Flowers about a romance and a colorful cast of characters at a bordello in Haiti, and three years later, while contributing to the script of the John Huston film Beat the Devil, adapted his story into a play. As detailed by Arlen biographer Edward Jablonski, producer Arnold Saint Subber loved it, and sent a copy to composer Harold Arlen with the idea of making it into a musical. Amazingly, Capote claimed he’d never heard of the Over the Rainbow composer; by contrast, Arlen had read the author’s Other Voices, Other Rooms. It proved to be an arduous project; for the first three months, Capote (living in Italy) sent scenes and scraps of lyrics, and California-based Arlen in response would ship acetate recordings of suggested melodies. The first song produced by this long-distance collaboration was a song suggested to Arlen by a Haitian folk belief from Capote’s story: If you catch a bee and hold it with your closed hand, thinking of your love, and the bee does not sting, then you have found your true love. Completing A Sleepin’ Bee was a lengthy back-and-forth process until the two men finally met for the first time in early 1954 and finished the score at Arlen’s new home on New York’s Park Avenue.601 The show had its Broadway opening on December 30, 1954; despite praise for the songs, it closed less than five months later.

         But A Sleepin’ Bee—introduced in the show by nineteen-year-old Diahann Carroll—lived on. Surprisingly, Arlen had originally written the melody for A Star Is Born, the classic Judy Garland film whose score he had largely completed before starting House of Flowers. Nevertheless, James Morris notes that its distinctive nature—“unconventional in its extended range and in the detached quality of its phrases”—seems tailor-made for this lyric. In Classic American Popular Song: The Second Half-Century, 1950–2000, David Jenness and Don Velsey call A Sleepin’ Bee “one of the greatest ballads of the half-century.” The song, they note, “has an extraordinary glowing quality, achieved by the most minimal means, like raising by one step the highest tone of the voice line in the second four bars, as compared with the first four.”602

         Tony Bennett’s recording of the uniquely delicate, lovely tone poem is definitive. Morris: “He moves from hushed whisper to full, open sound with little effort and great discretion, using a free rhythmic approach exactly in keeping with Arlen’s melodic intentions and superbly partnered by pianist Ralph Sharon.”603

         
            
            He’ll Have to Go (1959)—Jim Reeves (written by Joe Allison & Audrey Allison) 

         RCA Victor 7643

         Recorded on October 15, 1959; chart debut on December 7, 1959 (14 weeks at #1 on C&W chart, 3 weeks at #2 pop); #1 (4 weeks) in Australia, #1 in Canada, #36 in England604 (C&W-#30, GHF, HBN-#228, DMDB)

         Country music’s shift toward smooth pop flavoring found one of its most successful exponents in Jim Reeves. Born August 20, 1923 in Panola County, Texas, he first recorded in 1950, worked during the early 1950s as a DJ in Shreveport, Louisiana, and scored a giant debut country hit in 1953 with the chart-topping Mexican Joe. His greatest success came after moving to RCA Victor in 1955. Modifying his vocal style to a mellower approach, he achieved his first big pop crossover hit in 1957 with Four Walls. Songwriter Joe Allison recalled the genesis of He’ll Have to Go: “My wife has a very soft voice, and when I used to call home I couldn’t hear her. I’d have to say, ‘If you don’t talk louder, put your mouth closer to the phone.’ I came home one day and she had the first line of the song written.” [“Put your sweet lips a little closer to the phone.”] “I sat down and we finished it and gave it that title. It’s a lost love song, but it’s a positive approach to the problem.”605 Billy Brown’s original recording of the song in early 1959 went nowhere; Reeves made it a phenomenon. Bill Malone notes that the piece is conventionally country, but his “smooth, caressing” vocal, the instrumental arrangement, and vocal chorus by Anita Kerr’s quartet place it firmly in the “country pop” vein.606 Backing Reeves’ lead and guitar (and supervised by Chet Atkins) are Nashville’s finest: Floyd Cramer (piano), Hank Garland (guitar), Bob Moore (bass), Buddy Harman (drums), plus Marvin Hughes (vibes). Reeves was still one of country’s hottest artists (including a huge overseas following) when he was killed in a plane crash on July 31, 1964; during the next few years, he scored six posthumous country chart-toppers, and his recordings continued to hit the charts into the 1980s.

         
            
            Harlem Nocturne (1959)—The Viscounts 

         Madison 123

         Chart debut on December 28, 1959 (reached #52, 16 weeks); same recording reissued as Amy 940, charting on October 30, 1965 (#39 peak) (DM)

         “Greasy, menacing, and sultry, Harlem Nocturne is a classic in every sense,” writes Colin Escott. The ultimate big-city sensual ode to the forbidden pleasures of the night (composed by Earle Hagen) was given its greatest performance by the Johnny Otis orchestra in 1945 (one of the most erotic pop recordings ever), and further popularized in the late 1940s as the theme song for the Randy Brooks orchestra, but the Viscounts brought the Earle Hagen composition to its widest audience.

         Inspired by saxophonist Earl Bostic’s 1956 version on King 4978, the Viscounts, remarks Escott, “stripped some of the harmonic complexity, and added atmosphere, attitude and drama.” The New Jersey-based group (not to be confused with a different Viscounts that had cut a 1957 single for Mercury) comprised Harry Haller (tenor sax), brothers Bobby (guitar) and Joe Spievak (bass), Larry Vecchio (organ), and Clark Smith (drums). Let Escott describe it: “Joe Spievak’s two-note bass lick is a fabulous underpinning, while brother Bobby provides the shimmering echo-plexed guitar. Mallets on the cymbal add a nice Gothic touch, but it’s Henry Haller’s moody sax that really establishes the back alley feel.”607 It’s a powerfully dark, mysterious rendition that’s not even diminished by a surprisingly abrupt ending.
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            1960–1964

         
            
                Theme from “A Summer Place” (January 11, 1960)—Percy Faith and His Orchestra

            
                Let It Be Me (January 11, 1960)—Everly Brothers

            
                So Many Roads, So Many Trains (January 1960)—Otis Rush

            
                West Coast Blues (January 26, 1960)—Wes Montgomery Quartet

            
                The Work Song (February 1, 1960)—Cannonball Adderley Quintet

            
                Jin-go-lo-ba (Drums of Passion) (February 15, 1960)—Babatunde Olatunji

            
                This Land Is Your Land (February 22, 1960)—The Weavers

            
                You Go to My Head (March 1, 1960)—Frank Sinatra

            
                The First Time I Met the Blues (March 2, 1960)—Buddy Guy

            
                Doggin’ Around (April 4, 1960)—Jackie Wilson

            
                Ain’t No Grave Gonna Hold My Body Down (April 8, 1960)—Odetta

            
                Cathy’s Clown (April 18, 1960)—Everly Brothers

            
                Wonderful World (May 9, 1960)—Sam Cooke

            
                I’m Sorry (May 30, 1960)—Brenda Lee

            
                Theme from “Psycho” (June 16, 1960)—Bernard Herrmann/Motion Picture Theme

            
                La Barca (The Boat) (1960)—Lucho Gatica

            
                Barbara Allen (1960)—Jean Ritchie

            
                Walking to New Orleans (July 11, 1960)—Fats Domino

            
                Walk, Don’t Run (July 18, 1960)—The Ventures

            
                It’s Now or Never (July 18, 1960)—Elvis Presley

            
                Tell the Truth (August 8, 1960)—Ray Charles

            
                You Go to My Head (August 22, 1960)—Frank Sinatra

            
                Save the Last Dance for Me (September 5, 1960)—The Drifters

            
                Stay (September 26, 1960)—Maurice Williams and the Zodiacs

            
                Peter Gunn (October 10, 1960)—Duane Eddy, His “Twangy” Guitar, and the Rebels

            
                My Favorite Things (October 1960)—John Coltrane Quartet

            
                Theme, “The Magnificent Seven” (October 23, 1960)—Elmer Bernstein

            
                The Magnificent Seven (December 5, 1960)—Al Caiola and His Orchestra

            
                All My Trials (November 1960)—Joan Baez

            
                Night Life (late 1960)—Willie Nelson

            
                Please Come Home for Christmas (December 26, 1960)—Charles Brown

            
                I Just Want to Make Love to You (January 16, 1961)—Etta James

            
                Dedicated to the One I Love (January 23, 1961)—The Shirelles

            
                I Pity the Fool (February 6, 1961)—Bobby Bland

            
                Hide Away (March 6, 1961)—Freddy King

            
                Hello Walls (March 20, 1961)—Faron Young

            
                Daddy’s Home (March 27, 1961)—Shep and the Limelites

            
                Big Boss Man (May 1, 1961)—Jimmy Reed

            
            
                Hello, Mary Lou (May 1, 1961)—Ricky Nelson

            
                Quarter to Three (May 22, 1961)—Gary “U.S.” Bonds

            
                Rainin’ In My Heart (May 22, 1961)—Slim Harpo

            
                The Red Rooster (June 1961)—Howlin’ Wolf

            
                Round Midnight (June 23, 1961)—Ella Fitzgerald

            
                Waltz for Debby (June 25, 1961)—Bill Evans Trio

            
                Last Night (July 3, 1961)—The Mar-Keys

            
                It Was a Very Good Year (July 3, 1961)—Kingston Trio

            
                Michael (July 10, 1961)—The Highwaymen

            
                Battle Royal (July 6, 1961)—Duke Ellington and Count Basie Orchestras

            
                Bright Lights, Big City (September 4, 1961)—Jimmy Reed

            
                Please Mr. Postman (September 4, 1961)—The Marvelettes

            
                Moon River (October 9, 1961)—Jerry Butler

            
                Gypsy Woman (October 16, 1961)—The Impressions

            
                Joy to the World (November 1961)—Louvin Brothers

            
                Turn On Your Love Light (December 4, 1961)—Bobby Bland

            
                The Wanderer (December 4, 1961)—Dion

            
                Where Have All the Flowers Gone? (January 20, 1962)—Kingston Trio

            
                Where Have All the Flowers Gone? (May 1962)—Pete Seeger

            
                She’s Got You (March 3, 1962)—Patsy Cline

            
                She Thinks I Still Care (April 14, 1962)—George Jones

            
                Night Train (April 14, 1962)—James Brown

            
                (The Man Who Shot) Liberty Valence (April 28, 1962)—Gene Pitney

            
                Born to Lose (May 12, 1962)—Ray Charles

            
                Watermelon Man (May 1962)—Herbie Hancock

            
                Boom Boom (May 26, 1962)—John Lee Hooker

            
                Twist and Shout (June 2, 1962)—Isley Brothers

            
                Breaking Up Is Hard to Do (June 30, 1962)—Neil Sedaka

            
                The Loco-Motion (June 30, 1962)—Little Eva

            
                You Don’t Know Me (July 28, 1962)—Ray Charles

            
                You Belong to Me (August 4, 1962)—The Duprees

            
                Do You Love Me (August 11, 1962)—The Contours

            
                Sherry (August 25, 1962)—The Four Seasons

            
                He’s a Rebel (September 8, 1962)—The Crystals

            
                You Are My Sunshine (November 17, 1962)—Ray Charles

            
                You’ve Really Got a Hold on Me (December 8, 1962)—The Miracles

            
                Cast Your Fate to the Wind (December 8, 1962)—Vince Guaraldi Trio

            
                Theme, “To Kill a Mockingbird” (December 25, 1962)—Elmer Bernstein

            
                Silent Night, Holy Night (December 29, 1962)—Mahalia Jackson

            
                I’m Old-Fashioned (January 5, 1963)—Ella Fitzgerald

            
                All the Things You Are (January 7, 1963)—Ella Fitzgerald

            
                Help Me (January 11, 1963)—Sonny Boy Williamson

            
                Turn! Turn! Turn! (To Everything There Is a Season) (January 1963)—Pete Seeger

            
                Walk Like a Man (January 26, 1963)—The Four Seasons

            
                In Dreams (February 9, 1963)—Roy Orbison

            
                Our Day Will Come (February 9, 1963)—Ruby and the Romantics

            
                He’s So Fine (February 23, 1963)—The Chiffons

            
                Lush Life (March 1963)—Johnny Hartman and John Coltrane

            
                You Are Too Beautiful (March 1963)—Johnny Hartman and John Coltrane

            
            
                Another Saturday Night (April 20, 1963)—Sam Cooke

            
                El Watusi (April 27, 1963)—Ray Barretto

            
                Who Do You Love (May 4, 1963)—Ronnie Hawkins

            
                Copper Kettle (May 1963)—Country Gentlemen

            
                One Fine Day (June 1, 1963)—The Chiffons

            
                Six Days On the Road (June 1, 1963)—Dave Dudley

            
                Blue Bossa (June 3, 1963)—Joe Henderson

            
                Memphis (June 8, 1963)—Lonnie Mack

            
                Fingertips, Part 2 (June 22, 1963)—Stevie Wonder

            
                Oh Death (June 26, 1963)—Dock Boggs

            
                Then He Kissed Me (August 17, 1963)—The Crystals

            
                Over the Rainbow (August 31, 1963)—Ray Charles

            
                Sally Go Round the Roses (August 31, 1963)—The Jaynetts

            
                Don’t Think Twice, It’s All Right (September 7, 1963)—Bob Dylan

            
                Don’t Think Twice, It’s All Right (September 14, 1963)—Peter, Paul, and Mary

            
                Blue Bayou (September 14, 1963)—Roy Orbison

            
                It’s All Right (September 28, 1963)—The Impressions

            
                Four Strong Winds (September 28, 1963)—Ian and Sylvia

            
                Can I Get a Witness (October 19, 1963)—Marvin Gaye

            
                In My Room (November 2, 1963)—The Beach Boys

            
                I’ll Be Around (November 6, 1963)—Tony Bennett

            
                Alabama (November 18, 1963)—John Coltrane

            
                Black Mountain Rag (November 25–26, 1963)—Doc Watson

            
                Do You Hear What I Hear? (November 30, 1963)—Bing Crosby

            
                There’s a Meetin’ Here Tonight (November 30, 1963)—Joe and Eddie

            
                Anyone Who Had a Heart (December 7, 1963)—Dionne Warwick

            
                The Sidewinder (December 21, 1963)—Lee Morgan

            
                Please Please Me (February 1, 1964)—The Beatles

            
                Hello, Dolly! (February 15, 1964)—Louis Armstrong

            
                The Way You Do the Things You Do (February 29, 1964)—The Temptations

            
                Ain’t Nothing You Can Do (March 7, 1964)—Bobby Bland

            
                Needles and Pins (March 7, 1964)—The Searchers

            
                Can’t Buy Me Love (March 28, 1964)—The Beatles

            
                My Boy Lollipop (May 23, 1964)—Millie Small

            
                I Get Around (May 23, 1964)—The Beach Boys

            
                Corcovado (June 6, 1964)—Stan Getz, Joao, and Astrud Gilberto

            
                Cantaloupe Island (June 17, 1964)—Herbie Hancock

            
                Time Is On My Side (July 4, 1964)—Irma Thomas

            
                Where Did Our Love Go (July 11, 1964)—The Supremes

            
                You Never Can Tell (August 1, 1964)—Chuck Berry

            
                Hey Nelly Nelly (August 1964)—Judy Collins

            
                Chimes of Freedom (September 19, 1964)—Bob Dylan

            
                My Back Pages (September 19, 1964)—Bob Dylan

            
                Leader of the Pack (October 10, 1964)—The Shangri-Las

            
                The Last Thing On My Mind (October 1964)—Tom Paxton

            
                Goin’ Out of My Head (November 7, 1964)—Little Anthony and the Imperials

            
                A Love Supreme—Part 1 (Acknowledgement) (December 9, 1964)—John Coltrane

            
                Infant Eyes (December 1964)—Wayne Shorter

            
                Downtown (December 19, 1964)—Petula Clark

         

         
            
            Theme from “A Summer Place” (1960)—Percy Faith and His Orchestra (written by Max Steiner) 

         Columbia 41490

         Recorded on September 11, 1959; chart debut on January 11, 1960 (9 weeks at #1); #2 in England, #4 in Canada1 (BILLB-#21, GHF, WASH-#33)

         It is a record very much of its era: a lush orchestral pop instrumental with a phalanx of strings unfolding a sweet romantic melody in relaxed waltz tempo. All logic of modern musical sensibilities would suggest that such a record would have faded, an echo of a slower, very different time. And yet Percy Faith’s Theme from a Summer Place scored even better on all-time radio listener surveys during the 1990s and beyond than it did during the 1970s and 1980s. Something about this record grabs hold and won’t let go; perhaps it’s the sheer peacefulness it evokes with wistful memories of lazy summer days without a care in the world.

         Toronto-born Percy Faith’s (April 7, 1908) budding career as a pianist was sidetracked after a tragic accident in which his sister’s clothing caught fire and he stamped out the fire with his hands. He turned to conducting, and served as a staff conductor for the Canadian Broadcasting Corporation starting in 1933. Faith came to the United States in 1940, and after being hired by Mitch Miller for Columbia Records in 1950 became the label’s leading orchestra conductor and arranger, on scores of hit records by Tony Bennett, Rosemary Clooney, Johnny Mathis, and others. He scored #1 hits in his own name in 1952 with Delicado, and a year later with Song from Moulin Rouge. Nearly seven years after the latter, he would do it again with another movie theme.

         One of the all-time great Hollywood orchestral composers, Max Steiner’s list of achievements includes the scores for King Kong (1933), Lost Horizon (1937), and above all, Gone With the Wind (1939). Following his score underlying the John Ford/John Wayne classic The Searchers (1956), A Summer Place (1959) was his last big triumph; the film was a soap opera of teen love at a resort featuring Sandra Dee and Troy Donahue.

         The Percy Faith record was released in late September 1959 (just 10 days after it was recorded, a remarkably quick turnaround), but it didn’t hit the Billboard chart until over three months later. But then there was no stopping it; its nine weeks at #1 would be matched in subsequent years only by the Beatles’ Hey Jude until the mark was finally surpassed in 1977 (and a number of times in the recent Soundscan Era). Summer Place was ranked as the #4 all-time favorite in combined Los Angeles radio surveys from 1956 to 1979, and #16 in 11 combined surveys by Washington, D.C.’s WBIG-FM from 1994 to 2004.

         
            
            Let It Be Me (1960)—Everly Brothers (music by Gilbert Becaud, English lyrics by Mann Curtis) 

         Cadence 1376

         Chart debut on January 11, 1960 (#7 pop)2; #13 in England (TM)

         Like their great inspirations from country music the Louvin Brothers and the Blue Sky Boys, Phil and Don Everly possessed close harmony voices of ethereal beauty, merging as one glorious musical instrument. On certain ballads, this quality was readily capable of conveying a hushed, prayer-like feeling of reverence. Never was this more true than on Let It Be Me.

         A reworking of a French song recorded in 1955 by Gilbert Becaud as Je T’Apparatiens,3 it received its first recording in English in 1957 by British actress Jill Corey. Don heard the song on a Chet Atkins album. “I said to Chet, ‘I love that melody. Is there a lyric?’ He said, ‘Yes, and it’s a great one.’”4 It was the first recording that the Everly Brothers made in New York rather than their home base of Nashville, and the first record on which they employed strings (eight violins and a cello), conducted by Archie Bleyer. By the time it hit the Top Ten, the Everlys had severed their spectacularly successful relationship with Cadence Records due to a dispute over royalty rates, moving to a great tenure with Warner Brothers. Naming this as one of his ten favorite vocal group records, Art Garfunkel marveled at this performance: “It made everything else sound toneless.”5 Don Everly: “It was one of the great songs of my lifetime.”6

         
            
            So Many Roads, So Many Trains (1960)—Otis Rush 

         Chess 1751

         Recorded in Chicago in January 1960 (Blues-#211)

         When an artist’s very first recording is both a popular hit and an instant classic, as was the case with Otis Rush with I Can’t Quit You Baby in 1956, it provides a tough act to follow, but four years later the blues guitarist-singer created an equal masterpiece in So Many Roads, So Many Trains. Something about making a debut recording for a label brought out the best in the Mississippi-born artist, as this was his initial effort for Chess after Cobra Records folded. “Few modern blues musicians employ such a tense, suspenseful style of playing as Rush,” writes W. K. McNeil in liner notes for the Smithsonian’s blues boxed set. “He holds notes for what often seems an interminable time, then ends the suspense with a fleet cluster of notes. He combines this technique with a crying, often falsetto voice, creating an intense sound that’s hard to forget.” Charles Shaar Murray calls this performance “shattering.”7 He’s accompanied by bassist Willie Dixon (who had helped Rush land his Cobra contract), Bob Neely (tenor sax), Lafayette Leake (piano), Matt Murphy (guitar), and Otis Payne (drums). Rush’s 1970 version of the song teaming with Albert King is comparably superb.

         
            
            West Coast Blues (1960)—Wes Montgomery Quartet 

         Recorded on January 26, 1960 for the Riverside album “The Incredible Jazz Guitar of Wes Montgomery” (released in August) (Jazz-#427)

         Proclaimed by Ralph Gleason “the best thing to happen to the guitar since Charlie Christian,” Wes Montgomery was born on March 6, 1925 in Indianapolis. After a 1948–1950 tenure with Lionel Hampton, he returned home and was off the national radar screen until forming his own trio, then creating a sensation with his 1958 recording debut. Joachim-Ernst Berendt and Gunther Huesmann: “He combined a fascinating, at the same time almost incomprehensible octave technique with hard and clear self-restraint,” and a feeling for the blues.8 
            West Coast Blues, arguably his most famous piece, opens and closes as a 6/8 waltz, and Montgomery’s soloing shifts to a 3/4. Ira Gitler gave this album (his third) a five-star review in the September 1, 1960 Down Beat. “Montgomery is one of the most completely satisfying jazz musicians to come to light in a long time. … His ability to communicate strong emotion without straining is a welcome thing these days.” This song, in particular, also showed him to be a potent composer. “West Coast Blues will knock you out. [It’s] a good example of how to swing in a time signature other than 4/4.” His stellar session mates added to the impact: Tommy Flanagan (piano), Percy Heath (bass), and drummer Al Heath (drums). Martin Williams calls the track “metrically tantalizing,” and remarks that his solo “is a structural wonder.”9

         
         
            
            The Work Song (1960)—Cannonball Adderley Quintet (written by Nat Adderley) 

         Recorded on February 1, 1960; from the Riverside album Them Dirty Blues (released in October)

         While the late 1950s and early 1960s was an exceptionally rich period for jazz from a creative standpoint, it was a difficult time commercially, with occasional exceptions such as Dave Brubeck, Miles Davis, and Ahmad Jamal. The Cannonball Adderley Quintet was in that select group of jazz combos that reached a wide audience, thanks to (in Chris Albertson’s words) its “use of highly melodic material imbued with more than a hint of gospel and blues flavoring, resulting in a sound that was both traditional and thoroughly modern.”10 Born on September 15, 1928 in Tampa, Florida, saxophonist Julian “Cannonball” Adderley played with Miles from 1957 to 1959; then, he and his (3 years younger) cornetist brother Nat Adderley (also born in Tampa) reformed their quintet, which quickly became one of the most successful in the business. The quintet also includes Barry Harris (piano), Sam Jones (bass), and Louis Hayes (drums). Nat’s compositions (including Sermonette and Jive Samba) were key assets of the combo, and Work Song is his classic. According to Adderley, in 1960, the piece was inspired by the sounds of a chain gang that paved the street in front of his home.11 Cannonball, Nat, and Harris each play three solo choruses, and the band plays the melody twice through. Singer Oscar Brown, Jr. would add lyrics to the tune, and Herb Alpert and the Tijuana Brass scored a 1966 pop instrumental hit with it, but the original remains definitive, soulful, and utterly infectious. Len Lyons praises Nat for his rhythmic drive, and Cannonball for his “joyful and optimistic” sound.12

         
            
            Jin-go-lo-ba (Drums of Passion) (1960)—Babatunde Olatunji 

         From the Columbia album Drums of Passion (recorded on August 14 and October 1, 1959; released on February 15, 1960); Cash Box chart debut on November 12, 1960 (#45 peak)13; also released as single

         When Carlos Santana borrowed and adapted world music songs for his band, he borrowed from the best: from Tito Puente for Oye Como Va, from Willie Bobo for No One to Depend On, and from Nigerian drum master Babatunde Olatunji for his very first hit, Jingo. Drums of Passion was a deeply influential, indeed legendary, album for its time, reputed to have been a multi-million-seller worldwide over a period of years.14 15 
            Jin-go-lo-ba was designed by Olatunji as a “symphonic drum drama,” with each drum “speaking a part.” As much as any track on the landmark album, it represented the “talking drums” tradition of West Africa, with intricate percussion patterns of multiple drums—in particular, an exchange between the “mother drum” (lya ilu) and the baby drum (omele). Drums, according to Olatunji, are a vehicle for the human spirit, and this philosophy animated his career for the next forty years.16 Primary drummers include Baba Hawthorne Bey, Roger “Montego Joe” Sanders, and Taiwo DuVal. The piece also features group vocal chants that Santana borrowed precisely. (Even before Santana recorded it, the number was covered by French star Serge Gainsbourg, under the title Marabout, for his 1964 album “Gainsbourg Percussions.”) Just as this number mesmerized hundreds of thousands of fans at Woodstock in 1969, it is perhaps even more hypnotic in this original performance.17 In 2009, to mark the iconic album’s fiftieth anniversary, Columbia issued a two-disk commemorative edition.18

         
            
            This Land Is Your Land (1960)—The Weavers 

         Vanguard 35009 (released in February 1960)19

         Pete Seeger and Lee Hays of the Weavers sang with Woody Guthrie in the seminal early 1940s folk group the Almanac Singers, and the three men became the icons of the folk movement of the immediate postwar years. The Weavers enjoyed one of their biggest hits with Guthrie’s So Long, It’s Been Good to Know Ya. One of the most unforgettable public performances of the ultimate Woody classic, This Land Is Your Land, came in 1955 when Seeger led an emotional audience singalong at the conclusion of a Carnegie Hall tribute to its ill creator, who was in the audience. Therefore, it is a historical curiosity that the group never recorded the song during its world-conquering years on Decca from 1949 to 1953, either commercially or in live performances issued on subsequent boxed sets. The explanation lies in the politically explosive nature of This Land during that period; some regarded it as an anthem for the dispossessed, and as the Weavers moved onto blacklists and finally off the airwaves entirely as McCarthyism fever took hold, the song may have been too hot to touch. (The same thing was true of The Hammer Song, aka If I Had a Hammer.)

         Finally, in 1960, a revised lineup of the Weavers put on record the folkie national anthem. Seeger had departed in 1957, succeeded by Erik Darling (who would later exit in 1961). With founding members Hays, Ronnie Gilbert, and Fred Hellerman, the quartet turns in a rousing performance. The Weavers disbanded with a farewell Carnegie Hall concert in 1964, until the emotion-packed final reunion in the same venue two decades later captured for posterity in a PBS documentary.

         
            
            You Go to My Head (1960)—Frank Sinatra 

         First recorded on July 30, 1945 for Columbia 36918; new version recorded on March 1, 1960 for the Capitol album Nice ‘n Easy (chart debut on August 22, 1960, 9 weeks at #1)

         Frank Sinatra first recorded the classic J. Fred Coots-Haven Gillespie torch song You Go to My Head in 1945, a playful Axel Stordahl arrangement that was emulated by other singers during the next few years.20 But his most memorable rendition was through the Nelson Riddle arrangement fifteen years later. It’s impossible to top Billie Holiday’s fabulous 1938 treatment, but the Chairman comes close. Ted Gioia calls it “a paean to romantic infatuation, packed with similes relating love to booze,” including references to champagne, burgundy, and a kicker of julep. “Indeed, this song comes closer than any tune I know to capturing in musical form the feeling of losing control.”21 Biographer James Kaplan compares Sinatra’s Columbia rendition—“beautiful, a wispy dream, like the curl of smoke from a wartime Lucky Strike”—with his 1960 classic, through which “the number turned from a thing of beauty to one of magnificence. It wasn’t just the timbre of Frank’s voice that had deepened; it was the song itself. Nelson’s trademark swirling strings and flute in the intro, followed by Frank’s deep, dark vocal, rendered You Go oceanic.”22

         
            
            The First Time I Met the Blues (1960)—Buddy Guy 

         Chess 1735

         Recorded on March 2, 1960 (Blues-#159)

         In case anyone was wondering where the next generation of great bluesmen who would follow in the footsteps of Muddy Waters, Howlin’ Wolf, and B. B. King would come from, the answer was provided on this date in the person of George “Buddy” Guy. Born July 30, 1936 on a farm near Lettsworth, Louisiana, Buddy made his own first guitar at thirteen from tin boxes and window screen wires, and after acquiring a proper instrument began accompanying such blues artists as Lightnin’ Slim and Slim Harpo in clubs around Baton Rouge. Having relocated to Chicago in 1957, he landed a contract with Cobra Records, for which he made four sides, and then began a productive seven-year stint with the foremost blues label, Chess, including service as session guitarist for Waters, Willie Dixon, and Koko Taylor, among others. The First Time I Met the Blues—the first Chess single under his own name—was the recording that fully announced the arrival of an important new artist.23

         The song had been introduced in 1936 under the title The First Time I Met You by the man who wrote it, Little Brother Montgomery; powerful as that recording was, Guy took it to a still higher level with (in Bill Dahl’s words) “whammy-bar-enriched guitar and shrieking, hellhound-on-his-trail vocals.”24 And appropriately, Montgomery himself served as the pianist for this session. Peter Guralnick described its “frenzied half-distracted tone through a kind of staggered gospel-flavored phrasing” that recalls Robert Johnson’s Preaching Blues. There is in Guy’s singing “a wildness, an intensity which is almost frightening in its insistence.”25 The combo also includes Chess stalwart Fred Below (drums), with three saxophonists adding to the mix.26 W. K. McNeil: “His screaming vocal, in which he seems to be straining at the very limits of his voice, imparts an eerie quality to the piece.” “When it came out, some people said I sounded like B.B. King, and I took that as a compliment,” recalls Guy in his autobiography. “Who didn’t wanna sound like B.B.?”27

         “The first time I met the blues, they came walking through the woods / They stopped at my house first. … The blues got at me, it run me from tree to tree / You should’ve heard me beggin’, ‘Mr. Blues, don’t murder me.’”

         
            
            Doggin’ Around (1960)—Jackie Wilson (written by Paul Tarnopol) 

         Brunswick 55166

         
            Chart debut on April 4, 1960 (#1 for 3 weeks on R&B chart, reached #15 pop) (AHR, DM)

         The biggest-double-sided single of Jackie Wilson’s career showed off the vast range of the Detroit dynamo’s talents. On Night (a Top 10 pop hit), he unleashed a quasi-operatic ballad performance beyond the capabilities of nearly any other pop music mortal. Doggin’ Around showed Wilson (overcoming a bland female backing chorus) in an excitingly up-tempo, blues-inspired mode. “Wilson’s vocal is pure melisma,” writes Dave Marsh, as “he elongates virtually every syllable of the lyric, achieving a weird sensuality that overwhelms the fairly clumsy arrangement.”28 Cleothus Hardcastle calls it a “heartrending” performance.29 Laurence Cole marvels at how the singer “caresses and attacks words and music with sensual ease.”30 Joe McEwen declares the record “one of Wilson’s finest moments: urged on by a polite blues piano, he soars through the song, stretching and wrenching notes like a true virtuoso.”31

         
            
            Ain’t No Grave Gonna Hold My Body Down (1960)—Odetta 

         Recorded on April 8, 1960 from the Vanguard album “Odetta at Carnegie Hall” (released in late 1960)

         Considering the fact that the gospel classic Ain’t No Grave Gonna Hold My Body Down was given its definitive performance in 1942 by a singer of extraordinary emotional resonance, Bozie Sturdivant—and then given a titanic new rendition (with fresh verses) eleven years later by Brother Claude Ely—the bar was set high for any singer to tackle this powerful song. Odetta was equal to the challenge. Born Odetta Gordon on December 31, 1930 in Birmingham, she moved with her family at age six to Los Angeles, and she made her professional debut in a road company of Finian’s Rainbow in 1951. After a few years of California club appearances, she made her breakthrough at Chicago’s Gate of Horn in 1956 and began her recording career.32 Odetta made a quietly electrifying impression with her deep contralto voice and the intense urgency she brought to every song, particularly spirituals. Young folk artists were in awe, as Judy Collins recalled: “She had a smile that took in the entire room, and she seemed to embrace the entire world. I saw in her the promise of a better world for women, for singers, for blacks, for children, for everyone. She seemed, in her choice of songs and in her life, to be someone you could follow anywhere and she would never, never disappoint you. … I believe that if we had a leader, a clarion call to arms, in the service of humanity, it was in the voice of this amazing woman.”33 Harry Belafonte gave Odetta important national exposure by inviting her to appear on his 1-hour CBS special that aired on December 10, 1959, which set the stage for her Carnegie Hall concert. Ain’t No Grave is the final track on the album; she’s movingly accompanied by a large gospel choir, from the Church of the Master directed by Dr. Theodore Stent, and by string bassist Bill Lee (the father of film director Spike Lee). Pete Welding gave the album a rave review, declaring that her singing “possesses just about everything you could ask of it: warmth, drive, conviction, exuberance, spontaneity, passion, and an engagement with her material which communicates itself to and absorbs her audience completely.”34

         
            
            Cathy’s Clown (1960)—Everly Brothers 

         Warner Brothers 5151

         Chart debut on April 18, 1960 (#1 for 5 weeks)35; #1 (7 weeks) in England, #2 in Canada36 (RS-#149, AHR, ACC-#354, DM)

         After scoring seventeen hits for Archie Bleyer’s Cadence label since 1957, Phil and Don Everly left in early 1960 due to a bitter dispute over royalty rates that they felt were too low, and signed a ten-year, $750,000 contract with Warner Brothers. (They were signed by producer George Avakian, who had gained fame working with jazz greats, including Louis Armstrong and Miles Davis.)37 The first eight songs they recorded for Warner didn’t seem suitable for single release, and pressure was mounting as they returned home to Nashville after a tour. Then Don came up with lyrics based on his ex-girlfriend five years after their breakup, and Phil helped him finish the song with a chorus that was inspired by Ferde Grofe’s Grand Canyon Suite.38 
            Cathy’s Clown, their debut Warners release, became the duo’s biggest-selling hit ever at a reported two million copies, and the first record ever to simultaneously top the U.S. and British charts. Dave Marsh praises the interplay between their harmonies and the drums, “which add an anxious edge that make it sound like Don faces a firing squad, not just homeroom humiliation.”39

         
         
            
            Wonderful World (1960)—Sam Cooke (written by Lou Adler, Herb Alpert, & Sam Cooke) 

         Keen 8-2112

         Recorded on March 2, 1959; chart debut on May 9, 1960 (2 weeks at #2 on R&B chart; #12 pop); #27 in England (1960), reached #2 in 1986 U.K. reissue; #2 in Germany (1986)40 (GHF, RS, ACC)

         Sam Cooke’s final hit on the Keen label just after signing a lucrative new deal with RCA Victor, Wonderful World, had been sketched out in 1958 by Herb Alpert and Lou Adler—as a song about the difference between head and heart. During that time, Cooke roomed with Adler, and he played around with the song’s melody and lyrics; the number continued to evolve off and on over several months. Biographer Daniel Wolff describes the recording session as “bare bones” cut in the manner of a demo, with Cliff White on guitar,41 Adolphus Alsbrook laying down a rumba bass line, an unknown teenage drummer who was a nephew of one of the other musicians, and Lou Rawls on backing vocals. That relaxed simplicity is one of the most completely winning qualities of the performance, as Wolff notes he “did his best work left virtually alone in the studio to find the sound he heard in his head.”42 Although the lyrics were aimed at teenagers, its emotional appeal, conveyed through Cooke’s intimate vocal style, is universal. Keen apparently didn’t immediately realize what a gem the song was, waiting a year to release it only after Cooke’s label switch. Like some other songs during this period in which Cooke felt he didn’t make enough money through his song publishing deal, he left his name off the copyright and substituted a family member, in this case his second wife, Barbara Campbell Cooke. The timeless charm of Wonderful World was demonstrated anew in the 1985 film Witness when Harrison Ford sang it to the Amish girl played by Kelly McGillis, who’d never been exposed to such worldly pleasures.

         
            
            I’m Sorry (1960)—Brenda Lee (written by Ronnie Self & Dub Albritten) 

         Decca 31093

         Chart debut on May 30, 1960 (3 weeks at #1)43; #7 in Canada, #12 in England44 (GHF, C&W-#243, HBN)

         One of pop music’s top child prodigies, Brenda Lee (born Brenda Mae Tarpley on December 11, 1944 in Lithonia, Georgia, just outside Atlanta) was a regular on a local TV show for three years, and—helping to support her family after her father died—got the break of appearing on country star Red Foley’s network TV show in 1955. She had her first chart single One Step at a Time in early 1957 just after her twelfth birthday. Already, the diminutive girl billed as “Little Miss Dynamite” demonstrated a big voice far beyond her years (someone even suggested she was an adult midget) and a feisty spirit. After the up-tempo Sweet Nothin’s took her to the Top Ten for the first of twelve times, its follow-up I’m Sorry (both songs written by Ronnie Self) went all the way to #1.

         The slow, sentimental ballad is built on a foundation of piano triplets, and her voice drips with aching unrequited love that one wouldn’t think a fifteen-year-old could have experienced.45 Owen Bradley, renowned as Patsy Cline’s producer, backed up Brenda with the same top Nashville session musicians used by Patsy, including pianist Floyd Cramer. An extra touch is her spoken recitation, inspired by the Ink Spots, with whom she’d worked in Las Vegas.46 According to Bradley, I’m Sorry was the final song of the session with just 5 minutes of recording time left; Decca had been reluctant to let her record the number, considering the material to be too mature for her.47 This was one of the first Nashville sessions to use strings; every time she sang the title phrase, the violins answered her.48

         
            
            Theme from “Psycho” (1960)—Bernard Herrmann/Motion Picture Theme 

         Soundtrack album on Varese Sarabande; released on June 16, 1960 (AFI-#4, NPR)

         Selected by the American Film Institute as the fourth greatest motion picture score ever in 2005, Psycho provided an unforgettable high point of Bernard Herrmann’s classic partnership with Alfred Hitchcock. The great British director had previously enjoyed a productive association with Franz Waxman, who composed the scores for Rebecca (1940), Suspicion (1941), and Rear Window (1954). Herrmann proved a worthy successor, as his first two scores for Hitchcock (1955–1956) were followed by his masterpieces, Vertigo (1958), North by Northwest (1959), and Psycho. The composer’s work in the science-fiction realm (such as 1951s The Day the Earth Stood Still and 1958s The Seventh Voyage of Sinbad) served him well for the Psycho score, creating an atmosphere of eerie foreboding. Charles Downey points out that when Herrmann composed the earlier Sinfonietta for Strings, “he was influenced by the dissonant serialism of Schoenberg. Herrmann later saw in that style a device for ratcheting up the cinematic tension” when he adapted parts of the piece for his Psycho score.49 Accompanying the bizarre murders by Anthony Perkins’ character with high, bird-like shrieks made by violins “are probably the finest examples of music chilling an audience to the marrow,” writes Tony Thomas.50 As with his 1958–1959 Hitchcock scores, Psycho featured an opening main-title sequence matching Herrmann’s “doom-laden” theme with the abstract visual graphics of Saul Bass, setting the tone for what would follow—above all, the legendary Janet Leigh shower sequence. Mervyn Cooke remarks that the score “is universally acknowledged to be one of the most original and influential in cinema history, and distinctly unorthodox in its exclusive use of strings.”51

         
            
            La Barca (The Boat) (1960)—Lucho Gatica (written by Roberto Cantoral) 

         Recorded for EMI (World-#72)

         When it comes to vocalists performing boleros in the classic time-tested style, no one can top Lucho Gatica. Born in Rancagua, Chile, on August 11, 1928, he began singing on local radio in 1941, and made his first recordings in 1949 with his older brother Arturo for the Odeon label (later EMI). During the next several years, his recordings gained wider international notice, particularly as he focused on boleros (an offshoot of the traditional Cuban son and the habanera, with Spanish roots, it takes various forms in different parts of Latin America; in Chile, it is typically a romantic couples dance). Moving to Mexico in 1957, he recorded his first full album a year later, and his most renowned recordings came during the 1958–1961 period. Gatica remained a popular recording artist for decades thereafter (by 1966 alone, he’s reported to have sold 22 million records). La Barca captures the artist at his peak on a slow romantic ballad showcasing his luxuriant tenor voice, demonstrating why Julio Iglesias declared Gatica his biggest influence. In 2007, he was honored with a Latin Grammy for lifetime excellence.

         
            
            Barbara Allen (1960)—Jean Ritchie 

         From the Folkways album British Traditional Ballads in the Southern Mountains

         One of the most influential figures in the postwar folk revival, Jean Ritchie was born on December 8, 1922 in Viper, Kentucky, and after graduating from the University of Kentucky, in 1947 met Alan Lomax, who was fascinated by the traditional songs she had learned in her family of fourteen children growing up in eastern Kentucky. (The Ritchies were visited by Cecil Sharp a few years before her birth, and he collected a number of their songs.) Lomax recorded her for the Library of Congress, and during a New York visit she also met Pete Seeger, Woody Guthrie, and Huddie Ledbetter (Leadbelly), among others. In 1952–1953, she traveled to England, Scotland, and Ireland to trace the sources of her family’s songs. Jean recorded three albums for Elektra (the first in 1952), and later was one of Folkways Records’ defining artists. Her 1955 autobiography Singing Family of the Cumberlands told the tale, and led to an enduring career as folk song performer, collector, and educator, helping to teach a generation the traditional songs she’d lived with since childhood.

         The most enduringly popular of all the English and Scottish folksongs collected by Francis James Child was the tune he listed as “Bonny Barbara Allen.” Its basic narrative was concisely summarized by John Jacob Niles: “It’s simply boy meets girl, boy falls in love with girl, girl rejects boy, boy dies of love, girl follows, dying of sorrow, both are buried close to one another, and in the fullness of time, a love knot is tied by a rose and a briar.”52 First cited by Samuel Pepys in January 1666, its earliest known publication was in an English broadside during Pepys’ lifetime, and it was included in Thomas Percy’s Reliques of Ancient English Poetry (1765).53 Jean learned it as a child, and as she traveled around collecting traditional songs, she used it as a common touchstone, asking people, “Do you know Barbara Allen?” “And most everybody would.” She’d sing her own version with her dulcimer, then her respondents would follow with theirs. This enabled her to collect “many, many verses” of the tune throughout Appalachia, the South, and the British Isles.54 She recorded the tune many times over the years, but perhaps the finest was an extended 5-minute treatment in 1960. Her a cappella rendition of the ancient ballad is a perfect showcase for her crystalline soprano. Dave Marsh finds this definitive: “To her, the song clearly is something more than an odd story. It is a tragedy and a warning and a mystery, a way of taking the measure of things for which there is no easy accounting.”55

         
         
            
            Walking to New Orleans (1960)—Fats Domino (written by Robert Guidry, Fats Domino, & Dave Bartholomew) 

         Imperial 5675

         Chart debut on July 11, 1960 (reached #6 on pop chart, #2 R&B); #19 in England (DM-#162, Blues-#200)

         A deep love for his native New Orleans and an unaffected nostalgia for good times were the central elements of Fats Domino’s musical persona, and these can best be heard in his sweet, wistful ballad Walking to New Orleans. It was written by white performer Bobby Charles, born Robert Charles Guidry in the town of Abbeyville about 200 miles west of New Orleans in Cajun country; his previous best-known song, See You Later, Alligator, had been a million-seller for Bill Haley and the Comets. Domino added some lyrics (including the self-referencing line “now ain’t that a shame”), and producer Dave Bartholomew instructed session guitarist Justin Adams to come up with a rhythm that simulated walking. Domino biographer Nick Coleman reports that after listening to the tape of the performance, Bartholomew decided to add strings for the first time on a record by the artist, recruiting local symphony arranger Whitey Bush to conduct following the producer’s directions.56 57 With the distinctive tick-tocking metronomic introduction (as second guitarist Ernest McLean followed Adams’ lead), slow tempo, and heavily orchestrated arrangement, it’s described by Dave Marsh as “an anomaly” in the career of this generally warm, upbeat performer because of its somber tone. “The lyric drips blues,” notes Marsh, and “Fats never seemed more disarming than when most mournful.”58

         Domino’s connection to his native city narrowly escaped tragedy when Hurricane Katrina hit shortly before Labor Day 2005; determined to ride out the storm in his Lower Ninth Ward home, he had to be rescued by boat as 8-feet-deep waters surrounded the residence. Although his homes and neighborhood were wiped out, the Crescent City’s most beloved son moved just across the Mississippi, declaring his confidence to Coleman: “I don’t think New Orleans will ever die—just take some time and we’ll get it back together.”

         
            July 11: Harper Lee’s “To Kill a Mockingbird” is published.

         
            
            Walk, Don’t Run (1960)—The Ventures (written by Johnny Smith) 

         Dolton 25

         Chart debut on July 18, 1960 (#2 peak); reached #8 in England, #1 (2 weeks) in Australia, #1 in Canada59; new version Walk Don’t Run ‘64 on Dolton 96 (chart debut on July 11, 1964, reached #8)60; (RHF, NPR-300, ACC)

         The rockin’ guitar band from Tacoma, Washington, that became the biggest-selling instrumental group of their time enjoyed their first and biggest hit with Walk, Don’t Run, a song that originated as a mellow jazz piece. Lead guitarist Bob Bogle, rhythm guitarist Don Wilson, bassist Nokie Edwards, and drummer Howie Johnson formed the group in 1959 when Bogle and Wilson met on a Seattle-area construction job. A key inspiration for their sound was Ricky Nelson’s guitarist James Burton. They didn’t have to wait long for their first big hit. Walk was first released in 1959 on Blue Horizon 101 (their own small label)61; when it began to catch on, the Dolton label picked it up (with national distribution by Liberty Records) and carried it to the top of the charts.

         The Ventures played solid-body electric guitars, and Ed Ward noted that “in this, they were the wave of the future. With no resonating chamber to add natural sound to what the pickup was sending to the amplifier, electric guitars could be manipulated to create oddly distorted, distinctly un-guitar-like sounds.”62

         Alabama-born Johnny Smith was such a highly regarded young guitarist in the early 1940s that Glenn Miller tried to recruit him for Glenn’s Army–Air Force band, until Smith’s transfer was denied. In 1952, Smith made a huge impression with his quintet recording of Moonlight In Vermont also featuring Stan Getz on sax; it was voted the #2 jazz record of the year by Down Beat readers, who then voted Smith the top new star of 1953. It was in September 1954 that he wrote and recorded Walk, Don’t Run as a trio piece (with bass & drums) at a gentle, medium tempo. Country guitar wizard Chet Atkins included the song on a late-1950s album, setting the stage for the Ventures. Bogle & company jacked up the tempo and established such a killer groove with the song that they were able to score a second Top Ten hit with a rerecording of the song four years later.

         
            
            It’s Now or Never (1960)—Elvis Presley (written by Wally Gold & Aaron Schroeder) 

         RCA Victor 47-7777

         Recorded on April 3, 1960; chart debut on July 18, 1960 (5 weeks at #1); #1 (8 weeks) in the United Kingdom63 64; #1 (7 weeks) in Australia, #1 (1 week) in Germany65
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               Figure 6.1Elvis Presley. Library of Congress, Prints & Photographs Division, LC-DIG-ppmsca-19959.
            

         

         Call it corny and over the top, but Elvis Presley proved to his many doubters in 1960 (among his fans, there was never any doubt) that he possessed a world-class vocal instrument with his pop adaptation of the 1899 Italian aria O Sole Mio (music by Edoardo di Capua), first popularized in the United States by no less than Enrico Caruso. Freddy Bienstock, representative of Presley’s publishing company, had commissioned the adaptation, and Elvis modeled his performance, in part, after Mario Lanza’s version of O Sole Mio. Biographer Peter Guralnick writes, “it was obvious that Elvis was reaching for something more than he had ever attempted before”; when his early attempts at achieving the full-voiced operatic cadence at the climax fell short, it was suggested that they could simply splice the ending on. Elvis would have none of that: “I’m going to do it all the way through, or I’m not going to do it.”66 Of course, he then succeeded brilliantly, and he was rewarded with one of the biggest hits of his career. Henry Pleasants praised Presley’s vocal range as an “extraordinary compass … about two octaves and a third, from the baritone’s low G to the tenor’s high B, with an upward extension of falsetto to at least a D flat.” He called this performance “a stunning example of his sense of style—he suddenly sounds for all the world like a Neapolitan tenor.”67

         It should be noted that It’s Now or Never is essentially a carbon copy of There’s No Tomorrow, a #2 smash in 1949 for Italian-American ballad singer Tony Martin. The Martin song was also an adaptation (by Al Hoffman, Leon Carr, and Leo Corday) of O Sole Mio, and its lyrics are a melodramatic statement of seizing romantic possibilities without delay in precisely the same manner as Now or Never: “There’s no tomorrow, when love is new / Now is forever when love is true / So kiss me and hold me tight / There’s no tomorrow, there’s just tonight.” And both singers—understandably, given the nature of the powerful melody and urgent lyrics—give essentially the same type of performance, all-out and emotional, both building to stirring climaxes. Since Martin remained an active performer throughout Elvis’ career and beyond, it would have been fun to have them on stage together delivering their hits back to back, but with Martin substituting Presley’s lyrics and vice versa. It shows no disrespect for Elvis’s blockbuster to note that listeners would scarcely have been able to discern the difference.

         
            
            Tell the Truth (1960)—Ray Charles 

         Atlantic 2068

         Recorded on February 18, 1959; chart debut on August 8, 1960 (#13 R&B; reached #72 pop in Cash Box); from the album Ray Charles In Person (R&B-#287)

         
            Recorded on the same day as his immortal What’d I Say, Tell the Truth is a sensationally soulful duet with Margie Hendricks of the Raeletts. Charles had been singing with Margie ever since Drown In My Own Tears in 1955, and the girls (then known as the Cookies) had been touring with his band since 1957. He was also sleeping with her during the latter period, just as he would occasionally carry on with the other girls. “Ray would sleep with one of his lady singers while seducing a second and going cold and silent on a third, all of it happening at once,” writes biographer Michael Lydon. But Margie was special, a feisty young Georgia native with a big, powerful voice. “Margie exploded like a gospel singer, the husky growl that rose from deep in her chest conveying the dust of her southern birth, the grit of her northern youth.”68 Their previous duet on (The Night Time Is) The Right Time was a sizzling crowd-pleaser, and Tell the Truth took their musical chemistry to the next level. Their stormy relationship was memorably depicted in the 2004 biographical film Ray.

         On this performance, in fact, Margie carries the first half of the record alone, that deep, sexy growl at peak power as she demands that her man confess on how he’s been doing her wrong, with the mighty Charles band (featuring Hank Crawford on saxophone, who has a hot solo) pumping away. And when Ray finally enters, he seems to be in heat: shrieking, howling, and crying out to the night that, in fact, he is the wronged party, while the Raeletts chant the title phrase behind him. The same passion that went into What’d I Say is all over this recording.

         
            
            Save the Last Dance for Me (1960)—The Drifters (written by Doc Pomus & Mort Shuman) 

         Atlantic 2071

         Recorded on May 19, 1960; chart debut on September 5, 1960 (#1 for 3 weeks on pop chart, #1 for 1 week R&B); #1 (4 weeks) in Australia, #1 (3 weeks) in Germany, and 2 weeks in the United Kingdom.69 (GHF, BMI-#49, R&B-#141, RS-#182, DM, 1001, DMDB, ACC)

         One of the great songwriters of the early Rock Era, Doc Pomus, whose deep feeling for rhythm and blues was not in any way inhibited by his white skin, enjoyed his biggest hit with Save the Last Dance for Me. “The minute I heard the first four bars of Last Dance, I knew it was a hit,” declared Jerry Leiber, who coproduced this Drifters session with Mike Stoller. “I loved the story: Doc—one of the great writers, hipsters, sweethearts of all time—had been confined to a wheelchair most of his life, and there he is, going out with his wife, a gorgeous blonde. He’s watching her dance, he’s being cool, but he’s also living the lyrics. He’s saying, ‘Save the last dance for me.’ It’s a really poignant piece of personal poetry.”70

         Pomus was born Jerome Felder on June 27, 1925 in Williamsburg, NY, and grew up in Brooklyn. He was struck with polio as a youngster in summer camp, and thereafter could only walk with braces and crutches. Developing a strong early love for jazz and blues, he led a dance band as a teenager, and after hanging out in Greenwich Village clubs was able to get a regular gig at nineteen singing with trumpeter Frankie Newton’s band. As a political science student at Brooklyn College he had acquired the nickname “Doc,” and he adopted the alter ego last name “Pomus,” supposedly as a way to keep his respectable parents from learning about their son singing blues in black clubs. In a competition with Leiber and Stoller over who was “blackest,” writes Ken Emerson, “Doc Pomus wins hands down. He wasn’t just writing the blues; he was singing and living them.”71 During the 1940s, he worked with such stellar jazzmen as Rex Stewart, Willie “The Lion” Smith, and Roy Eldridge, became friends with Duke Ellington and songwriter Otis Blackwell, and shared bills with such blues singers as Big Maybelle. Pomus began writing songs for his idol Big Joe Turner, and after Ray Charles recorded his autobiographical Lonely Avenue, Doc was established as one of Atlantic Records’ key songwriters. Last Dance was written in 1960 with half the lyric scrawled on the back of his 1957 wedding invitation; he’d come across the invitation while going through personal papers, and he was inspired by the bittersweet memory of encouraging his wife to enjoy herself on the dance floor where he could not join her.

         Ben E. King sings lead on his last big hit with the Drifters before leaving for his solo career. The previous year’s There Goes My Baby had reached #2 on the pop chart; this one went all the way. Like many of the group’s records of the period, it’s infused with Latin flavoring and rhythm, in this case partly inspired by one of cowriter Mort Shuman’s frequent Mexican vacations. A young Phil Spector contributed to the Leiber-Stoller production, evidenced by its atmospheric “wind tunnel” effect.72
            Atlantic initially plugged the song’s flip side, Nobody But Me, to radio stations,73 but Last Dance grabbed everyone who heard it. When it took off in a couple of key markets, Dick Clark of American Bandstand told Atlantic that they were promoting the wrong side, and that remark led the label to make the change. Pomus: “On their own those shmucks would’ve never done it.” The beauty and poignancy of the song was memorably underlined by its central role in the acclaimed 2012 documentary, “AKA Doc Pomus.”

         
            
            Stay (1960)—Maurice Williams and the Zodiacs 

         Herald 552

         Chart debut on September 26, 1960 (1 week at #1 on pop chart; #3 R&B); #9 in Canada, #14 in England (DM-#34, GHF, R&B-#160)

         Three years earlier, his song Little Darlin’ (first recorded by his group the Gladiolas) had become a massive doo-wop hit, as covered by the white group the Diamonds. Maurice Williams (born on April 26, 1938 in Lancaster, South Carolina) finally got his own pop smash with Stay, a song recorded at a defunct television studio in Columbia, South Carolina. The Zodiacs were essentially the same group that had recorded Little Darlin’; when they left Excello Records, they were forced to select a new name, inspired by the name of an automobile. The redesignated group also included Wiley Bennett, Henry Gaston, Charles Thomas, Albert Hill, and Little Willie Morrow.

         After being rejected by a succession of record labels, it was accepted by Herald Records on the condition that the group rerecord the number at a higher sound level; coproducer Phil Gernhard confessed: “None of us knew what the hell we were doing.” They returned to Columbia to cut it again, and as released by Herald, Stay became the briefest chart-topping single in pop history, at a mere 1 minute and 37 seconds.74 Williams’ sky-high falsetto proved so irresistible that such brevity mattered little. Dave Marsh, ranking it #34 in The Heart of Rock & Soul, hails a “combination of English language and Caribbean beat so powerfully off-center that it practically constitutes the first reggae record, an impression that’s abetted by the rather primitive recording.”75 “So much was happening on the record, it seemed much longer,” remarks Greil Marcus. “Note by note, measure by measure … the record seemed to turn the radio upside down. It was the invention in the music that was so striking … [it] spoke a new language.”76

         
            
            Peter Gunn (1960)—Duane Eddy, His “Twangy” Guitar, and the Rebels 

         Jamie 1168

         Chart debut on October 10, 1960 (reached #27); #6 in England

         Two years after Henry Mancini’s classic theme for the private-eye TV series debuted on screen, and a year after Ray Anthony’s band took the number to the Top Ten, guitar master Duane Eddy gave the mighty theme a powerhouse recording. With the combination of his guitar twanging powerfully in the lower register and Steve Douglas given significant solo space on sax, this is a Peter Gunn with a particularly dark, snarling, and almost menacing quality.77 In 1986, Eddy would return to the charts guesting on a new version of Gunn by the Art of Noise, a Grammy winner for best rock instrumental.

         
            October 13: Bill Mazeroski hits the most dramatic home run in World Series history, lifting the Pittsburgh Pirates over the New York Yankees, 10-9 in the bottom of the ninth inning of Game 7.

         
            
            My Favorite Things (1960)—John Coltrane Quartet (music by Richard Rodgers) 

         Recorded on October 21, 1960 for Atlantic album My Favorite Things (released in March 1961); edited version released as single in 1961, Atlantic 5012 (GHF, Jazz-#139, TC, ACC)78

         After making his landmark album Giant Steps in 1959, John Coltrane formed a new quartet: McCoy Tyner (piano), Steve Davis (bass), and Elvin Jones (drums). In just one week in October 1960, this group recorded all the material that would comprise three albums: My Favorite Things, Coltrane Plays the Blues (issued in 1962), and Coltrane’s Sound (1964). The tenor saxophone master (who was equally adept on alto) had first experimented with a soprano sax in late 1958, and he was fascinated by its distinctive sound. Trane acquired his own soprano a few months later, and he practiced on it privately throughout his final tour with Miles Davis in early 1960. Biographer Lewis Porter: “For years he’d been pushing the upper limits of his tenor, as if yearning for an extended range, and a buzzing, more exotic tone.” Sidney Bechet and Johnny Hodges served as his role models on the instrument.79 The Rodgers and Hammerstein waltz My Favorite Things was featured in Broadway’s biggest smash of 1960, The Sound of Music. “Coltrane transformed this pretty little song into a grand symphonic statement” by dramatically reworking and expanding it, always with respect for the source material. He makes the simple tune “more brooding, thoughtful. … The repetitive patterns of the piano and bass on the simplified structure creates a feeling of organized stasis, while the extremely active soprano and drums create the opposite effect, of change and a sense of searching. It is a creative tension Coltrane would use over and over again.”80 Keys to the commercial success of the lengthy performance (in concert, the song would sometimes run for 20 minutes) are the switch between major and minor modes, which (remarks Ben Ratliff) “gives the song traction”; and—following the practice of Ahmad Jamal on Poinciana—shifting between tempos to provide different moods.81

         In 1963 (rather belatedly), it was voted the winning album of the “Grand Prix 1962” reader poll conducted by the French publication Jazz.82 Len Lyons: “The title track is transformed into an intense chant. … The swaying waltz rhythm is hypnotic, and the exotic sound of the soprano sax, haunting.”83 Coltrane himself called this “my favorite piece of all those I have recorded.”84

         
            
            Theme, “The Magnificent Seven” (1960)—Elmer Bernstein 

         October 23, 1960 film premiere (no soundtrack album) (AFI-#8)

         
            
            The Magnificent Seven (1960)—Al Caiola and His Orchestra 

         United Artists 261

         Chart debut on December 5, 1960 (#35 peak)

         One of the most prolific and versatile of all film score composers, Elmer Bernstein (born April 4, 1922 in New York City) was a concert pianist who also composed music for United Nations radio shows before he scored his first film in 1951. Whatever the movie genre, Bernstein always came up with a perfect musical setting over a half century: drama (his 1956 jazz score for The Man With the Golden Arm, To Kill a Mockingbird, The Age of Innocence), Biblical epics (The Ten Commandments), action/adventure (The Great Escape), comedy (Airplane!, Ghostbusters), and more. Westerns were a particular Bernstein specialty, including three for John Wayne. His score for the star-studded western The Magnificent Seven, particularly the thrilling theme, is an unquestioned classic. The main melodic theme, with driving horns over lush strings, is rousing and epic in scope, balanced against a meditative subtheme representing the small Mexican village that the heroes are defending. The composer noted that it drew on his love for American folk music and the influence of Aaron Copland.85 As he described it in a Film Music Notebook article: “The purpose of the music here is quite literally to catapult the viewer into the picture with enough energy to keep him going through the expository section of the film.”86 Interviewed by Tony Thomas, Bernstein noted that “the moment you translate into music the scene of horsemen riding over the plains it becomes an emotional accompaniment to the action.”87 In a Turner Classic Movies interview, he told Robert Osborne that it wasn’t until he completed the score that he realized that the main theme was made up of a series of seven beats that echoed the film’s title.

         Guitarist-conductor-arranger Al Caiola (born September 7, 1920 in Jersey City) hit the Top Forty with his splendid version of the theme, featuring Duane Eddy-style twangy guitar. In 1959, Caiola gained a measure of fame accompanying Johnny Mathis (along with fellow guitarist Tony Mottola) on his smash album Open Fire, Two Guitars, and over the years he worked with many other artists, including Woody Herman, Tony Bennett, Rosemary Clooney, Bobby Darin, Ben E. King, Simon and Garfunkel (Mrs. Robinson), and Glen Campbell (Galveston). His 1961 follow-up single reached the Top Twenty with another rollicking Western theme (this time from TV), Bonanza.

         
            November 8, 1960: John F. Kennedy is elected President over Richard Nixon.

         
            
            All My Trials (1960)—Joan Baez 

         From the Vanguard album “Joan Baez” (released in November 1960; chart debut on March 3, 1962, #15 peak, 140 weeks)

         The lullaby-like spiritual All My Trials, according to James F. Leisy, seems to have originated with a Baptist hymn current in the American South shortly after the Civil War. It was soon carried into the folk tradition of the Bahamas, via the boats plying between the West Indies and southern ports. Eventually, the tune was “rediscovered” and brought back to the United States as a folk favorite early in the twentieth century.88 The lyrics and music were printed in the fall 1957 Sing Out with a brief note: “This sounds like a West Indian version” of a spiritual.89 Joan Baez learned All My Trials from a friend with whom she sometimes sang at Boston University, and it became a permanent part of her repertoire.90 So it was only natural that when she signed with Vanguard Records, it was a highlight of her debut album, comprising entirely traditional tunes. During its early months, the album’s sales were modest, but as Baez’ reputation spread across the folk community, her follow-up release “Joan Baez, Vol. 2” hit the national charts in late 1961, soon climbing to the Top Twenty. Suddenly, the most famous female folk artist in the country, Joan’s new status enabled her debut album to belatedly also become a smash. The simple, haunting quality of All My Trials is ideal for her pristine soprano.91 In 1971, Mickey Newbury included All My Trials in his classic American Trilogy.

         
            
            Night Life (1960)—Willie Nelson 

         RX 502; recorded in late 1960 as “Nite Life,” by “Paul Buskirk & His Little Men featuring Hugh Nelson”92 (C&W-#261)

         Willie Nelson conceived Night Life while making the 30-mile commute one night from his home in the Houston suburb of Pasadena to a regular gig playing at Houston’s Esquire Ballroom with bandleader Larry Butler. “While I made those endless loops around the Houston highways,” he writes in his memoir, “that song grew out of the soil of my soul. It happened because I was living it.”93 It was a tough, scratching-to-get-by phase of Nelson’s life; after selling encyclopedias and vacuum cleaners door to door for a short time, he became a Sunday morning DJ at KCRT and taught at the Paul Buskirk School of Guitar, in addition to his work with Butler and trying to make it as a songwriter (guitarist-mandolinist Buskirk had worked as a sideman for various acts, including Johnnie & Jack). He felt sure the deeply bluesy Night Life was a winner, although to ease his cash-flow problems while struggling to raise a family he sold half the song to Buskirk and his business partner Walt Breeland. But Pappy Daily, who ran the Houston-based D Records for which Willie was recording (without success so far), thought it was too bluesy and refused to let him record it. Defying Daily, Buskirk and Nelson in late 1960 booked outstanding local musicians, including steel guitarist Herb Remington and vibraphonist Dick Shannon, and recorded it at Gold Star Studios for another small Houston label under the pseudonym noted earlier.94 It was the first time that the real Willie Nelson, relaxed and reflective, came through on record.95

         The hard times ended in 1961 with the back-to-back smash successes of Nelson’s Hello Walls (recorded by Faron Young) and Crazy (for Patsy Cline). Ray Price delivered the definitive rendition of Night Life in 1963; that same year, Willie’s version of the song (under his own name) was released on Bellaire 107.96 “Oh the night life, it ain’t no good life / But it’s my life. …”

         
            
            Please Come Home for Christmas (1960)—Charles Brown 

         King 5405

         Recorded on September 21, 1960; chart debut on December 26, 1960 (#90 on Cash Box pop chart, #21 R&B in Billboard); debuted on Billboard pop chart on December 25, 1961 (#76 peak) (Blues-#385)

         Charles Brown had gone eight years without a hit when Syd Nathan, head of King Records, asked whether he could write a new holiday song as a counterpart to his perennially popular Merry Christmas, Baby. Reflecting on how the holidays can be melancholy for some people who are away from their loved ones, Brown delivered another classic, with an earnest, plaintive quality that is timeless. Please Come Home for Christmas made the Top Ten of Billboard’s Christmas charts for ten consecutive seasons. Dave Marsh and Steve Propes note that its lyric is reminiscent of the 1943 Bing Crosby standard I’ll Be Home for Christmas, but viewed from the reverse angle, with a “deep blues arrangement.” In combination with his earlier gem, Brown has “definitive claim to being the greatest blues and R&B Christmas artist of all time.”97 After being denied royalties on his creation for some twenty-five years (including the period after the Eagles made it a hit again in 1978), Brown finally began earning money from the song in the late 1980s.

         
         
            
            I Just Want to Make Love to You (1961)—Etta James 

         Argo 5380

         Uncharted B side of At Last (chart debut on January 16, 1961)

         It was about as deliciously subversive a pairing as one could imagine in pop music. The A side of Etta James’ third release on the Chicago-based Argo label (a subsidiary of Chess) was the swooningly romantic generation-old ballad At Last, matching her classically bluesy voice with an army of strings; the B side was her overpoweringly sensual rendition of the ode to sex originated by Muddy Waters (1954), I Just Want to Make Love to You. This was sheer, unvarnished carnality on record.

         
            
            Dedicated to the One I Love (1961)—The Shirelles (written by Lowman Pauling & Ralph Bass) 

         Scepter 1203

         Original chart debut on July 13, 1959 (#83 peak); returned to chart on January 23, 1961 (4 weeks at #2 on R&B chart, #3 on pop chart); #13 in Canada

         (RHF, R&B-#153, DM-#189)

         “Dedicated to the One I Love may be the key record in the development of contemporary black vocal group harmony, the clearest single example of what happened to the sounds of Southern Negroes migrated to the industrialized North,” declares Dave Marsh in The Heart of Rock & Soul. The original 1958 version by the Five Royales represented “tough, southern R&B in the waning days of its power.” For the Shirelles, the female trio from Passaic, NJ, producer Luther Dixon “smoothed over much of the original grit,” transforming the song into a straight vocal harmony ballad led by Shirley Owens. “The result was as stunning in its own right as the original.”98 It grabs you from Shirley’s a cappella introductory line, “This is dedicated to the one I love,” and holds you with its plaintive innocence and beauty. The Shirelles’ original release barely charted, but more than a year later, after the girls had their #1 classic Will You Love Me Tomorrow, Scepter quickly reissued it to massive success (indeed, the two records were in the Top 10 at the same time).

         
            
            I Pity the Fool (1961)—Bobby Bland (written by Joe Medwick) 

         Duke 332

         Recorded in Houston in 1960; chart debut on February 6, 1961 (#1 for 1 week R&B, #46 pop) (Blues-#91, NPR-300, R&B-#171, DM)99

         One of the classic songs of the Bobby Bland canon came from the pen of Duke staff writer Joe Medwick (also the author of Bland’s breakthrough smash Farther Up the Road). Duke owner Don Robey, as was his habit, purchased I Pity the Fool outright from the composer for his Lion Music catalog, and put his name—actually his pseudonym, Deadric Malone—on the copyright.100 Dave Marsh: “ … the record is such classic blues that it seems to have sprouted directly from Bland’s lungs into an existence too vibrant for mediocre imitations to kill off. Joe Scott [Bland’s regular arranger, also on trumpet] sets off a riffing brigade of sax and brass big enough to be heard over Bobby’s shouts, without letting their blare overwhelm him.”101 David Evans, noting the impact of the moment when Bland reveals that the fool who loves a faithless woman is the singer himself, calls it “powerful soul blues at its emotional best.”102 Wayne Bennett, always a standout on Duke sessions, is also featured on guitar.103 “I pity the fool / Who falls in love with you. …”

         
            
            Hide Away (1961)—Freddy King (written by Sonny Thompson & Freddy King) 

         Federal 12401

         Recorded in Cincinnati on August 26, 1960; chart debut on March 6, 1961

         (reached #5 on R&B chart, #29 pop) (Blues-#41, RHF, GHF, R&B-#189, DM)

         Born Freddie Christian in Gilmer, Texas, on September 3, 1934 (his father was named J. T. Christian; his mother was Ella Mae King) and based in Chicago starting in 1950, Freddy King was one of the great blues guitarists—renowned for his fierce, attacking style—and a first-rate singer as well. He joined the blues band of harmonica-playing Little Sonny Cooper in 1953, and he launched his solo career four years later. King started scoring hits on both the R&B and pop charts when he began recording for Federal in 1960, and his influence on British blues guitarists was profound. David McGee writes that King was “one of the touchstones of modern blues. … His style was forceful and aggressive, blues picked hard on heavy-gauge strings, but he also possessed a keen sense of phrasing and an unerring feel for using space to heighten the effect of his solos.”104 
            Hide Away is one of the great blues guitar instrumentals, adapted by King and pianist Sonny Thompson from a piece that Hound Dog Taylor had been using in live shows as his opening number.105 (Charles Shaar Murray suggests that it also incorporates the main riff from Jimmy McCracklin’s The Walk, a snatch of Henry Mancini’s Peter Gunn theme, “and a hip diminished chord that King had just learned from Robert Junior Lockwood.”)106 Dave Marsh remarks that “its bold, bossy tone … suggests a marriage of Duane Eddy and Bill Doggett. … King’s stiletto attack on this side became one of the biggest influences on Eric Clapton.”107 In the United Kingdom, reports Greg Ward, this performance “was received with reverence, and mastering its supple, flowing lines became a rite of passage for British blues guitarists.”108

         
            
            Hello Walls (1961)—Faron Young (written by Willie Nelson) 

         Capitol 4533

         Recorded on January 7, 1961; chart debut on March 20, 1961 (9 weeks at #1 on C&W chart; #12 pop in Billboard, #10 in Cash Box) (C&W-#47, GHF)

         The first giant hit for Willie Nelson as a songwriter (several months before Patsy Cline’s Crazy), Hello Walls is also the best-remembered performance in the long career of Faron Young. Born February 25, 1932 in Shreveport, Louisiana, Young was singing in a country band by the time he was in high school, and after a brief stint in college joined the “Louisiana Hayride” as a regular performer. He sang as a duo with fellow future star Webb Pierce, recorded a solo debut single for the small Gotham label in 1951, and his contract was acquired by Capitol. Young’s career launch was delayed when he was drafted to serve in the Korean War, but while on leave he recorded Goin’ Steady, which became an early 1953 smash. On his discharge the following year, he achieved full stardom with such hits as Live Fast, Love Hard, Die Young (1955), the classic ballad Sweet Dreams (1956), and the long-running C&W chart-topper Alone With You (1958). His honky-tonk style earned comparisons with Hank Williams. In addition to his chart success, he would later establish the successful country music magazine Music City News.

         Nelson wrote Hello Walls when he was hired as a writer for $50 a week by Pamper Music, a publishing company co-owned by Ray Price, for whom he was also working as bass guitarist and backup singer. The stark surroundings in the Pamper writers’ office inspired Willie to compose in 10 minutes the tale of a man who was so lonely that he talked to an empty room, and the walls talked back. But as often happened early in Nelson’s career, he was turned down by a succession of singers to whom he pitched the number, all feeling the number was too quirky to be commercial. One night at Nashville’s famous Tootsie’s Orchid Lounge across from the rear of the Grand Ole Opry, he buttonholed Young and offered to sell him the song outright, because he was so pressed for cash. Instead, Young generously lent Nelson $500 and recorded the song.109 (In his memoir, Nelson confirms the tale that later, overwhelmed after receiving his first big royalty check, Willie strode into Tootsie’s and kissed Faron on the mouth.)110 
            Hello Walls provided most fans with a perfect introduction to Nelson’s songcraft with its offbeat, laconic, and incisive narrative style, depicting the heartbreak following the end of a relationship in a refreshingly original way. The Anita Kerr Singers provide answering voices to the questions that Young raises.

         
            
            Daddy’s Home (1961)—Shep and the Limelites (written by James Sheppard) 

         Hull 740

         Chart debut on March 27, 1961 (reached #2 on pop chart, #4 R&B) (DM)

         No one who loves classic doo-wop ballads can fail to be moved by the romantic saga spun out across more than a dozen records spanning over seven years by James “Shep” Sheppard and his groups. It all began with Sheppard’s Queens, New York-based group the Heartbeats (formed as a high school quintet), whose 1955 record Crazy for You declared his desperate devotion to a girl. This led to the Heartbreats’ 1956 doo-wop heart-tugger A Thousand Miles Away, which he wrote when his real-life girlfriend moved to Texas. That hit produced five less successful follow-ups carrying the narrative forward, as they reunite and plan to marry, only to have her drift away again.

         The Heartbeats broke up, but when Thousand Miles briefly returned to the pop charts in 1960 (Roulette/Rama had bought the rights from the Hull label and reissued it), Sheppard formed a new group with tenors Clarence Bassett (formerly with the Five Sharps) and Charles Baskerville (from the doo-wop group the Videos), both of whom he knew from his old neighborhood. Their first record (again on Hull) was an explicit sequel to the earlier hit, and it appeared to bring the tale to a happy conclusion. Whereas Thousand Miles had ended with the promise, “Daddy’s coming home soon,” here the protagonist made it all the way back.111 It wasn’t quite over, however; Shep would issue five more sequels, ending with the somber I’m All Alone in 1962.

         “Daddy’s Home is the most captivating record in the sequence,” writes Dave Marsh, “opening with chimes, with Sheppard’s voice singing a melodic evocation of both A Thousand Miles Away and Crazy for You. The harmonies are rich, the sax line mellow, and Sheppard stays up to date by interpolating the sort of gospel and pop devices that were the developing basis of Sixties soul. And he ends as beautifully as he began, crying, ‘I’m not a thousand miles away.’”112 Shep’s own story had an unhappy conclusion, as he was murdered in 1970. Both hits are included in Rhino’s original “Doo-Wop Box.”

         
            
            Big Boss Man (1961)—Jimmy Reed (written by Al Smith & Luther Dixon)113 

         Vee-Jay 380

         Recorded on March 29,1960; chart debut on May 1, 1961 (reached #13 on R&B chart, #78 pop) (RHF, Blues-#70, DM)

         One of the most fondly familiar of Mississippi-born, Chicago-based Jimmy Reed’s many rural-style blues hits from his prime period of 1955–1961, Big Boss Man features his pleasingly lazy, half-slurred vocal and harmonica, boogie guitar riff by Lefty Bates and Lee Baker, the walking bass of Chicago stalwart Willie Dixon, and the rock-steady drumming of Earl Phillips.114 One of the keys to Reed’s appeal was the dramatic contrast he provided to the aggressive, harder-edged sound of Chess records that dominated the 1950s blues scene. As soon as his patented shuffle rhythm kicks in, the listener goes with the flow; the lyrics of quiet defiance to authority—“you ain’t so big, you’re just tall, that’s all”—have a timeless appeal.115 Dave Marsh calls it “a statement of class antagonism at least as potent as anything from either Lennon or Lenin, [and] a 12-bar blues attacked at an angle as eccentric as anybody’s found since Charley Patton.”116

         
            April 17–20: The Bay of Pigs invasion by CIA-trained Cuban exiles is a major U.S. embarrassment.

         
            
            Hello, Mary Lou (1961)—Ricky Nelson (written by Gene Pitney)117 

         Imperial 5741

         Chart debut on May 1, 1961 (#9 peak); reached #1 in Canada, #2 in England118 (RHF)

         There would have been plenty of reasons for the early heroes of rock and roll to resent Ricky Nelson. Rather than work his way up from the bottom, he got his opportunity to make records, because he was the son of Ozzie and Harriet Nelson and was in millions of U.S. homes each week on TV’s The Adventures of Ozzie & Harriet. But, in fact, there was little resentment, because, despite a modest voice, he combined a genuine feeling for rockabilly and a terrific band featuring the great guitarist James Burton to make a number of outstanding records. Perhaps the best was Hello Mary Lou.

         Born Eric Hilliard Nelson in Teaneck, New Jersey, on May 8, 1940, he began appearing on his parents’ radio show in 1949, and then on their long-running TV series from 1952 to 1966. From his debut double-sided smash A Teenager’s Romance and a cover of Fats Domino’s I’m Walkin’ in 1957, he demonstrated anew the power of television to sell records. The fact that Ozzie had been a successful bandleader in the 1930s, with Harriet his featured girl singer, meant that their son had plenty of musical experience to call on for advice. He “sang with conviction, conveying a quiet yearning, a cool passion, the sorts of sentiments that most kids watching at home had reason to envy,” describes James Miller.119 With the Louisiana-born Burton, who had made his reputation before age eighteen with his guitar soloing on Dale Hawkins’ 1957 hit Suzie-Q, Nelson had already run off twelve Top Ten singles before scoring with his biggest double-sided hit in 1961, Travelin’ Man (which went to #1) and Hello, Mary Lou. The record was #1 in at least seven other countries, with Mary Lou taking top honors in most.

         The latter song, written by Gene Pitney just before he became a star performer, has such an easy-loping, relaxed feeling (as Rick closely retraced Pitney’s original demo), with a nice Burton solo and an assured vocal by Nelson, that it’s hard to resist. “Well, hello Mary Lou, goodbye heart. …”

         
            May 4: The civil rights movement’s “freedom riders” campaign begins in Alabama. After white mobs attack riders on May 20, U.S. marshals sent by Attorney General Robert Kennedy restore order.

         
            
            Quarter to Three (1961)—Gary “U.S.” Bonds (written by Gene Barge & Gary Anderson) 

         Legrand 1008

         Chart debut on May 22, 1961 (2 weeks at #1 pop, #3 R&B); #7 in England

         (RHF, DM-#142, R&B-#176)

         Take a hot, saxophone-led R&B melody introduced by the New Orleans–based Church Street Five fronted by tenorman Gene “Daddy G” Barge on the early 1961 instrumental A Night With Daddy G on Legrand 1004; add lyrics and a spirited vocal by another Legrand artist, Gary “U.S.” Bonds; additionally spice up with the sound of fourteen kids partying in the studio overdubbed behind him; and you’ve got Quarter to Three, a rockin’ good-time record like a few others.

         Bonds was born Gary Anderson on June 6, 1939 in Jacksonville, Florida, moved to the Norfolk, Virginia area in the mid-1950s, and began singing with a local group. Frank Guida, owner of the Norfolk Recording Studios, signed the fiery black singer to the small Legrand label, and changed his name to “U.S.” Bonds. New Orleans served as his Top Ten debut hit in 1961, and Quarter to Three was the knockout follow-up. Bonds happened to be in the studio at the same time as the Church Street Five, whose record fell just short of the Billboard Hot 100 (#111 peak), and Barge suggested that the singer write lyrics to the instrumental. He came up with some impromptu words, and 10 minutes later, the band started jamming to it.120

         
            
            Rainin’ In My Heart (1961)—Slim Harpo (written by Jerry West) 

         Excello 2194

         Chart debut on May 22, 1961 (#17 on R&B chart, #34 pop in Billboard, #25 in MV) (RHF, Blues-#161, HBN)

         Like Jimmy Reed at exactly the same time, Slim Harpo was a fascinating anomaly, an old-time country bluesman with an unhurried style that was seemingly more appropriate to the 1930s than to the bustling postwar world, but who still managed to find a pop audience for his records. “Slim Harpo was the quintessential swamp blues artist,” writes Robert Santelli. “Listening to his lazy, droopy blues, with their easy-sliding rhythms, sparse guitar lines, simple harmonica riffs, and oozing vocals is like taking a slow trip down a Louisiana river in the middle of a hot summer day. But don’t let that apparent lack of energy fool you. Swamp blues, particularly Harpo’s, has coiled within it an emotional force that enables it to express as much about the human condition as any primal Mississippi blues or Chicago shuffle.”121

         Born James Moore in Lobdell, Louisiana, outside of Baton Rouge on January 11, 1924, he dropped out of school after his parents died to play guitar and harmonica in juke joints, rent parties, and other regional venues. His first record was released as Harmonica Slim. Fellow bluesman Lightnin’ Hopkins referred him to producer J. D. Miller, who hired him to accompany Hopkins on several sides, and by the time of his own debut single on Miller’s Excello label, I’m a King Bee, he became Slim Harpo. That record became a Southern favorite without charting nationally. Rainin’ In My Heart, perhaps his finest performance, became Harpo’s breakthrough hit. David Cantwell calls the record a “swamp blues masterpiece” with a decidedly country feel reminiscent of the Delmore Brothers’ recordings of the late 1940s. “An easy, wistful melody, a crawling country boogie riff (courtesy of longtime Harpo collaborator Lightnin’ Slim), and the soft, lonesome squall of Harpo’s own harmonica—the rain of Harpo’s heart comes down in a musical language that’s extremely close kin to the way the Delmores had begged the blues to stay away just a decade before. And from the sound of his voice, Harpo’s plea isn’t any more successful.”122

         
            
            The Red Rooster (1961)—Howlin’ Wolf (written by Willie Dixon) 

         Chess 1804

         Recorded in June 1961 (didn’t chart) (Blues-#93, RHF, R&B-#221, 1001)

         The powerhouse team of Howlin’ Wolf on vocals and songwriter-bassist Willie Dixon is operating at peak efficiency on Red Rooster, one of the key songs in which (Robert Santelli observes) “Wolf creates a sexual stew spiced with pure lust.”123 It’s based on one of the first songs recorded by Wolf’s legendary mentor Charley Patton in 1929 for Paramount, Banty Rooster Blues, which was covered two years later by white country bluesman Cliff Carlisle as Shanghai Rooster Yodel; according to Wolf biographers James Segrest and Mark Hoffman, elements of both early recordings can be heard in Wolf’s, and, indeed, he had been performing a variation on the song in Mississippi all the way back in the 1930s.124 The slow, sultry performance features one of guitarist Hubert Sumlin’s most famous slashing, “razor-edge” performances, and Wolf’s own slide guitar is quietly scintillating. Virtually, no one loved Howlin’ Wolf records more than the Rolling Stones, and they took a cover version (as Little Red Rooster) to #1 on the British charts in 1964. “When everybody’s tryin’ to sleep / I’m somewhere making my midnight creep. …”

         
            
            Round Midnight (1961)—Ella Fitzgerald 

         Recorded for Verve on June 23, 1961, from the album Clap Hands, Here Comes Charlie!
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               Figure 6.2Ella Fitzgerald. Library of Congress, Prints & Photographs Division, LC-USZ62-138601 (New York World-Telegram).
            

         

         The Thelonious Monk jazz classic Round Midnight was provided with lyrics by Bernard Hanighen in the early 1950s, and David Jenness and Don Velsey write that the result “may well be the best, and clearest, example of a superb jazz song … it has a big range, a soaring profile, and a harmonic intensity that reflects Monk’s blues-gospel background, yet it is still singable. The words for the song are correspondingly intense; they manage to be mournful and angry simultaneously.”125 
            Round Midnight was recorded twice by Ella Fitzgerald during 1961. The studio version made in Los Angeles is terrific, but better still is the live rendition in Belgrade, in which she stretches out and digs deeply into the sinuous melody. “Everything fits so well in Monk’s work,” said John Coltrane, “once you get to see the inside.”126

         
            
            Waltz for Debby (1961)—Bill Evans Trio 

         Originally recorded in September 1956, from the Riverside album New Jazz Conceptions; greatest version on June 25, 1961 from Riverside album “Sunday at the Village Vanguard” (Jazz-#39, GHF)

         Lovely, lilting, and sweet, a jazz ballad of pristine beauty and surprising intricacy (a mere 80 seconds long in its original version), Waltz for Debby introduced the world to pianist-composer Bill Evans—although the world took little notice at first. Born August 16, 1929 in Plainfield, New Jersey, Evans played in several combos in the late 1940s before a 1951–1954 stint in the Army, and after working with George Russell (1954–1955) recorded his first album with his own trio (Teddy Kotick on bass and Paul Motian on drums) for Riverside in 1956. The album sold just eight hundred copies in one year. But it left a strong impression on all who heard it, including Miles Davis, who recruited Evans for his greatest combo of all in 1958–1959 (also including John Coltrane and Cannonball Adderley); together, they made jazz history with Kind of Blue. Embarking on his own again, Evans created a vast discography of outstanding work until his death in 1980. Calling Evans the most innovative and influential pianist to emerge in the 1950s, Len Lyons cites his evolution toward “a romantic, sensitive, and introspective style using lush harmonies and lengthy, scale-based improvisations,” which made him a model for such subsequent pianists as Keith Jarrett and Chick Corea.127

         
            Waltz for Debby reached its largest audience in three subsequent versions: a combo treatment with Adderley six months later, and then as the title track of his 1961 album for Riverside, with Motian and new bassist Scott LeFaro. Stuart Nicholson notes that in this performance, even though to most listeners the song stays in waltz time throughout, in fact it begins in pure three-quarter tempo, but soon subtly shifts to 4/4 time, with three choruses by the pianist in that tempo, before returning to the main theme in waltz time. Also, in defiance of the standard thirty-two-bar song format, Debby is eighty bars long, with melodic and harmonic complexities underlying the simple beauty at the song’s surface. “It is a wonderful piece of Evans magic, with smooth transitions between form and meter, revealing a wealth of inner detail in the role and relationship of each member of the trio that showed the group to be one of the most exciting in jazz.”128 Perhaps the most celebrated version came through the Evans trio’s June 25, 1961 live rendition at the Village Vanguard, from one of the greatest of all live jazz albums. Tragically, it would be the trio’s last recording; LaFaro was killed in a car accident eleven days later.129

         
            
            Last Night (1961)—The Mar-Keys (written by Charles Axton, Jerry Lee Smith, Floyd Newman, & Chips Moman) 

         Satellite 107

         Chart debut on July 3, 1961 (reached #3 on pop chart; #2 for 3 weeks R&B)

         The seeds of the Booker T & the MGs classic Green Onions were planted with this irresistibly funky instrumental by an all-white Memphis combo whose members were staff musicians at the fledgling label Stax. Future MG’s Steve Cropper (guitar) and Donald “Duck” Dunn (bass) were the core of the Mar-Keys (formed while they were in high school in 1957) along with Charles “Packy” Axton (tenor sax, the son of label co-owner Estelle Axton), Wayne Jackson (trumpet and later with the Memphis Horns), Don Nix (baritone sax), Jerry Lee “Smoochy” Smith (keyboards), and Terry Johnson (drums). (Dunn had to miss the session due to family issues, and Lewie Steinberg, a slightly older black musician, was the substitute bassist. Curtis Green sat in for Johnson as the session’s drummer.) They dig a deep, soulful groove with nice sax soloing by Axton and Smith’s organ. The tune grew out of an impromptu riff that Smith and Chips Moman (who would produce the session) began playing during a break at a local club engagement, which the full group, then known as the Royal Spades, developed later in the studio over a period of days.130

         Moman and the members of the group didn’t think much of the three-chord number at first. But then (as discussed by James Dickerson in Goin’ Back to Memphis) they spliced sixteen to eighteen bars of the tape onto the front of the song, and that made all the difference. “It is, perhaps, the archetypal Memphis song of that era, the What’d I Say for locals,” suggests Robert Gordon.131 132 When Last Night hit big, the Mar-Keys went on the road to black clubs, and patrons were shocked to see that the group consisted largely of white high school kids. “You can’t be the Mar-keys!” they said in disbelief. Then the kids started playing, and all doubts were wiped away. When the record began to sell outside the Memphis area, Satellite couldn’t afford to meet the demand on its own. Atlantic Records agreed to take over national distribution; Billboard noted that this was “the first time in its history” that Atlantic had done this for another label for a record that came out under the other label’s name.133 One result of the record’s success was the threat of a lawsuit from another record company named Satellite. To avoid trouble, Estelle Axton and her co-owner and younger brother Jim Stewart changed the name of their company to Stax, combining the first two letters of their last names.134 Booker T and the boys would take a similar musical approach and carry it still higher a year later.

         
            
            It Was a Very Good Year (1961)—Kingston Trio 

         From the Capitol album Goin’ Places (chart debut on July 3, 1961, reached #3)

         The original recording of the haunting Ervin Drake ballad made famous four years later by Frank Sinatra is a gorgeous solo acoustic performance by Bob Shane. The oddity of a young man in his twenties reflectively looking back on his life and loves becomes secondary in the face of the song’s great beauty. Of course, Sinatra’s rendition (more age appropriate and transcendent) immediately became definitive, but it’s fascinating to contrast that lavish production with Shane’s stark, touching voice-and-guitar treatment. This was the last song ever recorded by the original Trio with Dave Guard, before his departure and replacement by John Stewart.

         
            
            Michael (1961)—The Highwaymen (traditional, arranged by Dave Fisher) 

         United Artists 258

         
            Chart debut on July 10, 1961 (2 weeks at #1); #1 (1 week) in the United Kingdom135; #1 (1) in Australia (Folk-#180)

         In its original form, Michael Row the Boat Ashore was Number 31 among the 136 songs collected from escaped slaves and published in the landmark 1867 book Slave Songs of the United States (Allen, Ware and Garrison), as sung by slaves rowing to or from the Georgia Sea Islands off the Atlantic coast: “Michael row the boat ashore, hallelujah / See my mother on de rock gwine home. … Gabriel blow de trumpet horn. … Jordan stream is wide and deep. …” In Sinful Tunes and Spirituals: Black Folk Songs to the Civil War, Dena Epstein cites it in the broader context of boat songs, which were used to regulate rowing or poling boats in coastal or inland waters, a practice that had been reported from the late 1700s onward. For many years, Negroes’ boat songs as heard by white observers were secular in nature, but according to Epstein, after 1850 they were increasingly in the form of hymns, much like Michael. W.E.B. Du Bois quoted its lyrics in The Souls of Black Folk in 1903.136

         The Winter 1956 Sing Out! introduced the song to its folk song-loving readership. Pete Seeger remarked: “The boat crews from several plantations prided themselves on their singing, each making up new songs which no other boat would ever sing.” He speculated that the lead oarsman on one of these boats may have been named Michael.137 Five years later, it became a chart-topping pop hit.

         The Highwaymen were formed by five freshmen from the same fraternity at Wesleyan University in Middletown, Connecticut, in 1959: Dave Fisher (first tenor and banjo), Bob Burnett (tenor, bongos, and maracas), Steve Trott (third tenor and guitar), Chan Daniels (baritone who also played a South American instrument called the charango), and Steve Butts (bass vocals). After a year of campus and local engagements, the folk quintet got a manager and an audition with United Artists Records, including Michael. As discussed by Fred Bronson in The Billboard Book of Number 1 Hits, Michael, one of the first songs they recorded for their debut album, was released in January 1961 but nothing happened for six months. Worcester, Massachusetts, DJ Dick Smith helped break the record, and from that point it soared. While some in the folk community felt the record was too mild and “soothing,” Elijah Wald points out that Michael “was reclaimed by southern protestors, and in a McComb, Mississippi jail cell, the civil rights activist Bob Moses was cheered to hear fellow prisoners singing ‘Michael row the boat ashore, alleluia. … Mississippi’s next to go, alleluia.’”138 The Highwaymen had one more Top Twenty hit, the traditional Cottonfields; Burnett and Trott left the group after graduating in 1962, and the group disbanded two years later.

         
            
            Battle Royal (1961)—Duke Ellington and Count Basie Orchestras 

         Recorded on July 6, 1961; released as single on Columbia 42440 (May 18, 1962); from the album “First Time! The Count Meets the Duke”

         They had been a mutual admiration society for nearly four decades, since a young Duke Ellington happened to go into a Fifth Avenue nightclub shortly after his arrival in New York from Washington, D.C., in 1923, and encountered Count Basie playing the piano. Their bands carved out jazz history throughout the 1930s and 1940s, and they survived the hazardous waters of the music marketplace to rebound strongly in the late 1950s. Finally, in 1961, the full orchestras of the Count and the Duke came together, and it proved that just the memorable occasion fans of both had hoped, above all on the album’s opening number, Battle Royal.

         The first half of the 1950s had been the toughest time of Ellington’s career, but after the hysteria generated at the 1956 Newport Jazz Festival, a new period of popular acclaim unfolded, including his extended pieces Such Sweet Thunder and A Drum Is a Woman. Duke scored a triumph with his original score for the 1959 Otto Preminger film Anatomy of a Murder. This was followed in 1961 by his score for the Paul Newman-Sidney Poitier drama Paris Blues, including Battle Royal. An extended version of the piece was heard in the film (performed by a band of mostly French musicians “whom Duke manages to make sound quite Ellingtonian,” remarks Dan Morgenstern)139; but its full unveiling came on this album.

         The fact that the two icons succeeded in getting together despite being under contract to different labels was fortuitous. As discussed by Gary Marmorstein in The Label: The Story of Columbia Records, Ellington’s late-1950s LPs for that company had not sold well, so Columbia executive Irving Townsend, “trading like a Major League general manager,” permitted Duke to make a Roulette album with Louis Armstrong in exchange for Roulette allowing Basie to make this album.140 It proved to be a shrewd deal commercially as well as artistically, as the album became Ellington’s top seller since the Newport live LP.

         Not a battle of the bands as the title implies, Battle Royal is basically a high-powered blowing session for some of the hottest soloists on the planet. It opens with the two leaders’ pianos and rhythm sections setting the brisk tempo, then the soloists come out to play. Cat Anderson and Thad Jones (trumpets), Frank Wess and Johnny Hodges (saxophones), Ray Nance (trumpet), Harry Carney (sax), Jimmy Hamilton (clarinet), Frank Foster (sax), Lawrence Brown (trombone), Anderson again, and Paul Gonsalves (sax) each shine brightly in their solo moments; the two bands blast away together, Anderson’s sky-high horn flies once more, and the ensembles roar to conclusion.

         
            
            Bright Lights, Big City (1961)—Jimmy Reed (written by Jimmy Reed & Mary Reed) 

         Vee-Jay 398

         Chart debut on September 4, 1961 (reached #3 on R&B chart, #58 pop)

         (GHF, Blues-#113)

         At a time when virtually every other bluesman seeking to reach a crossover white audience was speeding up and rocking out, Jimmy Reed achieved stardom by keeping the music slow and oh so relaxed and easy, much like the rural Mississippi blues of the previous generation. Born Mathis James Reed on September 6, 1925, one of ten children of sharecropper parents, on a plantation near the small burg of Dunleith, Mississippi, he learned to play harmonica and guitar from local musicians before moving to Chicago in 1943. After serving two years in the Navy, he moved to Gary, Indiana, where he played in local clubs, recorded as a sideman in the early 1950s with John Brim’s Gary Kings, and was rejected at an audition for Chess Records. Then, future guitar whiz Albert King, playing drums at the time with Brim, brought him in 1953 to the newly formed Vee-Jay Records (owned by local disk jockey Vivian Carter and her soon-to-be-husband, James Bracken). His third single, You Don’t Have to Go, became a #5 R&B hit in 1955, and from that point through 1961 virtually no other blues artist outsold Jimmy Reed, with simple but memorable hits like Ain’t That Lovin’ You Baby (1956), Honest I Do (1957), and Baby What You Want Me to Do (1960). Although she wasn’t always credited, Jimmy’s wife Mary (known as Mama Reed) generally wrote the lyrics to his melodies.

         
            Bright Lights, Big City is a perfect representation of the Reed sound, with its gentle, lazy shuffle rhythm, stripped-to-the-bone melody, lyrics and laconic vocal style, and tasty harmonica breaks. Due perhaps to a combination of minimal literacy, alcoholism, and epilepsy, Reed had difficulty remembering even his own lyrics, and on this record as on many others, Mary would sit on a piano bench and whisper the words into his ear one line at a time, even singing along with him to help keep him on the beat. Eddie Taylor, Reed’s longtime friend who had helped teach him guitar back in Mississippi, is the featured guitarist (one of the era’s best blues slide players), and drummer Earl Phillips skillfully sets the rhythm. “Knowing Phillips was in the pocket,” writes Robert Santelli, “Reed established a clear, relaxed dialogue between his vocals and harmonica and let it ride on the simple stomp of the rhythm.”141

         
            
            Please Mr. Postman (1961)—The Marvelettes (written by Brian Holland, Robert Bateman, William Garrett, & Georgia Dobbins) 

         Tamla 54046

         Chart debut on September 4, 1961 (#1 for 1 week pop, #1 for 7 weeks R&B)

         (AHR, DM, ACC)

         After the Miracles’ Shop Around became Motown’s first big hit, label founder Berry Gordy, Jr. (as he wrote in his autobiography To Be Loved) learned the price of success: being owed money from many distributors (who were slow to pay unless the label had another hit they wanted), while he, in turn, owed the pressing plants and other suppliers. “That summer of 1961 I was nervous. Over the past year we had released about twenty records, many of which I thought should have been bigger hits than they were and I still hadn’t gotten paid all the money” for Shop Around. “We needed a new big hit.”142 It turned out to be Please Mr. Postman, the first release by the Marvelettes. The group consisted of five girls who went to high school in the Ford Motor Company workers’ town of Inkster outside Detroit: lead singer Gladys Horton, Georgeanna Tillman, Wanda Young, Katharine Anderson, and Juanita Cowart.

         After the girls made a strong impression at their Motown audition, they were told to come up with some original material. Georgia Dobbins, an original member of the group who was leaving to take care of her ill mother (replaced by Wanda Young), went to her songwriter friend William Garrett, and he gave her a preliminary version of Postman. With his permission, Georgia substantially rewrote it and brought it to the group. Brian Holland and Robert Bateman helped them finalize the song, rehearsed for two weeks, and produced the session. After hearing it, Gordy had a sense of pride. “I had seen that Brian had brilliant producing instincts, but this was the first tangible proof of what he could do. Both he and Robert had done some of our earlier engineering and now they were ready to take off.”

         For a debut single by five teenagers, this is a strong, confident performance, led by Gladys Horton (“Deliver the letter, the sooner the better”) and vigorously backed by bluesy piano and the drumming of a twenty-two-year-old Marvin Gaye.143 It became the company’s first pop #1.

         
            
            Moon River (1961)—Jerry Butler 

         Vee-Jay 405

         Chart debut on October 9, 1961 (reached #5 in Cash Box, #11 pop in Billboard, #14 R&B); #1 in Australia

         Composer Henry Mancini’s hit recording of his classic ballad written for the film Breakfast at Tiffany’s had a vocal group sing only one verse and the chorus of Johnny Mercer’s indelible lyric. It fell to Jerry Butler to present the full, wonderfully poetic lyric on record. Butler, who had scored his first three solo hits (led by He Will Break Your Heart) since leaving The Impressions, was on tour when his producer Calvin Carter got the song, and he flew back to Chicago specifically to record it, nailing it perfectly in two takes.144 Mancini later recalled his reaction to Mercer’s lyric: “Every once in a while you hear something so right that it gives you chills, and when he sang that ‘huckleberry friend’ line, I got them. … it was thrilling. It made you think of Mark Twain and Huckleberry Finn’s trip down the Mississippi. It had such echoes of America.”145 Mercer often said his own Savannah, Georgia childhood had been Huck Finn like, and he knew that line captured the feeling of innocence.146 Mancini and Mercer were so appreciative of Butler’s recording that after Moon River won best-song honors at the Oscars and Grammies, they ran ads in the trade papers thanking him for helping to make it a success. Carter designed a gorgeous arrangement with tasteful interplay of guitar, harmonica, and orchestra meshing with the Iceman’s impeccably mellifluous baritone.

         
            
            Gypsy Woman (1961)—The Impressions (written by Curtis Mayfield) 

         ABC-Paramount 10241

         Chart debut on October 16, 1961 (#2 peak on R&B chart, #20 pop) (R&B-#285, DM)

         Three years after The Impressions had scored their debut hit For Your Precious Love and then gone their separate ways from original lead singer Jerry Butler, the group scored again with Curtis Mayfield’s hauntingly lovely story song Gypsy Woman. Scrambling for a new recording contract after being dropped by Vee-Jay in late 1959, the group was rejected by RCA but was given a chance by ABC-Paramount, which was becoming established in the R&B market thanks to its signing of Ray Charles. A week after the group reassembled in New York, they recorded Gypsy Woman. After a slow start, the record began to break in Philadelphia, then spread along the East Coast and nationwide.

         From the adversity of Butler’s departure came newfound strength, as the spiritually minded Mayfield saw it. “When Jerry left, it allowed us to regroup and start getting into our own selves. It allowed me to generate and pull out my own talents as a writer and a vocalist.”147 Mayfield based the song on the Westerns he loved, concocting a tale of an exotic, mysterious beauty, and his delicate, sky-high tenor voice made the narrative seem all the more exotic.

         
            
            Joy to the World (1961)—Louvin Brothers (music by Lowell Mason, words by Isaac Watts) 

         Recorded on May 10–12, 1961; from the Capitol album “Christmas with the Louvin Brothers”148

         Dr. Isaac Watts, one of the foremost hymn writers of the eighteenth century, crafted the words to Joy to the World as part of The Psalms of David (1719), a liberal translation of the last five verses of Psalm 98, rejoicing for Israel’s salvation from Babylon. (“Make a joyful noise unto the Lord, all the earth: make a loud noise, and rejoice, and sing praise.”) It became one of the world’s most beloved carols with the music of Lowell Mason, who published it in his 1839 songbook The Modern Psalmist under the title Antioch. Mason attributed part of the music to George Frederick Handel, because of two brief excerpts from Handel’s Messiah, but James J. Fuld remarks that this credit “seems overly generous, as most of the music is believed original.”149 Strictly speaking, Joy to the World is not a Christmas carol, as it makes no reference to the birth of Jesus other than “the Lord is come.” But it was certainly embraced as such for all subsequent generations. Ace Collins: “Perhaps, because of its jubilant spirit, it just ‘felt’ like a Christmas song.”150

         During the early years of the recording industry, perhaps the best-known version of Joy to the World was in 1911 by the Trinity Choir featuring Elise Stevenson, a best-seller for Victor. Among the many hundreds of latter-day versions, one that exudes a particularly warm aura came from perhaps country music’s finest holiday album ever. Ira and Charlie Louvin had moved easily between sacred and secular music throughout their professional careers from 1946 until their breakup in 1963, and in both genres their glorious sibling harmonies rang out brilliantly. For Christmas With the Louvin Brothers, the decision was made to supplement their vocals with those of the Jordanaires. Recorded together live in the Nashville studio, the Louvins (as recounted by biographer Charles Wolfe) had to learn how to move from their usual duet harmonies to more intricate part singing, and fortunately Gordon Stoker of the Jordanaires was a patient teacher.151 Although some hard-core Louvins fans would have preferred a straight album of duets, there can be no disputing the stunning beauty of the music. Surprisingly, however, the album remained in print for only two years and was then deleted by Capitol, making it a rare and sought-after collectible.

         
            November 11: Joseph Heller’s “Catch-22” is published.

         
            
            Turn On Your Love Light (1961)—Bobby Bland (written by Joe Scott & Deadric Malone) 

         Duke 344

         Recorded in Nashville on September 27, 1961; chart debut on December 4, 1961 (#2 R&B, #28 pop) (Blues-#69, RHF, GHF, R&B-#237)

         After recording primarily in Houston from 1955 to 1960, Bobby Bland did a Chicago date in May 1961, then the first in a series of Nashville sessions on September 20, leading to one of his most exciting performances, Turn on Your Love Light. Bland’s producer Joe Scott is the song’s primary author; Duke founder Don Robey followed his frequent practice of adding his name as cowriter under the pseudonym Deadric Malone. Duke’s sister label, Peacock, was a major force in 1950s and 1960s gospel (with such acts as the Five Blind Boys of Mississippi), and Bland had derived much of his early musical inspiration from the church; the Rev. C. L. Franklin, Aretha’s father, was a particular influence.152 Robert Santelli: Bland “rocks and jumps with all the vocal gymnastics you’d hear in a gospel classic.”153 This record particularly shows off Scott’s “blazing brass arrangements,” writes Bill Dahl.154

         (Scott and Melvin Jackson, trumpets; Pluma Davis, trombone; Johnny Board, alto sax; Jimmy Beck, tenor sax; Rayfield Devers, baritone sax; Skippy Brooks, piano; Wayne Bennett, guitar; Hamp Simmons, bass; and Jabo Starks, drums)

         
            
            The Wanderer (1961)—Dion (written by Ernie Maresca) 

         Laurie 3115

         Chart debut on December 4, 1961 (1 week at #2); #1 (1 week) in Australia, #6 in Canada, and #10 in England (DM-#112, RS, ACC)

         Talk about a 1-2 punch; the combination of Dion DiMucci as performer and Ernie Maresca as writer followed the cocky chart-topper Runaround Sue with an even more supremely confident tale of a streetwise tough guy. Maresca had written the song in 1957 as a takeoff from the melody of Kansas City (originated by Leiber & Stoller 5 years before that, although not a hit for Wilbert Harrison until 1959). Gene Schwartz, head of Laurie Records, loved the number and got Dion to include it on his second album. The title character wore tattoos of his many girlfriends’ names on his arms; every guy wanted to be him, and every gal wanted to bed him. “The Wanderer was the hippest thing I’d done to date,” Dion said in his autobiography. “I swaggered through the tune, putting a little growl into it, relishing Ernie’s great macho lyrics and boosted again by the Del Satins’ smooth backing vocals. With a driving rhythm and a clean arrangement, the song caught hold instantly. ‘That’s more like it’ was the feeling I had.” The song was featured in the film Twist Around the Clock. Its flip side The Majestic charted higher at first, but The Wanderer quickly established itself as the hit side.

         
            
            Where Have All the Flowers Gone? (1962)—Kingston Trio (written by Pete Seeger) 

         Capitol 4671

         Chart debut on January 20, 1962 (reached #21); from the album “College Concert” (#3 peak) (FolkAlley-#5)

         
            
            Where Have All the Flowers Gone? (1956/1962)—Pete Seeger 

         Recorded live at the Bitter End (Greenwich Village) in May 1962; from the Columbia album The Bitter and the Sweet (released in January 1963) (Folk-#38, RHF, GHF)

         Pete Seeger’s antiwar anthem, so gentle and simple that it became a children’s singalong favorite, was created during the period immediately after the U.S. House of Representatives, caught up in the wave of McCarthyist Red-chasing even after Joe McCarthy’s political demise, voted in July 1956 to cite Seeger, playwright Arthur Miller, and six others for contempt of Congress for their testimony before the House Un-American Activities Committee. Trying to carry on in the face of a court indictment and pending trial, Seeger continued performing at college campuses, and en route to a concert, he came upon some lines he had jotted down in his notebook a year or two earlier: “Where are the flowers, the girls have plucked them. Where are the girls, they’ve all taken husbands. Where are the men, they’re all in the army.” The lines came from a Ukrainian folk song (Koloda Duda) quoted in the novel And Quiet Flows the Don by Mikhail Sholokhov. David King Dunaway recounts that Pete put the lines together with a phrase he had tucked away for possible future use: “long time passing.” “He had been struck by its melodic beauty: the four vowel sounds are sequential, opening up the mouth as they are sung.” Seeger: “All I knew was that those were three words I wanted to use in a song; I wasn’t quite sure how, where, or when. Suddenly it fit with this ‘Where have all the flowers gone—long time passing.’ And, five minutes later, I had ‘long time ago.’” He combined the lyrics with a “lumberjack” adaptation of the melody to the 1888 pop song Drill, Ye Terriers, Drill. Just three verses long, Seeger recorded Where Have All the Flowers Gone in a medley of short tunes on the late-1956 album “Rainbow Quest,” and he thought that would be the end of it.155

         Then the Kingston Trio, the hottest-selling group of the folk music revival that had been inspired by Seeger’s group the Weavers, made Flowers an internationally known hit in 1962. The group originally thought it was a traditional song and omitted Seeger’s name as composer, but on being informed of his authorship (especially in light of the long legal battle over rights to their hit Tom Dooley), made the correction. The song would take on a still deeper meaning a few years later as U.S. deaths mounted in Vietnam. The performance was voted the #27 all-time favorite folk song in combined 1984–1989 listener surveys by the Washington, D.C., radio program “Music Americana.” Dunaway: “A dark period had once again produced one of Seeger’s universal songs. The musician who thrives on poverty has become a cliché; in Seeger’s case, when everything tipped against him, when his liberty, career, and safety were in jeopardy, a spark inside ignited a song.”

         
            February 7, 1962: The first U.S. earth orbits are made by astronaut John Glenn in the Mercury capsule Friendship 7.

         
            March 2: Wilt Chamberlain of the Philadelphia Warriors scores a hundred points in a game against the New York Knicks. He sets another record this season by averaging fifty points per game.

         
            
            She’s Got You (1962)—Patsy Cline (written by Hank Garland) 

         Decca 31354

         Recorded on December 17, 1961; chart debut on March 3, 1962 (#1 for 5 weeks C&W, #14 pop in Billboard, #6 Record World)156

         (C&W-#111, HBN-#143, DM)157

         Patsy Cline was on a roll after the huge success of I Fall to Pieces and Crazy, and this ballad by Hank Garland (cowriter of the first song) kept the hit streak going. Patsy had initially hated the two 1961 songs before being persuaded by producer Owen Bradley to record them, but upon hearing She’s Got You for the first time, she cried—just the response that the writer of such a heart-tugging song of lost love wanted to see. Dave Marsh: “The most soulful singer in country history, Patsy Cline was also the Fifties pop singer who’d have been best suited to the stylistic innovations of the Sixties, as proven by this beautiful midtempo ballad, a record that’s no more country than it is pop or R&B—meaning, it qualifies as any of the three as well as some species all its own. Cline’s legato phrasing on the verses sets up the soaring notes she releases on the bridge and the result is pure, artful ache.”158 Floyd Cramer is on piano and Grady Martin on electric guitar, with the Jordanaires on backing vocals.

         
            
            She Thinks I Still Care (1962)—George Jones (written by D. L. Lipscomb) 

         Mercury 71910

         Chart debut on April 14, 1962 (6 weeks at #1 C&W)

         (C&W-#43, NPR, GHF, DM-#336, HBN)

         George Jones forged his reputation as one of country music’s greatest singers, in part by his ability to convey multiple layers of emotional meaning, and She Thinks I Still Care is a prime example. It’s sung from the perspective of a man who repeatedly denies—against vast evidence to the contrary—that he’s still in love with his ex. Dave Marsh: “The center of this record is his own massive, aching voice, sliding up to and around blue notes and speaking in a plain husky drawl that seems to know all the sadness one life can comprehend.”159 Nick Tosches calls it “a perfect country song of heartache and denial.”160 David Cantwell: “What Jones’ voice conveys here is more than sadness; it’s despair. Which makes the title not ironic but deadly serious. He needs her; she doesn’t need him; what’s there to care about? He doesn’t care, not about anything. Not anymore. Maybe not ever again.”161

         
            
            Night Train (1962)—James Brown 

         King 5614

         Chart debut on April 14, 1962 (#5 R&B, #35 pop) (DM, Blues-#369)

         Jazz/jump-blues tenor saxophonist Jimmy Forrest made Night Train an enduring R&B instrumental standard in 1952 with its powerhouse call-and-response structure and potent rhythms, and James Brown carried it to a new generation a decade later. Dave Marsh: “The roots of James Brown’s sound ran deep into such classic jump band honker grooves. … His Night Train was special even among such revampings, though. Not only did the JBs’ electric bass and powerhouse percussion attack stiffen up a beat considerably accelerated from Forrest’s original, but James postured himself front and center of a song that has always been an instrumental, calling off the stations at the top (‘Miami, Florida!’ goes the scratchy shout, perhaps deliberately evoking the destination of the trains that smoked their way through the darkness of his Georgia hometown),” and making their way across the map of the American Southeast and Eastern seaboard. At the end, he cries out, “Night train, night train, carry me home!” as the mighty riff gradually fades out. “What James made of the song was something better than even Forrest’s original,” writes Marsh; “he’d turned it into the saga of the black man in America, his travels from South to North without ever losing sight of the ‘home of the blues.’ Which lies less in New Orleans … than it does in the heart and mind of a rhythm genius like James.”162 Brown even played drums on the number when regular percussionist Nat Kendrick stepped out. His electrifying live performance of the song in The T.A.M.I. Show movie (released in December 1964)—doing the splits several times—helped expose him to a broader white audience.

         It should be noted that Night Train was one of the most notorious musical heist jobs of the postwar era. The song’s central riff was stolen directly from the climactic riff of Duke Ellington’s Happy Go Lucky Local (1946). Almost no one loved trains more than the Duke, whose band toured constantly, and he was regularly inspired to compose by the rhythms of the rails. So perhaps even he could appreciate the equal love expressed by Brother James in this performance.

         
            
            (The Man Who Shot) Liberty Valence (1962)—Gene Pitney (music by Burt Bacharach, lyrics by Hal David) 

         Musicor 1020

         Chart debut on April 28, 1962 (reached #4); #2 in Canada, #9 in Australia163 (DM)

         
            The Man Who Shot Liberty Valance is the strange tale of a terrific song designed to be the theme of a major motion picture, rejected for use as the theme, yet perfectly encapsulating the picture’s plot and becoming such a smash hit that it created fresh interest in the flick that foolishly cast it aside. Gene Pitney, born February 17, 1941 in Hartford, CT, first recorded for Decca in 1959 as half of the duo Jamie & Jane, then on his own in 1960 for Blaze (as Billy Bryan), and under his own name for Festival. All of those records flopped, but he found success as a songwriter, as Rick Nelson hit the Top Ten in 1961 with Pitney’s Hello, Mary Lou. Also in 1961, he enjoyed his first two successful singles: (I Wanna) Love My Life Away and the early Phil Spector production Every Breath I Take. Then, the smash Town Without Pity established the enduring Pitney sound, a melodramatic ballad with big, soaring vocal. All were recorded for Musicor, a label founded by Pitney’s manager, Aaron Schroeder.

         Bacharach and David wrote The Man Who Shot Liberty Valance for the film starring James Stewart as a decent newcomer from the East becoming a leader in a 1910 Western town, who is compelled to face off against the evil title character, played by Lee Marvin, with help from Stewart’s ally John Wayne. “It was a very hard song for me to write and it took me a long time to finish it,” Bacharach recalls in his memoir. He notes that “it has an odd structure because there are two verses before the hook comes in.”164 Director John Ford apparently rejected the song, as recorded in a demo by an unknown singer, because it gave away too much of the plot. Bacharach and David then recruited Pitney to record it. As recounted by Serene Dominic in Burt Bacharach: Song by Song, Pitney, knowing that the session at Bell Sound Studios in New York was being paid for by Paramount Pictures, still believed the number was scheduled for use in the film—and was dumbfounded to learn that the picture had already been released and was playing down the street from the studio! Dominic writes that the song “virtually is the film, since it encapsulates the whole feel and story in less than three minutes. You have Gary Chester’s drums simulating gunshots, a slightly sharp country fiddle for that authentic Wild West feel, the galloping beat on the verses, and vivid Hal David lyrics.”165 Dave Marsh calls it “the best rock-based movie theme song of the pre-Beatles era. The lyric not only respects the story; it gets to the essence of the theme, which is what happens when civilization reaches the frontier and decides to stay.”166

         
            
            Born to Lose (1962)—Ray Charles 

         ABC-Paramount 10330

         Chart debut on May 12, 1962 (reached #41 on pop chart; not on R&B chart); from the album Modern Sounds In Country & Western Music (#1 for 14 weeks)

         In 1942, Ted Daffan and his Texans made Born to Lose one of the all-time cry-in-your-beer country ballads, and Ray Charles brought it to a new audience twenty years later. Perhaps more than any other song on his historic country and Western album, Born to Lose is deeply drenched in the blues, and Ray brought out every ounce of emotion in the timeless lyrics: “Born to lose, I’ve lived my life in vain. … Born to lose, and now I’m losing you.” The song was the flip side of the mammoth chart-topper I Can’t Stop Loving You, and a key ingredient in the album’s amazing success. This track earned a Grammy nomination for best background arrangement (for Marty Paich, also noted for his arrangements for Mel Torme and other jazz artists). Charles and the band were on a European tour when word arrived that the album many had thought a reckless gamble had reached #1 in the United States; he returned home a conquering hero.

         
            
            Watermelon Man (1962/1974)—Herbie Hancock 

         Blue Note 1862

         Recorded in May 1962; chart debut on March 23, 1963 (reached #121), from the album Takin’ Off
            167; new version for the Columbia album Head Hunters (chart debut on January 12, 1974, #13 peak) (Jazz-#167, GHF-album)

         At age twenty-two, fresh from master’s work at the Manhattan School of Music, pianist-composer Herbie Hancock made what Richard Cook and Brian Morton call an “astonishingly mature and poised” debut as a leader with the album Takin’ Off.168 “I wanted to write something that was authentically from the African American experience,” recalls Hancock in his autobiography, and decided to base it on his Chicago childhood. “In my South Side neighborhood in the 1940s, the watermelon man used to come through with his wagon, rolling down the alleyways to sell his wares.” He turned the “clickety-clack” from the horse-drawn wagon over the cobblestone pavement into his first signature creation, Watermelon Man. The simple but infectious sixteen-bar blues also features brilliant young trumpeter Freddie Hubbard, the great veteran tenor saxman Dexter Gordon, bassist Butch Warren, and drummer Billy Higgins. At the suggestion of his mentor Donald Byrd, Hancock kept his compositions for his own publishing company, instead of giving them to Blue Note for that label’s publishing subsidiary. Thus, he retained the lucrative rights to an enduring jazz standard.169 It became a Top Ten pop hit for Mongo Santamaria, and it served as the launching pad for Hancock’s remarkable career. In 1974, he reworked the piece into jazz-fusion/slow-funk format on his million-selling Head Hunters. John Edward Hasse points out that in this treatment, the tune’s original melody only begins to appear gradually, “apparition-like.”170

         
            
            Boom Boom (1962)—John Lee Hooker 

         Vee-Jay 438

         Recorded in Chicago in late 1961; chart debut on May 26, 1962 (reached #16 on R&B chart, #60 pop) (Blues-#33, RHF, R&B-#198, RS-#218, 1001, ACC)171

         Mississippi-born John Lee Hooker spent most of the 1940s and early 1950s in Detroit, so perhaps it’s not surprising that in 1961 he would team up with some of Motown’s finest musicians on the recording that would make him the most beloved to a generation of rockers, Boom Boom. Bluesmen have always been gifted recyclers, and Hooker uses approximately the same melody and similar lyrics as on his 1956 song Dimples, but he digs a deeper groove in this smoldering, sensuous performance. Few women could resist the sultry, growling come-on rendered by a master seducer. The artist would recall the time he was working at a Detroit bar in between gigs and being told by a barmaid there who was offering a good-natured warning that he might be in trouble with the boss, “You’re late again, boom boom!” He decided it was the perfect takeoff for a song. By the end of the record, he’s seductively half-whispering, “knock me off my feet.”

         
            Motown pianist Joe Hunter arranged Boom Boom; the great Motown bassist James Jamerson, Hank Cosby (tenor sax), Andrew “Mike” Terry (baritone sax), Larry Veeder (guitar), and Benny Benjamin (drums) complete the ensemble.172 After Hooker’s remarkable late-career successes with the albums The Healer (1989) and Mr. Lucky (1991)—the latter album making him the oldest performer ever to reach the British Top Five—he cut a new version of Boom Boom that reached #16 in England, and provided the theme for a Lee Jeans commercial.

         
            
            Twist and Shout (1962)—Isley Brothers 

         Wand 124

         Chart debut on June 2, 1962 (#2 peak on R&B chart, #17 pop)173 (GHF, R&B-#365, ACC)

         After the Isley Brothers helped lay the foundation for modern soul music with their 1959 classic Shout, their follow-up singles for RCA Victor didn’t sell, and the trio of lead singer Ronald, Rudolph, and O’Kelly Isley spent the early 1960s moving from label to label: five singles for Wand (1962–1963), five for United Artists (1963–1964), and then their stint with Motown’s Tamla imprint that produced the 1966 smash This Old Heart of Mine. Twist and Shout, written (under a pseudonym) by Bert Berns, had first been recorded in 1961 by the Top Notes for Atlantic 2115, but that attempt to cash in on the national “twist” craze didn’t fly.174 In his autobiography, Jerry Wexler—who recalled the group’s name as the Pearls—said that he and fiery young assistant Phil Spector got into a roaring argument during the session, their dispute helping to sink what Wexler knew was “a natural hit.”175

         It took the thrilling, trilling, gospel-fueled performance of the Isleys, this time with Berns himself as producer (recorded at Bell Sound in New York City), to set the song into orbit.176 Even though the Beatles’ sensational cover version flew even higher two years later, the Isleys’ sensual rendition can still get any dance floor rocking just as powerfully. “Shake it up, baby. …”

         
            
            Breaking Up Is Hard to Do (1962)—Neil Sedaka 

         RCA Victor 8046

         Chart debut on June 30, 1962 (2 weeks at #1); #1 (1 week) in Canada, #7 in England177

         He got his musical start with a New York City doo-wop group, the Tokens, so it made perfect sense for Neil Sedaka to score his first #1 pop hit with a song that led off with the phrase “comma, comma, down-doo-be-doo-down down.” Even singing about the fear of rejection, Neil Sedaka sounded as bright and perky as on all his other early hits, but this featured the loveliest melody he had yet fashioned. He pitched the suggested title to lyricist Howard Greenfield, who had to be persuaded. As related in The Billboard Book of Number 1 Hits (Fred Bronson), the night before the recording session, Sedaka couldn’t sleep, feeling something was missing, and suddenly the nonsense phrase came to him; he telephoned it to arranger Allan Lorber at 12:30 A.M.178 The following day, he taught the backing vocal parts to the Cookies (then consisting of original member Dorothy Jones plus Margaret Ross and Earl-Jean McCrea).

         The early 1960s songs of Sedaka, remarks Ken Emerson in Always Magic In the Air, “are not set in the real world. … There are no blue notes in Sedaka’s cotton-candy scale, no traces of actual experience in Greenfield’s imagery of angels and devils and cutie-pies. These are fantasies whose only urgency is their extreme eagerness to please. Yet the craftsmanship lavished on the sheer surfaces of this music without depth or subtext provides pleasures that are far from superficial. It’s nearly impossible not to smile, for instance, as Sedaka draws upon his technical proficiency to interweave almost contrapuntally the melody of Breaking Up Is Hard to Do with ‘comma, comma, down-doo-be-doo-down-down.’”179 The singer took pride in the intricate design, boasting that the bridge of Breaking Up marked “the first time in rock ‘n roll that a minor seventh chord was used.”

         Lenny Welch (of Since I Fell for You fame) scored a Top Forty hit in 1970 with a remake of Breaking Up, changing the original bouncy tempo to a greatly slowed down ballad arrangement that brought out both its melodic beauty and the melancholy anxiety of the lyrics. Sedaka loved it, and after launching his big comeback a few years later, did his own ballad recasting of his biggest hit, which became a Top Ten hit in early 1976.

         
         
            
            The Loco-Motion (1962)—Little Eva (written by Carole King & Gerry Goffin) 

         Dimension 1000

         Chart debut on June 30, 1962 (#1 for 1 week on pop chart, #1 for 3 weeks R&B); #1 in Canada, #2 in England, and #4 in France180 (DM-#55, RHF, R&B-#113, ACC-#521)

         Babysitter makes good: Eva Narcissus Boyd (born on June 29, 1945 in Belhaven, North Carolina) was indeed babysitting the newborn daughter of 1650 Broadway/Aldon Music tunesmiths Carole King and Gerry Goffin when they took note of her vocal abilities and gave the sixteen-year-old the opportunity to help cut a demo of their dance number The Loco-Motion. King and Goffin wanted to pitch the song to Dee Dee Sharp (of Mashed Potato Time fame), and Boyd sounded enough like her that the writers hoped the Cameo-Parkway label (for which Sharp recorded) would buy it. According to Ken Emerson in Always Magic In the Air, shortly before recording the demo, Goffin and King caught Bobby Darin’s act at the Copacabana, were struck by his band’s use of open fifths on saxophones, and decided to incorporate the sound on their record. It worked perfectly, as Goffin recalled: “We had that drumroll that sounded like an engine and then the horns that sounded like a railroad.” Their boss Don Kirshner loved it; according to differing accounts, either Cameo-Parkway turned it down because the label didn’t want to give up even a penny in publishing rights, or Kirshner and his partner Al Nevins elected not to offer it to them. Instead, the partners made the “exhilarating rush of rhythm” the first single release on their new Dimension label, with Carole contributing backing vocals, along with the female trio soon to be known as the Cookies.181 Its million-selling, chart-topping success led to three more hits by Eva. Dave Marsh cited “the unity of the little sounds—high-spirited vocal, catchy melody, and hand-clapping rhythms—that add up to one big sound that won’t let you sit still.”182

         
            1962: Ken Kesey’s “One Flew Over the Cuckoo’s Nest” is published.

         
            
            You Don’t Know Me (1962)—Ray Charles 

         ABC-Paramount 10345

         Chart debut on July 28, 1962 (1 week at #2 on pop chart; #5 on R&B chart); #9 in the United Kingdom; from the album Modern Sounds In Country & Western Music (#1 for 14 weeks) (GHF-album, Jazz-#355)

         Ray Charles followed up his epochal I Can’t Stop Loving You with a gorgeous performance of the touching ballad of helpless yearning introduced by Eddy Arnold six years earlier, cowritten by the prolific Texas-born Cindy Walker. Ray’s mastery enables him to overcome a schmaltzy backing vocal group. “I watch you walk away, beside that lucky guy / To never, never know how much I loved you so, well, you don’t know me. …”

         
            
            You Belong to Me (1962)—The Duprees 

         Coed 569

         Chart debut on August 4, 1962 (reached #7)183 (PW, R&B-#289)

         
            You Belong to Me, the shimmering ballad that Jo Stafford had turned into one of the longest-running #1 hits of all time in 1952, was given a glorious doo-wop treatment ten years later by the Duprees. The Italian-American vocal quintet was formed in Jersey City by lead singer Joseph (“Joey Vann”) Canzano, Mike Arnone, Tom Bialaglow, John Salvato, and Joe Santollo. With rich street-corner harmonies, they were signed by the Coed label, and You Belong to Me was their debut single.184 The group’s several subsequent hits were similarly nostalgic ballads, most notably My Own True Love (adding lyrics to Tara’s Theme from Gone With the Wind) and the old Joni James song Have You Heard.

         From the opening words—“See the pyramids along the Nile”—and with the reed-dominated Glenn Miller-like orchestration, the tale of a man encouraging his continent-hopping lover to savor her adventures and then come back home to him casts its magical spell all over again. In Rock & Roll: The 100 Best Singles, Paul Williams says it is “bursting with heartbreak, affection, redemption. … I feel the love in the singer’s voice, and the sand beneath his sweetheart’s feet, and I’m falling dreamlike into another world.” The “sound of the record, the sweet perfection of its background harmonies, its orchestration, its lyrics, its open-mouthed lead vocal, somehow remind this listener in an oddly reassuring way of everything in his life that’s gone and behind him and won’t be seen again.”185

         
            
            Do You Love Me (1962)—The Contours (written by Berry Gordy, Jr.) 

         Gordy 7005

         Chart debut on August 11, 1962 (3 weeks at #1 on R&B chart, #3 pop); #2 in Canada; 1988 reissue reached #11 (DM-#19, RHF, R&B-#150, AHR, 1001)

         
            Called “a state-of-the-art dance record” by Nelson George, Do You Love Me is a high-powered performance representing the early Motown at its most raw.186 Motown founder (and the song’s writer-producer) Berry Gordy recalled in To Be Loved that took him about 2 hours to write, “but recording it was a little more complicated.” His brilliant bassist, James Jamerson, who always loved to test musical boundaries with jazzy licks and upbeats, went a little too far for Gordy’s taste, and the producer stopped the session. It reached the point where he’d have to kick the bassist out if he didn’t stick to the downbeat as instructed.187 Jamerson did as he was told until Gordy turned his attention to drummer Benny Benjamin; then Jamerson “hit four or five jazz upbeats in rapid succession. Reeling around, I turned to let him have it. But before I could say anything he had jumped back on the downbeat so brilliantly I could only smile.”188

         They finished the instrumental track, and Gordy wanted the Temptations—still without a hit—to sing it. But on the appointed day, “they were nowhere to be found. That’s how the Contours got their shot.” A local group, the members—Billy Gordon, Billy Hoggs, Joe Billingslea, Hubert Johnson (the cousin of Jackie Wilson), Sylvester Potts, and Huey Davis—had been hanging around the studio hoping to get a chance to record. “They went crazy when I told them the Temptations couldn’t be found and I wanted to use them.” Billy Gordon’s “screaming” lead vocal style sounded just like Gordy on the demo—“but stronger, better.” The group was known to have difficulty staying in pitch, and had been signed by Gordy primarily as a favor to Wilson, but on stage they were dynamic crowd-pleasers with splits, flips, and wild gyrations. A dance record set to the Chubby Checker twist beat and mentioning all the era’s other hot dances played to their strengths while minimizing their limitations.

         Dave Marsh, ranking Do You Love Me as #19 in The Heart of Rock & Soul, says that Benjamin on drums is “every bit as biting as anyone else’s lead guitar . … [He] dominates a record that has everything, from the best spoken introduction ever (‘you broke my heart because I couldn’t dance. …’) to an artful fake ending (it fakes me out every time).”189 The record enjoyed a second life with a smash rerelease in 1988 due to its inclusion in the multi-million-selling “Dirty Dancing” soundtrack.

         
            
            Sherry (1962)—The Four Seasons (written by Bob Gaudio) 

         Vee-Jay 456

         Chart debut on August 25, 1962 (#1 for 5 weeks); #1 in Canada190 (DM-#264)

         Seven years after he formed the nucleus of the group that would become the Four Seasons, Frankie Valli and the boys from New Jersey finally became an “overnight success” with Sherry, which rocketed to the top of the pop charts barely a month after release. After an earlier incarnation as the Four Lovers, the classic Four Seasons lineup of lead singer Valli, Bob Gaudio, Nick Massi, and Tommy DeVito was in place by 1961, and after a single on Gone Records flopped, they signed with the Chicago-based Vee Jay label.

         Gaudio recalled for Fred Bronson that the group’s breakthrough hit took just 15 minutes to write. He dashed it off at the piano just before leaving for a rehearsal. “Not having a tape recorder in those days, the only way I could remember it was to put a quick lyric to it and remember the melody and the words together. I drove down to rehearsal humming it, trying to keep it in my mind. I had no intention of keeping the lyrics. To my surprise, everybody liked the lyrics so we didn’t change anything.”191 He told Timothy White that he wrote the number with the King Pleasure jazz vocal piece Moody’s Mood for Love (which Valli would perform in clubs as a showcase for his falsetto improvisations) specifically in mind as an inspiration. (Producer Bob Crewe, offering a different recollection, told White that after hearing Valli sing Moody’s Mood, he suggested that Gaudio write something designed for Frankie’s falsetto.)192 
            Sherry would be the first of three straight Number One hits for the Four Seasons.

         “Bigger and bolder they just don’t come,” remarked Dave Marsh, praising the rhythm set by the drums and tambourine “while Frankie Valli’s falsetto heads for the stratosphere.”193

         
            
            He’s a Rebel (1962)—The Crystals (written by Gene Pitney) 

         Philles 106194

         Recorded on July 13, 1962; chart debut on September 8, 1962 (2 weeks at #1); reached #1 in Canada, #19 in England195 (RHF, R&B-#140, DM-#248, RS-#263, 1001, ACC-#484)

         The hypercompetitive Phil Spector was in a pinch. He had a song by Gene Pitney that he knew was a certain hit, and a logical choice for his girl group the Crystals after their Top Twenty success Uptown. But (while moonlighting as an A&R man at Liberty Records) he’d just learned that Vikki Carr had recorded the song for release by Liberty in September; the teenaged Crystals were back in New York and didn’t want to leave home, he was in Los Angeles with no desire to fly back, and time was short. So he booked time at Gold Star Studios, called on a powerful-voiced L.A. session singer he’d recently met, Darlene Love, and her fellow members of the Blossoms (Fanita James and Gloria Jones), and paid her a premium $3,000 to cut what became a chart-topping blockbuster under the name of the Crystals, He’s a Rebel.

         Arranger Jack Nitzsche and saxophonist Steve Douglas (the latter best known for his work accompanying Duane Eddy) recruited the band that would become the Wrecking Crew, including drummer Hal Blaine, pianists Larry Knetchel and Al DeLory, guitarists Howard Roberts and Tommy Tedesco, and bassists Ray Pohlman and Jimmy Bond. Love had never performed with such a formidable ensemble. Kent Hartman relates that engineer Larry Levine did a double take when he saw them all together in Studio A: “He had never seen that many musicians on a rock-and-roll date before.”196 Spector biographer Dave Thompson: “So frenetic was the pace, so dramatic was the sound that, when Love came to sing, she was so overwhelmed that she lost all sense of the rhythm, and traveled through the song’s [conclusion] completely out of time. Horrified, she begged Spector to give her another chance. He simply smiled at her. ‘I like the mistake.’”197 Indeed, Love’s declaration of her ardor for a bad boy soars above the material. Inevitably, the Spector juggernaut crushed the competition en route to pop history.

         
            October 14–28: The Cuban missile crisis brings the world to the brink of war due to Soviet missile and bomber bases discovered in Cuba, which are ultimately dismantled and removed after the Kennedy administration imposes a naval blockade.

         
            
            You Are My Sunshine (1962)—Ray Charles 

         ABC-Paramount 10330

         Chart debut on November 17, 1962 (3 weeks at #1 on R&B chart, #7 pop); from the album Modern Sounds in Country & Western Music, Vol. 2 (2 weeks at #2) (R&B-#286)

         Whereas Ray Charles on his landmark first country/Western album had performed the country standards “straight” (albeit with his very distinctive touches), he stretched out to explore different approaches on the sequel, above all on You Are My Sunshine. He knew the Jimmie Davis 1940 chestnut well from listening to the Grand Ole Opry as a child; Gerald Wilson cooked up a swinging big band arrangement, and with the Raeletts wailing away soulfully (and Margie Hendrix singing a couple of lines solo), it was a brilliant reinvention of a universally known song. Even though he was still struggling with a drug problem that added extra tension to the sessions, Ray was in fabulous voice, and the result was another triumph. After the single hit the Top Ten, Charles accepted an award presentation from Governor Jimmie Davis at a New Orleans concert in December 1962.

         
            
            You’ve Really Got a Hold on Me (1962)—The Miracles 

         Tamla 54073

         Chart debut on December 8, 1962 (#1 for 1 week on R&B chart; #8 pop) (RHF, GHF, R&B-#102, AHR, 1001, DM, ACC)

         A song that Smokey Robinson acknowledged was inspired by Sam Cooke’s Bring It On Home to Me, You’ve Really Got a Hold on Me provided his group the Miracles with their first Top Ten pop success in two years (since Shop Around), and placed them firmly on the path of consistent hit-making.198 The beautiful soul ballad (both written and produced by Robinson) created a musical alchemy drawn from multiple factors. Dave Marsh: “A lot of what grabbed me was Smokey’s voice, there’s no denying it, but the ache in my heart had as much to do with Marv Tarplin’s descending guitar line and the roll of Benny Benjamin’s drums. The music ensured that whatever Smokey said had to be the truth.”199 The interplay of Robinson’s falsetto with Bobby Rogers’ tenor vocal is also central to the song’s appeal.

         As Robinson would do in so many future songs, notes Thomas Ryan, he “sets up a situational dichotomy that shows the inherent contradictions of a love relationship. With lines like ‘I don’t want you, but I need you,’ we hear the words of a man who knows that he must succumb to his desire, whether he wants to or not.” Smokey’s vocal performance, inspired by the great soul tenor Clyde McPhatter, is “awe-inspiring.”200 Gerri Hirshey in Nowhere to Run: The Story of Soul Music: “As a songwriter he remains an undaunted humanist. Smokey Robinson’s lyrics are peopled with perfect lovers, men who don’t just like, they love, and forever, not just till payday. You can hurt them badly, and they’ll still love you madly, will tell you unflinchingly that you really got a hold on them, that you’re forever.”201 Nelson George writes that the song “hooks us right away with the singer’s confusion and the overriding power of his love.”

         
            
            Cast Your Fate to the Wind (1962)—Vince Guaraldi Trio 

         Fantasy 563

         Chart debut on December 8, 1962 (reached #22); from the album Jazz Impressions of Black Orpheus (#24 peak) (Jazz-#487)

         Known to multiple generations for his indelible original scores for A Charlie Brown Christmas and subsequent “Peanuts” TV specials, Vince Guaraldi was also a brilliantly talented pianist and composer whose gifts went deeper than most listeners realized. Born in San Francisco on July 17, 1928, he got his professional start through an uncle who was a local bandleader. Guaraldi’s resume included stints with vibraphonist Cal Tjader’s trio (1950), Bill Harris, touring with Woody Herman (1956–1957), Tjader again (1957–1959), and the Lighthouse All-Stars (1959). Forming his own trio in the early 1960s (filled out by bassist Monty Budwig and drummer Colin Bailey), Guaraldi began to build a regional audience, then broke through nationally with his ravishingly lovely composition Cast Your Fate to the Wind.

         Jazz instrumentals were rarities on the pop chart by 1962, aside from a few such as the Dave Brubeck Quartet’s Take Five, but Top Forty radio was awash in popular, lush orchestral instrumentals (such as Percy Faith’s Theme from A Summer Place and Lawrence Welk’s Calcutta). Cast Your Fate bridged the gap between the two styles: undeniably jazzy in the leader’s gently swinging improvisation, but possessing a rich melody and a uniquely peaceful yet somber quality that grabbed even jazz-phobic listeners. David McGee notes that the piece is “suffused with haunting melancholy,” and an evocative “impressionistic” quality.202 It won the Grammy for the best original jazz composition.

         
            
            Theme, “To Kill a Mockingbird” (1962)—Elmer Bernstein 

         Film premiere on December 25, 1962; theme released as single, AVA 120 (March 1963),203 from the soundtrack on Ava Records (Cash Box album chart debut on April 27, 1963, reached #36; didn’t chart in Billboard) (AFI-#17)

         Out of the approximately two hundred films and TV shows for which Elmer Bernstein composed the scores, his favorite of all (as stated on numerous occasions) was To Kill a Mockingbird. But when he received the assignment for director Robert Mulligan’s adaptation of Harper Lee’s Pulitzer Prize-winning novel, it took him about six weeks to figure out the right musical approach for accompanying the beloved story. “It was only when I realized that it was about an adult world seen through the eyes of children that I began to think of the theme as it is played on the piano and the flute.” After the theme is quietly introduced by one hand on the piano, then flute, harp, and clarinet are added, joining solo piano until the full orchestra comes in. Roger Hall: “The entire score, so full of childlike wonder and fears, fully deserves the fame it has achieved as one of the greatest of its era.”204 George Burt remarks that the score is actually quite sophisticated, but his use of a small ensemble creates a gentle sound, and the thematic material “occupies the range of only an octave, the range of a child’s voice. … Bernstein has created as music in a neoclassical style that is at once complex yet, on the surface, beautifully innocent.”205 Gregory Peck won the Oscar for his portrayal of Atticus Finch, and his performance will always be remembered in conjunction with Bernstein’s haunting, heartfelt theme.

         
            
            Silent Night, Holy Night (1962)—Mahalia Jackson 

         Apollo 750

         Chart debut on December 29, 1962 (#99 pop); later on the Columbia album Silent Night—Songs for Christmas (December 14, 1963 debut, #11 on Billboard Christmas chart)

         As a general rule, when Mahalia Jackson recorded a song both early in her career (her original Apollo Records years) and later (primarily for Columbia), the earlier version is almost invariably better. A rare exception is Silent Night, Holy Night. Joseph Mohr’s beloved poem, for which Franz Gruber provided the melody for its introduction on December 24, 1818 at St. Nicholas Church in Obendorf, Austria, had first been recorded by Mahalia for Apollo 235 on October 17, 1950. It’s slow and beautiful, accompanied only by organist Mildred Falls; she sings one verse and chorus, hums, and repeats the refrain—a wonderful performance, but leaving one wanting more. When she revisited the classic twelve years later, Mahalia—in magnificent vocal form, and accompanied (unobtrusively but effectively) by a choir—adds the song’s gorgeous second verse (“shepherds quake at the sight”), hums a full chorus, and then brings it home: “Christ the savior is born.” Perhaps never has the universally cherished hymn received a more moving treatment.

         
            
            I’m Old-Fashioned (1963)—Ella Fitzgerald (music by Jerome Kern, lyrics by Johnny Mercer) 

         Recorded on January 5, 1963 for the Verve album Ella Fitzgerald Sings the Jerome Kern Songbook

         Introduced by Fred Astaire in the 1942 film You Were Never Lovelier, the warm, wonderfully engaging I’m Old-Fashioned received perhaps its finest recording twenty-one years later courtesy of Ella Fitzgerald. The movie marked lyricist Johnny Mercer’s first opportunity to work with his composing hero, Jerome Kern. Biographer Philip Furia: “In awe as he was of Kern, Johnny Mercer could still hold his own as they worked together. Kern’s sumptuous, soaring melodies sometimes drove lyricists … into overblown poetic language, but Mercer managed to stay his casually colloquial self in I’m Old-Fashioned. He set Kern’s soaring music with an understated affirmation of his love for traditional romantic things—moonlight, rain drops on a window pane, and spring. When Mercer brought the lyric to Kern’s home, the normally taciturn composer was so taken with it that he jumped up from the piano stool and kissed his lyricist on the cheek.”206

         Ella Fitzgerald’s naturally sunny, optimistic style made her a perfect match for the song, especially with the matchless Nelson Riddle as arranger. One of her gifts, writes James Morris, was “to make the words of a song work for her, incorporating them into a whole expressive unit with the music,” as she does with I’m Old-Fashioned. Kern’s melody builds relentlessly with ever-widening intervals, “and Fitzgerald judges the song’s gathering strength perfectly, rising to its climax with a seeming effortlessness that exhilarates.”207

         
            
            All the Things You Are (1963)—Ella Fitzgerald 

         Recorded on January 7, 1963; from Verve’s Jerome Kern Songbook

         (released in January 1965)208

         With its rich, intricate Jerome Kern melody and gently poetic Oscar Hammerstein lyric, All the Things You Are has always been a challenging number for singers. Proof can be found in the fact that even though it had been recorded many times since the 1939 big-band versions by Tommy Dorsey and Artie Shaw, no vocalist had really put his or her stamp on the great standard—at least until Ella Fitzgerald. Ella rises to the occasion wonderfully with the help of Nelson Riddle’s typically fine orchestration.209 It’s a curious fact that her Kern collection—which sat on Verve’s shelf for nearly two years before release—has been largely overlooked over the years; Will Friedwald (in his two classic studies of jazz singing that explored her work in depth) and her biographers barely alluded to it. But while it may stand in the imposing shadows of her untoppable 1950s songbooks, this set is magnificent in its own right, particularly on this selection. “You are the breathless hush of evening / That trembles on the brink of a lovely song. …”

         
            
            Help Me (1963)—Sonny Boy Williamson (II, Aleck “Rice” Miller) 

         Checker 1036

         Recorded on January 11, 1963 (Blues-#104, NPR)

         At a time when most other top bluesmen of his generation were slowing down, the second great artist to call himself Sonny Boy Williamson was on a roll during the early 1960s. At his first session since the September 1961 date that produced One Way Out and Nine Below Zero, Aleck Miller gave us another enduring gem, Help Me. Borrowing/adapting the organ figure from the 1962 Booker T & the MG’s classic Green Onions (played here by either Billy Emerson or Lafayette Leake), he pleads with his lover: “You’ve got to help me, baby, I can’t do it all by myself. …” As always, his brilliant work on mouth harp accentuates the power of his vocal. The combo is rounded out by Matt Murphy (guitar),210 Milton Rector (bass), and Al Duncan (drums). Lawrence Hoffman on Williamson’s mouth harp style: “His use of vibrato, sustained tones, trills, glissandi, varying timbral shades, sense of symmetry, along with his impeccable timing, were uniquely developed for his personal, expressive needs. If [Little] Walter was abstract perfection, Sonny Boy II was pure natural exuberance.”211

         
            
            Turn! Turn! Turn! (To Everything There Is a Season) (1963)—Pete Seeger 

         Recorded live at the Bitter End (Greenwich Village) in May 1962; from the Columbia album The Bitter and the Sweet (released in January 1963) (FolkAlley-#22, SING)

         One of Pete Seeger’s greatest songs was written in 1959, inspired by his favorite chapter of the Bible. “What is right and what is wrong with the world?” Seeger mused in discussing the song in the September 1964 Sing Out. “The most truthful answer I know comes from Ecclesiastes, that hardboiled section of the Bible (‘Vanity of vanities, all is vanity!’).” Biographer David King Dunaway notes that in Ecclesiastes (purportedly written by King Solomon), “a worldly preacher traveled with his gospel, preaching rectitude. … Seeger seemed to be asking, in the words of an old country song: ‘Do you preach what you live / Would you live what you preach?’” He didn’t get around to recording Turn! Turn! Turn until three years later. The Bitter and the Sweet was one of Seeger’s finest albums—in his favorite setting, live performance—and also included Where Have All the Flowers Gone. Turn quickly struck a chord in the folk community, as Judy Collins covered it in late 1963, and then Roger McGuinn and The Byrds made it a folk-rock classic for the ages. Seeger loved the Byrds’ treatment: “All those electric guitars. Like clanging bells.”212 But Pete’s folk original that got it all started has a simple yet profound charm of its own. “A time of love, a time of hate / A time of peace—I swear, it’s not too late.”

         
            
            Walk Like a Man (1963)—The Four Seasons (written by Bob Gaudio & Bob Crewe) 

         Vee-Jay 485

         Chart debut on January 26, 1963 (3 weeks at #1); #1 (1 week) in Australia and Canada, #12 in England213 (RHF, DM-#214, DMDB)

         “It wasn’t just Frankie Valli’s voice—stunning in both its natural tenor and falsetto ranges—that made the Four Seasons’ hits something special,” writes Dave Marsh. “There was also the quality of the songs, the harmonies, and the persistently inventive use of percussion. Walk Like a Man opens with drums that sound like they’re being played by God (Buddy Salzman is a better bet), announcing itself so forcefully that the record’s already a guaranteed smash before Valli ever opens his mouth.”214 It became the group’s third straight #1 single (not counting a Christmas release). A royalty dispute with their Chicago-based label, Vee Jay, led the Seasons to switch to Philips Records for a new run of hits starting in early 1964.

         
            
            In Dreams (1963)—Roy Orbison 

         Monument 806

         Chart debut on February 9, 1963 (reached #7); #1 (2 weeks) in Australia, #6 in England215

         (DM-#66, RS, AHR, ACC-#502, TC, 1001)

         According to Roy Orbison, he literally dreamed the song In Dreams, and when he awoke promptly set the lyrics to music (one of his few compositions without a collaborator). From Blue Bayou to Dream Baby to Leah to It’s Over, dreams were a constant theme in the Orbison songbook, and more often than not they tended to be either overtly ominous or possess a disturbing subtext. Over and over in his music, writes Dave Marsh, “a dreamer awakens to find that what he’s imagined true is not, and is left at the end to live a life less complete than the one in his head.” The artist’s songs “possess a psychological complexity that is commonly believed not to have existed in pop music until Dylan and the Beatles.” The opening recitative and string arrangement may be overdone, he remarks, but the Mexican rhythm and Orbison’s distinctive phrasing redeem it. “When Orbison swings from chorus to verse, his vibrato and melisma are so fluid and graceful that he might as well be singing in Spanish than his more guttural native tongue.”216

         Of course, the song took on a far more sinister tone through its use by director David Lynch in the 1986 film Blue Velvet. The singer actually refused Lynch’s original request to let him use it, but he went ahead and built it into a tour de force, Orbison’s vocal accompanying psychopath Dennis Hopper and his lip-synching friend Dean Stockwell on a violent rampage, and the scene in which Hopper grabs Kyle McLachlan by the face and spits out the lyrics: “In dreams, I walk with you. … In dreams, you’re mine, ALL of the time. …” When the straight-laced singer saw the picture, he was shocked by the use of the song. But after it became a critically acclaimed hit, he changed his mind (appreciating its “otherworldly quality”), and even appeared with Lynch on TV.217 Orbison’s biographer Ellis Amburn notes that the lyrics “betray an abnormal psychology”—the view that dreams are better than reality, self-delusion preferable to truth—and a morbidity that made it perfect for Lynch.218 On the set, the director actually had the cast sit down several times and listen to the song for inspiration.

         U2’s lead singer Bono discovered In Dreams through the movie, and became obsessed by it. “It’s the most extraordinary pop song,” he told Amburn. “I think it’s five or six completely different melodic sections tied together. It breaks all the rules of pop music. … And I’d never heard a voice quite like it. There seemed to be a Pandora’s Box that he opened up, [with] all the dreams and nightmares in there, all mixed up.” In 1988, Bono wrote She’s a Mystery to Me for Orbison’s final album Mystery Girl.

         
            
            Our Day Will Come (1963)—Ruby and the Romantics (written by Bob Hilliard & Mort Garson) 

         Kapp 501

         Chart debut on February 9, 1963 (1 week at #1 on pop chart, 2 weeks at #1 R&B); #38 in England219 (AHR)

         This warm, lovely ballad presents “a dreamy soundscape that suits the optimism of the lyrics,” writes Thomas Ryan in American Hit Radio.220 Lead singer Ruby Nash (born in Akron, Ohio, on June 15, 1934) had formed a group with her sister and two girlfriends, but left in 1961 to join an Akron-based male quartet that had been known as the Supremes. The renamed Romantics signed with the Kapp label, and producer Allen Stanton decided Ruby should take the lead. As related by Fred Bronson in The Billboard Book of Number One Hits, Stanton heard Our Day Will Come at the home of cowriter Bob Hilliard and wanted it for the Romantics, but was told it had been promised to someone else—although the real reason for the writers’ reluctance was that they were an unknown group. (The singer on the writers’ demo was Dionne Warwick, just before her full breakthrough as a star.)221 The producer kept pushing, and finally got the answer he wanted. Ruby (in her first time in a recording studio) and the group cut both a straight pop version and a gentle bossa nova arrangement; the latter was released, and before long hit the top of the charts. The group had several subsequent hits (most notably Hey There Lonely Boy, which became a bigger smash by Eddie Holman as Hey There Lonely Girl), and it broke up in 1971.

         The group is accompanied by a Hammond organ, and Ruby’s vocal is engagingly lilting. Nash’s delivery of the lines “Our dreams have magic because we’ll always stay in love this way,” remarks Ryan, “is enough to set even a war-torn veteran of love’s battlefield adrift on memory bliss.”

         
            
            He’s So Fine (1963)—The Chiffons (written by Ronnie Mack) 

         Laurie 3152

         Chart debut on February 23, 1963 (4 weeks at #1 on pop chart, 4 weeks at #1 R&B); #16 in England222 (DM-#58, ACC)

         “Doo-lang, doo-lang, doo-lang, doo-lang. …” Early 1960s pop listeners loved nonsense phrases, and these were particularly pleasing to the ear as rendered by the Chiffons to open the teenage love anthem He’s So Fine. The Bronx-based quartet of Judy Craig (the lead singer here), Barbara Lee Jones, Patricia Bennett, and Sylvia Peterson, almost two and a half years after their only previous chart record Tonight’s the Night, recorded He’s So Fine shortly before their high school graduations. The group’s producers Phil Margo, Mitch Margo, Hank Medress, and Jay Siegal—better known as the pop group the Tokens (of The Lion Sleeps Tonight fame)—played all the instruments. They were quite taken with the background singers’ “doo-lang” chant, and suggested that it be moved up to the start of the record, The Chiffons didn’t have a record deal at the time, and the Tokens shopped them to fourteen labels before the small Laurie Records (mainly known for Dion’s hits) signed them based on this song. Songwriter Ronnie Mack (who served as their manager) saw his creation go to #1, but soon thereafter was hospitalized with Hodgkin’s disease. He died not long after the Tokens presented him with a gold record. A decade later, the song’s copyright holders sued George Harrison for unconsciously plagiarizing his chart-topping My Sweet Lord from He’s So Fine, and won a court judgment that Harrison would have to give up all past and future royalties on his hit. The Chiffons celebrated the victory by recording their own version of My Sweet Lord.

         
            
            Lush Life (1963)—Johnny Hartman and John Coltrane 

         Recorded on March 7, 1963; from the Impulse album “John Coltrane & Johnny Hartman”223 (Jazz-#164)

         One of the greatest—and most demanding—ballads ever written, Billy Strayhorn’s Lush Life was given its most popular recording by Nat “King” Cole in 1961, a dozen years after his original rendering. For many jazz lovers, however, the definitive treatment of the masterpiece by Duke Ellington’s longtime musical partner was by baritone ballad master Johnny Hartman. The great tenor saxophonist John Coltrane had won fresh acclaim for his 1961 album of standards, “Ballads,” with his peerless quartet (pianist McCoy Tyner, bassist Jimmy Garrison, and drummer Elvin Jones). He was eager to do another standards collection, but this time with a vocalist, and decided on Hartman, whose impeccable technique and luscious sound he admired. Trane also sympathized with the singer’s career frustrations—making only three albums in the previous decade, and none since 1959—and wanted to help Hartman reach the wider audience he had long deserved. When the two men briefly jammed together after Coltrane’s set at Birdland on March 1, 1963, they knew the combination would work.

         The singer and Coltrane shared a ride from New York City to the New Jersey studio, and Cole’s recording came on the radio. Hartman marveled, “Man, this is one of the great tunes of all time,” and Trane—who had done an instrumental version two years earlier224—was happy to revisit it. As he did on one other track for the album (Autumn Serenade), Coltrane lays out until after Hartman sings the entire lyric, beautifully conveying its haunting poetry of deeply introspective melancholy, then Trane concludes the piece with a gorgeous solo. Ted Gioia calls the performance “exquisite.”225 Gregg Akkerman: “Songs as melodically intricate, lyrically sophisticated, structurally unconventional, and harmonically dense as Lush Life are not supposed to become canonic standards, but Hartman-Coltrane ultimately conferred such a status” on Strayhorn’s creation.226 Most telling of all: When Strayhorn was dying of cancer in 1967, Hartman came to visit, and the composer told him: “Johnny, you did this song exactly how I meant it.”227

         
            
            You Are Too Beautiful (1963)—Johnny Hartman and John Coltrane (music by Richard Rodgers, lyrics by Lorenz Hart) 

         Recorded on March 7, 1963; from the Impulse album “John Coltrane & Johnny Hartman”228 (Jazz-#446)

         The great Rodgers and Hart ballad You Are Too Beautiful was introduced on screen by Al Jolson in 1933 (for the film Hallelujah, I’m a Bum), and it was given a terrific recording twelve years later by Dick Haymes. Rodgers’ biographer Meryle Seacrest remarks that it has “a wit and sophistication worthy of Cole Porter.”229 Alec Wilder noted that the song has many of Rodgers’ hallmarks, including his “adroit use of successive fourths, opulent but unintrusive harmonic progressions, special talent for writing verses,” and a particular gift for writing waltzes.230 It’s appropriate that it would become one of the highlights of the classic album teaming singer Johnny Hartman with supreme tenor saxophonist John Coltrane, because Hartman’s buttery-smooth baritone (although somewhat deeper and more resonant) had often been compared with that of Haymes. The album (accompanied by Coltrane’s classic quartet, including pianist McCoy Tyner), with producer Bob Thiele, was recorded in a single day at Rudy Van Gelder’s studio in Englewood Cliffs, New Jersey. This gorgeous performance exemplifies the perfect combination of singer and soloist, as Tyner observed: “They blended so well. I think there was a connection. I couldn’t tell where there was a separation, if there was one, between [Coltrane] and Johnny.”231 Will Friedwald: “Hartman was one of the greatest of all interpreters of love songs. It wasn’t just a question of a deep, sensual voice, which he surely had; it was his romantic attitude … like Cole and Sinatra, he had the gift of making you feel every word.”232

         
            
            Another Saturday Night (1963)—Sam Cooke 

         RCA Victor 8164

         Chart debut on April 20, 1963 (1 week at #1 on R&B chart; reached #10 pop)

         Sam Cooke’s party-time classic that’s actually about homesickness, Another Saturday Night features a sax solo by Plas Johnson, and it is driven by legendary drummer Hal Blaine. Bandleader-arranger Rene Hall marveled at Cooke’s untrained but absolutely impeccable ear for what instrumentation would work for a given song. “He could hear the entire orchestra, the string lines, the bass lines, the horn lines, the backing singers’ lines.”233 The singer boasts convincingly that if he were back home, “I’d be swingin’ with two chicks on my arm,” but since he “got in town a month ago,” he’s got nobody to help him spend his payday cash. Cooke had written the number while on tour in England, recorded it during a two-day session in Los Angeles, and set it to the Latin beat he so loved. The date includes a full horn section and jazzman Barney Kessel on guitar.

         
            
            El Watusi (1963)—Ray Barretto 

         Tico 419

         Chart debut on April 27, 1963 (reached #17 pop, also #17 R&B); from the album Charanga Moderna (World-#52, NPR, Jazz-#347)

         
            One of the biggest Latin jazz-pop hits of the Rock Era, El Watusi became a career-defining success for percussionist Ray Barretto. Born April 29, 1929 in Brooklyn, Barretto played with various New York combos in the early 1950s, with Jose Curbelo (1954–1957), then had an invaluable 1957–1961 stint with Latin jazz pioneer Tito Puente’s orchestra.234 After a few months with Herbie Mann, he started his own band in 1962. El Watusi was initially an album cut, but it generated so much interest from disk jockeys that Tico (the dominant label in the Latin jazz field) released it as a single.235 The song is an utterly simple Latin dance number geared to the Watusi dance craze, with a brief piano intro, a flute lead over a constantly repeating, highly danceable cha-cha rhythmic groove, and an intermittent spoken rap in Spanish that’s a bit intrusive but not overly so. Ed Morales notes that the Latin music of the 1960s by top artists such as Barretto and Eddie Palmieri represented a combination of Cuban influences and “the growing interaction between New York Latinos and African-Americans in the working-class neighborhoods of Manhattan, Brooklyn, and the Bronx,” which often had a particularly strong Puerto Rican component.236 This performance was a precursor to the boogaloo (aka “bugaloo”) movement of the mid-1960s that was the most associated with Joe Cuba, and Barretto became a longtime leader in the salsa field.

         
            
            Who Do You Love (1963)—Ronnie Hawkins 

         Roulette 4483; uncharted B side of Bo Diddley (debut on May 4, 1963)

         No cover version of Bo Diddley’s greatest classic Who Do You Love could hope to match the original—but Ronnie Hawkins’ frenzied, thrilling 1963 performance carved out a legend that was all its own. Born January 10, 1935 in Huntsville, Alabama, rockabilly man Hawkins auditioned unsuccessfully for Sun Records in 1957, began performing in Canada, and after signing with the New York label Roulette, scored Top Forty hits with Forty Days (originally by Chuck Berry) and Mary Lou, both in 1959. Drummer Levon Helm was the only member of his original band to stay on when Hawkins returned to Canada and formed a new Hawks, with Jaime Robbie Robertson, Garth Hudson, Rick Danko, and Richard Manuel. Who Do You Love and its flip side Bo Diddley were the first recordings by the reconstituted Hawks, and what a debut it was.

         While Hawkins makes like Screamin’ Jay Hawkins and basically goes nuts on the vocal, his voice rising to a screech on the chorus in trying to capture the eerie voodoo of the lyrics (“I walked 47 miles of barbed wire, use a cobra snake for a neck tie …”), nineteen-year-old Robbie Robertson unleashes some of the nastiest, most ferocious electric guitar soloing of the era; Richie Unterberger writes that his solo is “a good few years ahead of its time in its manic distorted intensity.” Robert Palmer suggests that Robertson’s performance “amounts to a Willie Johnson homage”—Johnson having been Howlin’ Wolf’s star guitarist in the early 1950s.237 238 Greil Marcus, calling the record “unbelievably demonic,” remarks: “It is still possibly the most menacing piece of rock ‘n roll ever made.”239 The record wasn’t a hit—just too wild for the mild-mannered pop radio of 1963—but made a huge impression on all who heard it. Two years later, the Hawks (minus Ronnie Hawkins) became the backing band for Bob Dylan, and as The Band made their own rock history starting in 1968. This is where it all began.

         
            
            Copper Kettle (1963)—Country Gentlemen 

         Starday 628

         Released in May 1963

         The “second generation” of bluegrass music—following the original greats led by Bill Monroe, Lester Flatt and Earl Scruggs, and the Stanley Brothers—is represented wonderfully by the Country Gentlemen. The group was formed in Washington, D.C., on July 4, 1957 by singer-guitarist Charlie Waller, singer-mandolinist John Duffey, banjoist Bill Emerson, and bassist Tom Morgan; Emerson and Waller had played with Buzz Busby and the Bayou Boys, and after Busby’s car accident left him hospitalized, they formed the Gentlemen to fulfill Busby’s obligations, and kept going from there. After various personnel changes, the most famous lineup was finalized in 1960 with Waller, Duffey, Eddie Adcock on banjo, and bassist Tom Gray. They released several singles and a 1959 album on Starday; then their 1960 album Country Songs Old & New for Folkways broke them through to the urban folk audience. During the early 1960s, they recorded for multiple labels, including Rebel and Mercury. Their final release for Starday was Copper Kettle, an exciting tale of moonshiners with an arrangement (notes Neil Rosenberg) that “mixed bluegrass with Kingston Trio.”240 Waller sings lead, with tight harmonies and superb bluegrass musicianship all around.

         
            
            One Fine Day (1963)—The Chiffons (music by Carole King, lyrics by Gerry Goffin) 

         Laurie 3179

         Chart debut on June 1, 1963 (reached #5 on pop chart; #6 R&B); #12 in Canada, #29 in England (DM-#43, AHR, RS, 1001)

         As a teenage girl’s statement of bright-eyed, innocent hope for a blissful romantic future with her wandering boyfriend, One Fine Day casts a spell on even the most jaded listener. Carole King recorded it as a demo for Little Eva (who had scored a #1 hit with The Loco-Motion), but producers the Tokens (Hank Medress, Jay Siegel, and Phil and Mitch Margo) wanted it for their girl group the Chiffons. So they wiped King’s voice off the tape (while keeping her piano part), substituted the Chiffons’ vocals, and the result was one of the most warmly remembered hits of the early 1960s.

         Judy Craig, Barbara Lee Jones, and Patricia Bennett formed their group while high school classmates in the Bronx, and after working as backup singers in 1960, and in early 1963 (after adding a fourth member to the group, Sylvia Peterson), that they broke through with He’s So Fine. Finding the right song to follow such a hit was crucial, and the sudden death of Ronnie Mack, their discoverer and the writer of their first hit, brought them to Aldon Music (the New York publishing house for which King and Goffin worked) in search of material. One Fine Day offered the perfect solution. The song was offered to Capitol Records, but its A&R staff—whose legendary cluelessness regarding rock and roll later led them to reject the Beatles’ early singles until their hand was forced—turned it down. This allowed a pop classic to fall into the lap of Laurie Records, best known for Dion and the Belmonts. The group’s handful of subsequent hits included the delightful Sweet Talkin’ Guy in 1966.241

         King’s high-spirited piano kicks the song into high gear from the opening seconds, and we’re just swept along from there. “While He’s So Fine was upbeat, One Fine Day was positively ebullient,” writes Thomas Ryan. As the girls chant “dooby dooby dooby dooby shoo-wop bop,” “you’d think that lead singer Judy Craig had just won the lottery. According to the lyrics, though, she hadn’t even gotten the guy yet. She just feels so good about herself that she knows eventually she will.”242 Greil Marcus: “My choice, along with a dozen others, for the greatest rock ‘n roll record ever made. And I could live without the others, if I had to.”243

         
            
            Six Days On the Road (1963)—Dave Dudley (written by Earl Greene & Carl Montgomery) 

         Golden Wing 3020244

         Chart debut on June 1, 1963 (#2 C&W, #32 pop)245

         (C&W-#116, HBN-#125, DM)

         The ultimate truck driving song was written by two men who knew the truckers’ life firsthand: Earl Greene and Carl Montgomery drove a semitrailer up and down the East Coast for the Pittsburgh-based Robbins Floor Products, spending six days a week on the road; this song was their vivid chronicle of the experience. Ace Collins: “It wasn’t just a song, it was the autobiography of every man who had ever made a long haul.”246 As outlined by Frederick Danker for the January 1978 Journal of Country Music, country songs about truckers date back to Ted Daffan’s Truck Driver’s Blues in 1939 (first recorded by Cliff Bruner), and picked up in number after Terry Fell’s Truck Driving Man (1954); the Dudley hit really opened the floodgates. (The genre was further boosted by Don Pierce’s marketing ploy for Starday Records of issuing multiple anthology LPs devoted to trucking songs.)

         Dudley, born Dave Pedruska on May 3, 1928 in Spencer, Wisconsin, had been pursuing a career as a country/honky-tonk singer for several years with limited success until this smash. Dave Marsh: “Cut in a tiny little Minneapolis studio, for an even tinier label, [this record] had about as much impact as any hit of the early Sixties—it spawned a whole genre of truck driving songs that are not only the closest contemporary equivalent of the cowboy ballads of yore but have produced some of the best country records of the past 30 years. … Dudley … captures just about every important element of the truck driving schematic—the pills, the loneliness, the horniness, the nerve-wracking life on the feathery edge of the law.”247 248

         
            The artist’s timing was perfect in that trucking songs essentially took the place of the railroad songs that had occupied such a central place in country and folk music for generations, as the trucking industry had overtaken railroads as the nation’s prime mover of goods by mid-century. This process was only accelerated by the start of the interstate highway system in 1956. The trucking song, noted Danker, “functions as a metaphor for the loneliness endemic in our mobile society.”

         “Set to a chugging electric riff, a hard-driving Bakersfield-style backbeat, and a chorus that mimics the hum of an eighteen-wheeler flying by you on the left, Six Days has all the specificity” missing from such predecessors as the Daffan song, thanks to the composers’ firsthand knowledge, writes David Cantwell.249 As he hauls his freight, Dudley dodges scales because his rig’s overweight and his “log book’s way behind,” speeding at every opportunity, letting his truck slip into “Georgia overdrive.” And he has before him a vision of the beautiful wife who awaits him at journey’s end: “My hometown’s a-comin’ in sight / If you think I’m happy, you’re right!”

         
            
            Blue Bossa (1963)—Joe Henderson (written by Kenny Dorham) 

         Recorded on June 3, 1963 for the Blue Note album “Page One”

         The career of Joe Henderson reflects the journey of jazz artists during the Rock Era: the struggle to maintain a career in a challenging market, but also their perseverance. Born April 24, 1937 in Lima, Ohio, he began playing tenor sax at thirteen, had stints with Sonny Stitt and Jack McDuff, and co-led a group with Kenny Dorham (1962–1963).250 Henderson achieved fame as a member of the Horace Silver Quintet (1964–1966), most notably featured on Silver’s classic Song for My Father. Meanwhile, he also did outstanding work as a leader and a composer of such pieces as Inner Urge and Black Narcissus. After working with such other artists as Herbie Hancock (1969–1970), the 1970s and 1980s were tough. But Henderson enjoyed a resurgence following the tremendous success of his 1992 album of Billy Strayhorn songs, Lush Life, and his 1995 Antonio Carlos Jobim collection Double Rainbow.

         Henderson, remarks Alyn Shipton, gained much of his style from playing soul jazz with organist McDuff, and he combined that bluesiness with “a harmonic knowledge and swiftness of execution that compared to that of Sonny Rollins.”251 During the early 1960s, the Brazilian craze enabled many jazzmen to jump on the bandwagon, and Blue Bossa is an outstanding example, a smoothly flowing number with stellar soloing. Composer Kenny Dorham is on trumpet, with McCoy Tyner (piano), Butch Warren (bass), and Billy Higgard (drums). Blue Note was enjoying one of the biggest periods in its twenty-five-year history (to that point), with continuing stars like Silver, and new standouts such as Hancock and Henderson.252

         
            
            Memphis (1963)—Lonnie Mack (written by Chuck Berry) 

         Originally issued as Buccaneer 3001; then on Fraternity 906; chart debut on June 8, 1963 (reached #5)253 (Blues-#432)

         Under the title Memphis, Tennessee, this song had originally been released by Chuck Berry in 1959 as the flip side of his classic Back In the U.S.A.; despite its highly engaging story line, it didn’t make the charts, perhaps due to Chuck’s uncharacteristically laid-back acoustic performance. Four years later, guitarist Lonnie Mack made his taut, rockabilly inspired rendition an instrumental smash hit and established himself as a role model for a legion of rock axmen.

         Born Lonnie McIntosh July 18, 1941 in Aurora, Indiana, he started a country band at thirteen, and during the early 1960s was a session guitarist for the small Cincinnati-based Fraternity label. It was at the end of a Christmastime 1962 session accompanying the local R&B trio the Charmaines that he cut Memphis, a number he had been performing in club dates for over two years. According to Richard Pinnell (writing in Guitar Player magazine), Mack’s Memphis was the first recorded rock guitar instrumental to use a five-note pentatonic blues scale as the basis for its melody, making it “one of the milestones of early rock and roll guitar.”254 The artist had all but forgotten the session and was busy touring as lead guitarist with county singer Troy Seals several months later when he learned that he had a hit. In 1980, the editors of Guitar World ranked it the “Landmark” rock guitar recording of all time.

         Delighted with the royalties from a song that had not been a hit for him, Berry became friends with Mack, and his subsequent live performances of the piece would use Mack’s faster tempo. After one more Top Forty hit (Wham!), Mack did session work for James Brown, the Doors and Freddy King, recorded three albums from 1968 to 1971, retired from music for over a dozen years (except for one 1977 album), and finally returned for a terrific 1985 album for the Alligator label, Strike Like Lightning.

         
            
            Fingertips, Part 2 (1963)—Stevie Wonder 

         Tamla 54080

         Chart debut on June 22, 1963 (#1 for 3 weeks pop, #1 for 6 weeks R&B); #6 in Canada (DM-#178, R&B-#265)

         It’s the first live performance ever to top the Billboard chart; by the youngest artist (just turned 13 when it debuted) ever to hit #1 to that point; and the record that announced to the world the artist who would help shape pop and soul music for the next quarter century. But above all, Fingertips is a sensationally fun record, overflowing with playful exuberance. Stevie Wonder would make many far more complex and ambitious recordings in years to come than this utterly simple little number, but its sheer zest—the little guy just blows the hell out of that mouth harp, and is clearly having the time of his young life—remains hard to top.

         Born Steveland Morris on May 13, 1950 in Sagniaw, Michigan, and blind from birth, Stevie was a true child prodigy as a singer and harmonica whiz (along with other instruments), and was signed to a Motown contract at age ten. They didn’t quite know what to do with him at first; after doing some backup work for other artists, in 1962 he recorded an album, The Jazz Soul of Stevie Wonder, which was heard by few. Fingertips was an instrumental on that album. As the youngster performed on the road with the Motown troupe, he, drummer Benny Benjamin, and saxophonist Thomas “Beans” Bowles would play around with the number (which they’d first performed at New York’s Apollo theater in late 1961). Nelson George writes that as the piece was gradually refined on the road, “they shifted the key from G to C, and gave Stevie room to improvise a vocal when he wasn’t playing harmonica or bongos.”255

         Motown founder Berry Gordy recalled in his memoir that the hit version of Fingertips was recorded while doing a live album with the Motown Revue at Chicago’s Regal Theater. One night after finishing the number, his producer (and the song’s credited cowriter) Clarence Paul was escorting him off stage to make way for Mary Wells “when Stevie broke away at the wings and ran back out on the stage.256 The bass player who was playing for Stevie, thinking the song was over, had left the stage and Wells’ bassist quickly moved in. When Stevie started singing the song again, the new bass player [Larry Moses] shouted out, ‘What key? What key?’ We’re not sure why the record was such a big hit, but leaving that mistake in didn’t hurt. There are certain kinds of mistakes I love. They sometimes give things extra life and magic because of their raw, real quality.”257 An admiring Jon Landau called it “one of the freakiest Motown records ever.”258

         “More than a hit, however, the song captured the spirit of Detroit’s black community” in the turbulent year of 1963, suggested Suzanne Smith. “The song’s electricity emanates from Wonder’s unwillingness to finish the number and leave the stage. … Wonder’s surprise encore celebrates a desire to assert oneself in the face of authority, rules, and literal displacement. His presence and talents cannot be suppressed or removed even after the emcee officially asks him to exit the stage.”259

         The kid whose debut album had been ignored not only shot to #1 on the pop charts, but his album Little Stevie Wonder—The 12-Year Old Genius also topped the charts. Dave Marsh writes of this performance that everybody “plays like they’ve been practicing for this moment all their lives.”

         
            
            Oh Death (1963)—Dock Boggs 

         Recorded for Folkways on June 26, 1963

         Rooted in an ancient English folk lament,260 this song was first recorded as Oh Death! by the black gospel group the Pace Jubilee Singers in June 1927; in January 1934 blues, great Charley Patton recorded a variant at his second to last session with his wife Bertha Lee. It was introduced to country music (with some lyrical changes) under the title Money Cannot Buy Your Soul by the Anglin Brothers (Jim & Jack Anglin) for Vocalion in 1938. Dock Boggs, who became a roots-music legend with his 1927 recording of Country Blues, learned it around 1930 from his brother-in-law Lee Hunsucker. There’s a haunting quality to Boggs’ rough vocal, just a few weeks after his return to a recording studio for the first time since 1929, a solo vocal and banjo performance. “Oh death, can’t you please spare me over to another year. …” Boggs fully embodies the role of the Grim Reaper, denying these pleas: “I am Death, and none can excel / I open the doors to heaven or hell.”261 “The power of the folk poetry in this song,” opined Sing Out magazine about Boggs’ performance, matches “the best of the learned poets in its vividness.”262 Ralph Stanley would give an unforgettable performance of the song on the 2001 soundtrack of O Brother, Where Art Thou? Greil Marcus: “Dock Boggs made primitive-modernist music about death. … Boggs’ music accepted death, sympathized with its mission, embraced its seductions, and traveled with its wiles.”263

         
            
            Then He Kissed Me (1963)—The Crystals (written by Jeff Barry, Ellie Greenwich, & Phil Spector) 

         Philles 115

         Chart debut on August 17, 1963 (reached #6) (DM-#59, RS, ACC)

         Right after fifteen-year-old Dolores “La La” Brooks made her explosive debut as new lead singer of the Crystals with Da Doo Ron Ron, she offered an equally potent follow-up performance with Then He Kissed Me. An emotion-packed teen romantic opera, Phil Spector “sets the song as if it were a jewel, with the gorgeous melody established on guitar and carried away with tympani and strings and an orchestral bridge that tangibly evokes that first dance,” writes Dave Marsh. When La La sings “He kissed me in a way that I’ve never been kissed before / He kissed me in a way that I wanna be kissed for evermore,” it feels every bit like a life-changing moment of sheer bliss, and we’re swept along right up to the happily-ever-after ending.264

         It was the group’s sixth hit (although two of those hits were actually by the Blossoms recording under the Crystals’ name), and they seemed to have a bright future. But as Spector poured his energies into the Ronettes as his preeminent girl group, the Crystals were left on the sidelines and this would prove their final Top Forty hit. Tony Fletcher remarks that Spector wrangled from La La “an almost frightening combination of fragility and ferocity, while doubling up on studio musicians at an unprecedented rate until the vast conglomeration of instruments (complete with string sections that came on now more like a chorus of electric guitars) could barely be isolated by the listener, but instead had to be digested as a raging, roaring, hormonal whole.”265

         
            August 28: At the legendary March on Washington climaxing at the Lincoln Memorial with Rev. Dr. Martin Luther King’s “I Have a Dream” speech, folk artists standing alongside him include Bob Dylan, Joan Baez, Peter, Paul, and Mary, Odetta, and Harry Belafonte.

         
            
            Over the Rainbow (1963)—Ray Charles 

         Recorded on July 18, 1963; from the ABC-Paramount album Ingredients in a Recipe for Soul (chart debut on August 31, 1963, reached #2)

         Even with the schmaltzy backing vocals, Ray Charles’ treatment of Over the Rainbow is a magnificent performance that adds a new dimension to one of the most beloved of all songs. More than just a collection of standards, the album (noted biographer Michael Lydon) wove the songs together like chapters in an unfolding narrative; Rainbow was the second to last selection, representing “the dawn of hope,” leading into the dramatic finale You’ll Never Walk Alone.266 Ray’s recording was heard on the soundtrack of the smash 1993 Tom Hanks-Meg Ryan romance Sleepless In Seattle; on his final work, the Grammy-winning 2004 Album of the Year Genius Loves Company, he performed a duet on the classic with Johnny Mathis.

         
            
            Sally Go Round the Roses (1963)—The Jaynetts (written by Zell Sanders & Lona Spector) 

         Tuff 369 (first released in 1962 on Soultown 505)

         Chart debut on August 31, 1963 (2 weeks at #2 pop, #4 R&B); #2 in New Zealand, #6 in Canada

         (PW, DM-#377, ACC)

         The deeply mysterious aura surrounding this record—a by-product of the minor-key melody, the highly ambiguous lyrics, and the atmospheric performance and arrangement—has led to many different interpretations. The most frequently cited is that it’s about closeted lesbian love. Others have suggested that it’s religious, or that it’s about a mental breakdown. The Jaynetts said it was simply a black street rhyme used by young girls for a skipping rope.267 Formed by J&S Records’ owner Zelma “Zell” Sanders, the Bronx-based Jaynetts consisted of Ethel Davis, Mary Sue Wells, Yvonne Bushnell, and Ada Ray. Abner Spector of Tuff Records produced the date in grand style that would’ve made the unrelated Phil Spector proud, aided greatly by arranger/pianist/multi-instrumentalist Artie Butler. Butler went on to arrange most of the hits by another fondly remembered girl group, the Shangri La’s.268 For Paul Williams, placing it among his hundred greatest rock singles, the very fact that it was “so individualistic, so weird,” made it great. “That piano riff. The organ when it comes in. The relationship between the voices, the rising and falling volume, the hypnotic, intense, circular, unfailing rhythm. It’s just about as quintessential a rock single as there could be.”269

         
            
            Don’t Think Twice, It’s All Right (1963)—Bob Dylan 

         Recorded on November 14, 1962; Columbia single 42856 (uncharted)270; from the album The Freewheelin’ Bob Dylan (chart debut on September 7, 1963, reached #22) (ACC)

         
            
            Don’t Think Twice, It’s All Right (1963)—Peter, Paul, and Mary 

         Warner 5385

         Chart debut on September 14, 1963 (reached #9); from the album In the Wind (5 weeks at #1) (FolkAlley-#17)

         It was a traumatic breakup with his girlfriend Suze Rotolo (whom he had hoped to marry), concluding with her boarding a ship for Europe, that stimulated Bob Dylan to write Don’t Think Twice, It’s All Right. Ironically, Suze is the woman clutching his arm on the cover of the album containing this sometimes savage ballad. He adapted the melody from Paul Clayton’s interpretation of Scarlet Ribbons for Her Hair.271 The song was, writes biographer Howard Sounes, “a yearning for and resenting of the object of his affection. … He gave the object of his love everything, even his heart, but she wanted his soul.” The greatness of the song “was in the cleverness of the language. The phrase ‘Don’t think twice, it’s all right’ could be snarled, sung with resignation, or delivered with an ambiguous mixture of bitterness and regret. Seldom had the contradictory emotions of a thwarted lover been so well expressed, and the song transcended the autobiographical origin of Bob’s pain.”272 Reportedly, Suze was initially flattered at having inspired a song that became so popular, but when Dylan began publicly introducing it as a number about “a love affair that went on too long,” any chance of reconciliation was dashed. It became Peter, Paul, and Mary’s follow-up to Blowin’ In the Wind. Another folk group, the New World Singers, released their version as a single first (given a prominent review in the June 1, 1963 Billboard), but when it failed to chart, the path was clear for Peter Yarrow, Noel Paul Stookey, and Mary Travers.

         
            
            Blue Bayou (1963)—Roy Orbison (written by Roy Orbison & Joe Melson) 

         Monument 824

         Chart debut on September 14, 1963 (reached #29); #3 in England, #1 (2 weeks) in Australia273 (DM, BMI)

         In this gorgeous, picturesque narrative ballad, Roy Orbison thinks about a girl he left behind amid the wonders of bayou country in southeast Texas and Louisiana, in which he imagines himself growing up—not a stretch, as he was born and raised in west Texas. The melody is slow and seductive, the lyrics are deeply wistful, and, of course, the Orbison voice is a thing of wonder. Dave Marsh remarks that the singer sounds so desperately in need of spiritual relief that his vocal amounts to a prayer. Probably the only reason it didn’t reach the Top Ten is that it had to compete with the hard-rocking flip side, Mean Woman Blues, which got more attention because it was a change of pace for the artist. “I fell in love with Blue Bayou the first time I ever heard it,” recalled Linda Ronstadt, whose splendid remake was a Top Five smash in 1977. Neil Young was a huge Orbison fan from the start, as he told biographer Jimmy McDonough. His records “were brilliant. They were revolutionary records.” Blue Bayou was a particularly intense favorite. “There’s a songwriter who sings about tragedy to such a … degree that it’s almost impossible to comprehend the depth of that soul. It’s so deep and dark it just keeps on goin’ down—but it’s not black. It’s blue, deep blue. He’s just got it. The drama. There’s something sad but proud in Roy’s music.”274

         
            
            It’s All Right (1963)—The Impressions (written by Curtis Mayfield) 

         ABC-Paramount 10487

         Chart debut on September 28, 1963 (#1 for 2 weeks on Billboard R&B chart, #1 (6 weeks) on Cash Box R&B, #4 pop)275 (R&B-#277, DM)

         After their career-launching hits For Your Precious Love and Gypsy Woman, Curtis Mayfield and the Impressions released a series of singles that didn’t find an audience, leading founding members Richard and Arthur Brooks to leave in frustration. Sam Gooden and Fred Cash came to replace them, and Mayfield ended the drought by creating what Craig Werner calls the first of his “movement” classics with a call-and-response structure built “on a deep gospel foundation,” It’s All Right.

         A key element in the sound of the Impressions from this record onward was arranger Johnny Pate, an upright bass player and “musician’s musician.” After Mayfield provided the melody and chord changes, Pate would work out the exact interplay of instruments. In Werner’s Higher Ground: Stevie Wonder, Aretha Franklin, Curtis Mayfield, and the Rise and Fall of American Soul, Mayfield credited Fred Cash with the inspiration for the song. The group was performing in Nashville, and as they relaxed outside the club between sets, Mayfield was talking about ideas for the future, and Cash kept answering back, “well, all right, well, that’s all right.” “Before I knew it, it rang in my head … we had actually written two-thirds of that tune right there in the car!”276

         The lyrics are the essence of simplicity, based on the repetition of the reassuring title phrase and the trio’s cure for depression: “When you wake up early in the mornin’, feelin’ sad like so many of us do / Hum a little soul, make life your goal, and surely somethin’s gonna come to you. …”

         
            
            Four Strong Winds (1963)—Ian and Sylvia (written by Ian Tyson) 

         From the Vanguard album Four Strong Winds

         (chart debut on September 28, 1963, reached #115) (FolkAlley-#9)

         Ian Tyson (born September 25, 1933 in Victoria, British Columbia) and Sylvia Fricker (born September 19, 1940 in Chatham, Ontario) provided folk music as a wonderful Canadian harmony duo with Tyson’s often Western-themed songwriting prowess. Tyson grew up on a farm, worked a variety of jobs across western Canada including performing on the rodeo circuit, and while studying at the Vancouver School of Art began performing with a band. He met Fricker when she was singing at a Toronto folk club in 1959; her soprano and skill playing the mando-cello (a cross between a guitar and a mandolin) made her a perfect duo partner. They became part of the Greenwich Village folk scene in 1961, were signed by Bob Dylan’s manager Albert Grossman, and released their debut album in 1962. It was on their second album that Tyson emerged as an important songwriter, above all on the title song Four Strong Winds. The beautiful, sturdy folk ballad (partly inspired by the plight of Canadian migrant workers, but primarily a somber account of a dying relationship) quickly became a standard and has been recorded by hundreds of artists. Tyson and Fricker married in 1964 (divorced in 1973), and Sylvia also proved to be a fine songwriter, most notably with You Were On My Mind. Four Strong Winds was voted the #3 all-time favorite folk song in combined 1984–1989 listener surveys by the Washington, D.C., program Music 
            Americana. Twenty years after he wrote the lines from the song “Think I’ll go out to Alberta / Weather’s good there in the fall,” Tyson did settle down in Alberta to begin living the western cowboy life.277

         As an aspiring Canadian folk-rocker at the time, Neil Young recalls that Four Strong Winds “meant a lot to me,” and he listened to it “over and over.” He was moved by its theme of “leaving things behind. … There’s a feeling in the song that I related to.”278

         
            Fall 1963: Highlights of the 1963–1964 network television schedule include “The Dick Van Dyke Show,” “The Andy Griffith Show,” and “The Twilight Zone.”

         
            
            Can I Get a Witness (1963)—Marvin Gaye (written by Brian Holland, Lamont Dozier, & Eddie Holland) 

         Tamla 54087

         Chart debut on October 19, 1963 (reached #15 on R&B chart, #22 pop in Billboard, #18 in Cash Box) (DM-#342, AHR, Blues-#478)

         The gospel roots of Can I Get a Witness, Marvin Gaye’s fourth hit single, are evident in both its title and its fervent performance.279 The fact that Stevie Wonder’s Fingertips (also with a gospel feeling) had soared to #1 during the summer encouraged Motown to pursue a similar vibe. Motown founder Berry Gordy, Jr. liked to push his singers by raising the key until they strained themselves while reaching, and on Gaye’s early records such as Witness his voice becomes raw and cracked, providing an extra emotional edge that works in the record’s favor. The performance has a relentless drive, with backing vocals provided by the Supremes.

         In his memoir, Gordy described the conviction at the Hitsville operation that Witness had the potential to be an outright pop smash, but after more than two months in release appeared to be stalling short of the pop Top Twenty. Gaye was frustrated, and he vented his feeling that Motown’s sales department wasn’t pushing hard enough. The label’s releases constantly faced one obstacle: “the fact that black records weren’t always charted like white records. Even though many black artists sold more records in the black stores, the people who tracked sales for the different pop charts would usually call the white stores more than they did the black stores.” At a meeting with Gordy and promotion director Harvey Fuqua, Gaye was fuming, and Gordy’s effort to calm him down only set him off further. But the meeting occurred on November 22, 1963, shortly after the shocking news had arrived from Dallas, and Gordy exploded—“Don’t you realize that the President was killed today?”—and stormed out, as a chastened Marvin realized that there were far bigger concerns than a record’s chart disappointment.280

         
            
            In My Room (1963)—The Beach Boys (music by Brian Wilson, lyrics by Gary Usher) 

         Capitol 5069

         Chart debut on November 2, 1963 (#23 peak) (GHF, RS-#209, AHR)

         A rather incongruous flip side to the Beach Boys’ bouncy Be True to Your School, In My Room is a gorgeous, deeply introspective ballad providing a remarkably revealing early look at Brian Wilson’s desperately fragile psyche. Gary Usher penned the lyrics based on his close knowledge of the composer. “Brian was always saying that his room was his whole world,” he recalled. As the lush three-part harmonies wash over the listener, with the added touch of Maureen Love (Mike’s sister) on harp, the pain and isolation in the lyrics, with a childlike yearning for solace, became much clearer with Brian’s subsequent retreat from the outside world, including a three-year period when he rarely ventured from his bedroom. Andrew Doe and John Tobler call it an “almost alarmingly open and honest song” with vocals that “poignantly underlie his resigned self-assessment of his hopes and fears.”281

         
            
            I’ll Be Around (1963)—Tony Bennett (written by Alec Wilder) 

         Recorded on November 6, 1963, on the Columbia album “The Many Moods of Tony”

         (chart debut on February 22, 1964, #20 peak)

         Alec Wilder literally wrote the book on American Popular Song (a classic reference source), and he earned his credentials by crafting some gems of his own. The most renowned was I’ll Be Around, which was originally recorded by Cab Calloway in 1942, and then a hit for the Mills Brothers in 1943 (the flip side of their six-million-selling smash Paper Doll). James Morris: “The symmetry and order of I’ll Be Around make it a model of compositional virtue,” with an “extremely lucid melody” supported by a rich and reflective harmonic pattern. It is “a masterful piece of song writing by a superior composer who knew the value of understatement.”282 David Jenness and Don Velsey cite the tune’s “exceedingly lovely, altitude-gaining release.”283 Tony Bennett’s warm, intelligent performance is more than equal to the challenge; the arrangement is by Dick Hyman, with the band including Bobby Hackett (trumpet) and Bennett’s favorite piano accompanist, Ralph Sharon. “Your latest love will never last / And when it’s past / I’ll be around, when he’s gone.”

         
            
            Alabama (1963)—John Coltrane 

         Recorded on November 18, 1963; on the Impulse album “Coltrane Live at Birdland”284

         (Jazz-#360)
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               Figure 6.3John Coltrane. Library of Congress, Prints & Photographs Division, LC-USZ62-114984.
            

         

         Amid all of the awful acts perpetrated during southern racists’ efforts to deny justice to black Americans through the civil rights movement, perhaps none horrified the world more than the bombing of the Sixteenth Street Baptist Church in Montgomery, Alabama, on Sunday morning, September 15, 1963, killing four little girls. City officials had finally agreed to end formal racial segregation in public places in Montgomery that May, but acts of violence followed the settlement, and the church—which had served as a rallying point for civil rights activists—became a target. The bombing became a symbol of what the movement sought to overcome, and it served as a prelude for enactment of the Civil Rights Act of 1964. Alabama may represent tenor saxophone master John Coltrane’s deeply felt reaction to the attack. As described by Martin Williams, it begins with “solemn meditation, moves to prayer, to hope, to affirmation, and ends again in prayer.”285 (Ben Ratliff notes that Coltrane never said the piece was specifically based on the bombing, and suggests that “it could also have been a generalized response to the events that had unfolded in Alabama over the previous eight years,” ranging from the Montgomery Bus Boycott of 1955 to Bull Connor turning fire hoses on groups of young children during May 1963 protests.)286 His fervent soloing is accompanied by McCoy Tyner (piano), Jimmy Garrison (bass), and Elvin Jones (drums). Coltrane had just been in Paris and recorded Alabama right after his return to New York.287 The haunting performance served as a fitting prelude to his achievement one year later, A Love Supreme.

         True to the ancient Afro-American tradition of music as a form of speech, although in a distinctively modern way, Coltrane is said to have based the opening recitative of Alabama on the rhythms of the funeral oration that Martin Luther King delivered for the girls killed in the bombing—not from the speech itself, but from a printed text of it.288 Ratliff: “here was a different kind of song, almost a classical recitation with a very short improvised section in the middle; he found his natural long-tone phrases and arpeggios to build a dramatic swell before the end. … If anyone wants to demonstrate how Coltrane could inspire so much awe so quickly, the reason is probably inside Alabama.” Coltrane said simply: “It represents, musically, something that I saw down there, translated into music from inside me.”289

         
            November 22, 1963: President John F. Kennedy is assassinated in Dallas. Lyndon Johnson assumes the presidency.

         
            
            Black Mountain Rag (1963)—Doc Watson 

         Recorded for Vanguard on November 25–26, 1963 (GHF, Folk-#140, C&W-#318)

         Traditional U.S. roots music found one of its most deeply influential modern exponents in Arthel “Doc” Watson. Born March 2, 1923 in Deep Gap, North Carolina,290 he first came to national prominence in 1960 as a member of Clarence Ashley’s String Band, recording for Folkways.291 A brilliant guitarist and five-string banjoist also adept on autoharp, harmonica, and mandolin, Watson additionally possessed a warm, appealing baritone, and a wide repertoire of folk, country, and blues, material that made him an immediate hit at the 1963 and 1964 Newport Folk Festivals. Black Mountain Rag is a perfect representation of the classic Watson style. The tune was originally known as The Lost Child, a fiddle piece unforgettably recorded in 1928 by the Stripling Brothers. Gus Meade and Dick Spottswood report that it was recast during the late 1930s by Leslie Keith,292 and the resulting variation was first recorded in 1941 by fiddler Clarence Fielder as Black Mountain Blues, then under the same title six years later by the Blue Sky Boys.293 Fiddlers Curly Fox (whose 1940s recording for King was a strong seller) and Tommy Magness helped to further popularize the piece in bluegrass. Accompanied by second guitarist John Herald, Watson’s exceptional flat-picking makes this performance shine; at folk festivals, he typically performed it with such fiddlers as Vassar Clements, harking back to its fiddle-tune roots.

         
            
            Do You Hear What I Hear? (1963)—Bing Crosby (music by Gloria Shayne Baker, lyrics by Noel Regney) 

         Capitol 5088

         Recorded on October 21, 1963; chart debut on November 30, 1963; reached #2 on Billboard Christmas chart, #66 on Cash Box pop chart

         Particularly if appreciated in its original sense as an urgent plea for peace rather than merely as a Christmas song, Do You Hear What I Hear? stands above the vast majority of holiday standards. Native Frenchman Noel Regney came to the United States after World War II, met pop songwriter Gloria Shayne in 1959, and they soon married. Noel, “haunted” by memories of the war (in which he became a resistance fighter during the Nazi occupation), was deeply troubled by the potential buildup to nuclear war during the Cuban missile crisis in October 1962. These served as the inspiration for his poem, which used the events leading up to the birth of Jesus as a vision of idyllic peace on earth. His wife provided the poem with a gorgeous melody, and the Harry Simeone Chorale (who’d made The Little Drummer Boy into a Christmas perennial a few years earlier) recorded it for the 1962 holiday season. It would be Bing Crosby who made the song a classic the following year. No singer was more associated with the holidays than Crosby, and decades after Silent Night, White Christmas, and I’ll Be Home for Christmas, Bing made this the final charting single during his lifetime.294 With a lavish orchestral production and backing choir, it’s an enormously touching, emotional performance (particularly resonant during the national shock after Dallas). Ace Collins: “At the height of the Cold War, millions, like Noel, were yearning for peace and hope. This carol’s combination of words and music powerfully voiced those prayers.”295 Dave Marsh ranked it #5 among his “Twelve Hits of Christmas.”296

         
            
            There’s a Meetin’ Here Tonight (1963)—Joe and Eddie 

         GNP Crescendo 195, chart debut on November 30, 1963 (reached #101)297; from the album There’s a Meetin’ Here Tonight (#68 peak in Cash Box)

         Tenor Joe Gilbert (from New Orleans) and baritone Eddie Brown (a native of Norfolk, Virginia) moved to Berkeley, California, with their families, met in high school there, and first teamed up as a folk duo to win a talent competition in 1956. After performing at University of California at Berkeley campus events, they got their first big break on the Don Sherwood TV show in San Francisco, which led to engagements at the Purple Onion and the Hungry I. An eight-week run at the latter venue paved the way for national TV exposure on “The Tonight Show” and Jackie Gleason. Gene Norman, president of GNP Records, signed the duo to a recording contract, with their debut album issued in 1962. It was their second album, There’s a Meetin’ Here Tonight, that made Joe and Eddie nationally known, and the title song became their trademark. It’s a song with a rich history.

         In Sinful Tunes and Spirituals, Dena Epstein writes that an early form of the call-and-response spiritual known as There’s a Meeting Here To-night (number 11 in 1867’s landmark Slave Songs of the United States) was heard in 1856 in South Carolina by British author Laurence Oliphant while touring the southeastern United States, and it was printed in detail (in Patriots and Filibusters) four years later. An article in the August 1863 Continental Monthly by Henry George Spaulding, a Unitarian minister who had visited Port Royal, South Carolina, discussed five spirituals including Dar’s a Meetin’ Here To-night. Charles Carleton Coffin, also reporting on his observations at Port Royal, noted in Four Years of Fighting (1866) that a long, intense session of singing at the African Baptist Church concluded with a parting song, There’s a Meeting Here To-night. It was included in the 1927 edition of Religious Folk-Songs of the Negro As Sung at Hampton Institute, and John Wesley Work’s American Negro Songs (1940), in both cases with a chorus largely identical to the one sung by Joe and Eddie (“Get you ready, there’s a meeting here tonight. … I know you by your daily walk, there’s a meeting here tonight”). The song was also discussed in White Spirituals In the Southern Uplands (1933) by George Pullen Jackson, who cited nineteenth-century white hymns that may have contributed to its creation.

         When Joe and Eddie came on the scene, Josh White, Odetta, and Harry Belafonte were the only other top-level black stars in folk music. Their powerful voices, good looks, and charisma gave them an enthusiastic audience, although the commercial tide of folk music had crested by the time they began to break through in 1964. The duo gives the song a rousing, hand-clapping rendition charged with its spiritual roots; it had been the title song of Bob Gibson’s 1960 album, and the Limeliters had included it in their Top Ten album “Tonight: In Person” in 1961; Joe and Eddie’s is the definitive treatment.

         
            
            Anyone Who Had a Heart (1963)—Dionne Warwick (music by Burt Bacharach, lyrics by Hal David) 

         Scepter 1262

         Chart debut on December 7, 1963 (reached #8 on pop chart, #6 on Cash Box R&B chart); #3 in Australia, #11 in Canada, and #42 in England298 (AHR, DM)299

         After Dionne Warwick’s follow-ups to her debut hit Don’t Make Me Over were unsuccessful, she and the songwriting-producing team of Bacharach and David got back on the winning path with Anyone Who Had a Heart, her first Top Ten smash. This is just as emotion packed as the earlier record and carries even more of a musical wallop as Warwick sings about her cruel cad of a lover. Its release immediately after the Kennedy assassination provided a new depth to the emotion. “The funereal pace, the soft pounding of the drums, the mournful sax solo and the oppressive sense of despair and helplessness in the lyric all command an outpouring of sympathy from the listener,” writes Bacharach chronicler Serene Dominic. One of the most rhythmically demanding pop singles ever heard to this time, the record shifts between 5/4, 4/4, and 7/8 time signatures, a challenge to both singer and musicians that they carry off in great style; the complex meters add tension to the performance.300 (Steely Dan’s Donald Fagen offered this succinct characterization of the Bacharach style: Ravel-like harmonies married to a street-corner soul.) The song was recorded at the same session as Walk On By, which would become an even more indelible classic.301 British singer Cilla Black (with producer George Martin) recorded and rush-released her copycat version of Anyone Who Had a Heart to beat Dionne’s original to the UK marketplace, and the result was a #1 British hit. Bacharach remarked that it “has to be one of my five favorites. I can remember we were just about in tears on that date.”302

         
            
            The Sidewinder (1963)—Lee Morgan 

         Blue Note 1911 (Parts 1 & 2)

         Recorded on December 21, 1963; chart debut on December 19, 1964 (reached #81); from the album The Sidewinder (#25 peak) (GHF, Jazz-#247)

         One of the key figures of the jazz “hard bop” movement, trumpeter Lee Morgan was born in Philadelphia on July 10, 1938, played with Dizzy Gillespie (1956–1958) and Art Blakey (1958–1961 and 1964–1965), and simultaneously recorded albums under his name starting at age eighteen. Morgan developed an emotionally potent personal style (described by Ted Gioia in The History of Jazz) mixing “pungent short phrases with swinging longer lines and repeated figures.”303 Recorded near the end of the sessions for his fifth album, The Sidewinder featured, write Richard Cook and Brian Morton, “a glorious 24-bar theme as sinuous and stinging as the beast of the title.” Irresistibly funky with “snarling, spitting” solos by the leader, the track also showcased the stellar combo of Joe Henderson (tenor sax), Barry Harris (piano), Bob Cranshaw (bass), and Billy Higgins (drums).304 It was so funky and infectious that it carried a jazz instrumental—one of the defining anthems of hard bop and boogaloo—onto the pop charts for one of the relatively few times during this period.

         
            January 29, 1964: Stanley Kubrick’s “Dr. Strangelove” (starring Peter Sellers) premieres.

         
            
            Please Please Me (1964)—The Beatles 

         Vee-Jay 581

         Recorded on November 26, 1962; British chart debut on January 17, 1963 (reached #2)305; U.S. chart debut on February 1, 1964 (#3 peak)306 (PW, RS-#184, AHR, TC, ACC)

         The exuberant rocker Please Please Me was written by John Lennon while staying at his aunt’s house, under the influence of Roy Orbison’s Only the Lonely, its title inspired by Bing Crosby’s double use of the word in his 1932 hit Please (“Please, lend your little ears to my pleas”).307 They first rehearsed it at the EMI studios on September 4, 1962, with a slow, dramatic dirge-like tempo. Producer George Martin had the group drastically speed up the tempo from Lennon’s original approach, and when they finished recording it, Martin declared, “You’ve just made your first No. 1.” Indeed, following on the heels of the Beatles’ debut single Love Me Do that reached #17 on the UK charts, Please Please Me went all the way to the top of one British chart (#2 on the New Musical Express), causing the quartet to do a marathon recording session on February 11 to complete their first album, titled after the hit. When that too reached #1, the boys were clearly on their way.

         The United States was a different story. After being rejected by EMI’s U.S. outlet, Capitol, it was first released stateside on Vee Jay 498 in late February 1963, and it went nowhere.308 But when Beatlemania crossed the Atlantic the following January, Vee-Jay rereleased it to immediate second-chance success. The label was not prepared for the massive response; it nearly went bankrupt trying to pay for enough pressings to meet the demand. Billboard created a new award for the Beatles, the Across the Board award, when the group the swept the top three positions on the Hot 100 with I Want to Hold Your Hand, She Loves You, and Please Please Me.309

         The record is genius in its ferocious simplicity, writes Paul Williams. “Nothing would stand in their way, and they were too young and hungry and adrenaline-crazed to be denied. Two-track recording? Great! We’ll mix it down to one track and pound it through again, sound on sound, louder, harder, fatter. Horn section? I’ll do it on the harmonica. Harmonies? Okay, everybody sing at once now. Rhythm? Play the dirtiest bass line you can think of. Ringo can handle the rest on drums. Wham! Wham! Wham!”310 Thomas Ryan: “Pop songs don’t get any more catchy than this. The swirling vocals of John Lennon and Paul McCartney drift all over the place in a nearly demented state of bliss while the musical energy is so infectious as to be stunning.”311

         
            February 9: The Beatles’ first appearance on “The Ed Sullivan Show” is a pop-culture sensation, with a TV audience of seventy-three million (more than 60% of all viewers).

         
            
            Hello, Dolly! (1964)—Louis Armstrong (written by Jerry Herman) 

         Kapp 573

         Chart debut on February 15, 1964 (1 week at #1)312; reached #3 in Australia and Canada, #4 in England313 (NPR-100, GHF, ASCAP, Trad-#73, Jazz-#168, DMDB)

         After The Beatles had held the #1 spot on the Billboard chart for fourteen consecutive weeks in early 1964 with I Want to Hold Your Hand, She Loves You, and Can’t Buy Me Love, no one could have imagined that the artist to displace them at the top would be a legend approaching his sixty-third birthday whose last chart-topping hit had been thirty-two years earlier, Louis Armstrong. When Armstrong recorded two songs from recent Broadway musicals, it was the jubilant I’ve Got a Lot of Living to Do (from Bye Bye, Birdie) that was considered the likelier hit than the title song from Jerry Herman’s Hello, Dolly. The latter show, starring Carol Channing, opened on January 16, 1964, would run for over 2,800 performances, and its original cast album went to #1 in Billboard. To provide an early 1900s flavor for the latter song, a banjoist was added to the normal Armstrong All-Stars ensemble for the date; it was the final All-Stars session for Satch’s longtime trombonist and close friend Trummy Young. Everyone, including Armstrong, was shocked when Dolly became a phenomenon.

         But for those who think of the record as a slice of cornball, consider Gary Giddins’ comments in his Armstrong biography. The song itself on paper may be nothing more than pleasant and hardly original (indeed, Herman paid a $275,000 settlement for an unconscious borrowing from the melody of the 1948 pop song Sunflower). But as he had done so many times before in his amazing career, Armstrong “transformed dross into gold once again.” The eight-bar banjo introduction, “oddly electric and percussive, worked like an alarm clock to introduce a performance unlike anything else on the Top Forty.” Louis’ singing is jubilant, he gets to play a full chorus of trumpet, and strong accompaniment is provided by Young and clarinetist Joe Darenbourg. “The Dolly whom Armstrong so enthusiastically welcomed back was … none other than himself—back on top where he belonged.”314

         
            February 25: Cassius Clay (yet to become Muhammad Ali) shocks the heavily favored Sonny Liston by winning the heavyweight championship.

         
            
            The Way You Do the Things You Do (1964)—The Temptations (written by Smokey Robinson & Bobby Rogers) 

         Gordy 7028

         Chart debut on February 29, 1964 (#11 peak on pop chart; #1 (1 week) on Cash Box R&B chart) (R&B-#283, DM)

         Three years after the group recorded its first single for Berry Gordy’s short-lived Miracle Records and following seven follow-up attempts that went nowhere, the Temptations finally struck pay dirt with The Way You Do the Things You Do. Gordy, with an unshakable belief in the quartet’s hit-making potential, made a bet with Smokey Robinson about who would provide the song that put the group over the top. Smokey won, and after this infectious smash there would be no looking back.

         Nelson George writes that Robinson and fellow member of the Miracles Bobby Rogers wrote the song while driving back from a concert at New York’s Apollo Theater, and taking turns behind the wheel. They immediately agreed that it would be a perfect vehicle for the Temps. Gordy had already written and recorded another number to be the group’s next single, but he quickly shelved it when he heard this.315

         
            Shortly before the record was cut, Al Bryant was dropped from the group and replaced by the charismatic David Ruffin. Robinson selected Eddie Kendricks to sing lead on the song, because Eddie’s high, “creamy smooth” tenor was so like his own. Eddie Willis plays the guitar introduction for the record, Marv Tarplin later offers some guitar figures that would be memorized by every Motown fan, Benny Benjamin and James Jamerson furnish an irresistible backbeat, and there’s a nifty saxophone break. Smokey’s rhymes are simple and delightful, and his melody is happy and intoxicating. And in addition to Kendricks’ assured lead, the Temps’ harmonies are sheer perfection, most notably bass singer Melvin Franklin. You’ve just got to sing along.

         
            
            Ain’t Nothing You Can Do (1964)—Bobby Bland 

         Duke 375

         Recorded on May 9, 1963; chart debut on March 7, 1964 (#20 pop, #3 on Cash Box R&B chart) (DM-#82, Blues-#193)

         This is Bland in his best up-tempo R&B mode, with blasting horns, credited to Duke president Don Robey (under his songwriting pseudonym Deadric Malone) but actually penned by Bland’s producer Joe Scott.316 M. Mark remarks that Bobby rendered it “with a soulful balance of dignity and despair that builds towards agonized cries.”317 Dave Marsh: “Bobby Bland was the last great blues singer, and this was pretty much his final shot as part of the pop mainstream. God knows, it’s a magnificent send-off. Scott sends ranks of horns riffing like a syncopated locomotive. Bland sings the first few phrases of each verse with extreme delicacy, then begins shouting against flourishes from the brass. It’s a marvelous, almost indescribably balanced performance.”318 Underlining the producer-arranger’s crucial role in Bland’s career, in Urban Blues, Charles Keil went so far as to declare: “According to some insiders, Bobby Bland is Joe Scott’s creation.”319

         
            
            Needles and Pins (1964)—The Searchers (written by Sonny Bono & Jack Nitzsche) 

         Kapp 577

         Chart debut on March 7, 1964 (reached #13); #1 (3 weeks) in England,320 #8 in Germany, and #14 in Canada321 (RHF, DM-#239, AHR, ACC)

         The jangling-guitars sound of the Searchers is one that unfailingly conjures up warm memories for anyone weaned on Top Forty radio of the 1960s. The Searchers were formed in 1957 in Liverpool by guitarist-singer John McNally as one of the many folk-flavored skiffle groups inspired by the success of Lonnie Donegan. In late 1959, Tony Jackson came aboard as lead singer. In summer 1963, they scored a British #1 hit with a cover of the Drifters’ song Sweets for My Sweet, and in 1964 Needles and Pins became their second UK chart-topper.322 Tony Hatch’s work on these records, remarked Jo and Tim Rice, Paul Gambaccini and Mike Read, proved that he was “one of the most imaginative and influential producers in Britain.”323

         Written by Phil Spector associates Sonny Bono and Jack Nitszche, Needles and Pins, depicting the acute pain of breaking up with a girl and then seeing her with someone new, had been a minor chart hit in 1963 for Jackie DeShannon (produced by the two writers).324 Like all of the Searchers’ hits, the group’s performance is built around a ringing guitar lead accompanying gorgeously arranged harmonies. “There’s something about electric twelve-string guitar that sets your blood pumping,” remarks Dave Marsh. “The doubled strings scythe through chords, harvesting goosebumps of shrill excitement.” But in the case of this record, the sound was achieved with a pair of six-string guitars played in unison (by McNally and Mike Pender); they didn’t use a twelve-string until a later hit also originated by DeShannon, When You Walk In the Room.325 326 “We upped our trebly tones on the guitar,” McNally recalled for Rolling Stone when the magazine named Needles the #64 best single of the past twenty-five years in 1988. “That created an overtone, which gave it a harmonic and a bit of echo, so it would up sounding like a twelve-string guitar.”327 “Once the riff gets into your head,” notes Marsh, “it endures forever.”

         
            
            Can’t Buy Me Love (1964)—The Beatles 

         Capitol 5150

         Chart debut on March 28, 1964 (#1 for 5 weeks)328; #1 (6 weeks) in Australia, #1 (3 weeks) in England, and #3 in Canada329; from the soundtrack of A Hard Day’s Night (AMOA-#13, UK-#20,330 RS, AHR, TC)

         
         
            
               [image: ]

            
               Figure 6.4The Beatles at Kennedy Airport. Library of Congress, Prints & Photographs Division, LC-USZ62-111094 (United Press International).
            

         

         With the release of Can’t Buy Me Love, the Beatles’ dominance of the pop charts achieved a level never before attained and never matched since: The April 4, 1964 Billboard Top Five was all Beatles: Buy at #1 (leaping all the way from #27, the biggest jump to #1 in the first 40 years of the Top 100 and Hot 100)331; Twist and Shout #2; previous chart-toppers She Loves You and I Want to Hold Your Hand #3 and #4; and Please Please Me #5. The song was written mainly by Paul McCartney, with a slight assist from John Lennon. Thomas Ryan: “Like almost all of the early Beatles songs, Can’t Buy Me Love possessed an elusive, ungraspable quality that made it stand out above everything else on the pop charts … [a key to their musical appeal] lay in their uncanny ability to imbue well-crafted and imaginative pop melodies with a sense of honesty and emotion. … The song not only rocks, it swings.”332 McCartney’s lead vocal is double-tracked (with no harmonies); George Harrison’s double-tracked guitar solo echoes between the left and right channels. Another key extra touch: At producer George Martin’s suggestion, the song begins with the irresistible chorus rather than with one of the verses. In addition to its chart-topping status, the song also ranked as the #13 all-time jukebox single in a 1988 survey of jukebox operators.

         
            
            My Boy Lollipop (1964)—Millie Small (written by Johnny Roberts, Robert Spencer, & Morris Levy) 

         Smash 1893

         Chart debut on May 23, 1964 (1 week at #2); reached #2 in England (billed there only as “Millie”), #1 (1 week) in Germany, #1 in Canada, and #6 in Australia333 (World-#83, RHF, ACC)

         The music of Jamaica had been enjoyed by U.S. and UK connoisseurs for years, but its first giant impression on the pop scene came with Millie Small’s delightfully infectious My Boy Lollipop. Born Millicent Small in Clarendon, Jamaica, on October 6, 1946, Millie began her career early after winning a talent contest at age twelve, and had recorded three singles, one of them a local hit as part of the duo Roy and Millie, when her manager Chris Blackwell took her to England in late 1963 for the session that would briefly make her a star. (Blackwell had already scored Jamaican hits with Laurel Aitken and a young Bob Marley.) Lollipop had previously been a non-charting R&B single for a fourteen-year-old Coney Island girl named Barbie Gaye in 1956.334 Seventeen-year-old Millie recast the tune in ska fashion (Jamaica’s variant of R&B that removed the bass notes of the piano boogie beat, added a shuffling beat based on ska’s stylistic predecessor, mento, plus horns, and a syncopated bassline). As described by Garth White, “the afterbeat, strummed by the rhythm guitar or played on the piano, came to be characteristic” of ska.335 She’s accompanied by a small band directed and arranged by Jamaican guitarist Ernest Ranglin (who played on many early ska recordings and helped define the sound), and also featuring Jimmy Powell. The record became an international sensation. Its success stimulated much discussion about ska as a possible new music craze, following the bossa nova boom—Capitol and Atlantic had several ska releases in 1964—but for the time being, Millie stood alone.336 Millie enjoyed one more U.S. hit, Sweet William, and in 1998 revived her trademark song in tandem with the Spice Girls for the film Spiceworld. Having gained a toehold in the pop music world thanks to Millie, Jamaican music would emerge more fully a few years later with Johnny Nash, Desmond Dekker, Jimmy Cliff, and then the reggae breakout of the 1970s.

         
         
            
            I Get Around (1964)—The Beach Boys (written by Brian Wilson & Mike Love) 

         Capitol 5174

         Chart debut on May 23, 1964 (2 weeks at #1) (PW, DM-#250, ACC-#316)

         “The closer one listens” to I Get Around, declares Paul Williams, “the more awe-inspiring it is. It’s like the forerunner of some major new musical form that’s still unexplored. Brian Wilson is so keen to please us, and to get into music certain feelings that he knows we feel, too, that he invents a whole new musical language without necessarily realizing it.”337 Dave Marsh: “Brian Wilson’s last great car song shows the Beach Boys in transit from basic Four Preps harmony plus Chuck Berry licks to their more ornate—or baroque—late Sixties album rock. The lyric might well be the plot outline for American Graffiti. The guitar and organ merge into one sound, but what really rocks is the propulsive bass.”338 Mike Love sings lead accompanied by Brian’s falsetto on the first Beach Boys record to hit #1. When it became one of five singles to be certified as million-sellers in August, Billboard reported that it was the first time since December 1961 for so many gold disks to be awarded. The number of million-selling records had plunged all the way from seventy in 1958 to eight in 1963; the boom year of 1964 began an exciting new period for pop singles.339

         
            
            Corcovado (1964)—Stan Getz, Joao, and Astrud Gilberto (written by Antonio Carlos Jobim) 

         Recorded in early 1963; from the album “Getz/Gilberto”

         (chart debut on June 6, 1964, #2 peak) (GHF-album, Jazz-#321)

         The hypnotically alluring Antonio Carlos Jobim ballad Corcovado (English translation: “Quiet Nights of Quiet Stars”) was popularized in Brazil through Joao Gilberto’s 1959 recording. As bossa nova became a U.S. sensation in the wake of the Stan Getz-Charlie Byrd album Jazz Samba released in September 1962, featuring its big hit Desafinado, the melodic beauty of Corcovado made it a natural for both instrumentalists and singers (Tony Bennett featured it on his 1963 Top Five album I Wanna Be Around). Jobim’s music brought out the very best in tenor saxophonist Getz, and when he teamed with Gilberto and Joao’s lovely wife Astrud to record the “Getz/Gilberto” album, its commercial appeal should have been obvious. But for whatever reason, producer Creed Taylor was unsure what to do with it.340 The May 4, 1963 Billboard, in an article on the bossa nova craze, reported that the album was already “in the can,” awaiting release while Taylor was in the “negotiation” phase. It would take another year, but the wait was worth it as the album became a sensation. Corcovado uses the same formula as the LP’s classic hit Girl from Ipanema: Portuguese vocal and guitar by Joao, English vocal by Astrud, Jobim on piano, and Getz’s warm, sumptuous tenor. (The other participants: bassist Tommy Williams and drummer Milton Banana.) It was one of the highlights of the Grammy-winning Album of the Year.341

         
            
            Cantaloupe Island (1964)—Herbie Hancock 

         Recorded on June 17, 1964 for the Blue Note album Empyrean Isles (released in February 1965)342 (Jazz-#434)

         Other than Horace Silver’s Song for My Father (which provided the famous introduction for Steely Dan’s Rikki, Don’t Lose That Number), and the small handful of crossover 1960s hits, there aren’t too many 1960s jazz instrumentals that were reborn as pop hits in subsequent decades. Herbie Hancock’s Cantaloupe Island achieved the feat when the jazz-rap collaboration US3 scored a 1993 Top Ten smash with Cantaloop, which sampled the Hancock classic along with an Art Blakey Quintet track.343 But there’s no substitute for the original. Hancock’s funky main theme on piano digs a deep groove; Ted Gioia notes that he “constructs a taut composition built on just three chords.344 Freddie Hubbard’s piercing trumpet soloing makes a powerful contribution (Gioia calls it “one of his career highlights”), and Hancock’s partners in the Miles Davis quintet, bassist Ron Carter and drummer Tony Williams, assist in creating an irresistible bluesy rhythmic foundation.345 Richard Cook and Brian Morton declare it “a glorious piece of quartet jazz.”346

         
            July 2: The Civil Rights Act is signed into law by President Lyndon Johnson.

         
         
            
            Time Is On My Side (1964)—Irma Thomas (written by Jerry Ragovoy, additional lyrics by Jimmy Norman) 

         Imperial 66041; reached #129 in Cash Box; B side of her hit Anyone Who Knows What Love Is (chart debut on July 4, 1964) (Blues-#412)

         Down in New Orleans, the title “Queen of Soul” refers to only one woman, and it’s not Aretha Franklin. Irma Thomas, born February 18, 1941 in Ponchatoula, Louisiana (60 miles north of New Orleans), moved with her family at age three to the Crescent City, and began singing in the Home Mission Baptist Church. Bandleader Tommy Ridgley hired her to sing with his group, and after he referred her to Ron Records she made an immediate impression in 1960 with the naughty blues number (You Can Have My Husband But Please) Don’t Mess With My Man. The great New Orleans producer Allen Toussaint helmed some of her best recordings on the Minit label, including the lovely 1962 release It’s Raining. But it was when she switched to Imperial that she had her greatest single, Time Is On My Side.

         The original version of Time Is On My Side was by jazz trombonist Kai Winding in October 1963. The Danish-born artist had been widely admired since his 1940s work with Benny Goodman and Stan Kenton and his subsequent partnership with fellow trombonist J. J. Johnson, but, wanting to break into the pop market, asked New York songwriter Jerry Ragavoy for a suitable number. This was Ragavoy’s response (penned under a pseudonym, Norman Meade); the vocals on the Winding record were provided by a young Dionne Warwick, her sister Dee Dee, and Cissy Houston.347 (Winding soon hit the Top 10 with his ballad instrumental More.)

         This is a titanic, gospel-fired soul ballad performance with a rich Phil Spector-like production, arranged and conducted by H. B. Barnum. The Winding record featured minimal lyrics, so Barnum brought in Jimmy Norman to pen additional words that were completed in the Los Angeles studio immediately before Thomas began recording. Despite all its virtues—the backing choir is almost as stirring as Irma’s own powerful lead—it somehow managed to fall short of hit status as a B side. In Just My Soul Responding: Rhythm & Blues, Black Consciousness, and Race Relations, Brian Ward cites the song’s confident declaration, “you’ll come running back to me” as “a mighty assertion of female sexual power.”348 The Rolling Stones heard it, and scored their first Top Ten U.S. hit with a cover version three months later (the Stones even copied the bluesy guitar break in the middle, and Irma’s spoken rap)—a version that pales beside Irma’s magnificent (near) original.349 350

         
            
            Where Did Our Love Go (1964)—The Supremes (written by Brian Holland, Lamont Dozer, & Eddie Holland) 

         Motown 1060

         Chart debut on July 11, 1964 (#1 for 2 weeks pop; #1 for 2 weeks R&B); reached #2 in Canada, #3 in England351 (GHF, RR, R&B-#107, ACC-#269, RIAA, RS, DM)352

         The song had (according to legend) already been turned down by the Marvelettes; Diana Ross told Motown boss Berry Gordy that it was too slowly paced and in a key she disliked.353 Mary Wilson recalled in her autobiography that the group was uncertain about its “childish, repetitive lyrics.” But the Supremes had managed just one Top Forty hit in their three-plus years under contract to Motown (When the Lovelight Starts Shining Through His Eyes at the end of 1963), so when Gordy insisted, they had no choice but to record Where Did Our Love Go. Eddie Holland wanted Wilson to sing lead, because her voice was softer, but the other writers outvoted him 2-1 to go with Ross instead. Once in the studio, recalled cowriter and producer Lamont Dozier, “it was Diana’s surly mood that gave the song just what it needed. She was pissed off, and she let it come out in those words—‘baby, baby.’ It was just what I envisioned.” Dozier and Brian Holland had already recorded the instrumental track (powered underneath by bassist James Jamerson), set in a low key to match Marvelettes’ lead singer Gladys Horton. Despite Ross’ objection that the key was too low for her, it worked, said Dozier, because by going below her normal range “it came out very sentimental, very sexy.” (It was also during summer 1964 that Diane Ross officially became “Diana,” deemed a more sophisticated name.)354 355 Dave Marsh agreed, saying this is “the sexiest Diana Ross ever sounded—thanks to smoldering sax, one of Motown’s funkiest piano parts, and some of the most easily parodied, hardest-to-reproduce backing vocals and handclaps in pop history.”356

         Samuel A. Floyd, Jr. offers a different perspective on the record’s musical roots in The Power of Black Music, remarking that “a cyclic, eight-measure harmonic pattern underlies a melody that turns on itself, also every eight measures, over and over again.” The author sees this as a reflection of the traditional African-American concept that “life is cyclic,” as symbolized by the ancient African ring dances (admittedly reaching a bit here), and also reflected in the “tension” between the formal movement of a New Orleans brass band and the circling motions of the individual and small groups of the second line.357 358

         
            July 30: President Johnson signs into law the Medicare Act, the first government-operated health insurance program assisting Americans aged sixty-five and over.

         
            August 7: The Tonkin Gulf Resolution adopted by Congress ushers in a slow escalation of the United States’ role in the Vietnam War.

         
            
            You Never Can Tell (1964)—Chuck Berry 

         Chess 1906

         Recorded in Chicago on November 15, 1963; chart debut on August 1, 1964 (peak position #14); #23 in England (DM)

         For twenty months from February 19, 1962 to his thirty-seventh birthday on October 18, 1963, Chuck Berry was incarcerated following a trumped-up Mann Act conviction for “immorality” with a sixteen-year-old girl. Immediately on regaining his freedom, Berry hit the road—and then headed into the Chess recording studios to lay down ten tracks in two days. Two were new songs he’d written while behind bars; one, Nadine, became his comeback Top Forty hit. The other, You Never Can Tell, was a rocking Berry story song in the man’s grand tradition.

         Musically it’s dominated by Johnny Johnson’s piano, with Chuck’s guitar not as prominent as usual in the rollicking New Orleans beat.359 But Berry’s gift for richly detailed narration and ingenious wordplay is undiminished as he unfolds the tale of Pierre’s courtship of his mademoiselle.360 The song was memorably featured as the accompaniment to John Travolta and Uma Thurman dancing in Quentin Tarantino’s Pulp Fiction.

         
            
            Hey Nelly Nelly (1964)—Judy Collins (written by Shel Silverstein & Jim Friedman) 

         Recorded on March 21, 1964; from the Elektra album The Judy Collins Concert

         (released in August 1964)361

         A larger-than-life character, Shel Silverstein gained fame in three quite separate realms: as a longtime cartoonist and writer of essays for Playboy magazine, ubiquitous in the magazine and Playboy Mansion parties with his shaved head and hipster’s goatee; as an author of children’s books; and as a folk and country songwriter. Born in Chicago on November 23, 1932, he began contributing to his hometown magazine Playboy in the mid-1950s. The Giving Tree (1963) established him as a children’s author, and his 1974 collection of poetry and drawings, Where the Sidewalk Ends, won wide acclaim. Also a playwright, he collaborated with David Mamet on the screenplay for Things Change (1988). As a songwriter, he’s best known for Johnny Cash’s 1969 smash A Boy Named Sue, Loretta Lynn’s One’s On the Way (1971), and the Dr. Hook and the Medicine Show songs Sylvia’s Mother and The Cover of the Rolling Stone (both 1972).

         Perhaps his finest song was the powerhouse folk narrative Hey Nelly Nelly, a tale tracing the evolution of the antislavery movement and the Civil War through the perspective of one family, and then leaping ahead to the birth of the civil rights movement.362 Judy Collins gives the saga a stirring performance (the final selection) on her concert album recorded at New York’s Town Hall (produced by Mark Abramson), with fiercely percussive accompaniment (Steve Mandell on banjo and guitar, Chuck Israels on bass, along with Judy’s guitar). It was included on the 1994 multi-artist compilation Freedom Is a Constant Struggle: Songs of the Mississippi Civil Rights Movement.

         
         
            
            Chimes of Freedom (1964)—Bob Dylan 

         Recorded on June 9, 1964; from the Columbia album Another Side of Bob Dylan (chart debut on September 19, 1964, reached #43)

         The song that would become a Byrds classic and later a theme song for the human rights group Amnesty International, Chimes of Freedom, used bells as its central metaphor, with roots that Bob Dylan discusses in his memoir Chronicles, Volume One. “The ringing of bells always made me feel at home. … I’ve always heard and listened to the bells. Iron, brass, silver bells—the bells sang. On Sundays, for services, on holidays. They clanged when somebody important died, when people were getting married. … You had a pleasant feeling when you heard the bells.”363 Dylan wrote it during a cross-country car trip in early February 1964 and debuted the song in Denver that month.364 The seventh song cut during the June 9 recording session with just the artist on vocal and guitar, the performance here is less than vibrant; it would take the Byrds to fully bring out the song’s stirring power.

         
            
            My Back Pages (1964)—Bob Dylan 

         Recorded on June 9, 1964; from the Columbia album Another Side of Bob Dylan (chart debut on September 19, 1964)

         As the fourteenth and last song recorded at a marathon solo studio session, My Back Pages—one of the most compelling compositions of an incredibly prolific time for Bob Dylan—was given a somewhat weary (though still affecting) postmidnight performance that only hinted at the song’s special qualities. We would have to wait for (again) The Byrds’ magnificent 1967 rendition for the definitive My Back Pages. Still, even in its imperfect original form, this is a remarkable work of self-analysis. At age twenty-three, remarks Oliver Trager, Dylan “chides himself for having thought he’d had the answers to life’s questions.”365 Robert Shelton writes that the song encapsulates Dylan’s canon: “Two themes dominating Dylan’s whole work are the struggle of life versus death and the possibility of renewal through adoption of a younger viewpoint.” Jack McDonough, in an unpublished dissertation quoted by Shelton: “One of Dylan’s most important poetic achievements has been this transposition of the worlds of Wordsworth and Blake into post-war America.”366 “I was so much older then, I’m younger than that now. …”

         
            
            Leader of the Pack (1964)—The Shangri-Las (written by Shadow Morton, Jeff Barry, & Ellie Greenwich) 

         Red Bird 10-0014

         Chart debut on October 10, 1964 (1 week at #1); #11 in England367 (RHF, RIAA, 1001, RS, TM, DM, AHR, ACC)

         The Jerry Leiber-Mike Stoller record label Red Bird had a brief run, but an impressive number of hits, of which the biggest was Leader of the Pack. The Shangri-Las were two pairs of sisters in Queens, New York, Mary and Betty Weiss, and twins Mary Ann and Marge Ganser. Remember (Walkin’ In the Sand) gave the group an intriguing Top Ten debut hit, and it was followed by the tough-chick anthem Leader of the Pack. George (Shadow) Morton’s songs, write David Dalton and Lenny Kaye, “were constructed like film scripts, catty dialogue alternating with strikingly visual plots and a healthy, creative use of stereotype. He took folk heroes on the order of motorcycle hoodlums, teenage runaways, teases and flirts, and graphically presented them in a way that seems even more of a breakthrough now than it did then.”368 Morton claimed that he alone wrote the song; Jeff Barry and Ellie Greenwich say they earned the coauthor status. They had the engineer’s Harley-Davidson brought into the studio, which they miked and put into an echo chamber as the motor was revved up. The tale of a motorcyclist who rides to his death after parting with his girl “teeters between parody and pathos,” remarks Ken Emerson. “If it as intended as a joke, the Shangri-Las sing with such conviction that one wonders whether they were in on it.”369 370 Lead singer Mary Weiss, just sixteen at the time, was terrified in the studio and had to be coaxed through the song—yet counterbalanced against this are Morton’s accounts of how the girls were brazen enough to perform a striptease in their first live show when they didn’t have enough material to fill the allotted time, peeling off half their clothes down to the “thumb on the garter routine.” Odd as it seems today, the record was initially controversial for its juvenile-delinquent hero, and it was officially banned in England.

         
            
            The Last Thing On My Mind (1964)—Tom Paxton 

         From the Elektra album Ramblin’ Boy, released in October 1964371 (FolkAlley-#10)

         
            Some of the 1960s folk troubadors had short shelf lives, fading from the scene when the decade was done; Tom Paxton was built for the long haul. Born in Chicago on October 31, 1937 (growing up in Oklahoma), he was one of the shining lights of the Greenwich Village scene of the early 1960s, and his 1964 debut album for Elektra was packed with a diverse array of original gems, including the touching narrative title song Ramblin’ Boy, the sing-along anthem I Can’t Help But Wonder Where I’m Bound, sharp social commentary pieces like What Did You Learn In School Today, and above all, the ravishing ballad The Last Thing On My Mind. Introduced on record by Judy Collins on her concert album released in August 1964, the song helped make Paxton’s album a classic (although it didn’t crack the pop charts), and over the years it’s been recorded by hundreds of other artists. “It became something special because it communicated very straightforwardly,” he believes. “The verse tells the story; the chorus is the emotional response to the story.”372 Paxton went on to do some of his best work in the 1980s with hilarious satires such as One Million Lawyers and Yuppies In the Sky, and in the early 2000s remained a mentor and role model for a new generation of acoustic singer-songwriters. The Last Thing On My Mind was voted the #9 all-time favorite folk song in combined 1984–1989 listener polls by the Washington, D.C., radio show “Music Americana.” In all his years of performing, Paxton told the UK magazine Folk Roots (March 1988) that there had never been a concert at which he didn’t sing this enduring gem.373 “Well, I could have loved you better, didn’t mean to be unkind / You know that was the last thing on my mind. …”

         
            
            Goin’ Out of My Head (1964)—Little Anthony and the Imperials (written by Teddy Randazzo & Bobby Weinstein) 

         DCP 1119

         Chart debut on November 7, 1964 (#6 on pop chart; #6 R&B) (BMI-#29, DM)

         Formed in Brooklyn in 1957, Little Anthony and the Imperials was founded and led by Anthony Gourdine (born on January 8, 1940) after his previous group the DuPonts (which had recorded on Winley in 1955) folded; disk jockey Alan Freed suggested the Imperials instead of their original name, the Chesters. After a smash debut in 1958 with the shimmering doo-wop ballad Tears On My Pillow and a 1960s novelty success, Shimmy, Shimmy, Ko-Ko-Bop (both on End), the group appeared headed for oblivion. Then they remade themselves with a focus on slickly produced pop ballads that showcased Anthony’s soaring falsetto and scored five straight Top Forty hits in 1964–1965, produced and mostly written by fellow New Yorker Teddy Randazzo (formerly a member of the Three Chuckles). Goin’ Out of My Head and its Top Ten follow-up, Hurt So Bad, led the way.

         
            Goin’ Out of My Head is an emotion-packed ballad performance of desperate, helpless desire. The little-boy-lost quality in Anthony’s voice (especially as he plaintively sings, “There’s no reason why my being shy should keep us apart”) conveys an utterly believable vulnerability and innocence, and as his voice reaches for the heavens on the chorus, the intensity of his need also comes through. Songwriter Jimmy Webb once declared this “the greatest record ever made.”374

         
            
            A Love Supreme—Part 1 (Acknowledgement) (1964)—John Coltrane 

         Recorded on December 9, 1964 for the Impulse album “A Love Supreme”

         (Jazz-#131, GHF-album, NPR-100, ACC-#405, RR, TC, TM)

         Drummer Elvin Jones opined that the album A Love Supreme can be viewed as “the culmination of one man’s life,” and it stands alongside Giant Steps as John Coltrane’s greatest achievement. While the second movement of the four-part suite, Resolution, is its stunning high point,375 the opening section, Acknowledgement, brilliantly establishes the foundation for the musical representation of the artist’s spiritual journey. Jones’ introductory wash of cymbals leads into the acknowledgment of the divine symbolized by Jimmy Garrison’s solemn four-note bass lead. As outlined by biographer Lewis Porter, Coltrane sets forth the main theme derived from the pentatonic scale, accompanied by the bass ostinato. Unlike the two middle sections of the suite, there is no underlying chord progression; the mood is relaxed, “exploratory and open-ended.” Pianist McCoy Tyner explores a modal vamp, and Coltrane builds up his tenor sax solo to progressively higher notes, descending, then building up again. The tension-and-release pattern creates a quietly compelling vibe. At the conclusion of the movement, Coltrane and another voice (possibly himself overdubbed) chant the words “a love supreme” in unison with the bass. “He’s telling us that God is everywhere—in every register, in every key—and he’s showing us that you have to discover religious belief.”376 In 2002, as part of a year-long celebration of what would have been Coltrane’s seventieth birthday, a two-CD deluxe edition of the album was issued, including a live performance of the complete suite from a July 26, 1965 French jazz festival. A Love Supreme: The Complete Masters arrived in 2015, a three-disk set including alternate takes of Acknowledgement a day after the official version, with the addition of free-jazz saxophonist Archie Shepp and second bassist Art Davis.

         
            
            Infant Eyes (1964)—Wayne Shorter 

         Recorded in December 1964, for the Blue Note album Speak No Evil (released in 1966) (Jazz-#374)

         Among the foremost jazz artists to burst on the scene in the 1960s, tenor saxophonist Wayne Shorter was born in Newark, NJ, on August 25, 1933, and first made his reputation with Art Blakey’s Jazz Messengers from late 1959 to 1964. His soloing on the 1960 gem Lester Left Town left no doubt that Shorter was one of the most gifted young saxmen around, and he also emerged as a fine composer during his time with Blakey. His debut album under his own name was also recorded in late 1959, and his reputation grew steadily until his tenure with one of the greatest Miles Davis combos from 1964 to 1970 that fully established him as a “name brand” artist.377 Gary Giddins calls Shorter the finest young saxophonist of the 1960s, as exemplified on the Davis quintet’s 1965 “Live at the Plugged Nickel” sets (released three decades later).378 Shorter scored his greatest popular crossover visibility as coleader of the jazz-fusion band Weather Report from 1971 into the 1980s.

         The quintet on the album Speak No Evil (Shorter’s third LP for Blue Note) is an all-star aggregation, with Freddie Hubbard (trumpet), Herbie Hancock (piano), Ron Carter (bass), and Elvin Jones (drums); Hancock and Carter were also colleagues with Miles. Infant Eyes is a gorgeous ballad (written for his daughter), a gentle, relaxed 7-minute performance that is largely a duet between Shorter and Hancock. Richard Cook and Brian Morton remark that the track “is compounded of disconcerting nine-measure phrases that suggest a fractured nursery rhyme,” and the entire album demonstrates harmonic and rhythmic freedom dramatically contrasting with the hard-bop norms of the recent past. These qualities helped make Speak No Evil “one of the most important jazz records of the period.”379

         
            
            Downtown (1964)—Petula Clark (written by Tony Hatch) 

         Warner 5494

         Chart debut on December 19, 1964 (#1 for 2 weeks); reached #2 in England380; #1 (8 weeks) in West Germany, #1 (1 week) in Australia and Canada381 (GHF, RIAA, AHR, DMDB)382

         In the time of the British invasion and mod fashion, no city in the world seemed hipper to Americans than London in the winter of 1964–1965, and Petula Clark chose that moment to capture its mystique in Downtown. Born on November 15, 1932 in Epsom, England, she had been a star in her native England from age eleven (when she began hosting her own radio show); appeared in the first of more than twenty movies in 1944; had her own TV series starting in 1950; and launched her recording career in 1953, with many British chart hits to her credit thereafter. (Her multilingual skills also helped her score a number of European hits in the early 1960s.) Finally, another eleven years later, Pet Clark became an “overnight sensation” in the United States with Downtown, the first of fifteen consecutive Top Forty hits, nearly all of them (like this one) written, produced, and arranged by Tony Hatch.383 384 This is simply light, breezy 1960s pop at its most delectable, an automatic pick-me-up. Thomas Ryan notes that the “gigantic, dynamic arrangement” captured the feel of swinging nightlife in London.385
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         Playlist 7

         
            1965–1969

         
            
                E.S.P. (January 1965)—Miles Davis Quintet

            
                Shotgun (February 13, 1965)—Jr. Walker and the All-Stars

            
                Stop! In the Name of Love (February 20, 1965)—The Supremes

            
                The Sound of Music (March 20, 1965)—Julie Andrews

            
                We’re Gonna Make It (March 27, 1965)—Little Milton

            
                Ooo Baby Baby (March 27, 1965)—Smokey Robinson and the Miracles

            
                Subterranean Homesick Blues (April 3, 1965)—Bob Dylan

            
                Iko Iko (April 3, 1965)—The Dixie Cups

            
                Woolly Bully (April 3, 1965)—Sam the Sham and the Pharaohs

            
                Death Letter Blues (April 12 & 14, 1965)—Son House

            
                September Song (April 13, 1965)—Frank Sinatra

            
                Wade In the Water (April 1965)—Staple Singers

            
                Ticket to Ride (April 24, 1965)—The Beatles

            
                Crying In the Chapel (April 24, 1965)—Elvis Presley

            
                It’s Alright, Ma (I’m Only Bleeding) (May 1, 1965)—Bob Dylan

            
                I Can’t Help Myself (May 15, 1965)—The Four Tops

            
                Temptation ‘Bout to Get Me (May 22, 1965)—Knight Brothers

            
                What the World Needs Now Is Love (May 22, 1965)—Jackie DeShannon

            
                Gloria (May 22, 1965)—Them (featuring Van Morrison)

            
                I Got You, Babe (July 10, 1965)—Sonny and Cher

            
                California Girls (July 24, 1965)—The Beach Boys

            
                Since I Lost My Baby (July 24, 1965)—The Temptations

            
                We Gotta Get Out of This Place (August 14, 1965)—The Animals

            
                Eve of Destruction (August 21, 1965)—Barry McGuire

            
                Respect (September 4, 1965)—Otis Redding

            
                There But for Fortune (September 11, 1965)—Joan Baez

            
                There But for Fortune (July 9, 1966)—Phil Ochs

            
                Hoodoo Man Blues (September 23, 1965)—Junior Wells

            
                Rescue Me (September 25, 1965)—Fontella Bass

            
                Early Morning Rain (October 9, 1965)—Peter, Paul, and Mary

            
                Early Mornin’ Rain (March 1966)—Gordon Lightfoot

            
                A Change Is Gonna Come (October 16, 1965)—Otis Redding

            
                Waltz Across Texas (October 23, 1965)—Ernest Tubb

            
                Buckaroo (October 30, 1965)—Buck Owens and the Buckaroos

            
                Linus and Lucy (December 1965)—Vince Guaraldi Trio

            
                Uptight (Everything’s Alright) (December 18, 1965)—Stevie Wonder

            
                We Can Work It Out (December 18, 1965)—The Beatles

            
                Michelle (December 25, 1965)—The Beatles

            
            
                Norwegian Wood (This Bird Has Flown) (December 25, 1965)—The Beatles

            
                I Can’t Turn You Loose (December 25, 1965)—Otis Redding

            
                Elusive Butterfly (January 22, 1966)—Bob Lind

            
                The Impossible Dream (The Quest) (January 22, 1966)—Richard Kiley

            
                The Impossible Dream (June 4, 1966)—Jack Jones

            
                I Fought the Law (January 29, 1966)—Bobby Fuller Four

            
                Homeward Bound (February 12, 1966)—Simon and Garfunkel

            
                Thirsty Boots (February 1966)—Eric Andersen

            
                This Old Heart of Mine (Is Weak for You) (February 19, 1966)—Isley Brothers

            
                Sloop John B (April 2, 1966)—The Beach Boys

            
                Wang Dang Doodle (April 16, 1966)—Koko Taylor

            
                It’s a Man’s Man’s Man’s World (April 30, 1966)—James Brown

            
                Enter, Evening (A Soft Line Structure) (May 1966)—Cecil Taylor

            
                Ain’t Too Proud to Beg (May 28, 1966)—The Temptations

            
                Summertime (July 16, 1966)—Billy Stewart

            
                Bus Stop (July 23, 1966)—The Hollies

            
                You Can’t Hurry Love (August 13, 1966)—The Supremes

            
                Cherish (August 27, 1966)—The Association

            
                96 Tears (September 3, 1966)—? and the Mysterians

            
                The Poor Side of Town (September 17, 1966)—Johnny Rivers

            
                East-West (October 8, 1966)—Paul Butterfield Blues Band

            
                Devil With a Blue Dress & Good Golly, Miss Molly (October 8, 1966)—Mitch Ryder and the Detroit Wheels

            
                Stay With Me (October 15, 1966)—Lorraine Ellison

            
                Mustang Sally (November 26, 1966)—Wilson Pickett

            
                Tell It Like It Is (December 3, 1966)—Aaron Neville

            
                I’m a Believer (December 10, 1966)—The Monkees

            
                Jingle Bells (December 17, 1966)—Booker T. and the MGs

            
                Standing In the Shadows of Love (December 17, 1966)—The Four Tops

            
                Suzanne (January 7, 1967)—Judy Collins

            
                Pretty Ballerina (January 7, 1967)—Left Banke

            
                Ruby Tuesday (January 21, 1967)—Rolling Stones

            
                The Dark End of the Street (February 4, 1967)—James Carr

            
                Strawberry Fields Forever (February 25, 1967)—The Beatles

            
                Penny Lane (February 25, 1967)—The Beatles

            
                Bernadette (March 11, 1967)—The Four Tops

            
                The End (March 25, 1967)—The Doors

            
                A Change Is Gonna Come (April 8, 1967)—Aretha Franklin

            
                Alfie (April 8, 1967)—Dionne Warwick

            
                Canadian Railroad Trilogy (April 1967)—Gordon Lightfoot

            
                Song for a Winter’s Night (April 1967)—Gordon Lightfoot

            
                Creeque Alley (April 29, 1967)—The Mamas and the Papas

            
                Waterloo Sunset (May 13, 1967)—The Kinks

            
                Heroin (May 13, 1967)—Velvet Underground

            
                Society’s Child (Baby I’ve Been Thinking) (May 27, 1967)—Janis Ian

            
                Up, Up, and Away (June 3, 1967)—The Fifth Dimension

            
                More Love (June 17, 1967)—Smokey Robinson and the Miracles

            
                Lucy in the Sky with Diamonds (June 24, 1967)—The Beatles

            
                With a Little Help from My Friends (June 24, 1967)—The Beatles

            
                With a Little Help from My Friends (November 16, 1968)—Joe Cocker

            
                You Only Live Twice (June 24, 1967)—Nancy Sinatra

            
                Gentle On My Mind (July 29, 1967)—Glen Campbell

            
                The Letter (August 12, 1967)—The Box Tops

            
                The Wind Cries Mary (August 26, 1967)—Jimi Hendrix Experience

            
            
                Your Precious Love (September 9, 1967)—Marvin Gaye and Tammi Terrell

            
                How Can I Be Sure? (September 9, 1967)—The Young Rascals

            
                Pata Pata (October 7, 1967)—Miriam Makeba

            
                What a Wonderful World (October 14, 1967)—Louis Armstrong

            
                Lazy Day (October 14, 1967)—Spanky and Our Gang

            
                Tell Mama (November 18, 1967)—Etta James

            
                Alice’s Restaurant Massacree (November 18, 1967)—Arlo Guthrie

            
                Goin’ Back (November 18, 1967)—The Byrds

            
                Pleasures of the Harbor (December 9, 1967)—Phil Ochs

            
                Since You Asked (January 6, 1968)—Judy Collins

            
                Mission: Impossible (January 6, 1968)—Lalo Schifrin

            
                Sunshine of Your Love (January 13, 1968)—Cream

            
                Theme from “Valley of the Dolls” (January 20, 1968)—Dionne Warwick

            
                Ball and Chain (January 25, 1968)—Willie Mae “Big Mama” Thornton

            
                Rocky Top (February 3, 1968)—Osborne Brothers

            
                Strange Man (early 1968)—Dorothy Love Coates

            
                Ain’t No Way (April 6, 1968)—Aretha Franklin

            
                Ain’t Nothing Like the Real Thing (April 13, 1968)—Marvin Gaye and Tammi Terrell

            
                No Regrets (April 20, 1968)—Tom Rush

            
                Mrs. Robinson (April 27, 1968)—Simon and Garfunkel

            
                America (April 27, 1968)—Simon and Garfunkel

            
                Alone Again Or (May 4, 1968)—Love

            
                MacArthur Park (May 11, 1968)—Richard Harris

            
                Tuesday Afternoon (Forever Afternoon) (July 20, 1968)—The Moody Blues

            
                Save the Country (August 3, 1968)—Laura Nyro

            
                Piece of My Heart (August 31, 1968)—Big Brother and Holding Co. w/ Janis Joplin

            
                Say It Loud—I’m Black and I’m Proud (September 7, 1968)—James Brown

            
                Revolution (September 14, 1968)—The Beatles

            
                Voodoo Child (Slight Return) (October 19, 1968)—Jimi Hendrix Experience

            
                Madame George (November 1968)—Van Morrison

            
                Samba with Some Barbecue (November 20, 1968)—Paul Desmond

            
                Everyday People (November 30, 1968)—Sly and the Family Stone

            
                Son of a Preacher Man (November 30, 1968)—Dusty Springfield

            
                Games People Play (January 11, 1969)—Joe South

            
                Crossroads (January 25, 1969)—Cream

            
                God Bless the Child (February 1, 1969)—Blood, Sweat & Tears

            
                Someday Soon (February 1, 1969)—Judy Collins

            
                Brother Love’s Traveling Salvation Show (February 22, 1969)—Neil Diamond

            
                Hungry Eyes (February 22, 1969)—Merle Haggard and the Strangers

            
                Only the Strong Survive (March 1, 1969)—Jerry Butler

            
                You’ve Made Me So Very Happy (March 1, 1969)—Blood, Sweat & Tears

            
                Aquarius—Let the Sunshine In (The Flesh Failures) (March 8, 1969)—The Fifth Dimension

            
                Galveston (March 15, 1969)—Glen Campbell

            
                My Way (March 29, 1969)—Frank Sinatra

            
                Stand! (April 12, 1969)—Sly and the Family Stone

            
                Sin City (April 1969)—Flying Burrito Brothers

            
                Get Back (May 10, 1969)—The Beatles

            
                My Cherie Amour (May 31, 1969)—Stevie Wonder

            
                We’re Not Gonna Take It / See Me, Feel Me (June 7, 1969)—The Who

            
                Both Sides Now (June 14, 1969)—Joni Mitchell

            
                Pressure Drop (1969)—Toots and the Maytals

            
                Lay Lady Lay (July 12, 1969)—Bob Dylan

            
                Who Knows Where the Time Goes (July 1969)—Fairport Convention

            
                You Can’t Always Get What You Want (July 19, 1969)—Rolling Stones

            
                Everybody’s Talkin’ (August 16, 1969)—Nilsson

            
                I Can’t Get Next to You (August 16, 1969)—The Temptations

            
                Suite: Judy Blue Eyes (October 4, 1969)—Crosby, Stills, and Nash

            
                Here Comes the Sun (October 18, 1969)—The Beatles

            
                Leaving On a Jet Plane (October 25, 1969)—Peter, Paul & Mary

            
                Eli’s Coming (October 25, 1969)—Three Dog Night

            
                Down on the Corner (October 25, 1969)—Creedence Clearwater Revival

            
                Up on Cripple Creek (November 1, 1969)—The Band

            
                Someday We’ll Be Together (November 8, 1969)—Diana Ross and the Supremes

            
                Sunlight (November 8, 1969)—The Youngbloods

            
                Whole Lotta Love (November 22, 1969)—Led Zeppelin

            
                To Be Young, Gifted, and Black (November 22, 1969)—Nina Simone

            
                Fancy (November 22, 1969)—Bobbie Gentry

         

         
            
            E.S.P. (1965)—Miles Davis Quintet (written by Wayne Shorter & Davis) 

         Recorded on January 20, 1965, for the Columbia album “E.S.P.” (Jazz-#334)

         The six studio albums made by the Miles Davis Quintet from 1965 to 1968 represent one of the high points of the great trumpeter’s career. For years, he had worked with brilliant musicians, and the ensemble of this period—Wayne Shorter (tenor sax), Herbie Hancock (piano), Ron Carter (bass), and Tony Williams (drums)—represented a new generation of young jazz titans whose skills and exploratory spirit pushed him in exciting new directions. Shorter was the final addition to the group (after leaving Art Blakey’s Jazz Messengers), and in the view of Davis’ biographer Jack Chambers, he was “the catalyst,” a dazzling soloist and superb composer; indeed, he had been John Coltrane’s personal choice to replace him in Miles’ combo (in 1959), although it took a few more years for this to happen. This group’s new music took longer to win general acceptance than that of Miles’ 1955–1960 period, partly because 1965–1968 was a bleak time for jazz, amid much talk that “jazz is dead.”1 It was only in retrospect that the quintet’s accomplishments were fully appreciated.

         It was shortly after the group returned to the United States from appearances in Spain that it began recording the album E.S.P. Martin Williams: “The dense, polyrhythmic textures of the best performances are wonders in themselves, yet they are always in motion, always swing, are always responsive to the soloist and the ensemble. … And for the splashing, complex cymbal work alone, Williams belongs among the great drummers in jazz history.”2 Davis wrote in his autobiography: “Tony was the fire, the creative spark; Wayne was the idea person, the conceptualizer of a whole lot of musical ideas we did; and Ron and Herbie were the anchors. I was just the leader who put us all together.”3 The title track features a wide-ranging opening solo by Shorter; a Miles’ feature with (in Jose Bowen’s words) “piercing high notes and aggressive, long passages of fast notes”; and the powerful, swinging rhythm section as Hancock and Carter follow Williams’ lead. “It was a prophetic first tune to record, for it often seemed as if everyone in this band had a special sense of ‘E.S.P.’”4

         
            
            Shotgun (1965)—Jr. Walker and the All-Stars (written by Jr. Walker) 

         Soul 35008

         Chart debut on February 13, 1965 (4 weeks at #1 on R&B chart, #4 pop)

         (R&B-#97, RHF, GHF, DM)

         The needle hits the groove, the crack of a shotgun blast pierces the air, and a feverish, shrieking saxophone begins grinding away. Jr. Walker and the All-Stars’ Shotgun leaped off the radio and provided one of the party anthems of the mid-1960s. Tenor saxophonist/singer Autry DeWalt Walker was born June 14, 1931 in Blythesville, Arkansas, grew up in South Bend, Indiana, and with his band the All-Stars (with Willie Woods on guitar, Vic Thomas on organ, and James Graves on drums) got their training as a bar band in Battle Creek, Michigan. For a time, the All-Stars served as the backup band in Grand Rapids for an up-and-comer later known as Al Green. Johnny Bristol brought them to the attention of ex-Moonglow Harvey Fuqua, who signed them to his label Harvey, and the group had three singles for the label in 1962–1963 before Motown recruited Fuqua, who brought along Walker to Motown’s Soul imprint. His second Soul release was Shotgun.5

         It was one of Motown founder Berry Gordy’s few forays into the recording studios after 1963, coproducing the record with engineer Lawrence Horn. “Junior was incredible,” Gordy recalled in To Be Loved. “His saxophone sound was like nobody else’s. The down-home feeling he and his band got when he sang and played made it easy to produce him. All we had to do was get a good sound balance in the studio and just wait.” Gordy supplemented the All-Stars with Motown session aces Earl Van Dyke (keyboards), Benny Benjamin (drums), James Jamerson (bass), and the overdubbed guitars of Joe Messina and Eddie Willis. The record is mainly a pulsating instrumental with a powerful groove, punctuated with Walker’s enthusiastic cries to get folks on the dance floor. “He could put together some of the damndest lyrics you’d ever heard—and come out with a smash,” remarked Gordy.6 “Put on your high-heel shoes. … We’re gonna dig potatoes, we’re gonna dig tomatoes. …”

         While James Brown’s Papa’s Got a Brand New Bag is routinely cited as a landmark record for modern rhythm and blues, Richard Ripani points out that Shotgun “exhibits a style very similar to” that of the Brown classic, but was released more than five months earlier. Specifically, it uses what Ripani calls the “cyclic” form (using a riff-based repeating musical pattern) for 99 percent of the track’s duration, and it alternates between sections featuring a hard-edged, honking sax solo, and one with an equally rough-hewn, shouting vocal.7 Nelson George calls it “the definitive gutbucket sax instrumental of the sixties. … Shotgun has the kick of a bull and the greasy feel of a pig’s-feet dinner as Walker’s wailing tenor sax, [Willie] Wood’s scratchy, bluesy guitar licks, and [Vic] Thomas’s holy roller organ rock over a tough, finger-popping tempo.”8

         
            
            Stop! In the Name of Love (1965)—The Supremes (written by Brian Holland, Lamont Dozier, & Eddie Holland) 

         Motown 1074

         Chart debut on February 20, 1965 (2 weeks at #1 on pop chart; 2 weeks at #2 R&B); #4 in Canada and Germany, #7 in England (RHF, GHF, R&B-#120, ACC-#241, DM)

         The fourth of the Supremes’ dizzying run of five consecutive #1 singles in 1964–1965, Stop! In the Name of Love represented the pop songcraft of writers-producers Brian Holland, Lamont Dozier, and Eddie Holland; the peerless team was also responsible for all fifteen of the group’s consecutive Top Twenty hits, beginning with 1964s Where Did Our Love Go and concluding with 1967s In and Out of Love. Rolling Stone, ranking this #10 among the hundred best singles of the past twenty-five years in 1988, declared that they “were almost a perfect song cycle, progressing steadily from the wide-eyed simplicity and sexy vulnerability of the first hit to the world-weary complexity of the last.”9 
            Stop! In the Name of Love was inspired by an argument between Dozier and his girlfriend, in which one of them uttered the title phrase, after which they broke out laughing. Dave Marsh: “Stop! moves with the grace of HDH’s greatest productions, propelled by James Jamerson’s earthquake bass, the statutory baritone sax and ringing vibes, and an organ part that tightens the tension and suggests a gospel quality that was otherwise impossible within the limits of Ross’s style.”10 James Gittens is on vibes, and Mike Terry provides the baritone sax solo.11

         
            
            The Sound of Music (1965)—Julie Andrews (music by Richard Rodgers, lyrics by Oscar Hammerstein II) 

         From the RCA Victor soundtrack album, chart debut on March 20, 1965 (2 weeks at #1, 233 total weeks); #1 (70 weeks) in the United Kingdom12 (AFI-#10, GHF, Trad-#202, RR-album)

         The ninth and last Broadway musical composed by Richard Rodgers and Oscar Hammerstein, The Sound of Music, may be considered only a mid-level effort by critics, but it has been adored by millions for over a half century. After a series of historic triumphs, the team had stumbled with Me and Juliet (1953) and Pipe Dream (1955), coming back with the crowd-pleasing 1958 hit Flower Drum Song. The Sound of Music, based on a memoir by Maria von Trapp and its German film adaptation, became the third longest running of all Rodgers and Hammerstein shows (1,433 performances from its November 1959 premiere), overcoming brickbats for its “conventional” nature and sentimentality. Audiences soaked in the score’s abundant tunefulness and warmth. Hammerstein had been in poor health, undergoing two operations in 1958 and finding the strength to complete the last two shows; he died in August 1960, with Sound still riding high.13 That success was dwarfed by the massive impact of the movie version, with Julie Andrews taking over the Mary Martin-originated role of Maria.

         Born Julia Wells on October 1, 1935 in Walton-on-Thames, Surrey, England, she made her Broadway debut in The Boy Friend (1954) and shot to stardom as Eliza in My Fair Lady (1956) and Guinevere in Camelot (1960). Julie shook off losing the Fair Lady movie role to Audrey Hepburn by scoring her own movie triumph with Mary Poppins (1964). That made her the obvious choice as the new Maria. The Sound of Music became a phenomenon; its $158 million box office gross translates to $1.3 billion in 2016 dollars, making it (per Box Office Mojo) third all time as an inflation-adjusted hit behind only Gone With the Wind and Star Wars. The soundtrack’s 109 weeks in the Billboard Top Ten are the most for any album from 1960 onward (with Rodgers & Hammerstein’s 1949 South Pacific Broadway cast album at #1 with 401). The hills are alive, indeed. The American Film Institute named the title song #10 in its “100 Years, 100 Songs.”

         
            
            We’re Gonna Make It (1965)—Little Milton (written by Gene Barge, Billy Davis, Raynard Miner, & Carl William Smith) 

         Checker 1105

         Recorded on February 16, 1965; chart debut on March 27, 1965 (3 weeks at #1 R&B, #25 pop) (Blues-#247)

         He placed only one record in the Top Forty, but Milton Campbell was one of the most admired blues vocalists of his time. Born September 7, 1934 in Inverness, Mississippi, the guitarist-singer (at 6 foot 2, certainly not “little”) performed as a teenager with Rice Miller (Sonny Boy Williamson II), then began his recording career in 1953 with Sun Records. After numerous sides for various small labels, he began hitting the charts on coming to Chicago’s Chess/Checker Records in 1961. His breakthrough year was 1965. After his version of Blind Man battled to a draw with a competing treatment by Bobby Bland (whose smooth but emotionally riveting vocal style he used as a career model), We’re Gonna Make It not only took him to the top of the R&B chart but also left an indelible mark on listeners. It’s an inspirational tale from the perspective of a man and woman who are barely getting by financially, but sustained by limitless hope and faith. “I’ve got your love, and you know you’ve got mine. …”

         Brian Ward writes in Just My Soul Responding: “This uplifting ode to true love’s power to see a couple through hard times was seized upon as a soundtrack to the black struggle in much the same way as the Impressions’ more obviously engaged Keep On Pushing was adopted the previous summer.” In order to provide an ear-catching “grabber” at the beginning of the record, producer Billy Davis moved a brass-section flourish from the middle to the start, followed by a dramatic moment of silence before Milton launches into the lyric.14

         David Hines (trumpet), coauthor Gene “Daddy G” Barge (alto sax), Charles Stepney (piano), Gerald Sims (guitar), Louis Satterfield (bass), and Maurice White (drums).

         
            
            Ooo Baby Baby (1965)—Smokey Robinson and the Miracles (written by Warren Moore & Smokey Robinson) 

         Tamla 54113

         Chart debut on March 27, 1965 (reached #16 pop, #4 R&B) (RS-#266, DM-#321, AHR)

         Sweet-soul ballads just don’t come much sweeter than Ooo Baby Baby. Smokey Robinson’s essential musical persona was that of the ever-attendant lover who pleads for forgiveness (as here) when he does wrong. His soaring falsetto had few equals; Joe McEwen and Jim Miller cite it as an example of how he “could use his voice to transcendent effect.”15 Thomas Ryan suggested that he “gave the world the best making-up song of all time. … His voice sounds like it is floating on a cloud.”16 In a 1972 interview with Dave Marsh, Smokey Robinson said of this stunner: “I guess you could call it our national anthem.”17

         
            
            Subterranean Homesick Blues (1965)—Bob Dylan 

         Columbia 43242

         Recorded on January 13 and 14, 1965; chart debut on April 3, 1965 (reached #39); #9 in England; from the album Bringing It All Back Home (#6 peak) (RHF, PW, ACC-#140, RS-#340, Time, 1001)

         After becoming a legend at age twenty-two as songwriter, Bob Dylan broke through with his first hit single as a performer with Subterranean Homesick Blues, and a more perfect introduction to his increasingly intense lyrical style cannot be imagined. As the leadoff track to his fourth album, it shocked the folk music world with its thumping beat—Dylan goes electric!—to a Chuck Berry riff. The song would be even more indelibly stamped into our minds with the sequence in the D.A. Pennebaker film Don’t Look Back in which Dylan stands in a London alley holding cards with words from the song, casting them aside one by one. Dylan had never given much thought to singles when he got started. He recalled in his memoir Chronicles, Volume One: “Folksingers, jazz artists, and classical musicians made LPs, long-playing records with heaps of songs in the grooves—they forged identities and tipped the scales, gave more of the big picture. LPs were like the force of gravity. … Next to them, 45s were flimsy and uncrystallized. They stacked up in piles and didn’t seem important.”18 Although that viewpoint never changed, the pop world would come to him, beginning with this single.

         In Keys to the Rain, Oliver Trager notes that Berry’s rapid-fire narrative Too Much Monkey Business was its most obvious antecedent, with the Woody Guthrie-Pete Seeger number Taking It Easy being another possible influence. In this performance, “with its biting, hypnotically incanted hopscotch lyrics exploding against a sledgehammer of rock ‘n roll, Dylan declared a new musical direction with a vehemence that was taking no prisoners.”19

         In Rock & Roll: The 100 Best Singles, Paul Williams writes that this is “contemporary poetry (rapping, verse-making) as good as it gets, rock and roll singing as good as it gets (one of the great vocalists of the century), and small-combo live performing as good as it gets. … The immediacy of the language is also its durability; it will be appreciated forever, like Shakespeare.”20 While the lyrics of this two-and-a-half-minute tongue-twisting, machine-gun barrage of a cautionary tale are more a relentless stream of delightfully creative non-sequiturs than any kind of coherent social commentary, the number of phrases that became a part of the pop cultural landscape—“don’t follow leaders,” “20 years of schooling and they put you on the day shift,” “you don’t need a weatherman to know which way the wind blows”—is astonishing.

         
            
            Iko Iko (1965)—The Dixie Cups 

         Red Bird 024

         Chart debut on April 3, 1965 (reached #20 on pop chart, #20 R&B); #23 in England

         Believed by some to be a descendant of African call-and-response chants, Iko Iko may have been (Oliver Trager suggests) handed down from one of the chants heard in the late 1700s when white plantation owners allowed slaves to recreate tribal celebrations at Congo Square in New Orleans one day a week. These rituals evolved by the late 1800s into Mardi Gras “tribes” influenced by Seminoles and other Native Americans, which sometimes moved from hard partying to fighting. As the song adapted in the early twentieth century, it became part of New Orleans’ “dozens-playing,” a brand of verbal one-upmanship. Children used variations on the song to accompany various games, or just sung with any rhythm readily at hand.21

         
            New Orleans native James “Sugar Boy” Crawford and His Cane Cutters were the first to record the song (under the title Jock-o-Mo) for Atlantic in 1954. (The record didn’t chart nationally, but spent six weeks in the Cash Box New Orleans R&B Top 10, peaking at #4.) According to Crawford, he created the simple tune to accompany his favorite street chants after years of hearing them on Mardi Gras, but he didn’t know exactly what the words meant.22

         The Dixie Cups—the young New Orleans–born R&B trio of Barbara Ann Hawkins, her sister Rosa Lee Hawkins, and their cousin Joan Marie Johnson—were known as the Mel-Tones when they recorded a demo for a Jeff Barry-Ellie Greenwich song, Chapel of Love.23 When the song was selected for single release on the new record label cofounded by Jerry Leiber and Mike Stoller, Red Bird, the group was renamed, and the song soared to #1 in mid-1964. The girls were relaxing during a break in a recording session for their scheduled single They Say when they began humming the old tune they’d learned as kids. Barry and Greenwich, producing the session, were enchanted. “Sing that again,” they suggested. Unbeknownst to the girls, the reel-to-reel tapes were rolling. Barry, writes Ken Emerson in Always Magic In the Air, urged everyone to grab whatever was at hand and bang on it, demonstrating by tapping an ashtray with a screwdriver. A Caribbean item that Barry and Greenwich had brought home from their honeymoon in Jamaica—a little wooden box with a hole in the front and prongs over the hole—filled in for a bass. Singing with a playful innocence and freedom that took them back to those childhood days, they accompanied themselves with hand-claps, drumsticks, and a Coke bottle for percussion. (The band had left the studio.)24 When they were done, they had a recording far more memorable than their earlier smash.

         
            
            Woolly Bully (1965)—Sam the Sham and the Pharaohs 

         MGM 13322 (originally released on XL 906 in 1964)

         Chart debut on April 3, 1965 (#2 peak); #1 (3 weeks) in West Germany, #2 in Canada, and #11 in England25 (DM-#78, RHF, ACC)

         “Woolly Bully towers over the mass of overrated mid-Sixties garage rock not because it doesn’t fulfill all the requirements of the genre, from cheesy organ riffs to exaggerated lyric silliness, but because it satisfies them entirely,” writes Dave Marsh, ranking the record at #78 in The Heart of Rock & Soul.26 Lead singer Domingo “Sam” Samudio formed his Tex-Mex rock band in Dallas and first recorded for Tupelo in 1963. After hearing their regional hit Haunted House, the band was invited to record a single produced by former Sun Records house musician Stan Kesler at Sam Phillips’ studio in Memphis—the last major hit recorded there. The guys had a rhythm and idea for a song but no lyrics, so Sam made up the words on the spot. There were three takes with three different sets of lyrics; the third was the keeper. After being turned down by just about every label, the record was released on the group’s own small independent label, and nearly a year later picked up by MGM to become a smash.

         The lyrics are indeed pure nonsense (“woolly bully” itself was just a term of congratulations—as in, “woolly bully for you!”), but the piece is boiling with energy. Opening with a bilingual countdown (“Uno! Dos! A-one! Two! Tres! Cuatro!”), it’s said to be drawn, in part, from Mexican folklore. Sam told Rolling Stone that the key to the song’s success was its use of the organ virtually as a rhythm instrument.

         
            
            Death Letter Blues (1965)—Son House 

         Recorded for the Columbia album “Father of the Folk Blues” on April 12 and 14, 1965 (Blues-#123, BHF)27

         The stark, powerful Death Letter Blues was introduced by Ida Cox in August 1924 (during the same session at which she unveiled her wonderful Wild Women Don’t Have the Blues) and also recorded by artists including Monette Moore (1 month later), Clara Smith (in October), and Huddie Ledbetter aka Leadbelly (the first of several versions in 1935). Eddie “Son” House knew the song well from his early years in the late 1920s and early 1930s as a role model for a generation of Delta bluesmen including Robert Johnson.28 (Johnson is believed to have created his Walking Blues in 1936 based on the model of seeing House perform Death Letter.)29 Over two decades after his last recording session for the Library of Congress in 1941, House was rediscovered by Fred Waterman and two associates with the help of the Rev. Robert Wilkins (using information provided by Dick Spottswood) in 1964, and returned to the studios, paving the way for two of his greatest-ever performances.

         
            Death Letter Blues is a tale about receiving a message that his loved one is dead, and returning home to find her on “the cooling floor.” (During the early 20th century, a “death letter” was a specific type of official notification, immediately identifiable by its appearance.) He describes the funeral, walking away feeling that “I seen the Judgment Day,” but he “didn’t have a soul to throw my arms around.” The bereaved man finds himself “hugging the pillow where she used to lay.” In the nearly 5-minute rendition for Danish radio in 1967, the sixty-five-year-old blues legend, on solo vocal and guitar, delivers a raw, deeply felt performance. (His 1965 version for Columbia, produced by John Hammond, runs more than 7 minutes and is quite potent—in 2007, it was inducted into the Blues Hall of Fame for classic recordings—but the Danish treatment is perhaps more focused and intense.) The latter is included on the 2001 boxed set “American Roots Music.” Doug Seroff recalled seeing House’s performance of the song at the August 1964 Philadelphia Folk Festival: “I never again witnessed a performance as intense as Son House that day.” He “played bottleneck guitar integrated with a slapping, clawing style of picking. His entire body shook as he swiped the strings in the most ferocious manner. His vocal was equally passionate, his face contorted with emotion. Death Letter is among the most chilling and moving songs in American music.”30

         
            
            September Song (1965)—Frank Sinatra 

         Recorded on April 13, 1965; from the Reprise album September of My Years (chart debut on August 21, 1965, #5 peak) (Trad-#183)

         Frank Sinatra first recorded the Kurt Weill classic September Song for Columbia 37161 on July 30, 1946, and his biographer Will Friedwald suggests that Axel Stordahl’s arrangement for that recording was superior to Gordon Jenkins’ nineteen years later. But several other factors combine to make his 1965 performance definitive. Sinatra was a better singer at forty-nine than he was at thirty: more assured, with a deeper understanding of lyrics and emotions. He was given more playing time to explore the song’s possibilities. As a reflection on age and memory, September Song almost demands a performer of certain years to do it justice. Also, he notes, as the last track on September of My Years, that the new version “benefits from the listener’s snowballing response to the previous twelve selections,” which included It Was a Very Good Year.31 “And these few precious days I’ll spend with you. …”

         
            
            Wade In the Water (1965)—Staple Singers 

         Recorded in April 1965 for Epic album Freedom Highway

         The Staple Singers had been performing songs that became integral parts of the civil rights movement for years, even before Roebuck “Pop” Staples first met Martin Luther King at the reverend’s Montgomery, Alabama church in 1963. So it was only natural that after the group switched from Riverside to Columbia Records (on the latter’s Epic imprint), their second album for the label (following Amen) would be a set of songs explicitly revolving around the movement, Freedom Highway. Recorded live at New Nazareth Church on Chicago’s South Side—just after Dr. King led the Selma-to-Montgomery civil rights march that reached the Alabama state capitol on March 25—it’s declared by biographer Greg Kot “not only one of the finest Staple Singers releases, it’s one of the best live albums ever made.”32 The stirring title song, and an exceptional treatment of Thomas Dorsey’s Take My Hand, Precious Lord were two highlights, and another was the group’s treatment of the ancient spiritual Wade In the Water, which may be considered definitive.

         The song’s origins are unknown, but it became an anthem for enslaved black Americans, particularly for its verses depicting the Israelites’ escape out of Egypt; according to legend, Harriet Tubman used it to instruct escaping slaves to get off the trail and into the water to elude dogs utilized by pursuing slavers. Wade In the Water was first published in the 1901 edition of New Jubilee Songs as Sung by the Fisk Jubilee Singers (Work & Work). Alan Lomax included it in Folk Songs of North America, as one of the key songs proclaiming that “someday justice would triumph and an end for sorrow and shame would come, whether on earth or in heaven.”33 According to the Dixon-Godrich-Rye Blues and Gospel Records, it was recorded for the first time in 1925 by the Sunset Four Jubilee Singers, and subsequent versions included the Birmingham Jubilee Singers (1930) and the Golden Gate Quartet (1940 & 1941). Roebuck leads it off, then daughter Mavis takes over, her mighty voice commandingly conveying the emotions behind a song that had served for generations to accompany baptisms in African-American churches.

         
         
            
            Ticket to Ride (1965)—The Beatles 

         Capitol 5407; recorded on February 15, 1965; chart debut on April 24, 1965 (#1 for 1 week); #1 for three weeks in the United Kingdom; #1 (4 weeks) in Canada, three weeks in Australia, and #2 in Germany34; from the soundtrack to Help! (#1 for 9 weeks) (DM-#29, PW, ACC-#250, RS, DMDB)

         
            Ticket to Ride was The Beatles’ third straight #1 smash in early 1965, and a song whose appeal has proved enduring. A personal favorite of primary creator John Lennon’s, it’s also one of the few Beatles tracks on which Paul McCartney (rather than George Harrison) played lead guitar.

         “Two things instantly stamp the song as original: the glistening opening guitar riff that establishes the beat, and the jagged, whack-and-jump drum pattern that rams the beat forward,” writes Beatles’ biographer Mark Hertsgaard. “Ticket to Ride is a Lennon composition, but what it illustrates above all is the fertility of the Lennon-McCartney collaboration. For it is McCartney who contributed both of these rhythmic ideas.”35 Richard Lester, director of the Beatles’ films A Hard Day’s Night and Help! was a pioneer of music videos in devising the sequences for songs in these pictures, and Ticket to Ride—showing the boys frolicking in the Alps as the song played—was his favorite.

         Dave Marsh, ranking it at #29 in The Heart of Rock & Soul, praises Lennon’s “most soulful vocal ever … [the record] is intricate and interesting all the way through, with Paul playing mean lead guitar and Ringo dispelling all doubt about his prowess as a drummer: the groove comes straight out of his pure backbeat. The Beatles were such a prolific group that it’s sometimes hard to abstract their later singles; here, they ride their roots as a bar band in Liverpool and Hamburg to a new kind of glory.”36 Paul Williams also places it among his hundred greatest singles: “Ticket to Ride doesn’t sound like any other record ever made. Its words, its structure, even its tune are fairly ordinary, and yet there is something about … the recording that is strikingly unusual and immensely appealing. If it were a painting it would be its color—warm, enticing, deep, vibrant—and its texture.” Williams particularly cites McCartney’s guitar riff that opens and threads through the record and the “brilliant freshness” of Lennon’s vocal with Paul’s harmonies.37

         
            
            Crying In the Chapel (1965)—Elvis Presley 

         RCA Victor 447-0643

         Recorded on October 31, 1960; chart debut on April 24, 1965 (reached #3); #1 (3 weeks) in Australia and South Africa, #1 (1 week) in England and Canada38

         When Elvis Presley recorded the Artie Glenn-composed Crying In the Chapel in 1960 for his gospel album His Hand In Mine, he held it back from release, because he felt his performance didn’t match the classic 1953 R&B original by the Orioles. (He recorded all 12 songs for that album in an all-night session, after cutting his hit Surrender.) On its delayed release, it became Presley’s first million-selling single since Return to Sender in 1962. It’s a fervent, beautiful performance with the accompaniment of the Jordanaires and pianist Floyd Cramer.

         
            
            It’s Alright, Ma (I’m Only Bleeding) (1965)— Bob Dylan 

         Recorded on January 15, 1965; from the Columbia album Bringing It All Back Home (chart debut on May 1, 1965, reached #6) (ACC, GHF-album)

         
         
            
               [image: ]

            
               Figure 7.1Bob Dylan (#2). Library of Congress, Prints & Photographs Division, LC-USZ62-126062.
            

         

         From his early months in Greenwich Village, Bob Dylan had begun to think in terms of long-form songs. In his memoir Chronicles, Volume One he notes that many of the folk songs he’d learned were lengthy—the traditional Barbara Allen ran at least twenty verses, and Woody Guthrie’s Tom Joad ran sixteen verses. “I had broken the habit of thinking in short song cycles and began reading longer and longer poems to see if I could remember anything I had read about in the beginning. I trained my mind to do this. …” After reading Lord Byron’s Don Juan and Samuel Coleridge’s Kubla Khan, writing an epic-length song such as It’s Alright, Ma didn’t seem forbidding.39

         
            It’s Alright, Ma, writes Oliver Trager, “is a monumental achievement: Dylan catches lightning in a bottle with an ominous guitar figure and a to-the-bone delivery of his caustic and prophetic poetry, casting the coldest of eyes on a bankrupt society in fifteen kaleidoscopic verses topped off with four slightly different, cautionary choruses.”40 This is a song overflowing with indelible imagery and a flood of observations on contemporary U.S. culture. Andy Gill in Don’t Think Twice, It’s All Right: Bob Dylan, the Early Years: “The opening image of `Darkness at the break of noon’ echoes the title of Arthur Koestler’s anti-Communist novel Darkness At Noon, suggesting that the human spirit can be cast into shade just as much by the rampant consumerism of a capitalist society in which manufacturers can make ‘everything from toy guns that spark / To flesh-colored Christs that glow in the dark’ as by the dead hand of consumerism.” “The stripped-bare backing offers little distraction (or protection) from the words, which cut through the parade of hypocrisy and deceit like a machine gun,” Gill continues. “Following the descending chord-sequence as it spirals abjectly away down the plughole, Dylan’s deadpan declamatory delivery here is surely one of the most potent precursors of rap, though the occasional touch of nihilism glimpsed in lines like ‘There is no sense in trying’ and ‘I got nothing, Ma, to live up to’ is nowhere near as hopelessly final as the nihilism of Nineties hip-hop culture.”

         Despite his anger, notes Robert Shelton, Dylan “accepts lies and malaise as part of life. … Implicitly, he sees that the flaws of life are beyond good and evil. This is almost a spoken poem, like Ginsberg’s ‘Howl.’ In fact, an excellent melodic, rhythmic base provides hammer strokes for nailing down a steel spike. Repetition of certain phrases heightens dramatic impact, builds tension.” This is, he suggests, “the ultimate protest song, demolishing so many myths and social evils. … He moved his protest here to a higher level, to polemicize the human condition.”41 
            It’s Alright, Ma is a song whose timeless quality has a powerful new meaning to each generation. During Watergate, the line “Sometimes even the President of the United States has to stand naked” drew loud cheers. As the war in Iraq unfolded in 2003–2004, the line “You follow, find yourself at war” took on fresh significance. And the words “He not busy being born is busy dying” will always pack a wallop.

         Dylan’s first public performance of the song in 1964 at Philharmonic Hall, months before the release of Bringing It All Back Home, was released in 2004 on “Bootleg Series, Vol. 6.” Songwriter Suzanne Vega recalled the thrill she felt performing the song, and placing herself in Dylan’s frame of mind. “It just expands your mind in this really great way.”

         
            
            I Can’t Help Myself (1965)—The Four Tops (written by Eddie Holland, Lamont Dozier, & Brian Holland) 

         Motown 1076

         Chart debut on May 15, 1965 (2 weeks at #1 on pop chart, 9 weeks at #1 R&B); #4 in Canada, #23 in England (R&B-#194, AHR, ACC)

         The first pop Top Ten hit, and first chart-topper, for the Four Tops, I Can’t Help Myself (better known for its chorus of “Sugar Pie, Honey Bunch”) began the group’s sensationally successful three-year run with the songwriting and production team of Holland-Dozier-Holland, even as that team was also in the midst of a hot streak with the Supremes. (Indeed, I Can’t Help Myself succeeded their song Back In My Arms Again by Diana Ross and the girls in the #1 position, the label’s first back-to-back Number Ones.) Cowriter Lamont Dozier admitted that Can’t Help unintentionally borrowed the same chords as the team’s 1964 chart-topper for the Supremes, Where Did Our Love Go. Thomas Ryan notes the song’s bare-bones simplicity (with no verse and no middle eight), but it possesses a killer riff that “has the insistency and momentum of a train moving at full speed,” thanks to James Jamerson’s tremendous bass line.42

         
            
            Temptation ‘Bout to Get Me (1965)—Knight Brothers 

         Checker 1107

         Chart debut on May 22, 1965 (#12 R&B, #70 pop in Billboard, #56 in Cash Box) (DM)
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               Figure 7.2Jackie DeShannon. Courtesy of Jackie DeShannon.
            

         

         This is a genuinely thrilling gospel-infused ballad, with a Righteous Brothers flavor, except that its emotional fervor is rooted in the church. The Washington, D.C.-based R&B duo of Richard Dunbar and Jerry Diggs began in the doo-wop group the Starfires from 1956 to 1961, and first recorded as a duo in 1963; they also provided backing vocals on a few Billy Stewart records, including the 1965 hit Sitting In the Park. They had only one pop hit in their own right, but it was unforgettable. Dave Marsh writes that this is a “straight gospel” performance, “so clearly that if the lyrics placed them on the Temple Mount or in the depths of Gethsemene, you wouldn’t be surprised, even though Diggs’ loss of faith stems from nothing more than a girlfriend’s failure to phone or write during a long trip. … Redemption appears through a glorious Chicago soul arrangement … booming drums, sharp bleats of cornet, deep rumblings from a baritone sax, plus some tenor saxophone blasts that make sense of the Knights’ impatience. That might be Gabriel up there, getting ready to write his own ending to their woe.”43 In 2004, the British company RPM Records issued “Temptation,” a comprehensive CD compilation of the Knight Brothers’ twenty-four recordings.

         
            
            What the World Needs Now Is Love (1965)—Jackie DeShannon (music by Burt Bacharach, lyrics by Hal David) 

         Imperial 66110

         Chart debut on May 22, 1965 (reached #7); #1 (1 week) in Canada (RIA, ACC)

         A song of such transcendent quality as What the World Needs Now Is Love would seem a heaven-sent gift for any singer. But it was rejected by Dionne Warwick and sat in a drawer for ten months before Jackie DeShannon made it the most unforgettable hit of her career. Born Sharon Myers on August 21, 1944 in Hazel, Kentucky, the stunning blonde performed on radio at age six, first recorded (as Sherry Lee Myers) a rockabilly single for the Glenn label in 1959, and moved to Los Angeles a year later. While recording a number of little-heard early 1960s singles for Liberty as Jackie Dee, she began to emerge as a talented songwriter, and became an early voice of folk-rock with the singles Needles and Pins (1963) and her own composition When You Walk In the Room (1964). Touring with the Beatles in 1964, and appearing in movies including “Surf Party,” brought further attention. Then came Love.

         Bacharach and David offered What the World Needs to Warwick for her album “Sensitive Sounds of Dionne Warwick” (recorded in late 1964, issued in early 1965), but she turned it down for sounding “too country.” Bacharach later recalled: “I thought, wow, if Dionne doesn’t like it, I don’t think the song can be so good.” So the writers set it aside until they’d arranged a session with DeShannon; David suggested, “C’mon, play that song.” The singer loved it, and soon so would everyone else.44 According to Hal David, the lyric had the longest gestation period of any of his songs: “I had thought of the idea at least two years before showing it to Burt. Then, one day, I thought of, ‘Lord, we don’t need another mountain,’ and all at once I knew how the lyric should be written.”45

         The session was held at New York’s Bell Sound. Serene Dominic in Burt Bacharach Song by Song: “DeShannon’s hesitant accents on the ‘what the world’ and her soulful woe-woahs on the chorus sound as if she’s genuinely empathetic about the corresponding lack of ‘love sweet love’ in a world well stocked with mountains, wheat fields, oceans and meadows. Bacharach and David’s first stab at a protest song is a gentle one: only the background-vocal-and-kettledrum buildup that starts at two minutes and 35 seconds conveys any sense of anger about the long wait for universal love. After that, the record ends as it began, with that sad little tuba riff, to remind listeners that if they continue to withhold love, the waiting might never end.”46 DeShannon would score another Top Ten hit in 1969 with her own similarly themed song Put a Little Love In Your Heart, and cowrote one of the biggest hits of the 1980s, Bette Davis Eyes.

         
            
            Gloria (1965)—Them (written by Van Morrison) 

         Parrot 9727

         Chart debut on May 22, 1965 (reached #93); didn’t chart in Britain (DM-#69, GHF, PW, ACC-#158, RS-#211, TC)

         Van Morrison was already making an impact in Belfast clubs for his passionate treatment of Ray Charles’ classics when he was hired by a group that had been formed in 1962 as the Gamblers. Recruited as a saxophonist, as he was given the opportunity to share vocal duties, Van’s stage charisma finally led to his taking over the frontman role. Newly renamed “Them” in April 1964 (the other members: brothers Jackie and Pat McAuley, Billy Harrison, Alan Henderson, and Pete Bardens), the group initially focused on covers, but soon began to include some originals. The very first was Gloria, a simple but compelling three-chord vamp that Morrison sometimes stretched out as long as 20 minutes, seductively describing each item of clothing that his lady was removing in his room, and what she was doing to make him feel “all right.”47 Signed by British Decca, their fevered version of the Big Joe Williams’ blues classic Baby Please Don’t Go became an early 1965 Top Ten hit in England. Its B side, Gloria (in a tightly edited version) was initially overlooked despite its club reputation. When the single reached the United States, it was Gloria that (barely) charted. As Them scored more substantial 1965 hits with Here Comes the Night and Morrison’s Mystic Eyes, other acts began to adopt their repertoire, and in 1966 the Chicago garage-rock band Shadows of Knight reached the U.S. Top Ten with their grungy, exciting cover of Gloria. The original remains definitive. Dave Marsh writes that Morrison “sings Gloria in a lustful croak, like a demented, horny frog,” the erotic atmosphere heightened by some nasty guitar (Jimmy Page was the guest guitar soloist on Please Don’t Go, and possibly here as well).48 Van’s voice, raves Paul Williams, is “a fierce beacon in the darkness, the lighthouse at the end of the world,” on “one of the most perfect rock anthems known to humankind.”49

         
            June 28: The first full-scale combat offensive by U.S. troops in Vietnam begins. On July 28, with 125,000 U.S. troops already in Vietnam, President Johnson announces a doubling of draft calls.

         
            July 7: The Supreme Court’s ruling in Griswold v. Connecticut upholds the “right to marital privacy,” meaning that state laws banning birth control can be overturned.

         
            
            I Got You, Babe (1965)—Sonny and Cher (written by Sonny Bono) 

         Atco 6359

         Chart debut on July 10, 1965 (3 weeks at #1); #1 (2 weeks) in England, #3 in Australia, Canada, and Germany50 (RIAA, AHR, DMDB, ACC)

         Sonny Bono (born in Detroit on February 16, 1965) had served a valuable apprenticeship as Phil Spector’s West Coast promotions man, learning about production techniques and what it took for a record to come across on Top Forty radio. But in spring 1965, he was on his own, scrambling to pay the bills with his common-law wife Cherilyn LaPierre by recording duets with her as Sonny and Cher. Their debut record, Baby Don’t Go, was a local L.A. hit, but went no further at the time. Having cowritten a previous smash, Needles and Pins, with fellow Spector veteran Jack Nitzsche, he tried desperately to come up with another, working late nights at their Laurel Canyon home. In a surge of inspiration, he wrote I Got You, Babe describing the situation that he and Cher were in—trying to get by on little more than love. Bono assembled some of his musician pals from Spector’s Wrecking Crew (including guitarist Barney Kessel) at their favorite locale, Gold Star’s Studio A, and recorded the track in a marathon session with numerous takes until Sonny was satisfied.51 It paid off, as the song connected emotionally with a worldwide audience that identified with the young couple’s story.

         
            
            California Girls (1965)—The Beach Boys (written by Brian Wilson & Mike Love) 

         Capitol 5464

         Recorded on April 6, 1965; chart debut on July 24, 1965 (reached #3); #3 in Canada, #26 in England (RS-#71, RHF, GHF, ACC-#467, AHR, BMI)

         Perhaps no song epitomizes the sun-and-fun aura surrounding the Beach Boys like the irresistible California Girls.52 On paper it’s the essence of simplicity, but on record there’s a lot more going on. Brian Wilson fashioned a quasi-symphonic opening riff (inspired by Bach), and those matchless harmonies, prominently featuring Bruce Johnston soon after his arrival in the group, are rich and satisfying behind Mike Love’s lead.

         By early 1965, Brian was in the midst of retreating from the outside world, staying home and indulging in marijuana and LSD while the rest of the group toured, and he composed California Girls in a “drug-induced and paranoid state of self-obsession.” Unwilling to wait for the return of his bandmates, he called in Phil Spector sidemen, including drummer Hal Blaine, guitarist Glen Campbell, and pianist Leon Russell, and recorded the song’s basic tracks; Love and the other Beach Boys simply added their vocals atop Brian’s intricate musical foundation.53 “Besides the hypnotic sound of the song’s introduction, its melody and chiming piano sound were instantly addictive,” writes Thomas Ryan. “The production possesses a clarity that makes Spector’s mono recordings sound muddy in comparison, and it has a contemporary sound that rivals the best work of the Beatles.”54

         
            
            Since I Lost My Baby (1965)—The Temptations (written by Smokey Robinson & Warren Moore) 

         Gordy 7043

         Chart debut on July 24, 1965 (reached #4 on R&B chart, #17 pop) (DM-#53)

         Called a “neglected Motown masterwork” by Dave Marsh, Since I Lost My Baby features a tremendous ballad lead performance by David Ruffin shortly after the massive success of My Girl. Nelson George agreed, saying that on “perhaps the definitive Ruffin performance, he sounds stronger, deeper, and huskier” than ever. As the song progresses, his voice takes on “a world-weary quality that matches one of Smokey Robinson’s most melancholy lyrics.”55 Marsh suggests that it is “perhaps Smokey Robinson’s greatest production, certainly his most massive. The constant reiteration of the melody by the strings, the vibrant bass, the timing of the Temptations’ backing vocals, and the brilliant commentary from the piano all lend a sense of groove, drama, and majesty.”56

         
            August 10: The Voting Rights Act becomes law, against the background of civil rights demonstrations in Alabama, and murders committed by Ku Klux Klansmen.

         
            
            We Gotta Get Out of This Place (1965)—The Animals (written by Barry Mann & Cynthia Weill) 

         MGM 13382

         Chart debut on August 14, 1965 (reached #13); #2 in England (RHF, Blues-#202, RS-#235, AHR, DM, ACC)

         Barry Mann and Cynthia Weill were the foremost writers at 1650 Broadway (across from the Brill Building) of socially conscious songs taking note of racism and injustice through subtle narratives like Uptown and On Broadway. Eric Burdon had a fixation on black culture and blues authenticity through his passionate vocals. The two styles came together—jarringly but thrillingly—on the Animals’ recording of We Gotta Get Out of This Place. Mann’s demo for the song, reports Ken Emerson in Always Magic In the Air, was so strong that it was scheduled for release as a single. But a copy was heard by Allen Klein, who passed it on to the Animals’ producer Mickey Most. Don Kirshner, head of Aldon Publishing, summoned the writers to his office. The bad news was that Mann’s version would not be released. The good news was that the Animals’ recording had leaped in one week to #2 in England.57 “Burdon’s manic soul obsession gave perfect voice to Mann-Weil’s uptown sophistication,” writes Thomas Ryan. “He sings ‘We gotta get out of this place, if it’s the last thing we ever do’ with such raw power and conviction that it’s hard to tell if he’s escaping ghetto life or a lunatic asylum.”58 Burdon said of the group’s approach: “Whatever suited our attitude, we just bent it to our own shape.” The Animals dropped one of the verses, repeated another, and so drastically altered the song’s structure that Mann and Weill were angry at first, but eventually came to appreciate what they called a “great record.” Ben Cromer points out the key role of the band’s bassist Chas Chandler, suggesting that his “propulsive” playing on tracks like this served as “the spiritual forerunner” of the guitar outbursts by the artist whom Chandler would produce two years later, Jimi Hendrix.59

         The song, writes Craig Werner in A Change Is Gonna Come, “spoke to the soldiers in Vietnam and the residents of the Denver barrio as clearly as to Burdon’s neighbors ‘in this dirty old part of the city / where the sun refuse to shine.’ The Animals’ response to a world where ‘people tell me there ain’t no use in trying’ echoes, but doesn’t imitate, [Mahalia Jackson’s] determination to walk in Jerusalem. There’s a fierce determination in Burdon’s voice when he vows to escape if it’s the last thing he ever does. He focuses on the personal level, but the drive for a better life echoes Curtis Mayfield’s call to keep on pushin’: ‘Girl, there’s a better life for you and me.’”60

         
            
            Eve of Destruction (1965)—Barry McGuire (written by P. F. Sloan) 

         Dunhill 4009

         Recorded on July 15, 1965; chart debut on August 21, 1965 (1 week at #1); #3 in England, #1 (4 weeks) in Canada, and #3 in Australia61 (RHF, Folk-#107, ACC)

         Never has there been a #1 pop record with a social commentary written and performed with such an overflowing anger as Eve of Destruction. If it had been released just one year earlier, it would have been banned on so many stations that such success would have been unthinkable. But by the summer of 1965, Bob Dylan and those who followed in his wake had made songs of social relevance so mainstream that a window of opportunity opened for this furious musical outburst.

         Born October 15, 1937 in Oklahoma City, Barry McGuire sang with the hot-selling folk group the New Christy Minstrels from 1962 to 1965, his gravelly voice out front on their 1963 Top Twenty hit Green, Green. Trying to launch a solo career in Los Angeles, McGuire got together with producer Lou Adler,62 who introduced him to the songs of P. F. (Phil) Sloan (born Philip Schlein), at that point a nineteen-year-old budding tunesmith who had already written and played on dozens of L.A. pop records. Adler had written and produced hits for artists including Jan & Dean and Johnny Rivers before cofounding the independent Dunhill label; McGuire was one of his first signings. Like so many others, Sloan was galvanized by Dylan (specifically the album Bringing It All Back Home), and his influence (writes Richie Unterberger in Turn! Turn! Turn! The ’60s Folk-Rock Revolution) “metamorphosed Sloan from pop-rock lightweight to angst-ridden troubadour, venting his determination to be his own man and his doubts about the very fate of the world.” The song was rejected by the Byrds and the Turtles but McGuire was thrilled by Eve of Destruction, feeling that in Sloan’s new work: “I discovered a lot of truth in those songs.”63

         Predictably, the controversy generated by Eve of Destruction was enormous. “Hate your next dark neighbor, but don’t forget to say grace” took an atomic bomb to the hypocrisy of Christian racists, with similar howitzers aimed at a full array of social ills, and all delivered in McGuire’s anguished growl. Elijah Wald, while critiquing its “bombastic” elements, called it “an anguished howl of desperation.”64 However, Unterberger noted, “Sloan gave the song a pop color that someone like Dylan may have been unable or unwilling to conjure, particularly in the chorus, and Lou Adler’s production coated it with enough ghostly background voices [led by members of the Grass Roots] and ominous drums to ease its way onto playlists.”65 Remarkably, however, it was an unfinished mix that was released and went to #1; coproducers Adler and Steve Barri had put together McGuire’s rough vocal with the instrumental track at four in the morning, fully intending to polish it further, but Dunhill issued it in the original form apparently by accident.

         In city after city, as one station banned the record, a competitor responded to demand by giving it heavy airplay.66 It was almost as controversial among folk artists, with both Pete Seeger and Paul Stookey finding it too depressing and offering no solution to the problems it addressed.67 Of course, Blowin’ In the Wind (a far more artful song) also offered no solutions. A reflection of the way it caught the spirit of the time is the fact that beat poet Allen Ginsberg cited it in his epic late-1965 piece Beginning of a Poem of These States. Sloan himself told Billboard: “The message of the song has been misunderstood. It is a love song: stop hating, start loving.”68

         
         
            
            Respect (1965)—Otis Redding 

         Volt 128

         Recorded on July 9–10, 1965; chart debut on September 4, 1965 (#4 R&B, #35 pop) (DM)

         
            Respect, the song for which Earl “Speedo” Sims came up with the basic framework and that his friend Otis Redding reworked with faster tempo and revised lyrics,69 became one of the definitive soul hits as interpreted by Aretha Franklin. But the Redding original is a knockout in its own right. Written in a day, arranged in 20 minutes, and recorded in one take, it was one of just two original songs on perhaps the greatest album of his too-short career, Otis Blue. Biographer Scott Freeman: “The song kicked off at a breakneck pace, the backbeat pulsating like a steady jackhammer.” Otis’ vocal is “playful and cocky, with just the hint of a wink”; fellow Stax/Volt artist William Bell joins in the “hey, hey, hey” lines. Donald “Duck” Dunn’s “thundering” bass ranks as “one of the great bass guitar performances.70 The Beatles were big fans of Stax, and they borrowed this bass line for Drive My Car.71 Combined with Steve Cropper’s guitar, Al Jackson’s relentless beat, and the mighty horn section from the Mar-Keys, the result was a classic. When Aretha’s record came along, recalled Jerry Wexler, “he broke out into this wide smile and said, ‘The girl has taken that song from me. … From now on, it belongs to her.’”72

         
            
            There But for Fortune (1965)—Joan Baez (written by Phil Ochs) 

         Vanguard 35031

         Chart debut on September 11, 1965 (reached #50); reached #8 in England (July 1965); from the album “Joan Baez 5” (chart debut on November 21, 1964, #12 peak, 66 weeks) (FolkAlley-#25)

         
            
            There But for Fortune (1966)—Phil Ochs 

         From the Elektra album “Phil Ochs In Concert” (chart debut on July 9, 1966)

         A central element of Phil Ochs’ songwriting was empathy for victims of societal injustice, and this quality is unmistakable in the touching ballad There But for Fortune.73 During his early years, Ochs was churning out far more songs than he was able to record, and Joan Baez was a beneficiary. Jack Landron, a friend of Ochs’ who was performing under the name Jackie Washington, sang it at Boston’s Club 47; Baez happened to be there, and was quite taken with the song. Afterward, he taught it to Joan, including a lyrical change he had made.74 In the May 1965 Sing Out, Ochs recalled writing the number while driving to Lincoln, Nebraska. “This is one of the few cases in which I had the melody written first, and I was able to write the words in less than ten minutes.” The original lyrics were “improved” with a suggestion by Jean Ray of the folk duo Jim and Jean in Greenwich Village. Ochs had a friendly but strong rivalry with Bob Dylan, and biographer Marc Eliot reports Phil’s delight that his song was a modest hit for Baez while Dylan’s Daddy, You’ve Been on My Mind was merely the B side.75 Ochs and Baez sang There But for Fortune together at the “War Is Over” rally in Central Park in May 1975.

         
            
            Hoodoo Man Blues (1965)—Junior Wells 

         Original version by Junior Wells and His Eagle Rockers: States 134, recorded in Chicago on June 8, 195376; most famous version for Delmark on September 22–23, 1965

         (GHF, NPR, Blues-#88, BHF)

         A charismatic master of blues mouth harp, Junior Wells was born Amos Blackmore December 9, 1934 in Memphis. Little Junior Parker served as his mentor before he came to Chicago in 1950, where he teamed with guitarists Louis and David Myers to form the Deuces, which became the Aces when joined by drummer Fred Below. In 1952, when Little Walter left Muddy Waters’ band to go solo, Wells came aboard as his replacement (aside from his 1953–1955 military service); he played on Waters’ classic Manish Boy, among others. Walter was Wells’ favorite harpist, but his original role model was the first Sonny Boy Williamson. Meanwhile, Wells also recorded under his own name, and his very first release was Hoodoo Man Blues, listed on some issues as Somebody Hoodooed the Hoodoo Man. It’s a variation on a March 1940 Louis Jordan record under the latter title. No less than Elmore James may be on guitar (the Fancourt/McGrath blues discography says the guitarist may be Louis Myers), with Wells (on vocal and harmonica), Johnny Jones (piano), Dave Myers (bass/guitar), and Odie Payne (drums).77 Although it didn’t chart nationally, it was reported as a territorial R&B hit in St. Louis in the April 10, 1954 Cash Box.

         
            Wells returned to the song twelve years later as the title track of his first album for Delmark, produced by Bob Koester. This time Buddy Guy is on guitar, with Jack Meyers (bass), and Bill Warren (drums), and the album is one of the most celebrated in blues history.78 They gave the song a different vibe that Wells greatly preferred to the original. Downbeat ranked Hoodoo Man Blues the #1 blues album of the past fifty years in its September 2003 issue, and readers of Living Blues voted the Delmark album the #4 “desert island blues disc” behind only compilations by Robert Johnson, Muddy Waters, and Howlin’ Wolf.79

         
            
            Rescue Me (1965)—Fontella Bass (written by Raynard Miner & Carl Smith) 

         Checker 1120

         Recorded on September 2, 1965 in Chicago; chart debut on September 25, 1965 (#1 for 4 weeks R&B, #4 peak on Billboard pop chart, #2 in Record World); #3 in Canada, #11 in England (DM-#305, ACC)

         As Dave Marsh notes in The Heart of Rock & Soul, this is the best Aretha Franklin hit not actually made by Aretha herself. “Figures, too, because Fontella’s the daughter of Martha Bass, a gospel star who got her start with the Clara Ward Singers, whose traveling preacher used to be Rev. C.L. Franklin,” Aretha’s father. Fontella (born on July 3, 1940 in St. Louis) got her start playing piano in blues bands in the St. Louis area, became a featured vocalist in the Oliver Sain Revue, scored her first hit in 1965 dueting with Bobby McClure on Don’t Mess Up a Good Thing, and finally enjoyed her greatest crossover pop smash with Rescue Me. She married jazz trumpeter Lester Bowie (later divorced), and subsequently returned to gospel music. Marsh cited Maurice White’s potent drumming, “and bassist Louis Satterfield sounds as if Duck Dunn [the great Stax Records bassist] and a pack of hellhounds might have been on his trail.”80 81

         
            
            Early Morning Rain (1965)—Peter, Paul & Mary (written by Gordon Lightfoot) 

         Warner 5659

         Chart debut on October 9, 1965 (reached #91); from the album See What Tomorrow Brings (#11 peak)

         
            
            Early Mornin’ Rain (1966)—Gordon Lightfoot 

         From the United Artists album “Lightfoot” (released in March 1966)

         Peter, Paul & Mary were champions of gifted young songwriters from the beginning, and just as they had given Bob Dylan his first breakthrough, the trio provided Canadian singer-songwriter Gordon Lightfoot with his opportunity; the gorgeous Early Morning Rain followed their Top Forty rendition of Lightfoot’s For Lovin’ Me. (Ian & Sylvia had made Rain the title song of their mid-1965 album.) Lightfoot has noted that the song is unusual in that it has four verses but no chorus.82 Listeners to the Washington, D.C., radio program “Music Americana” voted it their #18 all-time favorite folk song in combined polls from 1984 to 1989, and in 2009 FolkAlley.com listeners voted it the #6 most “essential” folk song. The song’s success enabled Lightfoot to land a recording contract with United Artists, and his version is a highlight of his debut album. He takes the romantic images that previous generations of folk singers had used for railroads and adapts them for the skies. The artist remarked: “Whether it’s a freight train or a jet plane, there will always be someone in desperate need, a lonely soul far from home.”83

         
            
            A Change Is Gonna Come (1965)—Otis Redding 

         Recorded on July 9, 1965; from the Volt album “Otis Blue/Redding Sings Soul” (chart debut on October 16, 1965, reached #75)

         Otis Redding’s “Otis Blue” is one of the great soul albums, a remarkable achievement in that it was recorded in a single session from 10 A.M. to 8 P.M., and no one was quite sure what they were going to record when they entered the studio. His shortly-to-be-classic Respect was the only important new original song; the rest, says biographer Scott Friedman, were “improvised as they went along.” The hurried schedule was necessary, because Redding needed a new album to capitalize on his career momentum, but was booked solid for the summer, leaving only a three-day window: one day of rehearsal, a marathon session the next day, and then fly out for the next gig. Redding had deeply admired Sam Cooke’s epic A Change Is Gonna Come (one of three songs by his idol included on the album), and it showed in his performance. Friedman: “If Sam Cooke sang the song like he already was a homeward-bound angel, Otis approached it as a man slipping past the edge of despair and looking to the heavens for redemption.” The initially sparse arrangement features Steve Cropper’s restrained guitar and Booker T. Jones’ gospel-flavored piano. Then, as they reach the bridge, the intensity rises as the horns enter in unison with drummer Al Jackson, Jr. “on a dramatic triplet beat that was only hinted at” in the Cooke original. The drama continued to build through the final verse, then Redding made a last desperate plea: “It’s been a long, long time coming / But I know, well I know, a change has gotta come.” “It was a breathtaking moment—the way he accented certain words in the phrase, stretching them out and repeating them and conveying the emotion of someone who is reaching out for signs of hope and is no longer sure he’s going to find them.”84

         
            
            Waltz Across Texas (1965)—Ernest Tubb (written by Billy Talmadge Tubb) 

         Decca 31824

         Recorded in Nashville on April 19, 1965; chart debut on October 23, 1965 (#34 on C&W chart) (C&W-#137, HBN-#216)

         Twenty-nine years after his recording debut, Ernest Tubb came up with the performance that, to many of his fans, was the most beloved favorite of all, Waltz Across Texas. Written by Ernest’s nephew, it barely made a dent on the country charts at the time (Tubb and Willie Nelson would chart again with a 1979 duet remake), compared with the sixty hits he took to the C&W Top Ten. But there is a warmth and sweetness to this song and his vocal, expressing an unabashed romantic nostalgia from a man who had earned the right to look back, that make it enormously touching. The Texas Troubador is accompanied by his all-star band led by Buddy Charleton (steel guitar) and Leon Rhodes (acoustic guitar). “Like a story-book ending, I’m lost in your charms / And I could waltz across Texas with you. …”

         
            
            Buckaroo (1965)—Buck Owens and the Buckaroos (written by Bob Morris) 

         Capitol 5517

         Chart debut on October 30, 1965 (2 weeks at #1 on C&W chart, #60 pop)

         Buck Owens and the Buckaroos had ninety country chart hits under his name from 1959 to 1989; only one was an instrumental—the classic twangy guitar workout Buckaroo. Born Alvin Edgar Owens, Jr. on August 12, 1929 in Sherman, Texas, the son of sharecroppers moved with his family to Mesa, Arizona, and began playing in honky-tonks and bars in the Phoenix area. In 1959, Buck and his wife Bobbie moved to Bakersfield, California, and he became leader of the house band at a local nightclub, playing guitar, saxophone, and trumpet. During the 1953–1958 period, Owens played lead guitar on many Capitol recordings, including disks by Tommy Collins, Faron Young, and Wanda Jackson, and cut ten sides in 1956 for the Pep label. Capitol began recording him as a solo artist in 1957, and once he finally hit the charts in 1959, the hits kept coming. By 1963, he had settled into the so-called Bakersfield sound that would prove widely influential, described by Stephen Thomas Erlewine as “a twangy, electrified, rock-influenced interpretation of hardcore honky tonk.” Ken Nelson, who signed Owens to Capitol in his capacity as head of the label’s country A&R department, produced all of his hits; Rich Kienzle writes that they “had an almost magical rapport.”85

         With a front line of Owens and Don Rich on guitars and Tom Brumley (son of the gospel composer Albert E. Brumley) on steel guitar, backed by bassist Doyle Holly and drummer Jerry Wiggins, the Buckaroos launch into a piece that’s little more than one extended riff, but it’s an irresistible, relaxed mid-tempo riff that sinks deeply into the brain, seeming as wonderfully timeless and inevitable as other utterly simple riff instrumentals like Green Onions.

         
            
            Linus and Lucy (1965)—Vince Guaraldi Trio 

         Recorded for Fantasy in 1965 for the TV soundtrack, A Charlie Brown Christmas (#23 peak on pop chart; Billboard Christmas charts, 1987 onward: reached #6, over 230 weeks, 3-million seller); song reached #3 on Jazz Digital Songs chart, 77 weeks (2010–2016) (GHF-album, Jazz-#263)

         One of the most remarkable success stories in television history, the animated holiday special A Charlie Brown Christmas began in near disaster when CBS executives hated the rough cut of executive producer Lee Mendelson’s and animator Bill Melendez’ transfer of Charles Schultz’ beloved cartoon characters to the screen for the first time. There had simply never been anything like it in TV animation as of 1965, with the serious subtext and overt spirituality underlying the wry humor, the use of children’s voices (instead of adults portraying children), the absence of a laugh track, and, not incidentally, the warm, jazzy original musical score by pianist-composer Vince Guaraldi. But when the program aired that December 9, it was seen by nearly 50 percent of U.S. viewers (15.4 million in all, making it the second most watched program that week), and ever since, no holiday season has been complete without this most cherished of TV Christmas treats.86

         The San Francisco–born Guaraldi, after becoming known to jazz lovers through his late-1950s work with Woody Herman and Cal Tjader, crossed over to a national audience at the end of 1962 with Cast Your Fate to the Wind. That brought him to the attention of Mendelson, who loved the pianist’s gentle, breezy, and richly melodic style. He hired Guaraldi to write and perform the score for a documentary about Schultz that never aired. Parts of that score were revived for A Charlie Brown Christmas, including the delightful, briskly swinging Linus and Lucy, to which the characters happily dance at several points in the special. The song was released by Fantasy as a single—and forty-eight years later in November 2013, it was reissued as a gold collector’s item, a 7-inch vinyl disk.87 With the leader’s warm, flowing piano, Monty Budwig on bass, and Colin Bailey on drums, it’s a tune and a performance that’s always guaranteed to bring a smile. Guaraldi went on to provide the scores for several more “Peanuts” TV specials and earned an Oscar nomination for his big-screen A Boy Named Charlie Brown score.

         
            
            Uptight (Everything’s Alright) (1965)—Stevie Wonder (written by Henry Cosby, Sylvia Moy, & Stevie Wonder) 

         Tamla 54124

         Chart debut on December 18, 1965 (5 weeks at #1 on R&B chart; #3 pop); #14 in England (DM-#44, RHF, R&B-#149, ACC)
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               Figure 7.3The Beatles & Ed Sullivan. Library of Congress, Prints & Photographs Division, LC-USZ62-124522.
            

         

         During the two and a half years following Stevie Wonder’s massive pop breakthrough with Fingertips, the young phenom and his record label Motown struggled in vain to come up with the formula to move him forward as a hit-making artist. Clarence Paul had been Stevie’s producer, but he’d run out of ideas (he would continue as the artist’s musical director on the road), and initially no one else wanted to take on the assignment. Then Berry Gordy, Jr., in 1965 placed the now-fifteen-year-old with the songwriting team of Henry Cosby and Sylvia Moy, with Cosby handling the production and Moy the bulk of the lyrics. The new arrangement provided just the spark Wonder needed, as heard in the buoyant, life-affirming Uptight. Stevie had been performing Uptight on the road for some time, but Motown repeatedly rejected his requests to let him record it; the control-obsessed company wanted to continue dictating his material.

         The number was developed at a songwriting session in which the three principals would trade off ideas; Stevie contributed the hand-clapping chorus (“Everything is alright, uptight”), which he said was inspired, in part, by the Rolling Stones’ Satisfaction, and the Cosby-Moy team built the song around it. After he was finally allowed to cut it and giant sales ensued, Motown began to ease its restrictions; the song marked a crucial statement of the teenager’s creative maturity. The record begins with Benny Benjamin’s snare drum, then James Jamerson’s rolling bass pushing the rhythm until the trumpets dramatically usher in Stevie’s vocal. Biographer John Swenson: “Stevie is jumping out of his skin with joy, simply because he is alive and feeling the warmth and love of inner happiness.”88 Nelson George: “At fifteen, Stevie’s voice had developed an aggressive, masculine edge. His vibrato now belonged to him, no longer to the whims of nature, and he used it to rip through a dance track of breakneck speed.”89

         Dave Marsh praises “the wildness of Stevie’s music, the pure surge of magical Motown mechanics: cutting guitar, rolling bass, and thundering drums augmented by braying brass.”90 In Higher Ground: Stevie Wonder, Aretha Franklin, Curtis Mayfield, and the Rise & Fall of American Soul, Craig Werner writes that the song represented “a funky, exuberant expression of the gospel vision … [its] celebration of redemptive love rang out in a stirring call and response with the chorus of voices that was transforming the American soundscape.” The song’s narrator proudly describes himself as a poor man’s son, but his poverty doesn’t matter if his love remains true. Swenson suggests that when Stevie sings, “No one is better than I / I know I’m just an average guy,” he embodies the philosophy of the freedom movement.91

         
            
            We Can Work It Out (1965)—The Beatles 

         Capitol 5555

         Recorded on October 20, 1965; chart debut on December 18, 1965 (3 weeks at #1); #1 (7 weeks) in Australia; #1 (5 weeks) in England with Day Tripper; #1 (4 weeks) in Canada92; from the album Yesterday … and Today (5 weeks at #1) (AHR, DM, ACC)

         The beauty of the Lennon-McCartney partnership was demonstrated anew on We Can Work It Out, a song that deftly illustrates the art of negotiation and compromise. Paul McCartney had completed the first half of the song (inspired by a spat with his girlfriend Jane Asher) at the Cheshire house he bought for his father; John Lennon’s collaboration on the middle section elevated it to a new level. George Harrison had the idea to put the middle section into waltz time. It was serendipity that the group found an old harmonium hidden away in the studio, and made it a central part of the song. The 11 studio hours devoted to the song were the longest for any Beatles track to this date. Lennon had been the group’s dominant force until now, but, opines Ian McDonald: “From now on, his partner would be in the ascendant not only as a songwriter, but as instrumentalist, arranger, producer, and de facto director of The Beatles.”93 “By combining the optimistic perspective of McCartney’s verse with the realistic earthiness of Lennon’s bridge, We Can Work It Out becomes greater than the sum of its parts,” writes Thomas Ryan.94

         
            
            Michelle (1965)—The Beatles 

         Recorded on November 3, 1965; #1 (8 weeks) in Italy, #1 (5 weeks) in France95; from the Capitol album Rubber Soul (chart debut on December 25, 1965, 6 weeks at #1) (BMI-#42, GHF-album)

         Ranking behind only Yesterday as Paul McCartney’s most frequently recorded composition (with over 700 versions), Michelle demonstrated his steadily increasing melodic sophistication, skillfully moving between major and minor keys. John Lennon helped write the middle section (the “I love you” bridge), inspired by listening to Nina Simone. Despite some claims to the contrary, McCartney says the song was not written about any particular person. Because he didn’t speak French, Paul enlisted the help of Janet Vaughan, French teacher wife of an old friend, to insert some French words in his tale of a fellow struggling to communicate his love for a girl who doesn’t speak English.96 Although not issued as a single in the United States or England (where the Overlanders took it to #1), the group’s original was a #1 smash in at least nine countries for close to thirty-five total weeks. Michelle won the Grammy as Song of the Year; Rubber Soul was selected as the #5 all-time album by Rolling Stone in 2003.

         
            
            Norwegian Wood (This Bird Has Flown) (1965)—The Beatles 

         Recorded on October 15 and 21, 1965; from the album Rubber Soul (chart debut on December 25, 1965, #1 for 6 weeks) (RHF, RS-#83, ACC-#313, TM)

         Written by John Lennon (with a slight assist from Paul McCartney) as an account of his own one-night stand, Norwegian Wood showed his rapid evolution in songcraft, and the Beatles’ initial exploration of new sounds. In the song, his character responds to the attempted seduction by sleeping in the bathtub, but that was just his attempt to shield the affair from his wife Cynthia. George Harrison (inspired by Ravi Shankar) had just gotten a sitar, and Lennon asked him to play it—the first time that instrument had been used on a Western pop recording, adding an intriguing musical texture to an already lovely folk-flavored performance. (The Rolling Stones’ Paint It Black, with Brian Jones on sitar, followed a few months later.) The light waltz of the opening guitar here, suggests Tim Riley in Tell Me Why, “is deceptive—the undulating rhythm lures us in to a forbidden dance, a furtive encounter. The smoky ambience is acoustically lit, with only tambourines for a rhythmic pulse.” There’s a bitter edge to the song stemming from Lennon’s annoyance at the woman leaving him alone.97

         Although it has a strong narrative structure, noted Geoffrey Stokes, “it’s impossible to describe the song as ‘about’ anything. The vocabulary wasn’t so much expanded as obscure, or perhaps private.”98 The lyrics would later be included in an anthology of British poetry. “I once had a girl, or should I say, she once had me. …”

         
         
            
            I Can’t Turn You Loose (1965)—Otis Redding (written by Otis Redding, Steve Cropper, & McElvoy Robinson) 

         Volt 130

         Recorded on November 5, 1965; chart debut on December 25, 1965 (reached #11 R&B) (DM)

         Surely, you think, this has to be an error: Otis Redding’s I Can’t Turn You Loose, one of the definitive performances of 1960s soul, didn’t make the Billboard Hot 100??? Incredible but true: Even after I’ve Been Loving You Too Long and Respect had cracked the pop Top Forty in 1965, somehow this one got away, even while its flip side, Just One More Day, snuck briefly onto the pop chart. History has a way of correcting such oversights. When Redding and the mighty Stax house band arrived at the studio, all he had was the title and one catchphrase; he and guitarist Steve Cropper spent a couple of hours working out the rest of the song, trading lines and melodic ideas until it all came together. What everyone remembers about I Can’t Turn You Loose is the thrilling horn arrangement, and biographer Scott Freeman says the singer had a lot to do with it. “Because Otis always hummed the melodies to the horn players, they often sounded like a sophisticated choir singing behind him. Time after time he came up with riffs so inventive that the horn players would scratch their heads as they tried to understand what he was trying to get them to do. Then they would play the notes over the rhythm section and suddenly everything would make perfect sense.” His very lack of musical training became an advantage: “He was bound by no rules because he didn’t know the rules. He was free to put together combinations of notes that no one had ever considered before.”99 The horns rode gloriously over the smoldering rhythm section of bassist Duck Dunn and drummer Al Jackson, while Redding drove the wave of excitement with his gospel-fired vocal. Stax historian Robert Gordon: “It never lets up, nearly three minutes of propulsion, and is neck-and-neck with Respect for the greatest dance song Otis ever recorded, the greatest drumming Al Jackson ever delivered.”100

         
            
            Elusive Butterfly (1966)—Bob Lind 

         World Pacific 77808

         Chart debut on January 22, 1966 (reached #5); #2 in Australia, #5 in England, and #8 in Canada101

         The 1965–1970 period ushered in a host of aspiring songpoets who were inspired by Bob Dylan and his brethren, some focusing on political/social issues and others on more personal and philosophical concerns. A representative of the latter group is folk-rock singer/songwriter Bob Lind, born November 25, 1944 in Baltimore. He recorded early acoustic demos for Verve/Folkways and then signed with an unexpected new entry. World Pacific Records was founded in 1952 by Dick Bock, and it quickly became well known in the jazz world for issuing acclaimed albums by artists including Gerry Mulligan, Chet Baker, Bud Shank, and Gil Evans, among many others. But after Liberty Records acquired the boutique label with a mandate to broaden its scope into pop, World Pacific signed Lind, hoping to compete in the folk-rock field. A young romantic and still-evolving songwriter with a love for words, Lind found a perfect musical partner in the brilliant arranger Jack Nitzsche, who (as he recalled for Richie Unterberger in Turn! Turn! Turn! The ’60s Folk-Rock Revolution) served as a highly creative editor, and bathed them in thoughtful string arrangements.102

         
            Elusive Butterfly—with a Nitzsche arrangement that Unterberger notes “enabled it to soar without dripping sentiment”—emerges as a gorgeous folk/pop ballad whose warmth, intelligence, and sheer loveliness overcome any excessive wide-eyed romanticism. (Incidentally, the pianist on the session is Leon Russell.) He had actually written five verses, but recorded only two. Although Lind appeared on the pop chart only twice more (with both sides of a spring 1966 follow-up single), his compositions would be recorded by over two hundred artists, including the Turtles, the Blues Project, Marianne Faithfull, Aretha Franklin, and Dolly Parton, and he remained an active performer and writer into the 2010s.

         
            
            The Impossible Dream (The Quest) (1966)—Richard Kiley (music by Mitch Leigh, lyrics by Joe Darion) 

         From the Broadway cast album, Man of La Mancha (chart debut on January 22, 1966, #31 peak, 167 weeks) 

         
            
            The Impossible Dream (The Quest) (1966)—Jack Jones 

         Kapp 755

         Chart debut on June 4, 1966 (reached #35)

         The gifted actor Richard Kiley (born March 31, 1922 in Chicago) had his movie debut in 1951, then made his reputation in Broadway musicals, including Kismet (1953) and Richard Rodgers’ No Strings (1962). Kiley’s lead performance as the quite mad but courageous Don Quixote in Man of La Mancha was a career-making performance, showing off his expressive baritone and commanding stage presence. Miguel de Cervantes’ sixteenth-century novel depicts a prisoner (charged with an offense against the church) who envisions himself as the heroic, idealistic Quixote, a man determined to restore chivalry and justice, which so consumes him that he is no longer able to distinguish fantasy from reality. When in the end the Inquisition forces him to see the truth, he is shattered. The tale was adapted into a 1959 television drama by Dale Wasserman (starring Lee J. Cobb). The production was an award winner, inspiring him to take it to Broadway with songs by Joe Darion (also lyricist for the 1967 musical Ilya Darling) and Mitch Leigh. Wasserman’s play combined elements of both the novel and Cervantes’ own life, which is why Kiley’s character is named Cervantes.103 No song could better portray the character’s imaginary quest to correct the wrongs of the world than the soaring ballad; if its passionate idealism is over the top, that only makes it true to its hero. The show opened on November 22, 1965, and ran for 2,328 performances, winning Tony Awards for best musical and best score, and for Kiley as best actor in a musical. “In the cultural climate of the 1960s,” notes Larry Stempel, “the musical’s message found resonance. … As an inspirational number adaptable to almost any occasion, [The Impossible Dream] caught the spirit of self-righteous idealism abroad in the land.”104

         The son of actor-singer Allan Jones (best known for appearing in the Marx Brothers classics A Night at the Opera and A Day at the Races), Jack Jones, born January 14, 1938 in Los Angeles, made an auspicious pop music debut with back-to-back Grammy winners for male pop vocal, Lollipops and Roses (1962) and Wives and Lovers (1963). A smooth, accomplished singer of adult contemporary material, he was distinctive (writes Will Friedwald) for another quality: “No one embodies the optimism of those years better than Jones.”105 Certainly that feeling made him perfectly suited to this anthem of wildly improbable hope.

         
            
            I Fought the Law (1966)—Bobby Fuller Four (written by Sonny Curtis) 

         Mustang 3014

         Chart debut on January 29, 1966 (reached #9); #5 in Canada, #33 in England (DM-#102, RHF, RS-#177, TC, ACC-#507)

         Following the February 1959 death of their ex-leader Buddy Holly, the Crickets split from manager Norman Petty, and signed with Coral to record in New York. Sonny Curtis came up with the idea for I Fought the Law while he was working on his father’s west Texas farm. The band recorded the number on their first session for the album In Style with the Crickets. Curtis contributed a strong guitar lead, but the rest of the performance was ragged, and with a bland vocal by Earl Sinks, the record went nowhere. (In the 1970s, Curtis would gain pop-culture immortality in his own right for writing and singing the theme song for The Mary Tyler Moore Show, Love Is All Around.) Seven years later, the song became a rock classic as performed by the Bobby Fuller Four.

         Born October 22, 1943 in Baytown, Texas, Fuller was a teenager when Lubbock native Holly died, so he knew the Crickets’ music well. As lead singer and guitarist, he formed the quartet in El Paso (including his brother Randy on bass). They released a couple of 1961 singles on the Yucca label, did 1962–1963 singles for Eastwood (a cover of Holly’s Not Fade Away) and Todd, and signed with Exeter in 1964. Their second single for the label that year (on Exeter 124) was I Fought the Law, but it too didn’t sell. After additional failed singles on Donna and Liberty, Fuller moved to Mustang in 1965, and a few flops later, he tried a new version of I Fought the Law—and this one exploded.106 Dave Marsh writes that nearly every rock band ever since has tried to mimic the “sheer aggression” of Fuller’s performance, “but nobody’s ever come close to capturing the convulsive power of the original’s successive bursts of drums, guitar, and voice.” He notes that the “skittering guitar solo,” Fuller’s hiccupping vocal, and echo-laden production all evoke the Holly sound as updated to a new decade—just as the band’s follow-up Top Forty hit, a cover of Holly’s Love’s Made a Fool of You, would also do.107 Tragically, on July 18, 1966, just months after finally achieving rock stardom, Fuller died mysteriously of asphyxiation. Over the years, the song has accumulated over three million broadcast performances. In 1995, the Rock and Roll Hall of Fame honored I Fought the Law as one of the five hundred songs that shaped rock—and in a sense, actually selected it twice, along with John Mellencamp’s rewritten homage, Authority Song.

         
            
            Homeward Bound (1966)—Simon and Garfunkel 

         Columbia 43511

         Recorded on December 14, 1965; chart debut on February 12, 1966 (reached #5); #5 in Canada, #9 in England and Australia108; from the album Parsely, Sage, Rosemary & Thyme (#4 peak, 145 weeks)

         
            Trying to launch a solo career in England after the initial U.S. failure of the debut Simon and Garfunkel album, Paul Simon recorded the solo acoustic album The Paul Simon Songbook, and did a series of one-night stands in folk clubs around the United Kingdom for ten days in mid-1965. This tour, and the homesickness for New York that it evoked, would serve as the basis for Homeward Bound. Scottish-born singer-songwriter Al Stewart (of later Year of the Cat fame) was living in the same London East End flat as Simon, and recalled the latter’s biographer Patrick Humphries being in the next room while Paul finished writing Homeward Bound in about 3 hours. After Sound of Silence became a smash at year’s end, Simon and Garfunkel made Homeward Bound their second big single.109 According to legend, he wrote most of the song at Widnes Station where he waited to board the train to Manchester—indeed there is a plaque to that effect at the station—although in truth he worked on the song over a period of time. “I missed my girl and my friends,” he told an interviewer. “It was kind of depressing. I was living out of suitcases, getting on trains every day and going to the next place.” He turned the feeling into a song that could emotionally connect with anyone experiencing a similar displacement. Humphries calls it “one of the truest and most haunting evocations of life on the road.” Leon Russell called it one of his five best-loved songs: “They had such an unusual way of harmonizing—sometimes singing in thirds, then in unison for a second. I’ve never heard anybody sing like that.”110 While Simon claims not to like this (or most of his early songs), he sees it as an accurate portrayal of his life at age twenty-two: “It’s like a snapshot, a photograph of a long time ago.”111

         
            
            Thirsty Boots (1966)—Eric Andersen 

         From the Vanguard album “Bout Changes ‘n Things” (released in February 1966) (FolkAlley-#24)

         Eric Andersen dedicated this touching ballad from his breakthrough album to folk troubador Phil Ochs. It pays tribute to a tireless fighter for justice on behalf of those “marching to be free,” who deserves some solace at the end of another long day. After being published in the February 12, 1965 Broadside (under the longer title “Take Off Your Thirsty Boots”), the song made its first appearance on “Judy Collins’ Fifth Album,” released in fall 1965. Andersen and Judy were friends, and after he had begun writing the song on the New York City subway, he came to her apartment on Ninety-Sixth Street, excused himself for a few minutes, and applied the finishing touches. (Before appearing on her album, it served as the flip side of her Dylan-penned single I’ll Keep It With Mine.)112 On Washington radio’s “Music Americana” listener surveys from 1984 to 1989, Thirsty Boots ranked as the #36 all-time folk favorite. Several months after the release of this album, Andersen—dazzled by the impact of Bob Dylan—rerecorded the entire LP to shift from acoustic to electric, the first time this had ever been done.113 However, the acoustic original of Thirsty Boots remains definitive. “Take off your thirsty boots and stay for awhile / Your feet are hot and weary from a dusty mile / Maybe I can make you laugh, maybe I can try / I’m just looking for the evening, the morning in your eyes. …”

         
            
            This Old Heart of Mine (Is Weak for You) (1966)—Isley Brothers (written by Brian Holland, Lamont Dozier, & Eddie Holland) 

         Tamla 54128

         Chart debut on February 19, 1966 (reached #6 on R&B chart, #12 pop); #3 in England (1968)

         The independent-minded Isley Brothers’ 1965–1968 tenure with the well-oiled machine of Motown was not a comfortable fit and foreordained to end, but it did produce a certified 1960s soul classic in This Old Heart of Mine. Their first important hit since Twist and Shout four years earlier, this was one of twenty-eight Top Twenty pop hits written by the Holland-Dozier Holland team. Gerri Hirshey in Nowhere to Run: “Their structures were simple and direct; sometimes a song barreled to number one on the sheer force of repetitive hooks, like a fast-food jingle that lurks, subliminally, until it connects with real hunger.”114 David Morse notes that Motown producers “ruthlessly cannibalize old songs for spare parts; verbal phrases, thematic ideas, musical figures, accompaniments, even saxophone solos are shuffled together and reworked from disc to disc; every song is a collage.” In the case of This Old Heart of Mine, says Nelson George, it strongly recalls the Four Tops’ Wake Me, Shake Me.115 The other key factor here, of course, is the tremendous, giddy lead vocal of Ronald Isley. This was one of Rod Stewart’s favorite records, and in 1990 he returned the favor by scoring a Top Ten smash remake that also featured Ronald Isley.

         
         
            
            Sloop John B (1966)—The Beach Boys 

         Capitol 5602

         Chart debut on April 2, 1966 (reached #2 in Record World, #3 in Billboard); #2 in England, #1 (5 weeks) in West Germany116; from the album Pet Sounds (RS-#276, ACC)

         Originally a West Indies folk song—Winthrop Kelley reported to folklorist Robert Winslow Gordon that he heard it sung on the Bahama Islands during 1916–1919117—The Wreck of the John B Sails became known in the United States by 1927 through its inclusion in Carl Sandburg’s The American Songbag.118 
            The Sloop John B was introduced to pop audiences as The Wreck of the John B when Pete Seeger and the Weavers made it the B side of their hit The Roving Kind at the end of 1950; under that title, it was also on the Kingston Trio’s blockbuster 1958 debut album. Folk-styled pop singer Jimmie Rodgers (of Honeycomb fame) recorded it in 1960 on a Roulette single, and that same year Lonnie Donegan scored a British hit with the tune under the title I Wanna Go Home. Al Jardine, the Beach Boys’ top folk music fan, brought the number to Brian Wilson’s attention. When nothing happened for a while, he assumed Wilson wasn’t interested. The group went off on tour, while Brian stayed behind to write and do preproduction work for their next album.

         
            Sloop John B was the first song he tackled for the album that would become the classic Pet Sounds, and on a “wave of inspiration” he arranged and recorded the instrumental tracks by himself virtually overnight. Thomas Ryan: “Wilson’s textures took the [traditional] song away from its simple roots and bathed it in an elaborate musical setting. … Despite the baroque flourishes, the emotional impact was not lost in overproduction. In fact, it was amplified by the beautiful setting provided by Wilson’s arrangement. Interlacing harmonies and intricate instrumentation combined for a song that was wholly original, despite its public domain heritage.” Brian also provided a gorgeous vocal chart (sharing lead vocals with Mike Love), including an a cappella break, and had Billy Strange contribute a ringing twelve-string guitar part.119 Wilson also revised some of the lyrics, changing “This is the worst trip since I’ve been born” to “… the worst trip I’ve ever been on,” which some interpreted as an oblique drug reference. According to Craig Werner, these lyrics came to be interpreted by U.S. soldiers as about wanting to leave Vietnam.

         
            
            Wang Dang Doodle (1966)—Koko Taylor (written by Willie Dixon) 

         Checker 1135

         Recorded in Chicago on December 5, 1965; chart debut on April 16, 1966 (#4 R&B, #58 pop)120 (Blues-#105, BHF, DM)

         Howlin’ Wolf had recorded the original version of Willie Dixon’s Wang Dang Doodle in 1960, but from the minute Koko Taylor unleashed her ferocious version five years later, the song became her personal possession. Born Cora Walton on September 28, 1935 in Memphis, she moved to Chicago at age eighteen, and soon began performing in local clubs under the influence of Big Mama Thornton. She made her recording debut (under her married name Cora Taylor) in 1963, produced by Dixon (who served as her mentor), was redubbed “Cocoa Taylor” early the following year, and finally as Koko Taylor when she began recording for Checker. Taylor’s voice was a mighty force of nature, a roar that could all but knock down walls, as heard in this performance. It’s a raucous tale of Chicago underworld nightlife featuring a cast of colorful characters (Shakin’ Boxcar Joe, Abyssinia Red, Pistol Pete, butcher knife-totin’ Annie, fast-talkin’ Fannie),121 and in addition to the power of her voice it’s driven by Dixon’s enthusiastic backing vocals. Gene Barge (father of the R&B family group DeBarge) wails away on tenor sax, and the all-star session also features Lafayette Leake (piano), Buddy Guy (a potent force on guitar), Jack Meyers (bass), and Fred Below (drums). Much like Wolf before her, Koko never much cared for the wacky number, but she made it a musical powerhouse. Although Wang Dang Doodle was her only charting single (and it was the final Chess/Checker blues record to chart), she became an icon to lovers of Chicago blues with a long series of indelible performances, including Don’t Mess With the Messer (1965), Insane Asylum (1967), and I’m a Woman (1978). “We’re gonna pitch a wang dang doodle all night long. …”

         
            
            April 28: The Boston Celtics win the NBA championship for the eighth straight year, four games to three over the Los Angeles Lakers, a crowning achievement for center Bill Russell.

         
            
            It’s a Man’s Man’s Man’s World (1966)— James Brown 

         King 6035

         Recorded on February 16, 1966122; chart debut on April 30, 1966 (2 weeks at #1 R&B, #8 pop; reached #3 pop in Record World); #13 in England (GHF, RS-#124, ACC-#276, AHR, DM)

         Like a few other James Brown songs such as I Got You (I Feel Good), It’s a Man’s Man’s Man’s World is a number that came together in stages. In 1963, his singer Tammy Montgomery (later Tammi Terrell) had recorded basically the same melody as I Cried. Brown reconstructed his original song as a dramatic ballad with passionate preaching-style vocal; the title was a takeoff on the film It’s a Mad, Mad, Mad, Mad World. Jazz/pop arranger Sammy Lowe, who had also orchestrated Brown’s 1963 hit ballad Prisoner of Love, arranged the session with his house band, a string section, some members of Brown’s ensemble, and a female chorus (edited out of the final master).123 
            Rolling Stone: “Amid swooping strings, Brown’s abject singing makes the almost biblically chauvinistic lyrics sound genuinely humane.”124 “This is a man’s world, but it would be nothing, nothing, without a woman or a girl. …”

         
            
            Enter, Evening (A Soft Line Structure) (1966)— Cecil Taylor 

         Recorded in May 1966 for the Blue Note album “Unit Structures” (Jazz-#369)

         Cecil Taylor is one of those post-modern jazz artists who can be a tough “sell” for those whose jazz preferences are strictly traditional: defiantly individualistic, unafraid of leaving some audience members behind as he ventures into the outer horizons. But his piano virtuosity and serious commitment to his art are beyond dispute. Born March 15, 1933 in New York City, he studied at the New England Conservatory of Music, led his first professional quartet in 1956, and worked regularly in the early 1960s with such free-jazz leaders as Archie Shepp and Albert Ayler. Despite critical acclaim, his eccentric style sometimes made it hard to find club engagements, until his work began to find broader acceptance by the 1970s. Unit Structures is a collection of pieces conceived with almost mathematical complexity, but there is beauty in the intricacy. Enter Evening is compelling and mysterious, with a strong Stravinsky Rite of Spring influence. His piano is the focal point, but the ensemble also includes Gale Stevens, Jr. (trumpet), and bassists Henry Grimes and Alan Silva. Len Lyons remarks that the piece is “uncannily evocative of nightfall,” and shows his gift for creating “a strikingly varied palette of timbres, each of which emerges individually.”125

         
            
            Ain’t Too Proud to Beg (1966)—The Temptations (written by Norman Whitfield & Eddie Holland) 

         Gordy 7054

         Chart debut on May 28, 1966 (8 weeks at #1 on R&B chart; #13 pop); #21 in England (RHF, R&B-#118, DM, AHR, TO)

         The Temptations’ longest-running #1 single on the R&B charts, Ain’t Too Proud to Beg marked Norman Whitfield’s eagerly awaited first opportunity to produce the group after Smokey Robinson had “almost a complete hold” on them for nearly three years, as described by Motown founder Berry Gordy, Jr., in his memoir. When Smokey’s production of his song Get Ready didn’t reach the Temps’ normal chart heights, Whitfield had his chance. But Gordy and the Motown “quality control” committee rejected Whitfield’s first two takes on the record. Finally, on the third try a week later, “he was back—and taking no prisoners. David Ruffin’s voice came jumping off that record begging like I’d never heard before. … Just as [Holland-Dozier-Holland] had a lock on the Supremes and the [Four] Tops, so began Norman’s on the Temptations. He had snatched them right out of Smokey’s pocket.”126 (Robinson had become a Motown vice president in 1966, in addition to leading his group the Miracles, so he still had plenty to do.) It was the first of twenty-six Top Ten R&B hits that Whitfield would produce for the Temps over the next eight years.127 
            Ain’t Too Proud to Beg opens strongly as Ruffin launches into the opening verse immediately with the propulsive rhythmic backing led by bassist James Jamerson and drummer Benny Benjamin. “The high key was chosen to push [Ruffin] to the edge of his range,” writes Thomas Ryan, “eliciting cracks and strains that give the song a powerful, churchy feel.”128 And due credit must also be given to Melvin Franklin’s resonant bass vocal set against Eddie Kendricks’ high tenor.

         
            
            Summertime (1966)—Billy Stewart 

         Chess 1966

         Chart debut on July 16, 1966 (reached #10 pop, #7 R&B) (DM-#255)

         Ever since George Gershwin and lyricist DuBose Heyward composed Summertime as a lullaby for the folk opera Porgy and Bess, the song had been a beloved standard recorded by hundreds of artists from pop to jazz and blues, but never before had anyone done it like Billy Stewart. Born March 24, 1937 in Washington, D.C., he performed with his mother’s gospel group, the Stewart Gospel Singers, then was discovered by Bo Diddley in 1956, and first recorded that year for Chess/Argo. After five years away from the studios, he started hitting the charts in 1962. I Do Love You and Sitting in the Park (both 1965) became Stewart’s first significant hits—and then came Summertime. This was actually the song that had launched his career when, in his late teens, he won an amateur contest in Washington performing it. So he had a decade to work out his utterly unique interpretation of the classic, utilizing wild vocal dynamics—his scatting, trilling, and yodeling earned him the nickname “Motormouth”—in addition to his considerable vocal power. Somehow, even amid all the jaw-dropping pyrotechnics, the beauty of Gershwin’s creation is still there, albeit transformed.129 130

         Singer Peter Wolf saw Stewart perform before Billy’s death in a tragic January 1970 car accident, and recalled: “He was a huge man, over 300 pounds, but by the time he left the stage, he had all the women screaming with desire.”131

         
            
            Bus Stop (1966)—The Hollies (written by Graham Gouldman) 

         Imperial 66186

         Chart debut on July 23, 1966 (reached #5); #1 (1 week) in Canada, #5 in England132

         (RHF, AHR, ACC)

         Despite racking up eight Top Ten singles in their native England from 1963 through early 1966, the Hollies had only managed one Top Forty U.S. single during that period. The frustration came to an end with the compelling Bus Stop. Written by fifteen-year-old phenom Graham Gouldman (later a founding member of the group 10 C.C. and author of the Yardbirds hits For Your Love and Heart Full of Soul), Bus Stop is 1960s pop at its finest, featuring an intricate minor-key melody set off (notes Thomas Ryan) by Middle Eastern modalities in the guitar bridge. In his memoir, Graham Nash describes how the Hollies agreed to meet the kid as a favor to a friend, with no expectations, and were stunned when he played them Bus Stop and Look Through Any Window (which would become the group’s single preceding this smash). Indeed, these were two of the first songs he’d ever written.133 The disarmingly simple yet clever boy-meets-girl lyrics are delivered with a strongly driving rhythm—lead guitarist Tony Hicks’ opening riff is a particular knockout—and “some of the richest harmonies on vinyl this side of the Beach Boys,” led by Nash.134 It became the first and biggest of five straight U.S. hits for the group, including three Top Tens.

         
            
            You Can’t Hurry Love (1966)—The Supremes (written by Brian Holland, Lamont Dozer, & Eddie Holland) 

         Motown 1097

         Chart debut on August 13, 1966 (#1 for 2 weeks on pop chart; #1 for 2 weeks R&B) (RHF, BMI-#23, DM, R&B-#200, ACC-#298, DMDB)
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               Figure 7.4The Supremes. Library of Congress, Prints & Photographs Division, LC-USZ62-138602 (New York World-Telegram).
            

         

         The first of four straight pop #1 singles by the Supremes and their seventh chart-topper to date, You Can’t Hurry Love shows the Motown Hit Factory purring on all cylinders, with another super-slick Holland-Dozier-Holland song and production and the company’s mighty house band making it all smooth sailing for Diana and the girls. The song was partly inspired by (You Can’t Hurry God) He’s Right on Time by Dorothy Love Coates and the Gospel Harmonettes. Nelson George points out that Motown often timed the release of Supremes singles to coincide with network appearances such as “The Ed Sullivan Show” and “Hollywood Palace.” “In one of the label’s greatest coups, the Supremes debuted You Can’t Hurry Love [on TV] on July 24, 1966, and it was in record stores the next morning.”135 Dave Marsh cites the classic HDH formula of “gutty backbeats, powerhouse bass lines, lyrics that reek of backyard philosophy, and vocals that echo gospel shouts,” and calls this “one of the most soulful vocals” of Ross’ career.136

         
         
            
            Cherish (1966)—The Association (written by Terry Kirkman) 

         Valiant 747

         Chart debut on August 27, 1966 (#1 for 3 weeks); #1 (1 week) in Canada (WASH-#6, BMI-#22, DMDB)

         Formed in Los Angeles in 1965, the Association epitomized the best of smooth, breezy U.S. pop music during their 1966–1969 heyday. Along Comes Mary was the group’s breakthrough hit, and Cherish was its blockbuster follow-up. Terry Kirkman—who played twenty-three wind, reed, and percussion instruments, but focused primarily on keyboards—wrote some of the group’s biggest hits, including this classic love song. Lead singer Gary Alexander is supported by the group’s lush harmonies. (The other members: Russ Giguere, Jim Yester, Brian Cole, and Ted Bluechel.) Jay Warner: “The group spent most of its rehearsal time polishing the intricate harmonies that they felt set the group apart.”137 It would be difficult to find a pop song that conveys a more single-minded intensity of romantic devotion.

         Huge as it was on the Billboard charts, Cherish is a song that has loomed still larger in the memories of pop fans. In WASH-FM (Washington, D.C.) listener surveys from 1973 to 1980, it ranked as the #7 all-time favorite song; WPGC and WAVA listeners ranked it as the #20 favorite in surveys from 1980 to 1985; and WBIG fans ranked it #22 in eleven combined surveys from 1994 to 2004. Additionally, it is, according to Broadcast Music, Inc. (BMI), the #22 most-played song on radio and TV from 1940 onward.

         
            
            96 Tears (1966)—? and the Mysterians (written by Rudy Martinez) 

         Cameo 428

         Chart debut on September 3, 1966 (1 week at #1); #1 (1 week) in Canada, #37 in England (AMOA-#38, DM-#96, RHF, RS-#213, ACC-#217, 1001, AHR)

         One of the mid-1960s garage rock songs that would later help inspire punk rock, 96 Tears was written in 1962 by lead singer Rudy Martinez under the title “Too Many Teardrops” for his group then known as XYZ, the members all born in Mexico and raised in Michigan’s Sagniaw Valley. (The other Mysterians: lead guitarist Robert Balderrama, keyboardist Frank Rodriguez, bassist Frank Lugo, and drummer Edward Serrato. The group was named after a 1957 Japanese sci-fi film.) The group’s manager Lilly Gonzalez, after seeing how well the song went over in clubs, formed a record label especially for them, and the song (recorded at a screened-in patio outside her living room in Bay City) was initially released on Pa-Ga-Go 102 in mid-1966. As the record began to sell in Michigan stores, it picked up radio airplay in Flint and then Detroit. That brought it to the attention of Neil Bogart, president of Cameo Records in Philadelphia, who bought the master and released it nationally.

         Although for years the record was thought to be driven by the staccato chords of a Farfisa organ, in 1982 Rodriguez revealed in a Goldmine interview that he was actually playing a Vox organ. Martinez studiously maintained an aura of mystery, answering only to “Question Mark” or “Q” and never removing his dark glasses. Jon Savage remarks that gradually the organ “transcends relentlessness to become hypnotic, its clusters of repeated notes echoing the lyrical mantra of obsession and revenge: ‘You’re gonna cy, cry, cry, cry.’”138 The group had three subsequent chart singles, and the uncharted B side of I Need Somebody, “8” Teen, was later remade by Alice Cooper into the hit Eighteen. Dave Marsh, ranking it #96 (of course) in The Heart of Rock & Soul, suggests half-seriously that this may have been “the first postmodern rock record,” with its droning sound and a singer “spewing lyrics that are half vision, half invective, with an almost parodistic misogyny.”139 
            96 Tears was also ranked #36 among the best singles of the past twenty-five years by Rolling Stone in 1988.

         
            September 1966: Prerecorded compact audio music cassettes are commercially introduced with an initial offering of forty-nine titles by the Mercury Record Company.

         
         
            
            The Poor Side of Town (1966)—Johnny Rivers (written by Lou Adler & Johnny Rivers) 

         Imperial 66205

         Chart debut on September 17, 1966 (1 week at #1); #1 (1 week) in Canada

         As gifted an entrepreneur as he was a performer, Johnny Rivers made his reputation as an interpreter of other writers’ work, but his biggest and most memorable hit was the gorgeous original ballad Poor Side of Town. He was born John Ramistella on November 7, 1942 in Brooklyn, raised in Baton Rouge, and as he embarked on a music career changed his name to Rivers at the suggestion of DJ Alan Freed. Not yet sixteen, he cut singles in 1958 for the Gone and Guyden labels, and during the next few years recorded obscure 45s for Chancellor, Era, and Capitol. It was in the Los Angeles club scene that Rivers found success, making the newly opened Whiskey A Go-Go on Sunset Boulevard his home base, signing with Imperial Records, and recording his debut album live at the Whiskey. With a strong feeling for blues and R&B, Rivers made an explosive start with a smash cover of Chuck Berry’s Memphis, and scored hits with Leadbelly’s Midnight Special and bluesman Willie Dixon’s Seventh Son. Rivers had written songs before (including one that Ricky Nelson recorded), but given his success with other writers’ material had been reluctant to record them. However, Poor Side of Town (co-credited to producer Lou Adler), opening with Johnny’s graceful acoustic guitar lines, takes an archetypal situation—poor boy in love with a girl who’s graduated to the other side of the tracks—and tells the tale with elegance and beauty. Rivers formed his own song publishing company that became lucrative with such up-and-coming writers as Jimmy Webb, and in 1966 Imperial gave the singer his own label, Soul City Records, which hit it big with the Fifth Dimension.

         
            
            East-West (1966)—Paul Butterfield Blues Band (written by Mike Bloomfield) 

         From the Elektra album East-West (chart debut on October 8, 1966, reached #65)

         (GHF, Blues-#239)

         “It would be difficult to overstate the impact the Butterfield Blues Band had on the course of blues, pop, and rock ‘n roll when it burst on the scene,” writes Tom Ellis. Chicago-born (December 17, 1942) Butterfield became a blues fanatic as a teenager; by 1960, the nineteen-year-old white boy had so impressed veteran Chicago bluesmen with his prowess on harmonica that Muddy Waters treated him as an adopted son. Butterfield formed his integrated band with slide guitar virtuoso Mike Bloomfield (born July 28, 1944 in Chicago), guitarist Elvin Bishop, and ex-Howlin’ Wolf rhythm section men Jerome Arnold and Sam Lay. The group dazzled the 1965 Newport Folk Festival, paving the way for their debut album. Its masterpiece was the title track of its second album. The 13-minute epic, based on an Indian drone and Eastern scales, began as “The Raga,” and in some live performances was expanded to more than a half-hour of improvised jamming. Bloomfield’s guitar soloing is spectacular, soaring to an apparent climax, entering a mellower movement, and then slowly building to a strong conclusion. “It is impossible to find a more powerful guitar epic in rock and roll before East-West,” declares Robert Santelli.140 141 The rock world was just beginning its interest in Eastern music (the Rolling Stones used sitar on their 1966 hit Paint It Black, and George Harrison was starting to learn the instrument), but East-West was the first full-blown exploration of the music by a mainstream Western band. The song, says Ellis, “would set the tone for the entire San Francisco sound,” exemplified by the Grateful Dead and Jefferson Airplane. Bloomfield left after this album to form the rock-blues fusion band Electric Flag.142

         
            
            Devil With a Blue Dress & Good Golly, Miss Molly (1966)—Mitch Ryder and the Detroit Wheels 

         New Voice 817

         Chart debut on October 8, 1966 (reached #4); #1 in Canada (RHF, DM-#238, RS)

         Little Richard not only provided the second half of this thrilling medley (his Good Golly, Miss Molly was a Top 10 smash in 1958) but also served as the prime musical inspiration for Mitch Ryder, as heard in wild, frenetic performances like this one. Born William Levise on February 26, 1945 in Hamtramck, Michigan, Ryder got his start singing in black clubs, soaking up influences that would serve him well. Bob Crewe, who wrote and produced most of the Four Seasons’ hits, signed the band after hearing its tape, and produced its sessions. But mostly he had the good sense to sit back and let Ryder and guitarist Jim McCarty cut loose—including the two musicians’ idea to do hard-rocking medleys—and simply provided them with a well-engineered studio setting.143 The Wheels scored a Top Ten debut hit in early 1966 with Jenny, Take a Ride (combining Little Richard’s Jenny, Jenny and Chuck Willis’ C. C. Rider), and after their next three singles were less successful, earned their biggest hit of all by combining the Richard classic with Shorty Long’s Devil With a Blue Dress (a slow, sultry R&B number that had been a modest 1964 soul hit but didn’t cross over to pop). After drummer Johnny Badanjek cuts loose at the record’s outset, guest star Mike Bloomfield contributes roaring guitar, and his comrade in the blues-rock group Electric Flag, Barry Goldberg, provides a compelling organ riff. But Ryder is the record’s unquestioned star with his impassioned performance.

         
            
            Stay With Me (1966)—Lorraine Ellison (written by Jerry Ragovoy & George David Weiss) 

         Warner 5850

         Chart debut on October 15, 1966 (reached #11 R&B, #64 pop) (DM, ACC)

         Philadelphia native Lorraine Ellison’s gospel roots are unmistakable in the thrilling, all-out soul ballad performance Stay With Me. Born March 17, 1931, Lorraine first recorded with the gospel group the Ellison Singers (with her sister, brother, and cousins) on a 1962 album for the Sharp/Savoy label, and the group cut an album as the Golden Chords for Columbia a year later. Signed as a solo R&B artist by Mercury, she had a minor success in 1965 with I Dig You Baby, then came this musical thunderbolt. Frank Sinatra had booked the studio (with full orchestra) for a session that had to be cancelled. Producer-cowriter Jerry Ragavoy seized the opportunity to place the lavish ensemble in the service of a fabulous singer pushing herself to the limit. While citing Phil Spector-inspired production, and the record’s “overwrought” quality, Dave Marsh included it in The Heart of Rock & Soul for the power of her vocal.144 Barney Hoskyns ranked this among the ten most heartbreaking records ever made: “this is soul emotion at the edge of utter despair.”145 Laurence Cole: “Realizing it wasn’t every day he had a 46-piece orchestra at his disposal,” Ragovoy “pulled all the stops out” and got the musicians to play “a symphonic variation of Beethoven-on-speed-at-Carnegie Hall rather than a mere pop song he’d written for recording at the A&R studio on West 48th Street. But probably neither he nor anyone else … would have dared imagine the vocal performance Lorraine Ellison would bring to the event, nor that she’d be able to do it in one miraculous take.”146 The sense of desperate urgency in her voice can leave goose pimples: “Remember you said you’d never, ever leave me? … I’m begging you, stay with me, baby. …”

         
            
            Mustang Sally (1966)—Wilson Pickett (written by Mack Rice) 

         Atlantic 2365

         Chart debut on November 26, 1966 (reached #6 on R&B chart, #23 pop); #3 in Canada (GHF, RS, AHR, Blues-#326)

         It all began with an ancient children’s “ring game” found in Philip Hallwell’s 1849 book Popular Rhymes and Nursery Tales, and William Wells Newell’s Games and Songs of American Children (1883), with chants about “Little Sally Water” (or Sally Walker) and the refrain “rise, Sally, rise.”147 Alan Lomax recorded a group of children singing it in 1934 for the Library of Congress. Jamaican calypso artist Roaring Lion did his own variation on the theme in a 1937 performance, Sally Sally Water (with the refrain “Ride, Sally Water”). Folk/blues master Huddie Ledbetter, aka Leadbelly, put it on record in a May 1941 number for Moe Asch’s label, Little Sally Walker, which included the line, “Ride, Sally, ride.” A generation later, Mack Rice, a Detroit-born member of the R&B group the Falcons from 1957 to 1963, wrote a new song built around the old chant, and his 1965 recording of Mustang Sally became a #15 R&B hit.148 149

         Wilson Pickett, Rice’s fellow Falcon and friend, had just begun his classic series of Muscle Shoals recordings for Atlantic with In the Midnight Hour in mid-1965, and knew Mustang Sally was just the kind of powerfully soulful material with which he and the mighty Fame Recording Studio musicians could do wonders. Thomas Ryan notes that the band propels Pickett “into warp drive”; the performance contains “an immense energy that resembles a thoroughbred racehorse waiting for the gate to fly open. The brilliant stuttering guitar riff, played by Chips Moman, provides enough drive to propel the song all by itself, but the bass and drums of Tommy Cogbill and Roger Hawkins sound like they are prepared to challenge Sally and her brand new Mustang to a drag race.”150

         After Pickett completed his final take after 2 hours of work, recounted Peter Guralnick in Sweet Soul Music, the tape suddenly flew off the reel and broke into pieces—not because it was too hot to handle, but because the hub hadn’t been fastened on the reel.151 But, as the musicians waited anxiously in another room, the great engineer Tom Dowd was able to piece the tape back together from nearly fifty 1-inch fragments, and (noted Rolling Stone) “saved what became one of the funkiest soul anthems of the Sixties.”

         
            
            Tell It Like It Is (1966)—Aaron Neville (written by Lee Diamond & George Davis) 

         Par-Lo 101

         Chart debut on December 3, 1966 (#1 for 5 weeks on R&B chart; #2 pop); #15 in Canada (RHF, R&B-#145, RS, ACC)152

         Lee Diamond, former bandleader for Little Richard, wrote Tell It Like It Is in just 15 minutes, thinking it was nothing special. On a chance meeting with George Davis, co-owner of the Parlo label, he learned that Aaron Neville, a friend who was part of one of New Orleans’ great musical families but not yet an established performer, had scheduled a session and needed material. That serendipity produced a classic pop record.

         Possessor of one of the miraculous voices in modern pop music, Aaron Neville was born the third son in a remarkable New Orleans family. Brothers Art and Charles were in bands as teenagers, and Aaron followed suit at age fourteen in a band called the Avalons. When Art went into the Army, Aaron took his place in the R&B combo the Hawketts. He recorded seven singles for the Minit label from 1960 to 1963 (most produced by Allen Toussaint), none of which received much action outside his hometown, and was with Art and younger brother Cyril in the Neville Sounds. When music didn’t pay the bills, he worked as a longshoreman. In 1966, Parlo (founded in part by Davis, who was the guitarist in the Hawketts, and saxophonist Alvin “Red” Tyler) was just getting off the ground, and Neville with his amazing multi-octave voice became its top priority.

         
            Tell It Like it Is on paper is the essence of simplicity as a pop ballad, and in the hands of other singers could seem mundane; it was Aaron’s soaring, swooping tenor with spine-tingling falsetto and vibrato that made it a riveting experience.153 (He had honed that falsetto, partly by emulating the doo-wop groups of the 1950s, and also by youthful yodeling while playing cowboy.) He’s accompanied by Tyler, Davis, Chuck Badie on bass, and June Gardner on drums. The session was held at Jazz City, the only studio then operating in New Orleans. Its success enabled Neville to tour with Otis Redding and make TV appearances. But he made only about $10,000 from the record, Parlo couldn’t handle the burden of a national hit, and its distributor went bankrupt. When his follow-up records didn’t sell, Neville went back to working as a stevedore, playing gigs on the side, until the Neville Brothers began to earn a national following in the late 1970s, and Aaron made a strong comeback as a solo artist with a series of hit albums starting in 1989. Bob Dylan writes of Neville in his book Chronicles: “There’s so much spirituality in his singing that it could even bring sanity back in a world of madness.”154

         
            
            I’m a Believer (1966)—The Monkees (written by Neil Diamond) 

         Colgems 1002

         Chart debut on December 10, 1966 (7 weeks at #1); #1 (4 weeks) in England,155 #1 (6 weeks) in West Germany, #1 (1) in Australia, and #1 in Canada156; from the album More of the Monkees (18 weeks at #1) (BILLB-#35, RHF, AHR, DMDB-#95, ACC-#383, TC)

         As the cliché went, they were the Prefab Four, guys pulled together to make a strong impression through looks and personality on TV screens across the United States, and to sell a ton of records on a record label owned by Screen Gems (the production company that filmed the series) with songs that were mostly published by one of the men behind it all, Don Kirshner. The concept behind the Monkees could hardly have been more coldly calculating. But with the perspective of time, we appreciate the fact that the Monkees also happened to make some excellent pop music, topped by their biggest hit (and the biggest U.S. seller since I Want to Hold Your Hand),157 
            I’m a Believer. Chosen from over four hundred applicants for the NBC TV series to create a suitably wacky U.S. counterpart to the Beatles were guitarist-songwriter Michael Nesmith, Mickey Dolenz (an actor who sang and learned to play drums), British actor-singer Davy Jones, and bassist Peter Tork (who had some folk music experience). The series was an immediate hit, as was their debut chart-topping single, Last Train to Clarksville. Kirshner, feeling the group could be even bigger on the charts, asked songwriter friend Jeff Barry to find a blockbuster follow-up hit. Barry picked I’m a Believer by Neil Diamond, who had just broken out as a performer in 1966 with Cherry, Cherry, and before that had briefly been a Brill Building songsmith. Once Diamond agreed to the mandate that publishing rights would belong to Kirshner, the deal was made. Barry, who was producing Diamond’s records for Bang with his ex-wife Ellie Greenwich, does a solo production job here. The record had advance orders of more than a million copies, the highest advance orders on a single for RCA (which distributed Colgems) since Elvis Presley.

         This is simply a superbly crafted pop record, with an enthusiastic lead vocal by Mickey Dolenz. The Monkees don’t play any instruments here (that would happen later), but crack studio musicians under the direction of Tommy Boyce and Bobby Hart did, so who could complain? A chart-topper in at least thirteen countries, its worldwide sales have been estimated at ten million.

         
            
            Jingle Bells (1966)—Booker T. and the MGs (written by James S. Pierpont) 

         Stax 203158

         Recorded in 1965; reached #20 on Billboard Christmas chart (December 1966); from the album In the Christmas Spirit (chart debut on December 17, 1966, #13 peak on Christmas chart)

         After centuries of classic Christmas songs originating in England and Europe, Jingle Bells became, in William Studwell’s phrase, “probably the first well-known secular American carol” (although slightly preceded by Up On the Housetop).159 Composer James S. Pierpont, a Boston native, was a son of John Pierpont, the grandfather of banker John Pierpont Morgan. Written around 1840 for a Thanksgiving service, the piece was finally copyrighted under the title One Horse Open Sleigh on September 16, 1857, and republished two years later under its best-known title.160 By the time the Salem Evening Post did a story about the piece in 1864, it was becoming one of the most popular carols in New England, and before long, nationwide. Ace Collins remarks that this simple tune, “with its rural imagery of snow, [horse-drawn] sleighs, and jingle bells, has impacted more than a century of Christmas images in greeting cards, books, movies, and scores of Christmas songs.”161

         With many hundreds of recorded versions (one of the first was by the Haydn Quartet in 1902), selecting one representative version of this ubiquitous number is difficult. Benny Goodman had one of the first memorable jazz versions in 1935, and Glenn Miller’s 1941 rendition is an enduring favorite among big-band lovers. When Bing Crosby teamed with the Andrews Sisters for a 1943 performance, it became a timeless perennial. But we’ll go with this deliciously funky R&B instrumental treatment by Booker T. and the MGs, led by Booker T. Jones on electric organ and Steve Cropper (guitar), with Donald “Duck” Dunn (bass), and Al Jackson (drums). Few combos could dig a deeper rhythmic groove then these Memphis wizards (as demonstrated on their 1962 classic Green Onions), and this relaxed romp does the trick every December.162

         
            
            Standing In the Shadows of Love (1966)—The Four Tops (written by Eddie Holland, Lamont Dozier, & Brian Holland) 

         Motown 1102

         Chart debut on December 17, 1966 (#2 on R&B chart, #6 pop); #6 in England (DM-#126, RS)

         In late 1966, the Four Tops and the songwriting/production team of Holland-Dozier-Holland were on the greatest roll of their respective careers with three consecutive pop Top Ten hits, each one an absolute gem: starting with the chart-topping Reach Out I’ll Be There, and concluding with Bernadette. The middle of this delicious musical sandwich was the exciting portent of doom Standing In the Shadows of Love. This record is regarded as one of the peak performances of Motown’s Funk Brothers studio band. Supreme bassist James Jamerson (regarded as such a monster on the instrument that his fellow Motown musicians called him “Igor”) said his bass line here “has an Arabic feel,” based in part on his studies of the African, Cuban, and Indian scales.163 Levi Stubbs’ gospel-inspired vocal matched the band’s power; Paul Evans remarked that “the straining of Stubbs’ voice toward a point of just-short-of-transcendent frustration make for music of spine-tingling intensity.”164 With Motown’s relentless release schedule, cowriter Eddie Holland was working on the lyrics right up the time when Levi Stubbs and the group walked into the studio. Nelson George reveals that the song began its life as Standing at the Crossroads of Love, the flip side of the Supremes’ 1964 hit When the Lovelight Starts Shining Through His Eyes; Holland-Dozier-Holland reworked it for the Tops.165 Dave Marsh calls this performance “pure psychological thriller, a depiction of mental torment almost as agonized, if not quite as marvelously articulated, as Reach Out I’ll Be There itself.”166

         
            
            Suzanne (1967)—Judy Collins (written by Leonard Cohen) 

         From the Elektra album In My Life (chart debut on January 7, 1967, #46 peak)

         (FolkAlley-#7)

         A published poet and novelist, Leonard Cohen became an icon of introspective acoustic songcraft, and among all his outstanding work Suzanne is the one that lingers most powerfully in mind and heart. The Montreal native was already a budding literary icon when Judy Collins introduced the world to his music with Suzanne.167 Judy happened to be looking for new material for her sixth album (Elektra president Jac Holzman felt the album needed at least one more song as a centerpiece), and Cohen provided the perfect solution. After she also recorded his Hey, That’s No Way to Say Goodbye and Sisters of Mercy on her end-of-1967 album Wildflowers, Cohen began his own recording career in 1968 (signed to Columbia by John Hammond), his craggy voice hardly diminishing the impact of his beautifully composed, emotionally nuanced lyrics.

         The gorgeous ballad Suzanne began, said Cohen in a 1994 BBC Radio interview, as a song that “came out of the landscape that I loved very much in Montreal.” The locales described in the song are all there: the harbor, the sailors’ church (Notre Dame de Bon Secour) standing over the river, and Our Lady of the Harbour, which was a statue of the Virgin Mary atop the church with arms reaching outward. “The song came from that vision, from that view of the river.” The piece acquired its title when Cohen met a beautiful woman named Suzanne Vaillancourt, the wife of a friend. She invited him to her loft, they watched the boats go by, and because romance was unthinkable, all he could do was “touch her perfect body with my mind.”

         Cohen’s biographer Sylvie Simmons: “Leonard the poet transformed the physical Suzanne into a metaphysical ‘Suzanne’ and made her an angel. Leonard the magician sawed her down the middle, then put the two parts back together—the carnal and the spiritual—and made her more perfect than before. Leonard the composer made a hallowed melody of her, both implausibly intimate and ineffably spacious. Suzanne is a weightless, mysterious song. The great songs, the ones that keep drawing us back again and again, are mysteries. We go to them not for familiarity and solace—although there is solace in Suzanne—but for what is unknown, for something that’s hidden in them that continues to haunt us and makes us seekers.”168 It’s a shimmering poetic vision, and Judy Collins’ pristine voice makes it come alive.

         
            
            Pretty Ballerina (1967)—Left Banke (written by Michael Brown) 

         Smash 2074

         Chart debut on January 7, 1967 (reached #12 in Cash Box, #15 in Billboard)

         The classically tinged Brooklyn quintet Left Banke’s follow-up to Walk Away Renee is sprinkled with the same magic dust that made the first hit a breath of enchantment on pop radio. Once again, Michael Brown fashioned a lovely minor-key melody with lyrics weaving a tale of wistful longing, with partly falsetto lead vocal by Steve Martin, and Brown on harpsichord underlining the timeless feeling. Sandy Pearlman noted that the group’s approach combined “elements of Baroque, Romantic, and 20th century music,” with the percussion, piano, and harpsichord densely meshed together, producing a “novel synthesis.”169 Unfortunately, there was dissension among group members after the success of their debut album, and Brown left before their second album was completed. “Just close your eyes and she’ll be there. …”

         
            
            Ruby Tuesday (1967)—Rolling Stones 

         London 904

         Recorded in London in November 1966; chart debut on January 21, 1967 (1 week at #1); #1 in Canada, #3 in England170; from the album Between the Buttons (RS-#310, AHR, ACC)

         A compelling, thought-provoking ballad ranking with the Rolling Stones’ very best, Ruby Tuesday was supposed to be the “B” side of the leadoff single from the album Between the Buttons. But Let’s Spend the Night Together was too suggestive for pop radio in 1967. So radio stations flipped the record over, and the group had its fourth U.S. chart-topping single.

         Although during their first few years Jagger typically wrote the lyrics and Keith Richards the music, before long both would contribute portions of the other. It’s surprising to learn that not only the melody but also the eloquent, almost poetic lyrics of Ruby Tuesday are primarily the work of Richards, spinning a tale based on a well-known groupie. Drummer Brian Jones played a gorgeous baroque or madrigal line on his recorder (with its lilting flute-like sound), while Richards and bassist Bill Wyman were jointly responsible for a countermelody on cello. Just as they had proven a year earlier with As Tears Go By, the bad-boy Stones could unfold a shimmering ballad just as adeptly as they could rock out.171

         
            
            The Dark End of the Street (1967)—James Carr (written by Dan Penn & Chips Moman) 

         Goldwax 317

         Chart debut on February 4, 1967 (#10 on R&B chart, #77 pop) (R&B-#170, DM-#394, HBN, TC, 1001, ACC, TO)172

         This tortured tale of cheating lovers and the price they know they must pay was cowritten by Chips Moman, the great white Memphis soul pioneer who helped launch the Stax label and created the renowned American Records studio band that backed such artists as Wilson Pickett, King Curtis, Joe Tex, and others. The song’s other coauthor, Dan Penn, was a similarly crucial figure in 1960s Memphis R&B through his compositions, production work, and musicianship on guitar.173 James Carr, born in Memphis on June 13, 1942, grew up in Shreveport, LA, began performing gospel at age eight, and later joined the Soul Stirrers. Leaving to seek a pop career, he landed a management contract with Phil Walden (who also managed Otis Redding), and in 1964 began recording for the Goldwax label.174 175 Producer William Bell took him into classic Memphis-soul territory for Carr’s first hit You’ve Got My Mind Messed Up in 1966, and a few releases later came his masterpiece.

         A more perfect example of country/soul/gospel fusion—what Gerri Hershey called “part church, part hills”—would be difficult to find.176 David Cantwell: “Typical of country soul, it features a black soul singer crying in front of a white southern band that was every bit as familiar with country music as with rhythm and blues.”177 Moman’s American Studios house band (recording here at Memphis’ Hi Studios) includes Reggie Young, who opens the record with a quietly echoing electric guitar part “that predicts the anguish to come,” bassist Tommy Cogbill, and keyboardist Bobby Emmons, plus the Stax horn section. Carr’s voice, writes Peter Guralnick, “could soar majestically, suggest peaks of emotion, yield layers of meaning, and convey subtleties of understanding and interpretation”; he remarks that for all the many great later versions of this song, “no one has ever matched the sober dignity, the almost unbearable intensity of James Carr’s original.”178 Brian Ward, in Just My Soul Responding, calling this track “spine-tingling and guilt-ridden,” noted that Carr “seemed to capture effortlessly on his recordings the moods of utter desolation and rapture which Otis Redding sweated buckets to evoke.”179 180

         
            
            Strawberry Fields Forever (1967)—The Beatles (written by John Lennon) 

         Capitol 5810

         Recorded on November 24–29, 1966; chart debut on February 25, 1967 (reached #8); #1 (5 weeks) in Australia, #2 in England181

         (RHF, NME-#5, ACC-#8, GHF, BBC-#65, RS-#76, 1001, DM)

         
            Strawberry Fields Forever is a textbook demonstration of what can happen when creative genius is matched with technological innovation. What began as a simple autobiographical folk song grew into what Mikal Gilmore calls “an orchestrated, style-shattering elegy to lost certainties.”182 The world of Strawberry Fields, suggested David Laing, is “a landscape of the mind, not of the world.”183

         While Paul McCartney was dipping into his childhood to write the sun-kissed Penny Lane in late 1966, John Lennon was taking his own stroll down memory lane, via a more psychedelic route, for Strawberry Fields. As a boy, Lennon had moved in with his aunt in a suburban house in Liverpool located near a place called Strawberry Fields, the site of a Salvation Army children’s orphanage, where he and his friends would spend some of his happiest times. With that image as a takeoff point, on November 24 he made a demonstration tape singing plaintively and accompanying himself on acoustic guitar. It was gorgeous (as heard on the 1996 Beatles’ Anthology 2), but Lennon was apparently uncomfortable with the naked vulnerability of this performance, so four days later recorded it again, starting with the chorus (“Let me take you down”) instead of the verse (“Living is easy with eyes closed”), and asked producer George Martin to modify the sound of his voice, overdubbing and slowing it down. Finally, the next day, November 29, the group recorded the song again.

         Over the coming days, Lennon and McCartney began piling on additional musical elements (including a Mellotron played by Paul); George Harrison brought in a zither-like Indian instrument called a svarmandal; Martin concocted an obbligato of four trumpets and three cellos; and Ringo Starr offered a tape loop of crashing cymbals. James Miller writes that Martin “turned the tape loop upside down, played it backward, and added the resulting woosh of sound to the sonic frosting.” Finally, Lennon dubbed on another layer of vocals, another piano track, and a wild coda. After listening to the unadorned original and the orchestral version, Lennon asked Martin whether he could splice the versions together. Impossible, replied Martin, they’re too utterly different (they were recorded at different speeds and a semitone apart in pitch). But he and his engineer Geoff Emerick tried, and after much experimentation, by dropping the speed and pitch of the orchestral version, and speeding up the slower November 29 version, they were able to splice the two together.184 Martin would later proudly describe the result as “a complete tone poem—like a modern Debussy.” Lennon’s vocal here, says Tim Riley, “is spellbinding, and the overall effect is aching, desperate. The man gets lost inside the child, and the child can barely make sense of things.”185

         The double-sided magic of Strawberry Fields and Penny Lane prepared awed fans for the wonders of Sgt. Pepper that lay a few months ahead. Ranked as the #48 single of the past twenty-five years by Rolling Stone in 1988, it was voted the #2 single ever by readers of the British magazine Q in 1999. Lennon described the lyric as “psychoanalysis set to music,” and said that this and Help! were “the only true songs [that is, true to his own life] I ever wrote.”186 “Nothing is real. …”

         
            
            Penny Lane (1967)—The Beatles (written by Paul McCartney) 

         Capitol 5810

         Recorded in January 1967; chart debut on February 25, 1967 (#1 for 1 week), #1 (5 weeks) in Australia, #1 (4 weeks) in Germany, and #2 in England187

         (GHF, NME-#27, RS, ACC, AHR, DMDB)

         Creative juices were boiling like a cauldron in the Beatles during the winter of 1966–1967. While work was underway on the album that would become their most celebrated masterpiece, Sgt. Pepper’s Lonely Hearts Club Band, John Lennon and Paul McCartney were busy crafting a double-sided single for the ages, with both songs dipping deeply into their childhood experiences. Days after the completion of Strawberry Fields, Paul McCartney spent nine days in the studio crafting Penny Lane—the most spent on any Beatles song.

         Although in essence a simple, happy song constituting an idealized celebration of Paul’s own suburban childhood neighborhood in Liverpool (the real Penny Lane was a bus roundabout in Liverpool, with a barber shop nearby), Penny Lane set new standards for musical sophistication as a recording, as David Rowley relates. Three piano pieces and a harmonium were recorded to individual tracks; these were then mixed by producer George Martin and “bounced down” to a single track. “This cleared three tracks for further instruments and vocals, allowing a gorgeous range of sound and tone, that to this day still sounds advanced,” writes Rowley. A piccolo trumpet played by David Mason of the London Symphony Orchestra on the “blue suburban skies” adds a final touch to a classic single—a toy trumpet serving as an appropriate accompaniment to a fantasized world. “McCartney’s command of the 45 [rpm] genre in this song is masterful,” declares Tim Riley in Tell Me Why. “From the initial bass flutter to the distant flutes, everything coalesces into a hazy tingle that speaks to the innocent in everybody—it’s as perfect as pop gets. … Penny Lane survives as a classic because its surface charm masks its structural intelligence—the appeal is as simple and sweet as the youthful glow it recaptures.”188

         A 1999 reader poll in the British magazine Q voted Penny Lane the second best pop single ever. “It’s only with the onset of adulthood that you notice the unmistakable air of melancholy that permeates the song,” the publication remarked, citing as an example the brief slip into a minor chord (“the little children laugh at him behind his back”) before every upbeat chorus. Thomas Ryan: “McCartney’s reminiscences [of his childhood] are breezy and aloof, like a child staring wonderingly at an adult world that seems both silly and entertaining to him … one of the most beautifully melodic and entertaining songs McCartney ever wrote.”189

         
            
            Bernadette (1967)—The Four Tops (written by Eddie Holland, Lamont Dozier, & Brian Holland) 

         Motown 1104

         Chart debut on March 11, 1967 (#4 on pop chart, #3 R&B), #8 in England and Canada (DM-#37, AHR, R&B-#284)

         “As the final leg of Holland-Dozier-Holland’s great Four Tops trilogy,” writes Dave Marsh, “Bernadette is wreathed in the same dark, foreboding atmosphere as Reach Out I’ll Be There and Standing In the Shadows of Love. Levi Stubbs struggles his way out of a similar sea of contrasting melodies, pushed and prodded by the bass, provoked into near panic by sharp, keening flute and organ. All the while, he fights to tell one of the most scarifying tales in the history of rock and romance.”190 James Jamerson is believed to be the bassist here (as he was on most Motown sessions), but Carol Kaye, one of the stars of Phil Spector’s L.A. record dates, has stated that she’s the bassist and New Orleans/L.A. session legend Earl Palmer is the drummer on Bernadette, and that the two also played on a number of other Motown hits, deceived into thinking they were only cutting demos.

         Describing the tale unfolded in his #37 song in The Heart of Rock & Soul, Marsh says that “Bernadette is not only Levi’s lover, she’s a mystical symbol of what men spend their lives battling to discover. Stubbs sings from within a tumultuous emotional whirlpool, boasting of Bernadette’s charms and bitterly mocking other men’s attempts to win her.” His paranoia is based on his love addiction, and his relationship with Bernadette is “perpetually inflammatory.” He doesn’t just want her; he needs her “to live.” The ultimate truth is expressed in the song’s final line: “And Bernadette, you mean more to me / Than a woman was ever meant to be.” Berry Gordy, Jr. remarked in his memoir that this song “would epitomize the Holland-Dozier-Holland genius for capturing a listener’s ear and not letting it go. It also helped fuel my belief that Levi Stubbs … could interpret and deliver the meaning of a song better than anybody. He made Bernadette live. I wanted to meet her myself!”191

         
            
            The End (1967)—The Doors (written by Jim Morrison, John Densmore, Robby Kreiger, & Ray Manzarek) 

         From the Elektra album The Doors (chart debut on March 25, 1967, #2 peak)192 (RHF, RS-#336, ACC-#384, 1001)

         Call it an epic psychedelic and psychological journey, or a wildly over-the-top indulgence, but The Doors’ The End is a 12-minute musical experience that one is unlikely to forget. Jim Morrison, the group’s charismatic frontman and chief songwriter, was passionately committed to making rock music “for and about transcendence” (in Tom Moon’s phrase), and the concluding track of the band’s classic debut album is a prime example.193 It began as a fairly conventional pop song, but kept expanding (with Indian-inspired guitar drone, jazz touches, and an Oedipal subtext) as the group performed it live. In his 1967 rave for the album, Paul Williams declared that The End “represents rock performing and audience-reaching and communication as it must be and never has been before.”194 Producer Paul Rothchild told Crawdaddy that Morrison used the stream-of-consciousness piece as “an open canvas for his poetic bits and pieces and fragments and images.” It reflected Morrison’s dark fascination with the concepts of both physical death and spiritual death. Rothchild called the recording of the song (during which all the lights in the Sunset Sound Recorders studio were switched off) “one of the most beautiful moments I’ve had in a recording studio. … I was almost in shock when the song was over.”195 Paul Nelson declared it a “masterpiece” that recalled Truman Capote’s In Cold Blood in alternating introspective memory flashes with an angry explosion “in a chilling space walk of contemporary emotions.”196 Francis Ford Coppola would utilize The End for Apocalypse Now. For all its “pomposity,” remarks Peter Watts, it is an accomplishment “of spine-tingling bravura and ambitious splendor.”197

         
         
            
            A Change Is Gonna Come (1967)—Aretha Franklin 

         From the Atlantic album I Never Loved a Man the Way I Love You (chart debut on April 8, 1967, #2 for 3 weeks pop, 14 weeks at #1 R&B)

         Sam Cooke’s masterpiece A Change Is Gonna Come flowed from the combination of his gospel experience and deep feeling for the freedom movement. Aretha Franklin shared both (as the daughter of the United States’ most famous black minister and an associate of Martin Luther King), and this translated to a magnificent performance from her epic debut album for Atlantic. In his study of that LP, Matt Dobkin notes that while Cooke (who was a frequent visitor to the Franklin household, and on whom a young Aretha had a crush) had made Change into a lavishly produced social commentary, she converts it into “a sparer, more personal statement.”198 Indeed, she introduces the song with a touching personal tribute to Sam: “There’s an old friend that I once heard say something that touched my heart—and it began this way. …”

         
            
            Alfie (1967)—Dionne Warwick (music by Burt Bacharach, lyrics by Hal David) 

         Scepter 12187

         Chart debut on April 8, 1967 (reached #5 on R&B chart, #15 pop)

         One of the shining jewels of the Burt Bacharach-Hal David songbook had to take a surprisingly long journey to its ultimate hit status. The film about a heartlessly womanizing Cockney cad, played by Michael Caine, who eventually gets his comeuppance, already had a terrific jazz score by tenor saxophonist Sonny Rollins, but Paramount Pictures felt it needed something more, and suggested that the team compose a theme song. Bacharach flew to California to see a rough cut of the film, while David stayed behind in New York to read the script and write the lyrics. David wrote from the perspective of one of Alfie’s disillusioned partners, posing the big questions examining the meaning of one’s life to a man who was only now ready to confront them. This approach, remarks Serene Dominic, “forces the listener in effect to become Alfie for a few minutes and to contemplate issues of kindness, cruelty and higher beliefs. It is for this reason that people have such an emotional response to this song.”199 Bacharach in his memoir: “I knew he had come up with the best lyrics he or anyone else had ever written.” Bacharach, under severe time pressures, responded with an elegant, challenging melody using ten-bar phrases instead of his more familiar eight-bar phrases with an eight-bar bridge, “and I only got there because of Hal.”200

         The songwriters naturally wanted their favorite vocalist Dionne Warwick to sing the number; but the British distributors wanted UK singer Cilla Black, and Warwick herself had mixed feelings. Black’s original version was a #9 British hit in early 1966, but only reached #95 when released later in the U.S. United Artists, the studio that distributed the film in the United States, had Cher (under contract to UA’s subsidiary Imperial) record the song, and she took it to #32 in summer 1966; Dee Dee Warwick also recorded it. When the movie reached theaters in late August and became a hit, a number of other artists also took a crack at the theme. It was only when Dee Dee’s sister Dionne needed one more song for her album Here Where There Is Love that she was persuaded to record it. The result was magic; she reportedly nailed it in just one take. The biggest musical challenge in the song—starting in soft voice, and building to hit a dramatic high note near the end—she pulled off masterfully. Her deeply touching performance rendered all the predecessors irrelevant, and became a hit after she performed it at the Oscar ceremonies. “Of all the songs I’ve written,” says Bacharach, “I would have to put Alfie at or near the top of my list of favorites.”

         
            
            Canadian Railroad Trilogy (1967)—Gordon Lightfoot 

         From the United Artists album The Way I Feel (released in April 1967)

         
            Canadian Railroad Trilogy is the Ontario-born Gordon Lightfoot’s sprawling 6-minute epic tracing the history of the builders of the Canadian Pacific Railroad a century earlier. After Early Morning Rain put him on the map as a composer, his 1966 debut album “Lightfoot” had marked him as an important new performer on the folk scene, and this song from his second album confirmed the breadth of his talents. Singing the tale through shifting tempos, Lightfoot’s deep admiration for the courage and fortitude of his spiritual ancestors, who made the nation’s Industrial Age possible, shines through. The piece was inspired by the nationalist fervor during the year of Canada’s centennial. Biographer Maynard Collins: “Nowhere in the land of that centennial year could you go without hearing that song. … It became a second national anthem, sung by a hundred other folk groups and a thousand school choral groups, until it seemed that Gordon Lightfoot himself held the key to unlocking the unconscious of a whole country.”201

         
            
            Song for a Winter’s Night (1967)—Gordon Lightfoot 

         From the United Artists album The Way I Feel (released in April 1967)

         It’s hard to imagine a more ideal winter song than this Gordon Lightfoot ballad from the Canadian troubador’s second album, as warm and cozy as a blazing fire. The imagery is impeccable, and there are even some gentle sleigh bells heard at the fadeout. Listeners to the Washington, D.C., radio show “Music Americana” voted it their #33 all-time favorite folk song in combined surveys from 1984 to 1989. Biographer Maynard Collins suggests that in the central songs from this album (also including Canadian Railroad Trilogy), “Lightfoot had created a singular space for himself among all the other writers and singers vying for the attention of the Canadian public. His reputation as a balladeer of his country would from now on be so secure that he could calmly seek success in the wider field of American pop music without losing his hold on his Canadian audience.”202

         
            
            Creeque Alley (1967)—The Mamas and the Papas (written by John Phillips & Michelle Phillips) 

         Dunhill 4083

         Chart debut on April 29, 1967 (reached #5); #3 in Canada, #9 in England

         The fascinatingly tangled history of how the Mamas and Papas came to be was vividly told in one of the group’s best-remembered performances, Creeque Alley (named after the street on which the group lived for a time in the Virgin Islands in summer 1965). It’s the tale of how the quartet evolved from the short-lived Cass Elliott and the Big Three (including Denny Doherty) and then the folk combo the Mugwumps in 1964 (with Doherty and Elliott), the New Journeymen in 1965 (led by John Phillips and including Doherty and Michelle Phillips), days of playing Greenwich Village coffee houses and passing the hat alongside other rising artists like Roger McGuinn, through their work with John Sebastian and Zal Yanofsky of the Lovin’ Spoonful (“Zal and Denny workin’ for a penny”), and Barry McGuire (“McGuinn and McGuire still a-gettin’ higher”), finally coming together with the magical combination of John, Denny, Cass, and Michelle. The story is told with loving detail, capturing the entire saga of the folk-rock movement like no other song.203 “… And California dreamin’ is becomin’ a reality.”

         
            
            Waterloo Sunset (1967)—The Kinks (written by Ray Davies) 

         Reprise 0612

         British chart debut on May 13, 1967 (reached #2); released as U.S. single in August 1967 (uncharted); #5 in Australia204; later included on the 1968 album Something Else by the Kinks (RHF, ACC-#29, RS-#42, PW, BBC)

         This beautifully rendered mid-tempo ballad from the perspective of a man who looks at the world from his window, fearful of venturing out, left its impact on generations of rock critics and fans. Americans who had embraced the Kinks’ early rockers like You Really Got Me didn’t initially appreciate this quieter side of the group, but over time Waterloo Sunset has held up as one of their most enduring pieces. As a teenage student, Kinks lead singer-songwriter Ray Davies had crossed Waterloo Bridge every day en route to Croydon Art School, and later convalesced in a hospital overlooking it; the British magazine Q—whose readers voted it the #14 single ever in 1999—suggested that this “might explain the song’s mood of melancholic resignation.”

         The group was in the middle of sessions for its fifth album when Davies introduced the song. “We started ad-libbing vocal parts around the chorus,” Ray’s brother and group member Dave Davies recalled to Rolling Stone. Ray initially held off on sharing the lyrics with his bandmates. “I was embarrassed by how personal [the lyrics] were,” he remarked. “It was like an extract from a diary nobody was allowed to read.” Greg Mitchell called the song “almost unspeakably beautiful.”205

         “The richness of life—that’s what this record’s about,” declared Paul Williams, including it in Rock & Roll: The 100 Best Singles. It is “one of those perfect little songs that fully provides what most of us want from our music: stimulation, illumination, beauty, friendship. It is one of the great healing rock & roll recordings. This is what music is all about: direct transmission of the most profound secrets of the human heart.”206 Paul Evans suggested that it “may be the loveliest ballad in the history of rock.”207 Alwyn Turner: “Its effortless delivery and valedictory atmosphere made it almost unbearably poignant.”

         
            
            Heroin (1967)—Velvet Underground (written by Lou Reed) 

         From the Verve album The Velvet Underground & Nico (chart debut on May 13, 1967, #171 peak) (RHF, ACC-#147, RS, 1001, TC; NPR, GHF, & RR for album)

         The Velvet Underground, writes Rob Sheffield, “invented the New York noise that became punk rock, sinister and slinky at the same time.” Their basic sound was crude and simple—three-chord rock and roll typically set at a 4/4 beat—but even “in its darkest, most demonic moments—John Cale’s viola, Sterling Morrison’s jittery guitar, Maureen Tucker’s drums, Lou Reed’s sneer of sneers—having a real good time together.”208 Reed wrote Heroin during his brief postcollege tenure writing songs for a music publisher, Pickwick. The company rejected the tune, which became a signature number of his group, from its debut album.209 It was recorded on a minimal budget (financed by artist Andy Warhol) in a poorly functioning studio, producing muddy sound quality.210 As per the group’s nonjudgmental “blank façade,” remarks Jon Savage, the lyric “does not seek to convince, proselytize or condemn; it simply reflects that it is to dice with death.”211 The album—and particularly this song (reflecting New York’s 1960s drug culture)—got virtually no radio airplay; while their record label, Verve, offered full creative freedom, its promotion was minimal. Still, the album was hugely influential. Toby Creswell: Heroin “was the first song that told it the way it was … [it] changed the way rock & roll songs were written ever after.”212 Greil Marcus writes that rock ‘n roll “effectively criticizes by rendering a situation with such immediacy, or by affirming it to the point of absurdity, that you can no longer take it straight. That is why there is no tougher antidrug song than the Velvet Underground’s Heroin, which also risks creating new addicts.”213

         
            
            Society’s Child (Baby I’ve Been Thinking) (1967)—Janis Ian 

         Verve 5027

         Chart debut on May 27, 1967 (reached #14) (GHF, Folk-#89, AHR)

         At the tender age of fourteen, Janis Ian wrote Society’s Child, a tale of a teen interracial relationship. In her autobiography, she recalled its genesis: “Sitting on the bus one day, I saw a couple holding hands. They were just a little older than me; he was black, she was white. … I started wondering what the outcome of their relationship would be, and began writing Society’s Child. It took awhile to complete, because I wasn’t sure how I wanted it to end.” Under heavy pressure from her parents and friends, the girl decides to break up—not just due to society, but “her cowardice” in not challenging it.214

         Janis made her first appearance in the folk music periodical Broadside with a poem in December 1965. Two months later, Broadside printed Baby I’ve Been Thinking. The magazine’s July 1966 issue included three of her songs plus a breezy essay. Powerful music industry attorney Johanan Vigoda, after hearing about her performance in Greenwich Village, brought her to George “Shadow” Morton, renowned for writing and producing a series of hits by the Shangri-La’s. They cut Society’s Child (renamed at Morton’s suggestion) in mid-1966, soon after her fifteenth birthday; it was a difficult session, because the tempo changed with each chorus, making it challenging for the musicians.215 “Because of the content of the song, the record had to be as perfect as possible,” Janis explained. Morton shopped the demo to various record companies until it was accepted by Verve-Folkways, which released it in early September.216 (The single was distributed by MGM Records.) The following month, Broadside reported that the song’s “controversial nature made it into a real test for the nation’s disc jockeys.” In the New York Times, Robert Shelton declared that the record “marks a new boldness in popular music while also proclaiming the radiant new talent, Janis Ian,” and urged that pop radio turn aside “censorship” to play it.217 It was a long struggle; she told John Cohen that “we worked for eight months” to get it on the air.218 Leonard Bernstein proved the catalyst, inviting her to sing the number on his January 1967 1-hour national TV special, Inside Pop: The Rock Revolution, and before long the doors opened to airplay and retail sales, leaving her amazed at “how one man can do that.”

         
            
            Up, Up, and Away (1967)—The Fifth Dimension (written by Jimmy Webb) 

         Soul City 756

         Chart debut on June 3, 1967 (reached #7 on pop chart)219; #1 (2 weeks) in Australia (GHF, R&B-#93, DMDB)

         This is the song that got it all started for both the Fifth Dimension and songwriter Jimmy Webb. The three-man, two-woman group (Marilyn McCoo, Billy Davis, Jr., Florence LaRue, Lamont McLemore, and Ron Townson) had reached the Top Twenty earlier in 1967 with Go Where You Wanna Go, and Up, Up, and Away—produced (like the earlier hit) by singer Johnny Rivers, founder of the Soul City label—lifted them to pop music’s big leagues, where they would remain for several years thereafter. The session featured members of the legendary “Wrecking Crew,” including guitarist Tommy Tedesco, bassist Joe Osborn, keyboardist Larry Knetchel, and drummer Hal Blaine; Webb himself crafted the intricate vocal arrangement.220 The happy tale of using a hot-air balloon for a scenic romantic rendezvous won four Grammy Awards, including Record of the Year and Song of the Year. Webb would go on to become one of the great pop composers of the Rock Era.

         In Classic American Popular Song: The Second Half-Century, 1950–2000, David Jenness and Don Velsey call the song “delightful, in its light bossa nova rhythm and its delicate words (‘suspended canopy’); the spaced-apart sequence of ride-glide, and later, an expansion to ‘guide us … hide us … beside us’; and the inherently buoyant balloon, with its upward octave portamento. … The nicest effect is the way ‘Up, up and away, in my beautiful balloon’ sounds, while in progress, like the start of a new period in the song, but is actually a closure to the entire first part of the song.”221

         
            
            More Love (1967)—Smokey Robinson and the Miracles 

         Tamla 54152

         Chart debut on June 17, 1967 (reached #5 on R&B chart, #23 pop) (DM)

         One of the most achingly beautiful love songs ever written by Smokey Robinson, More Love was his response to his wife Claudette’s six miscarriages suffered before the couple finally had their first child in 1968. “After she had a miscarriage she would always tell me she was sorry she had let me down. I would explain that she had not let me down because she was there, she was alive. … I wrote More Love to let her know how I felt about her.”222 The single was the group’s second release under the name “Smokey Robinson & the Miracles” rather than just The Miracles. Kim Carnes scored a Top Ten hit with her 1980 remake. Dave Marsh praises the “music so lush it’s practically the score for a soul soap opera,” with a lyrical tussle between “the limits of language and the effort to express an idea of eternity.”223

         
            
            Lucy in the Sky with Diamonds (1967)—The Beatles (written by John Lennon) 

         Recorded on March 1, 1967; from the Capitol album Sgt. Pepper’s Lonely Hearts Club Band (chart debut on June 24, 1967, #1 for 15 weeks)

         (GHF-album, ACC)

         John Lennon’s journey into psychedelia reached its apex on Lucy In the Sky With Diamonds, the second most celebrated song (behind A Day In the Life) from the most legendary pop album of all time. The song was inspired when four-year-old Julian returned home from nursery school with a painting; when John asked what it depicted, Julian replied, “it’s Lucy in the sky with diamonds.” Because John had admitted using LSD, some radio stations banned the song on the assumption that it was drug related.

         The lyrics reflected John’s longtime love for Lewis Carroll’s Alice In Wonderland books. George Martin’s arrangement perfectly matches the vivid, dreamlike imagery. “The otherworldly tone is set instantly, with an introduction that ranks among the most distinctive in the Beatles’ repertoire,” writes Mark Hertsgaard. It was played by Paul McCartney on an organ altered to sound like a celeste. “Paul’s bass notes enter next, dripping and sliding like slow-motion raindrops, joined by the low buzzing of George Harrison’s tamboura and fuzzed lead guitar … [it is] a scene of fantastic adventure in a never-never land that somehow didn’t seem all that far away.” “Even though Lennon’s voice is childlike, he plays the calm but awestruck storyteller, describing scenes he finds himself entranced by,” describes Tim Riley in Tell Me Why. He makes us “participatory observers in sustaining the illusion of Lucy’s world.” Just as Lennon “immerses himself in the joy of language” coupling unlikely adjectives with common nouns, there is “a sense of discovery in [the musical] textures that renews the Beatles’ approach to sound as it explores ways in which phrases and instrumental images can be shaped by layers of overdubs.”224 The song was never released as a single, but Elton John’s version (with Lennon on guitar) hit #1 in 1974.

         
            
            With a Little Help from My Friends (1967)—The Beatles 

         From the Capitol album Sgt. Pepper’s Lonely Hearts Club Band (chart debut on June 24, 1967) (RS-#311, ACC)

         
            
            With a Little Help from My Friends (1968)—Joe Cocker 

         A&M 991

         Chart debut on November 16, 1968 (reached #49 in Record World, #68 in Billboard), #1 (1 week) in England, #6 in Germany225; from the album With a Little Help from My Friends (#35 peak) (RHF, GHF, ACC)

         It’s rare for the Beatles to be surpassed by a cover version of a Lennon-McCartney original, but that’s precisely what happened when Joe Cocker tackled With a Little Help from My Friends. Paul brought the song’s basic chords to John’s house, and they pieced the song together over a period of hours. It served as a delightful showcase for Ringo Starr, singing in the character of Billy Shears (leader of the album’s mythical band). Ian MacDonald: “At once communal and personal, it’s a song of comfort. … Touchingly rendered by Starr, it was meant as a gesture of inclusivity: everyone could join in.”226

         Born May 20, 1944 in Sheffield, Yorkshire, England, Cocker’s sandpapery roar of a voice and penchant for hurling himself into on-stage frenzies made him wildly unpredictable, but remarkable when at his best. His connection to the Beatles went back to the outset of his career: His version of I’ll Cry Instead was his first commercially released single, a flop on the Phillips label in 1965. It would be three years before he got his next shot; after his debut single for A&M died, With a Little Help introduced the world to an important new talent. Cocker carried Friends to a higher dimension. Jimmy Page’s guitar solo gets the piece off to a powerful start; producer Denny Cordell provided Cocker with four female backing singers (Madeleine Bell, Rosetta Hightower, and Sue & Sunny Wheetman), who served as the Ray Charles–loving artist’s counterpart to the Raelettes, and Joe takes it from there.227 Like few performers, he had the ability to take others’ compositions and burrow down to their emotional essence; as Robert Christgau observed, “he literally forced us to rehear these songs.”228 Cocker’s performance became iconic for another generation when it was used as the opening theme song for ABC’s classic series The Wonder Years (1988–1993).

         
            
            You Only Live Twice (1967)—Nancy Sinatra (written by John Barry & Leslie Bricusse) 

         Reprise 0595

         Chart debut on June 24, 1967 (reached #44 pop, #3 adult contemporary)

         Many James Bond movie themes climbed higher on the charts than You Only Live Twice, but in its melodic and lyrical beauty, it stands in the highest echelon. Composer John Barry (born John Barry Prendergast on November 3, 1933 in York, England) got his professional chart leading the jazz-oriented John Barry Seven (he played trumpet), which had a series of British instrumental hits from 1960 to 1963. He began writing film scores in 1960, and two years later composed the iconic James Bond Theme for the first 007 picture, Dr. No (although Monty Norman, who did the rest of the movie’s score, received official credit for Barry’s creation). For the next quarter century, Barry would be almost as integral to the Bond franchise as Sean Connery and Roger Moore, composing the scores for eleven 007 films, From Russia With Love (1963) through The Living Daylights (1987). The biggest was Goldfinger (sung by Shirley Bassey). But Barry’s film score resume includes many other triumphs, including Born Free (1966), Midnight Cowboy (1969), Somewhere In Time (1980), Body Heat (1981), Out of Africa (1985), and Dances With Wolves (1990). His lyricist for Goldfinger and You Only Live Twice, Leslie Bricusse, is best known for cowriting many songs with Anthony Newley, including What Kind of Fool Am I and Candy Man, and the musical Stop the World, I Want to Get Off.

         Nancy Sinatra, the first child of Frank and Nancy Sinatra, was born June 8, 1940 in Jersey City, and after her early recording efforts (starting in 1961) went nowhere, broke through with These Boots Were Made for Walkin’ (1966), with follow-up successes that included the chart-topping 1967 duet with her dad, Somethin’ Stupid, and several duets with Lee Hazlewood.229 Bricusse and Bond-film producer Cubby Broccoli were old Sinatra family friends, but she recalled the experience of recording You Only Live Twice in London with Barry conducting the London Philharmonic as “scary.”230 While Nancy’s voice is modest though pleasant, she navigates the stunning melody, elegant lyrics, and sumptuous orchestral arrangement in a haunting and effective performance.231

         
            
            Gentle On My Mind (1967)—Glen Campbell (written by John Hartford) 

         Capitol 2809

         Chart debut on July 29, 1967 (#30 C&W, #62 pop); charted again on September 14, 1968 (reached #39 pop); from album Gentle On My Mind (#5 peak, 75 weeks) (BMI-#16,232 C&W-#58, GHF, DMDB)

         The pride of Delight, Arkansas, Campbell was a prolific studio guitarist in the early 1960s, including both studio work and touring (1964–1965) with the Beach Boys. After a few previous efforts, this record was his ticket to a solo career. One of the great ramblin’ down the road songs, it was composed by a true free spirit, John Hartford (born December 30, 1937 in New York City), a singer-songwriter-fiddler-banjoist and (yes) clog dancer whose many activities also included riverboat pilot. Driving to a record session, Campbell heard Hartford’s record (itself a Grammy winner for best folk recording) on the radio, and persuaded Capitol to let him record it and do the arrangement.233 “The song had such a freshness of spirit,” he recalled in his autobiography. “I loved the tune instantly. It was an essay on life as I viewed it then.”234 The released version was actually intended as a rehearsal; its casual approach suited the song perfectly.235 Campbell would later use it as the weekly opening theme of his “Goodtime Hour” TV show. The song and record won three Grammies (Best C&W Recording, Best C&W Song, and Best C&W Male Vocal)—awards that caused the record’s successful reissue—and was voted by Country America readers as one of the Top Hundred country songs of all time. Ideally attuned to the spirit of the late 1960s, the song is all about finding one’s place in the world without regard to such mundane concerns as making a living, and is jam-packed with richly descriptive songpoetry. Campbell’s combo includes bluegrass great Doug Dillard on banjo, James Burton on guitar, and Leon Russell on piano.

         
            
            The Letter (1967)—The Box Tops (written by Wayne Carson Thompson) 

         Mala 565

         Recorded in March 1967; chart debut on August 12, 1967 (4 weeks at #1); #1 in Canada, #5 in England236 (RHF, ACC-#300)

         Five friends who played in different bands while attending high school in Memphis formed the Box Tops, with sixteen-year-old lead singer Alex Chilton (born December 28, 1950), Gary Talley (lead guitar), William Cunningham (bass), John Evans (keyboards), and Daniel Smythe (drums). A Memphis disk jockey introduced them to songwriter-engineer Dan Penn, who decided to record them at Chips Moman’s American Recording Studio, already emerging as the hottest venue in Memphis on this side of Stax. Wayne Carson Thompson, later the composer of Always On My Mind, provided the group with its breakthrough single, The Letter, about a guy receiving a breakup letter from his girl and his determination to change her mind. Chilton later recalled being a bit intimidated in his debut recording session; he was also (reports Roben Jones) “tired and hung over from celebrating the night before.” At first, he sang the number softly, but Penn (at the very first session he’d ever produced) demonstrated a bolder, more soulful approach, and Chilton followed the example. This is pure blue-eyed soul, with Chilton’s raspy voice far more mature than his years, the R&B-flavored ARS band providing potent support, and Penn’s addition of the sound of a jet in flight (suggested by the line “Give me a ticket for an aeroplane”) rendering a nice final touch.237 Clocking in at just 1 minute and 58 seconds, it became one of the shortest #1 singles ever. James Dickerson (Goin’ Back to Memphis) points out that this was “the first No. 1 pop hit ever recorded in Memphis by Memphis artists.” The group enjoyed several more hits (including Cry Like a Baby and Soul Deep) before breaking up in 1970, and Chilton later reemerged with the cult-favorite group Big Star. Rolling Stone selected The Letter as the #37 best single of the past twenty-five years in 1988.

         
            
            The Wind Cries Mary (1967)—Jimi Hendrix Experience 

         Uncharted B side of Reprise 0641, Purple Haze (chart debut on August 26, 1967); reached #6 in England (May 1967)238; from the album Are You Experienced?

         (#5 peak, sold 4 million) (GHF and RR for album, RS-#370)

         Jimi Hendrix’s most beautiful love song, The Wind Cries Mary, shows the softer side of the ultimate rock guitar god, and his prowess as composer and vocalist. It was written in the wake of a nasty fight with his girlfriend Kathy (whose middle name was Mary); she stormed out, and by the time she returned, he’d written out the song. Biographers Harry Shapiro and Caesar Glebbeek cite the tightly focused construction of chord patterns and embellishments, and his melodic guitar soloing (with sliding fourths and open tuning) that recalls Curtis Mayfield and Bobby Womack.239 
            Mary became the Experience’s third British single (following Hey Joe and Purple Haze), and in the United States served as the wonderfully contrasting B side of the psychedelic mind-blower Haze, from their blockbuster debut album.240 On ballads like Mary, remarks Brian Ward, “his playing and singing could be sweet and tender, liquid in a way which invoked but transcended the mellow blues of a T-Bone Walker by touching bases with torch-song jazz, even folk and pop melancholy.”241

         
            David Fricke remarked that in such performances, Hendrix “demonstrated a depth of feeling and ambition often eclipsed by the assaultive force” of his rockers. “Combining pastoral melodicism” and dazzling effects, “he created a music of otherworldly beauty and poignance, coding his deeper torment in introspective dream-speak. The result was a kind of blues in orbit, musically spacious ruminations on loneliness and loss.” Mary, he suggested, possesses “a lush, inviting quality, like a classic Curtis Mayfield ballad that belies its bittersweet premise.”242

         
            
            Your Precious Love (1967)—Marvin Gaye and Tammi Terrell (written by Nickolas Ashford & Valerie Simpson) 

         Tamla 54156

         Chart debut on September 9, 1967 (5 weeks at #2 on R&B chart; reached #5 pop) (DM-#129, R&B-#249)

         
            Your Precious Love, writes Dave Marsh, represents the “art of the soul duet as the art of intimate conversation. Everything goes right, from the gutty guitar that kicks it off to the finger-snaps that underline the half-spoken verses to the strings that shiver just before the full band kicks in for the first chorus. But mostly, we get a pair of people so totally in synch that it’s almost impossible to imagine them singing standing up, or at least without wrapping each other in a gigantic embrace every few bars. I mean, this isn’t a love song—this is the sound of love itself, the real deal, affection expressing itself with amazing openness, tenderness, and fully acknowledged wonderment.”243 Nelson George calls this “a street-corner doo-wop production, with its strolling, finger-popping rhythm, and the Moonglowesque harmonies recreated” by Marvin and Moonglows founder Harvey Fuqua. Fine as Gaye is here, “Tammi is the record’s real star, delivering a breathy, husky, sexy reading.”244

         The third and biggest of Gaye’s duets with Terrell, Your Precious Love was the song that Tammi was performing on stage with Gaye at Hampton-Sydney College in Virginia in the summer of 1967 when she collapsed in his arms at the conclusion of the number. She was revived, but needed “a pound of aspirins a day” to continue on the tour of one-nighters as she suffered blinding headaches, and was drastically losing weight. Tammi underwent brain surgery and tried to resume recording for a brief time, but soon could not continue further, and after eight surgeries died in 1970. A devastated Marvin Gaye could not perform live for nearly four years following the loss of his partner.

         
            
            How Can I Be Sure (1967)—The Young Rascals (written by Eddie Brigati & Felix Cavaliere) 

         Atlantic 2438

         Chart debut on September 9, 1967 (reached #4)

         Felix Cavaliere was the primary frontman for the Rascals, his blue-eyed soulful voice perfect for such hits as Good Lovin’, Groovin’, and People Got to Be Free. But percussionist Eddie Brigati—who cowrote most of the group’s singles with Cavaliere—was also a superb vocalist, and his finest 3 minutes on record was the ravishing ballad How Can I Be Sure. The piece was inspired by Cavaliere’s short-lived but intense relationship with a girl he called a “muse”—she also inspired Groovin’.245 The lyrics depict a desperate passion marked by moments of confusion: “How can I be sure in a world that’s constantly changing?” They fashioned a melody that’s exceptionally wide-ranging and intricate for a pop tune, and Brigati’s voice is equal to its demands. The European flavor of the melody is underlined by an arrangement that features accordion, an instrument seldom encountered on 1960s Top Forty radio.246

         
            
            Pata Pata (1967)—Miriam Makeba (written by Miriam Makeba & Jerry Ragovoy) 

         Reprise 0606

         Chart debut on October 7, 1967 (reached #7 R&B, #12 pop), #16 in Canada247 (World-#78)
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               Figure 7.5Miriam Makeba. Library of Congress, Prints & Photographs Division, LC-USZ62-138602 (New York World-Telegram).
            

         

         The odds against a song performed almost entirely in Swahili becoming a Top Fifteen U.S. pop smash (8 years after she’d originally recorded it) would seem daunting, but Pata Pata by Miriam Makeba is such an utterly delightful performance that language was no barrier to its appeal. One of the all-time heroines of African music, Miriam was born in Johannesburg, South Africa, on March 2, 1932, and performed with that country’s popular group the Manhattan Brothers from 1952 to 1957; they had one U.S. chart hit together in 1956, Little Lies. Her featured role in the 1959 antiapartheid documentary Come Back Africa brought her to the attention of Harry Belafonte, who invited her to perform at his celebrated Carnegie Hall concert the following year.248 Banned from recording in South Africa due to her outspoken political views, she moved to New York for a time with her then-husband, trumpeter Hugh Masekela. When Makeba gave impassioned testimony in 1963 before the United Nations Committee Against Apartheid, she was barred from returning to her homeland. She had solo chart albums in 1963 and 1964, and in 1965 her live album with Belafonte was a Grammy winner for best folk album.

         
            Pata Pata (which means “touch touch”) is a song about a dance in Johannesburg that she learned as a girl, and it served as her first single for the Warner Brothers–owned label Reprise.249 The tune is simply a joyful description of dancing all night and a celebration of life. The melody is warm and engaging, as is her performance. At a couple of points, she interrupts the Swahili singing to briefly explain in English what it’s all about. Miriam continued to make powerful recordings, to speak out against the evils of apartheid (for which she was awarded the Dag Hammarskjold Peace Prize in 1986), and she returned to South Africa in 1990 to a welcoming President Nelson Mandela.

         
            
            What a Wonderful World (1967)—Louis Armstrong (written by George David Weiss & Bob Thiele) 

         ABC 10982

         Recorded on August 16, 1967; chart debut on October 14, 1967 (#12 on adult contemporary chart, reached #116 pop in early 1968); #1 for 142+ weeks on Jazz Digital Songs charts250; #1 (4 weeks) in England in 1968, #6 in Germany251; rereleased on A&M 3010 (chart debut on February 20, 1988, #32 pop); #1 (2 weeks) in Australia (1988) (BBC-#37, Trad-#79, Jazz-#84, GHF, RIAA-#84, DMDB-#90, DM, ACC)252

         Pop ballads don’t come much cornier, on paper, than What a Wonderful World, and as performed by most singers its sentimentality can easily become unbearable mush. But as rendered by Louis Armstrong, it is a thing of utter beauty. Only from the perspective of a man who has seen sixty-five-plus years, looking back on a lifetime brimming with memories, do the words carry emotional weight. “I hear babies cry, I watch them grow / They’ll learn much more than I’ll ever know”—these words sound silly being sung by a young man or woman raised in comfort, but suddenly take on genuine poignancy through Louis’ warm, affectionate gravel of a voice, as a man who started with nothing on the streets of New Orleans, and went on to perform for presidents and kings along with millions of fans. The sweetness in the great man’s heart shines through, and what could have been pop becomes moving. That “oh, yeah” at the end summons up images of a mile-wide smile like no other. Will Friedwald (perhaps reading between the lines of the innocuous lyric) suggests that the song “spoke to some of the more admirable values of that era, the civil rights movement and the campaign to end the Vietnam war.”253

         George David Weiss’ songwriting career ranged from chart-topping hits in the 1940s (Oh! What It Seemed to Be, Rumors Are Flying and Surrender) and the 1950s (the Kay Starr smash Wheel of Fortune), helping to adapt the South African song Mbube aka Wimoweh into The Lion Sleeps Tonight for the Tokens, and cowriting Can’t Help Falling In Love for Elvis Presley. When a publisher asked him to write something for Louis Armstrong, a lifelong hero, he was thrilled, and decided to craft lyrics (with Bob Thiele apparently responsible for the melody) that reflected Armstrong’s unique capacity for uniting people of all backgrounds, and using the colors of the rainbow as the central metaphor. The artist loved it, even awakening his wife at 3 A.M. one morning to sing it to her; he felt it was a song that had universal application, capable of giving listeners hope. Surprisingly, Larry Newman, the head of ABC Records, didn’t recognize the musical gem he possessed and only released it grudgingly.254

         The Armstrong recording was just a minor U.S. adult contemporary hit in its original release, while soaring to the top of the British charts.255 256 But at the end of 1987, seventeen years after Armstrong’s death, director Barry Levinson included it as one of the songs played by Robin Williams as a manic disk jockey on Armed Forces Radio in Saigon in the middle of the Vietnam War. One of the film’s producers (a Vietnam vet) recalled that the record had been heavily played and requested on Armed Forces Radio, making it ideal for the picture. Reissued as a single in February, it became an out-of-the-blue Top Forty hit, sixty-five years after Satch’s first historic recordings with King Oliver. What a Wonderful World has become such a beloved standard that listeners to WBIG-FM in Washington voted it the #8 all-time favorite oldie in eleven years of combined polls from 1994 to 2004. David Gates wrote of this performance that Louis sings of the wonderful world “with a weary, rapt awareness that he wouldn’t be seeing much more of it.”257

         (Clark Terry on trumpet, Urbie Green and J. J. Johnson on trombones, Hank Jones on piano, and Grady Tate on drums.)

         
            
            Lazy Day (1967)—Spanky and Our Gang (written by George Fischoff & Tony Powers) 

         Mercury 72732

         Chart debut on October 14, 1967 (reached #14)

         One of the happiest songs ever to grace Top Forty radio, Lazy Day evokes dreamy images of long, languorous, and carefree days with every hearing. Spanky and Our Gang (named after the “Little Rascals” series) was formed in Chicago by lead singer Elaine “Spanky” McFarlane, guitarists Malcolm Hale, Left Baker, and Nigel Pickering, bassist Kenny Hodges, and drummer John Seiter. The group scored a Top Ten debut hit (mid-1967) with the warm, inviting Sunday Will Never Be the Same, and that set the tone for their sound: folkish pop with an aura of optimism. Lazy Day, their third hit single, is an irresistible invitation to leave your worries behind: “Blue skies, sunshine, what a day to take a walk in the park. …” The sweetness of Spanky’s vocal, with an ingratiating melody and impeccable backing harmonies, extinguishes all negative thoughts throughout the record’s 3 minutes and 5 seconds. Considering the musical chemistry the group shared with the Mamas and Papas, little wonder that McFarland joined the reformed Mamas and Papas in 1982.

         
            
            Tell Mama (1967)—Etta James (written by Clarence Carter, Marcus Daniel, & Wilbur Terrell) 

         Cadet 5578

         Recorded on August 23 and 24, 1967; chart debut on November 18, 1967 (#10 on R&B chart, #23 pop) (RHF, Blues-#118, R&B-#220)

         The Etta James classic Tell Mama began with an early 1967 record by Clarence Carter, Tell Daddy, which only reached #35 on the R&B chart. Etta had been recording for Leonard Chess since 1960, with a few releases on his primary label Chess, but primarily on its subsidiaries Argo, and then (starting in 1966) on Argo’s successor, Cadet. Chess had been impressed by recordings made at Rick Hall’s FAME studios in Muscle Shoals, Alabama, and when his artist Laura Lee scored an R&B hit there with Dirty Man, he sent Etta, his favorite female singer, down to Hall.258 It so happened that the Carter record had been recorded there for Hall’s own label. Backed by Fame’s soon to be legendary band with its killer horn section, she cut loose with a tremendous, fiery performance turning Carter’s song around, and helping to define the sound of the Southern soul. Another key ingredient in the arrangement was Aretha Franklin’s Save Me, from her classic debut album for Atlantic with Hall’s band, recorded a few months earlier; the producer asked Jimmy Johnson (guitar) and Roger Hawkins (drums) to repeat the rhythm pattern used on the Aretha track.259 The flip side was an equally sensational performance of a song that Etta cowrote, I’d Rather Go Blind.

         Other personnel: Gene Miller (trumpet); Floyd Newman, James Mitchell, and Aaron Varnell (saxophones); Marvell Thomas and Spooner Oldham (keyboards); Barry Beckett (organ); Jimmy Ray Jenkins and Albert Lowe (guitars); and David Hood (bass).

         
         
            
            Alice’s Restaurant Massacree (1967)—Arlo Guthrie 

         From the Reprise album Alice’s Restaurant (chart debut on November 18, 1967, #17 peak, 99 weeks) (GHF, Folk-#82)

         By early 1966, Arlo Guthrie (still shy of his 19th birthday) was performing in coffeehouse clubs around the country; the June 1966 Broadside reported that he had signed with Harold Leventhal (the Weavers’ longtime manager). Just as his dad, Woody Guthrie, had mastered the art of talking blues, mixing wickedly funny lines with sharp social commentary, Arlo crafted a devastatingly clever talking blues built around being convicted for littering. But its real focus is the military draft, as the Vietnam war was heating up, recalling his appearance before the New York City draft board, where “they inject you, detect you, infect you—and select you.” Fortunately, their final question is whether he’s ever been arrested, and that provides his ticket out. The narrative was published in two parts by Broadside (April–May and June 1967 issues). By the time his debut album was released, the tale (running nearly 20 minutes) had already become legendary, a witty symbol of its time. Alice’s Restaurant had the distinction of being the leadoff album review in the November 9, 1967 premiere issue of Rolling Stone. It was such a hit that director Arthur Penn built a full-length movie around the story, 1969s Alice’s Restaurant, starring Arlo. In 1995, Guthrie took the unorthodox step of rerecording the entire Alice’s Restaurant album, track for track, for his own Rising Son label. The new version of the title song, subtitled “The Massacree Revisited,” added some updated topical zingers. The fact that the real-life adventure began on Thanksgiving 1965 (when Arlo visited his friend Alice in Great Barrington, Massachusetts) has made the piece a staple of Turkey Day broadcasts ever since.260

         
            
            Goin’ Back (1967)—The Byrds (music by Carole King, lyrics by Gerry Goffin) 

         Columbia 44362

         Chart debut on November 18, 1967 (reached #58 in Cash Box, #89 Billboard); from the album The Notorious Byrd Brothers (#47 peak) (DM-#357)

         Even as their record sales were diminishing by late 1967, the Byrds seemingly could do no wrong musically, and Goin’ Back is one of their many gems from a golden period. Dave Marsh calls it “an expression of tender regret for an innocence that, once lost, can barely be fathomed as anything other than a phantasm. Yet with Roger McGuinn’s signature 12-string tolling like a Pied Piper, Goffin and King’s marvelous melody and the Byrds’ imitable post-folk harmonies (and a cello, among other things, lurking in the mix), Goin’ Back may be the last great expression of what was truly indelible about the psychedelic daze.”261 In Always Magic In the Air, Ken Emerson suggests that Goffin’s lyrics on this “warm bath of a ballad [that] washed away the anxiety of aging” may, indeed, have been influenced by his recent dabbling in LSD, which would endanger his health and help end his marriage to King (they filed for divorce in 1967).262 The song was originally a Top Ten British hit in 1966 for Dusty Springfield. When the Byrds decided that they preferred Goin’ Back to David Crosby’s Triad (later recorded by Jefferson Airplane), he angrily left the session and was fired from the band. “A little bit of courage is all we lack / So catch me if you can, I’m goin’ back. …”

         
            
            Pleasures of the Harbor (1967)—Phil Ochs 

         From the A&M album Pleasures of the Harbor (chart debut on December 9, 1967, #167 peak)263

         While best known for his political activism and scathing songs of social commentary, folk troubador Phil Ochs also wrote some of the most gorgeous ballads of 1960s acoustic music, and Pleasures of the Harbor may be the most memorable of all. Having left New York and the folk-oriented Elektra label for A&M in Los Angeles in search of a wider audience, Ochs’ first album at his new home was a powerful collection of songs, including the epic-length Crucifixion (using the JFK assassination as the point of departure for a look at fallen heroes) and the devastatingly witty but dark satire Outside of a Small Circle of Friends.

         The title song is a hauntingly lovely, elegiac ballad accompanied by the reflective, classically styled piano of Lincoln Mayorga. A tale of sailors on leave as a metaphor for anyone yearning for escape or love in the wrong places, it demonstrates Ochs’ gift for poetry, finely crafted melody, and his warm tenor voice. A&M assigned producer Larry Marks to help Ochs achieve a new sound, and he was knocked out by the song—“an extraordinary piece, unlike anything I’d heard from Phil before.” Marks persuaded the artist to expand it by treating every chorus and verse differently with a rich orchestral background. Ochs worked harder than ever before on his vocal, ditching his usual guitar to focus entirely on singing; the intense level of concentration heightened his performance.264 In its originally issued version, the lavish orchestration (using classical techniques like ostinato patterns) struck many listeners as excessive, but its sheer beauty is beyond dispute; Paul Evans suggested that it recalls nineteenth-century Impressionism.265 Ochs also cut an alternate version sans orchestra to sing with just piano accompaniment (subsequently released on the 1976 compilation Chords of Fame), and this elegant treatment, by stripping away the ornamentation, brings out every bit of the song’s stunning quality.

         
            January 1, 1968: Stanley Kubrick’s mind-bending “2001: A Space Odyssey” premieres.

         
            
            Since You Asked (1968)—Judy Collins 

         From the Elektra album Wildflowers (chart debut on January 6, 1968, #5 peak, 75 weeks)

         On her first six albums from 1962 to 1967, Judy Collins was strictly recording the work of other writers, and moving from an original emphasis on traditional songs to championing gifted contemporary composers such as Leonard Cohen and Jacques Brel. But starting with the album Wildflowers, she found her own voice as a writer. The gorgeous original ballad Since You Asked “came out of the blue,” she later recalled. Judy had never before felt the urge to write, but shortly after taking acid for the second time in her life while at a friend’s house on Long Island, NY, she experienced visions that were at first dazzlingly psychedelic but then became terrifying. She felt as if she were going mad, and “I was afraid I might never come back.” Shortly afterward, relieved to still be alive and sane, this song came to her.266 The response to the gently poetic stunner was so strong (in addition to being covered by other artists, it’s become an enduring favorite at weddings) that she would from that point onward be a proudly hyphenated singer-songwriter. The 2009 album Born to the Breed: A Tribute to Judy Collins included two treatments of Since You Asked: sung by Joan Baez, and spoken by Cohen.

         
            
            Mission: Impossible (1968)—Lalo Schifrin 

         Dot 17059

         Chart debut on January 6, 1968 (#41 in Billboard); reached #36 in Record World, #39 in Cash Box

         One generation knows it by heart through the television series; another generation has absorbed it through the series of Tom Cruise movies. Rhythmically and melodically compelling and perfectly suggestive of intrigue and excitement, the Mission: Impossible theme is a timeless favorite. Born Boris Schifrin on June 21, 1932 in Buenos Aires, Argentina, Lalo Schifrin (whose father was conductor of the Buenos Aires Philharmonic) had extensive piano studies before coming to New York by 1959. He worked with a jazz trio, did arrangements for Xavier Cugat, and after writing the Gillespiana Suite for Dizzy Gillespie, Dizzy hired him for three years of worldwide touring. Following a stint with Quincy Jones’ orchestra, Schifrin became a full-time composer, writing more than a hundred scores for movies and television (including Dirty Harry and The Eagle Has Landed), plus numerous jazz pieces (Reflections for Stan Getz, The Cat for Jimmy Smith). But, of course, it is his Grammy-winning theme for Mission: Impossible, with its pounding percussion and woodwinds-section lead, for which he’ll be remembered. The show ran from 1966 to 1973. When Cruise revived M:I for the big screen in 1996, Adam Clayton and Larry Mullen (the rhythm section of U2) took their rocking interpretation of the Schifrin theme to the Top Ten, and the indelible music has remained at the forefront of all the hit sequels ever since.

         
            
            Sunshine of Your Love (1968)—Cream (written by Jack Bruce, Pete Brown, & Eric Clapton) 

         Atco 6544

         Chart debut on January 13, 1968 (reached #36); recharted on July 6, 1968 (reached #5, 26 total weeks); #1 (1 week) in Canada, #3 in France, and #25 in England; from the album Disraeli Gears (#4 peak, 77 weeks) (RS-#65, RHF, ACC-#278, 1001)

         The British blues-rock band Cream was launched without hoopla in 1966 by singer-bassist Jack Bruce and drummer Ginger Baker (both formerly with the British R&B combo the Graham Bond Organization) and rising guitar god Eric Clapton (fresh from stints with the Yardbirds and John Mayall’s Bluesbreakers). Their 1967 debut album, Fresh Cream, largely an electrified blues homage album covering songs by Robert Johnson, Skip James, and Muddy Waters, stayed on the Billboard chart for ninety-two weeks without ever cracking the Top Thirty. It was the introduction of powerful original material on the trio’s second album Disraeli Gears that catapulted Cream to supergroup status, and it all began with Sunshine of Your Love.267

         Bruce and lyricist-poet Pete Brown had been up all night trying to write songs and getting nowhere. Then Bruce started playing a bass ostinato and Brown, looking out the window, responded to the inspiration: “It’s getting near dawn, and lights closed their tired eyes. …” When Clapton added the crunching guitar chorus,268 they all knew they had a hit.269 Contributing to the strength of the track were Felix Pappalardi, who had come aboard as the band’s producer, and the peerless engineer Tom Dowd. It was Dowd who suggested to Baker the “war-dance rhythm” of Sunshine.

         
            
            Theme from “Valley of the Dolls” (1968)—Dionne Warwick (music by Andre Previn, lyrics by Dory Langdon Previn) 

         Scepter 12203

         Chart debut on January 20, 1968 (4 weeks at #2); #28 in England

         Three months after I Say a Little Prayer began its journey to becoming Dionne Warwick’s fourth Top Ten hit, disk jockeys flipped the record over, and the compelling theme song from the movie version of Jacqueline Susann’s steamy novel became the biggest chart success of Warwick’s career to that point. Andre Previn (born April 6, 1929 in Berlin) was a piano prodigy who studied at the Paris Conservatory before emigrating to the United States. He began working for MGM Studios as an orchestrator while still in high school, started composing and arranging film scores in 1948, and in the 1950s also won acclaim as a jazz pianist. Winner of four Oscars for his motion picture score work from 1958 to 1964, Previn was also nationally known as a symphony conductor (and was soon to become principal conductor of the London Symphony Orchestra) when he composed the Valley of the Dolls theme, with lyrics by his then-wife Dory (with whom he had written a number of other songs in the previous several years).

         This is a lush melody with a yearning quality, sung from the perspective of a small-town girl who’s become trapped in a dangerous fast lane and has lost sight of who she is. Dory’s lyrics powerfully carry forward this theme, desperately seeking answers to questions of self-knowledge and values; the fact that the lyricist had experience with psychoanalysis is clear, and entirely appropriate for the song. (Dory would go on to a career as a performer of her original, sometimes off-the-wall songs.) It was the film’s costar Barbara Parkins who suggested that Dionne perform the song, and her performance is unforgettable, singing in the voice of a lost, haunted soul. David Jenness and Don Velsey were lukewarm regarding the melody, but intrigued by Dory’s “intricate,” “somewhat obsessive” words, and overall found it “an odd but effective song.”270 There was nothing else like this record on pop radio in 1968, explaining both its long gestation period and ultimate success.

         
            
            Ball and Chain (1968)—Willie Mae “Big Mama” Thornton 

         Recorded for Arhoolie 520 in Hollywood on January 25, 1968, and for Mercury LP in March 1969 (Blues-#117, RHF)

         The 1950s recordings by Willie Mae Thornton for the Peacock and Ace labels made blues history, but while many were terrific—I Smell a Rat (1954) and You Don’t Move Me No More (1955), in particular, deserved to be hits—only her seismic 1952 classic Hound Dog broke through to a national audience. She continued to produce good records for other labels in the early 1960s, but these met the same frustrating fate. “Undoubtedly the greatest female blues singer since the heyday of Memphis Minnie,” writes Robert Santelli, Thornton had been relegated to playing a Santa Cruz, California, boardwalk blues bar when Chris Strachwitz, founder of Arhoolie Records, encountered her.271 272 In 1965, he began recording the nearly forgotten legend, and three years later she came up with this ferocious slow blues performance on an original number, recalling her very best early work. The song had been part of her repertoire for several years, but had not been commercially released until this session.273 Janis Joplin, an ardent Thornton admirer, made it one of her signature pieces at the Monterey Pop festival in June 1967, and a year later on the 1968 Big Brother and the Holding Company album Cheap Thrills that made her a star; that version was already famous by the time Big Mama’s treatment was finally issued.274

         1968 accompaniment: Everett Minor (tenor sax), Nat Dove (piano), Curtis Tillman (bass), and Gus Wright (drums)

         
         
            
            Rocky Top (1968)—Osborne Brothers (written by Felice & Boudleaux Bryant) 

         Decca 32242

         Recorded in Nashville on November 16, 1967; chart debut on February 3, 1968 (#33 on C&W chart) (C&W Alltime-#112)

         Even casual music fans not closely familiar with bluegrass know Rocky Top. Perhaps only Flatt and Scruggs’ Foggy Mountain Breakdown exceeds its renown. Rocky Top is one of the three peaks of the Thunderhead Mountain (part of the Smoky Mountains) in eastern Tennessee along the border with North Carolina. But more importantly for purposes of this song, it’s a state of mind, representing a vision of the relaxed rural good life of which country music traditionalists dream, helping to explain why it was adopted in 1982 as one of Tennessee’s seven official state songs (and has long served as an unofficial fight song for the University of Tennessee Volunteers).

         Bobby Osborne (born December 7, 1931) and Sonny Osborne (born October 29, 1937), both from the mountainous region near Hyden, Tennessee, grew up with their family in Dayton, Ohio. Bobby (guitar) teamed up in 1949 with banjo player Larry Richardson in radio broadcasts from West Virginia, and they became members of the Lonesome Pine Fiddlers. In 1951, Bobby performed for a short time with Jimmy Martin, then with the Stanley Brothers before being called up for military service. Meanwhile, Sonny had become a dazzling banjo player, and shortly after turning fifteen in 1952 recorded the sizzling instrumental Sunny Mountain Chimes. With Bobby back from the service, the brothers began working together. In 1956, the addition of singer-guitarist Harley “Red” Allen made them a potent trio with superb harmonies and musicianship, and the recordings as the Osborne Brothers and Red Allen on MGM created a stir in the bluegrass community. Allen left in 1958; five years later, the Osbornes moved to Decca Records, and in 1966 began hitting the country charts with a frequency that no other bluegrass act besides Flatt and Scruggs could rival. Rocky Top was not the Osbornes’ biggest in chart performance, but its impact was unsurpassed.

         The married songwriting team of Felice and Boudleaux Bryant got their start with the Acuff-Rose publishing firm in 1949, and after early hits recorded by Carl Smith and other artists, they began a spectacularly successful association with the Everly Brothers, providing the Everlys with such classics as Bye Bye Love, Wake Up Little Susie, and All I Have to Do Is Dream. In 1967, the Bryants were working in Gatlinburg, Tennessee, on a collection of ballads for Archie Campbell and Chet Atkins, and as a change of pace they dashed off the vastly faster-tempo Rocky Top in less than 15 minutes. The Osborne Brothers proceeded to make it immortal. Although initially about an old love affair and then the mysterious fate of two revenue agents in search of moonshiners, it’s ultimately an ode to a vanishing way of life.275 Bill Malone notes attributes of the song that made it a classic, including its “high-pitched melody and unusual chord progressions,” and the Osbornes’ distinctive style of harmony: Bobby singing the high tenor lead with Sonny’s baritone and a third voice harmonizing underneath.276 And of course, there is exceptional musicianship here blazing away at a furious tempo: Sonny on banjo, Bobby (mandolin), Hal Rugg (steel guitar), Grady Martin and Ray Edenton (guitars), Hargus Robbins (piano), Lawrence Blackwell (bass), and Jerry Carrigan (drums).

         Its enduring appeal was proved yet again three decades later when the Osbornes’ updated version, Rocky Top ‘96, spent more than 130 weeks on the Billboard Country Single Sales chart into late 2002.

         
            Late February: Although the Viet Cong’s Tet offensive is a military defeat, its ferocity shocks many Americans, leading President Johnson to dispatch another ten thousand troops to Vietnam, sending the message that the war will drag on for years. In April, Johnson announces that he won’t run for another term.

         
            
            Strange Man (1968)—Dorothy Love Coates 

         Okeh 12125

         Recorded in late 1967, released in early 1968 (GOSP-#95)

         Gospel legend Dorothy Love Coates had retired from her group the Original Gospel Harmonettes in 1961 after nearly a decade of exceptional recordings, in order to care for her newborn daughter who had epilepsy and cerebral palsy. After a few years, she returned to occasional writing and recording, above all, the original composition Strange Man. Accompanied mainly by piano (with organ, guitar, and drums subtle in the background), she describes a “strange man,” whose name was unknown to her, teaching forgiveness—in her account the visit occurs in Alabama—and having the “power of God” in his touch, so that her soul “caught on fire.” “I’m so glad he stopped by, saved my life and gone.” It’s a brilliant piece of Biblical storytelling in down-home fashion, intense and powerful. Originally recorded for a small label, it was picked up for wider distribution by the Columbia affiliate Okeh.277 In Craig Werner’s view, not only does Coates rank with Mahalia Jackson, Claude Jeter, and Marion Williams among the greatest of all gospel singers, but she also “belongs alongside Ray Charles, Aretha, bluegrass elder Ralph Stanley, Al Green, and George Jones on the short list of truly brilliant American singers.”278 Dave Marsh (who included it on the Columbia 125th anniversary boxed set) called this “the finest piece of lyric writing on a gospel song,” and a “shattering performance.”279

         
            April 4: Martin Luther King, Jr. is assassinated in Memphis, triggering race riots in many cities.

         
            
            Ain’t No Way (1968)—Aretha Franklin (written by Carolyn Franklin) 

         Atlantic 2486

         Recorded on December 19 and 20, 1967; chart debut on April 6, 1968 (reached #9 on R&B chart, #16 pop)280; from the album Lady Soul (2 weeks at #2 pop, 16 weeks at #1 R&B)281 (DM-#127)

         “Although she never gets credit for it, Carolyn Franklin was perhaps her sister’s greatest collaborator,” writes Dave Marsh. In addition to helping to rework Respect and serving as Aretha’s most frequent background vocalist, Carolyn composed Ain’t No Way and her 1973 hit Angel—“two ethereal, deeply spiritual heartbreak ballads. Aretha sings each of them with rare inspiration and a kind of glorious freedom that she brings only to her finest material.”282 Jon Landau declared this a “triumphal” performance from an album that he called the year’s best, Aretha Now.283 Cissy Houston contributes a swooping vocal obbligato, and the band includes saxophonists King Curtis and Frank Wess. Aretha: “I can’t say enough about the beauty and depth of my sister’s ballads.”284

         
            
            Ain’t Nothing Like the Real Thing (1968)—Marvin Gaye and Tammi Terrell (written by Nickolas Ashford & Valerie Simpson) 

         Tamla 54163

         Chart debut on April 13, 1968 (1 week at #1 on R&B chart; reached #8 pop); #34 in England (DM, AHR)

         The first single recorded by Marvin Gaye and Tammi Terrell following Tammi’s collapse while on stage with him in summer 1967, Ain’t Nothing Like the Real Thing became one of the duo’s best-loved performances. Diagnosed with a brain tumor, Tammi was partially paralyzed for a time, then recovered enough to get around on crutches and return to the studio for this luscious romantic classic written and produced by the husband-wife team of Ashford and Simpson.285 Gaye maintained to the end of his life that he and Terrell were merely close friends, and this seems to have been the case, but the chemistry between the two was powerful, as exemplified here. An infectious melody, compelling tambourine percussion and bass, and those warm Marvin and Tammi harmonies make it unforgettable. After writing (but not producing) the Gaye-Terrell hits Ain’t No Mountain High Enough and Your Precious Love, Ashford and Simpson made this their first Motown production.286 This is, writes Nelson George, “the kind of assured pop songwriting and production” that Berry Gordy had been seeking since he founded Motown. “Terrell’s vocal is magnificent, dominating the record while Marvin glides along, seeming to savor the passion Tammi directs toward him.”

         
            
            No Regrets (1968)—Tom Rush 

         From the Elektra album The Circle Game (chart debut on April 20, 1968)

         Tom Rush was primarily a master interpreter of other writers’ material with a rare gift for discerning talent before anyone else. But in the Rush original No Regrets, he produced one of the classiest accounts of the end of a relationship to be found in pop music. It was the final selection on his classic Circle Game album, which was sequenced to trace a love affair from beginning to end (Rush’s instrumental Newport Sunday was the prelude for the finale). As on all tracks of that remarkable album, the combination of Rush’s gruff, reflective vocal, Jonathan Raskin on classical guitar, Bruce Langhorne on acoustic guitar, and a subdued string arrangement by Paul Harris is impeccable. Jim Irvin calls No Regrets the “supreme break-up song”287; it became a Top Ten British hit for the Walker Brothers in 1976. The song exemplifies what David Hartwell wrote of this album: “Every word has the feeling of inevitability, yet there’s no heaviness: a river flowing.”288 Bill Flanagan cites this as an example of folk and country songs that cut straight to the heart of a situation with concise precision and a stoic “stiff upper lip,” conveying emotion with subtlety289: “No regrets, no tears goodbye / Don’t want you back, we’d only cry again / Say goodbye again. …”

         
         
            
            Mrs. Robinson (1968)—Simon and Garfunkel 

         Columbia 44511

         Recorded on February 2, 1968; chart debut on April 27, 1968 (3 weeks at #1); #1 in Canada, #4 in England290; from the soundtrack of The Graduate, and the album Bookends (7 weeks at #1)291 (AFI-#6, BMI-#7, GHF, AHR, TC, ACC)

         Director Mike Nichols, preparing in 1967 to film the Charles Webb novel The Graduate with screenplay by Buck Henry, needed a soundtrack with songs that would reflect the journey of Benjamin Braddock from an uneasy recent college graduate to a confident young man. He thought the Simon and Garfunkel album Parsely, Sage, Rosemary & Thyme set the perfect tone, and invited Paul Simon to write new songs for the film. Simon and Garfunkel were then starting to record a new album, Bookends, but Simon agreed. As it turned out, Simon was in the midst of a dry spell for new material, Nichols rejected the first two songs he submitted, and the earlier Simon and Garfunkel songs worked so perfectly with the story—especially Sound of Silence and Scarborough Fair—that they formed the backbone of the soundtrack. Only one new Simon song was written for the film, and that was only a tantalizing fragment: Mrs. Robinson.

         Simon wrote the music with the intention of using it only as an instrumental. As Anne Bancroft’s character of the older seductress Mrs. Robinson set Dustin Hoffman’s journey as Ben into motion, Garfunkel suggested that they sing the words “Mrs. Robinson” to the melody.292 Simon hadn’t completed the lyrics as the film was being wrapped, so they sang only a brief preliminary version of the words in the picture. (On the soundtrack, they sing “Stand up tall, Mrs. Robinson / God in heaven smiles on those who pray / Hey hey hey. …”)293 As the film became a smash in early 1968, the soundtrack was released in March, ultimately topping the charts for nine weeks, and both Bookends and the single Mrs. Robinson just over a month later.294 Almost overnight, the already considerable worldwide fame of Simon and Garfunkel took a quantum leap upward. The Grammy winner for Record of the Year, it was subsequently ranked by the American Film Institute as the #6 greatest movie song in its TV special 100 Years … 100 Songs.

         “Where have you gone, Joe DiMaggio, a nation turns its lonely eyes to you. … What’s that you say, Mrs. Robinson, Joltin’ Joe has left and gone away?” The words became emblematic of an era with lost or fallen heroes and a generation searching for meaning. The fact that the song topped the charts in a turbulent summer of political assassinations and deep unrest made it all the more potent. Native New Yorker and baseball fan Simon intended the line as a homage to a hero (he was a fan of Mickey Mantle, but Mick’s name didn’t have the right number of syllables); when the great New York Yankee heard the song, he was initially confused and upset. Fascinatingly, however, after Simon had the opportunity to explain when they met for the first time at a San Francisco restaurant, the two men became friends, as Joe D. understood; a nation that had once worshipped larger-than-life icons now had to find its own way. In 1999, following DiMag’s passing, Simon had the privilege of standing in the legend’s old position, center field, before a packed house at Yankee Stadium to perform Mrs. Robinson solo at a special ceremony in honor of the Yankee Clipper.

         
            
            America (1968)—Simon and Garfunkel (written by Paul Simon) 

         Recorded on February 1, 1968; from the Columbia album Bookends (chart debut on April 27, 1968, 7 weeks at #1); subsequently released as a single from Greatest Hits album (Columbia 45663, chart debut on November 25, 1972, #97 peak)

         Simon and Garfunkel’s fourth album, and first to top the national charts, opened with Paul Simon’s side-long song suite “tracing the journey from birth to death,” as described by Jim Irvin and Colin McLear. Its centerpiece is America, an initially simple tale of a bus journey by Paul and his girlfriend Kathy that grows to take on larger dimensions. The song, they write, “is timeless—a weary, disaffected odyssey—and its pristine production, blank-verse narrative and timely state-of-the-nation reflections, ensure that it sounds as fresh in the 21st century as it did in 1968.”295

         Simon rarely wrote in blank verse, but it provides a perfect means to tell this tale. It was inspired by a cross-country trip that he and Kathy made after returning from England to the United States in late 1965. Simon biographer Patrick Humphries: “Simon’s pithy lyrics and exact ear for conversation lend the song a degree of authenticity few can match. The language of lovers is so perfectly observed.” At the conclusion, “something has gone sourly wrong with himself and his country, and in a vision of suburban Armageddon he imagines the New Jersey turnpike clogged with cars all keen to search for their own vision of an America that has gone wrong, perhaps forever. The turnpike was where Jack Kerouac began his odysseys on the road in the ’50s; it’s a place for beginnings, but also a place where journeys come to their own sad, solitary ends.” In her Simon and Garfunkel biography, Victoria Kingston calls it “a masterpiece of natural dialogue … the intimate and realistic style [comes] across brilliantly within the restrictions of musical phrasing. His desolate cry of despair, escaping while she is asleep, becomes a universal search for peace and self-knowledge,” a search to which Simon would return in his 1973 classic American Tune. “Both literally and symbolically, the streams of cars on the highway are searching for a lost America, all empty and aching without knowing why.”296 Thematically, suggests Stephen Patience, the song “resembles the road songs of Chuck Berry seen through the prism of Jack Kerouac.”297 
            Rolling Stone cited America as “epic” in ranking Bookends among the all-time albums in 2003.

         
            
            Alone Again Or (1968)—Love (written by Bryan MacLean) 

         Elektra 45629 (chart debut on May 4, 1968, reached #123); longer version released as Elektra 45700 (chart debut on September 12, 1970, reached #99); from the album Forever Changes (#81 peak in Cash Box, #154 in Billboard) (ACC-#196, RS, 1001, TM)

         The southern California rock scene was overflowing with talent in the mid-1960s—the Byrds, the Mamas and Papas, the Doors—and a perfect representative of the scene at its most dazzlingly eccentric was Arthur Lee’s group Love. Formed in Los Angeles and fronted by lead singer Lee, it also featured guitarists Bryan MacLean and John Echols and bassist Ken Forssi. The group’s 1966 debut album (featuring My Little Red Book) made the group a regional sensation and stirred national interest. Its second in early 1967, Da Capo, had moments of brilliance and produced the hit 7 and 7 Is. And then came Forever Changes. Hayden Childs calls the album “by turns apocalyptic, hopeful, wistful, gorgeous, prophetic, cryptic. … Forever Changes was The Revolution.”298 Lee was such a dominant presence as both leader and songwriter that he often vetoed songs by other group members on the first two albums, but MacLean got his moment in the sun with the remarkable Alone Again Or. Described by Barney Hoskyns as “a brilliantly disingenuous ode to melancholy,” it had been written for inclusion on Love’s first album, but was not completed until 1967. The melody was inspired by Prokofiev’s Lieutenant Kije Suite, and the track featured David Angel’s seven-piece string section.299 Bruce Botnick had served as an engineer on the Beach Boys’ Pet Sounds, and for the Turtles and Buffalo Springfield when Forever Changes provided his first big opportunity as coproducer (with Lee) at age twenty-two. Having recently worked on Tijuana Brass sessions, he suggested the Mexican horn, Spanish guitar arrangement (with a 5-piece mariachi band) for Alone Again Or, which Eric Olsen and Dawn Darling call “brilliant as well as audacious: the pathos of the song is bolstered to Latin proportions without losing its L.A. rock foundation.”300 MacLean did the original lead vocal, but Lee remixed the track to bring his own harmony vocal to the foreground.301 Tom Moon remarks that while Forever Changes didn’t fare well commercially, “over the years, it has become almost a sacred text. Inside these songs are ideas about guitar soloing that Lee’s friend Jimi Hendrix rode into the stratosphere; hints of the mysticism and transcendence that became the calling card of the Doors; and the seeds of goth, orchestral pop, and other subgenres.”302

         
            
            MacArthur Park (1968)—Richard Harris (written by Jimmy Webb) 

         Dunhill 4134

         Chart debut on May 11, 1968 (#2 peak); #1 (2 weeks) in Australia, #4 in Canada and England303 (AHR, WASH-#29, BBC-#96)304

         It was one of the most wildly extravagant pop singles ever, featuring a lush melody and lyrics that ranged from eloquence to seeming non-sequiturs, performed by a brilliant actor with no training as singer. For its many virtues and defects, MacArthur Park was an utterly unforgettable single.

         Jimmy Webb was on a career roll in 1968, having just won the Grammy for Song of the Year (Up, Up and Away by the 5th Dimension) to go with the series of hits he was writing for Glen Campbell (starting with By the Time I Get to Phoenix). He wrote MacArthur Park for the Association, but when the group’s producer Bones Howe had him perform the song for the group, the members passed on it. By some accounts, singer Johnny Rivers, whose publishing company owned Webb’s songs, called it to the attention of his friend Richard Harris. According to Webb’s account as related to Kent Hartman, Harris met the composer at a Los Angeles social event, invited him to London so they could make a record together, and that was when he flipped for the epic ballad.305 Born October 1, 1930 in Limerick, Ireland, the working-class son of a miller, Harris made his stage debut in 1956, his movie debut two years later, and the 1963 film This Sporting Life catapulted him to international stardom. His robust film performances were complemented by his skills as a raconteur and his legendary nights out on the town with fellow drinker and ladies’ man Richard Burton. Cast as King Arthur in the 1967 screen version of the Lerner and Loewe musical Camelot, Harris was called upon to sing, and enjoyed the experience. Webb’s song provided a new opportunity.

         In London, Webb gave the Irish actor a seven-page lead sheet with the epic-length song (its story set at a public park in Los Angeles), and found him eager for the challenge. They recorded his original vocals at a London studio.306 Legendary Wrecking Crew drummer Hal Blaine recalled in his autobiography that he had befriended Webb, who recruited him for the sessions. Blaine was treated to a London vacation with ten days of nonstop partying with Harris and friends, after which they cut the track at Hollywood’s Sound Recorders studio. Blaine also conducted the string section during the overdub rehearsals. The piece provided a showcase for the keyboard skills of Larry Knetchel, and fellow Wrecking Crew veterans Mike Deasy (guitar) and Joe Osborn (bass).

         Given carte blanche by Dunhill Records, Webb as producer pulled out all the stops on MacArthur Park (he also played harpsichord on the track). Not only did it run 7 minutes and 20 seconds—no other #1 or #2 single before the Beatles’ Hey Jude (clocking in at a “mere” 7:11) a few months later had ever run longer than 6 minutes before 1970—but also its arrangement was exceptionally intricate, with dramatic shifts in tempo, and its orchestral sound nearly Wagnerian in its splendor.307 The songwriter intended it to be the last movement of a full-length cantata, but no one recorded the rest of it.308 Harris tackled Webb’s lyrics with all the fervor of a Shakespearian monologue, providing an intensity that one could find either powerful or ridiculous, depending on your perspective, all building to a huge, soaring climax. Webb professed to be baffled that people found the song’s lyrics (a cake recipe? a pressed pair of pants?) so mysterious. “I see it as a relatively simple love song with some very sad imagery and about things passing away and never being the same again.”309

         
            June 5: Senator Robert F. Kennedy is fatally shot after winning the California presidential primary.

         
            
            Tuesday Afternoon (Forever Afternoon) (1968)—The Moody Blues (written by Justin Hayward) 

         Deram 85028

         Chart debut on July 20, 1968 (reached #24); from the album Days of Future Passed (chart debut on May 4, 1968, #3 peak, 106 total weeks)

         The Moody Blues’ sumptuous day-in-the-life-of-Everyman concept album Days of Future Passed was recognized as a classic soon after its release, but breaking a hit single from the LP initially proved problematic. The group owed money to its label (British Decca), so the company wanted them to record a rock version of Dvorak’s New World Symphony to show off its full-frequency “Dynamic Stereo” technology. The Moodies agreed, but once in the studio decided to instead record an original song cycle; they had been performing the material on stage for some time, including Tuesday Afternoon.310 The stunning Nights In White Satin fell short of the Billboard Hot 100 on its original February 1968 release (only becoming a #2 smash in a 1972 rerelease). But five months later, Tuesday Afternoon—nearly as lush in its sound (accompanied by the London Festival Orchestra as arranged and conducted by Peter Knight), but more pop oriented—achieved Top Forty success. “The trees are drawing me near, I’ve got to find out why / Those gentle voices I hear, explaining all in a sigh. …”

         
         
            
            Save the Country (1968)—Laura Nyro 

         Columbia 44592

         Chart debut on August 3, 1968 (#135 in Record World, 11 weeks); new version on Columbia 45089 released in January 1970 (didn’t chart), from the album New York Tendaberry

         Biographer Michelle Kort describes the allure of Laura Nyro from the perspective of an audience member watching her perform in 1969: “For the next hour, they will be captive to her spell. Some will be puzzled by her unbridled emotionality. … Some will simply worship at Laura Nyro’s secular altar tonight, and for many nights over the next twenty-five years, Some will feel saved by her music. None will forget her.”311 The Bronx-born songwriter-singer-pianist created a stir with her 1967 debut album More Than a New Discovery, which generated hit songs for other artists (Wedding Bell Blues, And When I Die, Stoney End) though not for her. Nyro’s summer-1968 second album Eli and Thirteenth Confession also contained a wealth of great material for others (Eli’s Coming, Stoned Soul Picnic, Sweet Blindness).

         But shortly after Eli was finished came the shock of Robert Kennedy’s assassination on June 5, 1968, just two months after Martin Luther King’s murder. Laura poured her feelings about the event—seeking to transform tragedy into a vision of hope—into Save the Country. Columbia president Clive Davis realized this was a special song, and had producer Bones Howe bring Laura into CBS studios on Sunset Boulevard in Los Angeles only a week after Kennedy had died in the same city. The Fifth Dimension had just released their hit version of Soul Picnic, and at Davis’ suggestion, Howe cut the track in the manner the group might have done it, using the same musicians. “Perhaps because its message of peace, love, and tolerance was so important to Nyro [‘Save the people, save the children … save the country’], she was willing to accept a more mainstream pop arrangement if that would ensure that the song reached a large audience.”312 However, it was actually anything but a conventional arrangement for a pop single. For most of the song, Nyro is singing with only her piano accompaniment, briskly and with steadily increasing urgency. In the final section, the full band kicks in with soulful backing vocals, and the piece takes on a gospel fervor, until frantically driving horns propel the record to conclusion—a final chord hanging suspended in the air. Perhaps its emotions were too raw for most listeners; it did well in Detroit and Los Angeles, but not nationwide. For her third album a year later, she cut a slowed-down version that was also not a hit. But then the Fifth Dimension earned their fifth Nyro-penned hit with a 1970 treatment of Save the Country that was the group’s greatest two and a half minutes on record (also produced by Howe), and at last Laura’s gem reached its audience.

         
            
            Piece of My Heart (1968)—Big Brother and Holding Co. w/ Janis Joplin (written by Bert Berns) 

         Columbia 44626

         Chart debut on August 31, 1968 (reached #12); #3 in Canada; from the album Cheap Thrills (8 weeks at #1) (RHF, GHF, NPR-300, RS, AHR, 1001, ACC)

         Bronx-born songwriter-entrepreneur Bert Berns wrote and produced Piece of My Heart for Erma Franklin (Aretha’s sister) on the label that Berns cofounded as an offshoot of Atlantic, Shout Records; the performance reached #10 on the R&B chart at the end of 1967.313 Texas-born blues rocker Janis Joplin and her group Big Brother and the Holding Company had scored a moderate success with their 1967 debut album; Joplin’s towering performance at the Monterey Pop Festival made clear that she was a star in the making.314 The band’s second album Cheap Thrills—with her thrilling rendition of Piece of My Heart—made that potential a reality.315 Erma’s original version “had a delicacy and a sense of mystery that was just beyond us,” confessed Big Brother guitarist Sam Andrew. “But what Big Brother did have,” declared Rolling Stone, “was a raw, fearless singer named Janis Joplin.”316 Joe Minihane observes that Joplin took the smooth-soul original and “twisted it into four minutes of guttural pain and screaming guitars.”317 Thomas Ryan called this “one of the most hair-raising vocal performances in rock & roll.”318

         
            
            Say It Loud—I’m Black and I’m Proud (1968)—James Brown (written by James Brown & Alfred “Pee Wee” Ellis) 

         King 6187

         Chart debut on September 7, 1968 (6 weeks at #1 on R&B chart, #10 pop)319 (RHF, RS-#312, 1001, ACC)

         Although it’s perhaps more a sloganeering chant than a song, Say It Loud—I’m Black and I’m Proud struck a powerful chord in the year of the King assassination, urban street riots, and national concern over the deepening racial chasm in the United States. The song was an instrumental vamp that James Brown and his band had been playing in live shows for some time (partly credited to woodwind player-arranger Pee Wee Ellis), and while on tour flying from Canada to Seattle he wrote words for it. The recording was made shortly after Brown returned from a trip to the former French colony of the Ivory Coast in West Africa, to attend celebrations for the eighth anniversary of the state’s independence, an experience that (Peter Doggett suggests) may have “heightened his awareness of his black heritage.”320 321 Clyde Stubblefield on drums is perhaps the star of the record; Brown recruited a bunch of L.A. kids—friends and relatives with their children, even inviting kids off the street and from a nearby Denny’s, mostly white and Asian-American—to yell “I’m black and I’m proud!” every time Brown sang “Say it loud.”

         “The small horn section almost competes with the bass line with melodic patterns that move between percussive, unison lines and chordal passages,” writes Guthrie P. Ramsey, Jr. “The guitarist adds yet another ‘competing’ pattern to the groove, which (like the horns) alternates between single lines and chordal punches but which fills in a different part of the rhythmic timeline. All parts of the instrumental tableau fit together like the pieces of a puzzle, and each supplies sonic variety within the mix.”322

         Brown’s arranger Fred Wesley recalled what happened in Houston barely two weeks after the record’s release: “To my amazement when James hit the stage and yelled out, ‘Say it loud,’ there must have been 15,000 people who answered back, ‘I’m black and I’m proud.’ This record was very special. The message echoed the feelings of black people at that time. With the new civil rights bill and the new voting rights amendment now firmly in place, black people were ready for a theme song that inspired and inflamed that newfound spirit of pride and freedom.” Doggett calls it “his toughest funk side to that date, a record that provided militant black America with its national anthem.”323 In his autobiography, Brown remarked: “The song is obsolete now … but it was needed … it was necessary to teach pride then, and I think the song did a lot of good for a lot of people.”324 
            Say It Loud was called the #3 greatest protest song by Mojo magazine in 2004.

         
            
            Revolution (1968)—The Beatles (written by John Lennon) 

         Apple 2276

         Recorded at multiple sessions from May 31 to July 10, 1968; chart debut on September 14, 1968 (#12 peak in Billboard, #2 in Record World); colisted with Hey Jude in Australia as #1 (13 weeks), #1 in Canada325 (AHR, ACC-#369, DM)

         The most overtly political song ever recorded by the Beatles, Revolution hit pop culture with maximum impact as the flip side of the group’s biggest single ever, Hey Jude. A year that had begun with assassinations of beloved heroes and featured a near-revolution in France and police rioting at the Democratic National Convention was entering the final weeks of a deeply depressing U.S. presidential campaign offering a choice between a liar (Nixon), a decent but compromised vice president (Hubert Humphrey), and a racist (George Wallace). The words of John Lennon—put your faith in people, not systems—came as a bracing statement of welcome conviction.

         Lennon wrote the song while he was in India in early 1968, determined to make a statement about the Vietnam war, revolution, and his loathing for violence. The group recorded at least three versions of the song, one of them running 10 minutes long; Lennon wanted to release the slow version as the single (it wound up on The White Album), but finally agreed to issue the hard-rocking fast version. “For years, on the Beatle tours, [manager Brian] Epstein had stopped us from saying anything about Vietnam or the war,” Lennon recalled in his 1980 Playboy interview. “And he wouldn’t allow questions about it. But on one tour, I said, ‘I am going to answer about the war. We can’t ignore it.’ I absolutely wanted the Beatles to say something.” The lyrics, he said proudly, “stand today. It’s still my feeling about politics. I want to see the plan. That is what I used to say to Abbie Hoffman and Jerry Rubin. Count me out if it is for violence. Don’t expect me to be on the barricades unless it is with flowers.”326 327

         
            “It is a plea for change, but it demands thought and caution before destroying what is familiar,” remarks Thomas Ryan. “The harsh, distorted toughness of the sound makes his statement that much more impassioned and provocative.”328 Dave Marsh praises “its ferocious fuzztone rock and roll attack. … Lennon self-righteous could be a wonder to behold.”329

         
            
            Voodoo Child (Slight Return) (1968)—Jimi Hendrix Experience 

         From the Reprise album Electric Ladyland (chart debut on October 19, 1968, 2 weeks at #1); song reached #1 (1 week) in England (late 1970)330 (RHF, RS-#102, ACC-#222, Blues-#288, 1001, DM, DMDB; GHF-album)
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               Figure 7.6Jimi Hendrix. Photofest.
            

         

         
            Voodoo Child, one of Jimi Hendrix’ most celebrated guitar workouts, came out of a jam session at the Scene club in New York City in early May 1968. As detailed by biographer Charles Cross, when the club closed, “Jimi’s full entourage moved to the Record Plant.” He invited about twenty people into the studio, and (declared bassist Jack Casady) “most of them didn’t belong there.” Starting at around 7:30 A.M., Hendrix began recording with Casady, drummer Mitch Mitchell, and Traffic’s Steve Winwood on Hammond organ. (The band’s usual producer, Chas Chandler, had left in frustration at the change from the tight, disciplined approach of the first two Experience albums to the new “laid-back, jam-heavy” vibe that Jimi now favored.) The quartet ran through three takes; the issued take ran all of 15 minutes.331 It’s a bit much, but the playing is spectacular. The lyrics dip into the mythology surrounding voodoo, utilized here to invoke sensual and supernatural power: “My arrows are made of desire / From as far away as Jupiter’s sulfur mines. …” After promising to chop down a mountain with his hand, he declares: “If I don’t meet you no more in this world / Then I’ll meet you in the next one.” Harry Shapiro and Caesar Glebbeek call it “one of the finest interpretations of the Delta blues in modern times”.332

         Dave Marsh suggests that among all his influences, Hendrix “harked back specifically to the country bluesman, in his diction and phrasing, in his lyrics [notably in this song], and most of all in his eccentric and elastic sense of time, which pays so little attention to anything but itself that it can hardly be the product of anything but the absorption of solo voice and guitar. (Is Hendrix’s time that much different from, say, Charley Patton or Robert Pete Williams?)” He sees Voodoo Child as a “grand blues … nothing less than a creation myth meant to encompass the entire universe his inner heart desired the world to see.”333

         
            
            Madame George (1968)—Van Morrison 

         From the Warner album Astral Weeks (released in November 1968, uncharted) (RHF, TC, ACC; GHF-album)

         When Van Morrison left Bang Records for Warner Brothers, his first objective was to set aside the pop stardom he’d achieved through Brown Eyed Girl to explore more personal realms. With Lewis Merenstein as producer, Van assembled a band more suited to his new jazz-tinged compositions than to rock, including string bassist Richard Davis (a Miles Davis veteran), John Payne (flute and sax), and percussionists Connie Kay (of Modern Jazz Quartet fame) and Warren Smith (doubling on vibraphone).334 When they assembled in the Century Sound studio in New York, there were no rehearsals; Morrison briefly ran through the songs, then the musicians set out to navigate their way. Biographer Brian Hinton: “Astral Weeks had a sound all of its own,” akin to the “drifting melancholia” of British folkster Nick Drake. As the singer explained to Ritchie Yorke (for the 1975 book Into the Music), the album “was a whole concept from beginning to end,” and he originally saw it as a kind of opera, comprising “multiple visual sketches.” According to Morrison, Madame George was a combination of “about six or seven different people.”335 “The song is basically about a spiritual feeling.” He’d cut two preliminary versions for Bang (later released on separate albums in 1970 and 1974), which he felt were “sabotaged,” along with Beside You; he redid the songs on Astral Weeks “just to show how they really should be done.”336 It’s a haunting, rather mysterious narrative, called “soothing and scintillating all at once” by Yorke, with a textured string arrangement by Larry Fallon, concluding with what Hinton declares “perhaps the most beautiful coda in the whole of rock music.”337 Van told Jon Wilde: “Madame George is pure fiction. It’s like a movie, a sketch, or a short story. … Years later, you might realize that such-and-such a line was inspired by something specific. At the time, you don’t even know that, because you’re picking a lot of it up subconsciously.”338 Although the album sold minimally at first, it eventually assumed legendary stature.339 “Say goodbye to Madame George. …”

         
            
            Samba with Some Barbecue (1968)—Paul Desmond 

         Recorded on November 20, 1968 for the A&M album Summertime (later reissued on CTI)

         After a decade and a half in which it was one of the dominant forces in jazz, the Dave Brubeck Quartet broke up in 1967. Paul Desmond, the brilliant alto saxophonist who was the melodic focal point of the quartet and a symbol of the West Coast “cool jazz” movement, had done some marvelous recordings on his own apart from Brubeck (most notably the 1959 album East of the Sun), but after the breakup was initially inclined to take an extended break from music. However, he was lured back to the studio by producer Creed Taylor, who assembled a remarkable band of young modernists to accompany Desmond on the album Summertime. Its opening track, Samba with Some Barbecue, is an absolutely irresistible takeoff on the Louis Armstrong classic Struttin’ with Some Barbecue (immortalized by Satch’s Hot 5 in 1928), but reworked with a Brazilian samba approach. Gary Giddins pointed out that the Armstrong piece’s melody “is built on a major seventh in a way that prefigures” the 1958 Brazilian classic Samba de Orpheus by Luiz Bonfa (heard on the soundtrack of Black Orpheus).340 Indeed, the opening bars of both songs are so similar that one imagines that Bonfa may have been at least subconsciously influenced by the earlier number. Desmond and ensemble make the most of this connection in a gorgeous performance that bears the distinctive marks of both producer Taylor (who had previously gained fame for his work on the Verve label, including the classic 1964 album by Stan Getz with Joao & Astrud Gilberto that featured Girl from Ipanema, and later for many years on CTI) and engineer Rudy Van Gelder (the album was produced at Van Gelder’s New Jersey studios).

         And what an ensemble: pianist Herbie Hancock’s two-chorus solo made such an impression on jazz guitarist Steve Khan that he later transcribed it. Joe Beck’s work on nylon-string guitar adds a special shimmer; the percussion is handled by Ron Carter (bass) and Leo Morris (drums); and the horn section features trombonists Kai Winding, J. J. Johnson, and Urbie Green. Soaring above it all is Desmond, whose comfort with Brazilian music had previously been demonstrated on the 1966 Astrud Gilberto album Beach Samba (also produced by Taylor), and his own 1965 LP Bossa Antigua. This performance was included in 1998 on the two-disk Motor Music compilation “A Trip to Brazil: 40 Years of Bossa Nova.”

         
            
            Everyday People (1968)—Sly and the Family Stone (written by Sly Stone) 

         Epic 10407

         Chart debut on November 30, 1968 (4 weeks at #1 on pop chart; 2 weeks at #1 R&B); #4 in Canada, #36 in England341 (DM-#16, NPR-300, R&B-#124, RS-#146, AHR, TC, ACC)

         “In the manner of the very greatest rock ‘n roll, Sly and the Family Stone made music no one had ever heard before,” declares Greil Marcus. “In moments you could catch echoes of Sam Cooke, the Beatles, a lot of jazz, and even a little surf music. … The band dismissed the simple, direct sound of the black music of its day, from Stax to James Brown, but took advantage of its rhythmic inventions.” The whole “was something other than its parts, perhaps what came across was not simply a new musical style, though there was that, but a shared attitude, a point of view: not just a brand-new talk, but a brand-new walk of young men and women on the move.”342
            Sylvester “Sly Stone” Stewart and his group hit big with the Top Ten smash Dance to the Music. Two singles later came their biggest seller of all and one of the ultimate pleas to accept people of all races and persuasions, Everyday People.

         The record’s “fusion of rock and soul elements reflects an integrated symmetry that’s still breathtaking,” writes Dave Marsh, ranking it #16 in The Heart of Rock & Soul. “Everyday People proposes something even more radical than ‘different strokes for different folks’ (a phrase it placed in the permanent American vernacular). The song argues that the healing power of music even encompasses curing rifts among races and classes. That was a corny/naive idea even in 1968, yet the record remains convincing because it so delightedly practices everything it preaches. You could spend a lifetime fathoming what gives Sly the courage to declare (at a time when the unity of the civil rights movement was disintegrating into a dagger’s length truce), ‘We got to live together! I am everyday people. …’”343

         
            
            Son of a Preacher Man (1968)—Dusty Springfield (written by John Hurley & Ronnie Wilkins) 

         Atlantic 2580

         Chart debut on November 30, 1968 (reached #10 on pop chart); #9 in England; from the album Dusty In Memphis
            344 (GHF, ACC-#198, RS-#242)

         From folk to girl-group pop to anguished balladry to blue-eyed soul, Dusty Springfield proved herself a master of all styles during her heyday on the pop charts. Born Mary O’Brien on April 16, 1939 in London, Dusty got her start as one-third of the British folk group the Springfields, which hit the U.S. Top Twenty in 1962 with Silver Threads and Golden Needles. After going solo and landing hits with the perky 1964 pop tunes I Only Want to Be with You and Wishin’ and Hopin’, she demonstrated her versatility with the lush You Don’t Have to Say You Love Me and the stylish The Look of Love. Having already proven herself a very capable interpreter of R&B material, Dusty plunged in headlong with the classic album Dusty In Memphis, designed to bring Springfield into American Recording Studios in Memphis with producer Jerry Wexler. It was an arduous process; Springfield took months to agree on the songs, forcing scheduled sessions at Muscle Shoals, Alabama, to be cancelled. When she finally came to Memphis, paralyzed with nerves, she left without recording anything. But the instrumental tracks cut by the mighty American studio band including Bobby Emmons and Bobby Wood (keyboards), Reggie Young (guitar), Tommy Cogbill (bass), and Gene Chrisman (drums)—were tremendous. And when she cut her vocals at Atlantic’s New York studio with producers Tom Dowd, Arif Mardin (string arrangements), and Wexler, Dusty rose to the occasion.

         
            Son of a Preacher Man had originally been designed (by little-known Nashville writers John Hurley and Ronnie Wilkins) for Aretha Franklin, but she turned it down; the sultry tale of a woman being deflowered by the title character was understandably uncomfortable for the daughter of a nationally known preacher who had various female friendships. The instrumental arrangement is pure Southern-fried funk, and Springfield gave it such a passionate performance that Aretha later changed her mind and recorded it. “Dusty is the incarnation of white soul, if there is such a thing,” declared Wexler.345 
            Rolling Stone: “On this gospel-tinged jewel, her deep, heated voice captured the carnal fire of the South.”346

         
            
            Games People Play (1969)—Joe South 

         Capitol 2248

         Chart debut on January 11, 1969 (#8 in Record World, #12 Billboard); #2 in Canada, #6 in England347 (DM)

         In the midst of the singer-songwriter era, one of the artists who embodied its finest qualities was Joe South. Born Joe Souter on February 28, 1940 in Atlanta, he mastered guitar at an early age, began performing on local radio, joined the band of country pedal steel guitarist Pete Drake, and scraped the charts with a couple of singles (1958–1961). South came to prominence as a songwriter (Billy Joe Royal’s Down In the Boondocks and I Knew You When in 1965, Deep Purple’s Hush in 1968), producer (supervising both of the Royal hits), and a session musician, shuttling between Nashville and Muscle Shoals for numerous mid-1960s dates. Having developed a trademark sound on his specially rewired Gretsch “Country Gentleman” guitar, he appeared on Simon and Garfunkel’s Sounds of Silence album, played guitar and bass on Bob Dylan’s Blonde on Blonde, and contributed an instant-classic overdubbed guitar part for Aretha Franklin’s Chain of Fools.348 Then he blossomed as a performer with his original gem Games People Play. It’s a gritty fusion of folk, country, and blue-eyed soul, a passionate attack on hypocrisy and corrupted social values: “You’re giving up your sanity, for your pride and your vanity / Turn your back on humanity, and you don’t give a. …” Winner of the Grammy for Song of the Year, it led to the similarly powerful hit Walk a Mile in My Shoes (1970). At the peak of his career when Lynn Anderson took his song 
            Rose Garden to worldwide success, South soon stepped away from the music business, but the key demand of this song—that listeners look closely at “what’s happening to you and me”—still resonates.

         
            January 12, 1969: Joe Namath and the New York Jets shock the Baltimore Colts in the third Super Bowl.

         
            
            Crossroads (1969)—Cream 

         Atco 6646

         Chart debut on January 25, 1969 (reached #28)349; from the album Wheels of Fire (chart debut on July 13, 1968, 4 weeks at #1) (RHF, RS, Blues-#257)

         No British rocker of the 1960s had a deeper love of the blues than Eric Clapton, and this passion was demonstrated in Cream’s debut album Fresh Cream on which the trio did Skip James’ I’m So Glad and Muddy Waters’ Rollin’ and Tumblin’. He revered Robert Johnson among all bluesmen, so it was a particular pleasure when Cream’s electrified but spiritually faithful rendition of Johnson’s Crossroads, with lead vocal by Clapton, became a Top Thirty hit from its third album in a sharply edited version of the lengthy album performance. The Mississippi-born blues master had recorded the original Cross Road Blues on November 27, 1936. “Cream approached blues-based rock with a jazz aesthetic, using the song as a framework to begin and end a performance,” remarks Rob Bowman. “The strength of the performance is in the improvisation.”350 Timothy White writes that the band’s full-length rendition “was supernatural in its virtuosity.”351 “I went down to the crossroads, fell down on my knees. …”

         
            
            God Bless the Child (1969)—Blood, Sweat & Tears 

         From the Columbia album Blood, Sweat & Tears

         (chart debut on February 1, 1969, 7 weeks at #1) (Jazz-#339)

         Massively popular and influential for a short time, Blood, Sweat & Tears tends to get brushed aside by latter-day critics for its attempt to fuse a rock rhythm section and soulful vocals with a big, jazzy horn section. But the fact is that on its first three albums, B, S & T made some terrific and highly imaginative music that stands on its own merits regardless of one’s feelings about the concept of fusion. Best of all was its bold new arrangement that introduced Billie Holiday’s classic God Bless the Child to a new generation.

         Formed in 1967 out of the ashes of the group Blues Project by keyboardist-singer Al Kooper and guitarist Steve Katz, Blood, Sweat & Tears made a splash with its 1968 debut album Child Is Father to the Man dominated by Kooper’s bluesy originals. When Kooper left, the band was reorganized as a nine-piece outfit led by Canadian-born blue-eyed-soulful lead singer David Clayton-Thomas. With three consecutive #2 hit singles (You’ve Made Me So Very Happy, Spinning Wheel, & And When I Die), the first album with the new lineup was a stunning smash (winning Album of the Year honors at the Grammies over the Beatles’ Abbey Road), and its musical virtues went beyond the singles.

         Its arrangement of God Bless the Child, the 1941 original that became one of Billie Holiday’s ultimate signature songs, opens up the piece for splendid saxophone and trumpet solos and a first-rate vocal by Clayton-Thomas that shows a genuine feeling for the song’s deeply bluesy qualities. Ted Gioia’s History of Jazz, citing the B, S & T performance as one of 270 all-time recommended tracks, praises the band’s performance for being “as creative as any of the efforts coming from the jazz side of the fence during fusion’s heyday.”352 353

         (Lew Soloff & Chuck Winfield, both on trumpet/flugelhorn; Fred Lipsius, alto sax354; Jerry Hyman, trombone; Steve Katz, guitar; Dick Halligan, keyboards; Jim Fielder, bass; and Bobby Colomby, drums)

         
            
            Someday Soon (1969)—Judy Collins (written by Ian Tyson) 

         Elektra 45649

         Chart debut on February 1, 1969 (reached #39 in Record World, #55 Billboard); from the album Who Knows Where the Time Goes (#29 peak)

         Ian Tyson wrote Someday Soon inspired by his brief experience on the Canadian rodeo circuit, and Ian and Sylvia included the song on their 1964 album Northern Journey. Judy Collins made the yearning folk ballad (with Buddy Emmons on pedal steel guitar providing an appealing country flavoring) one of her best-loved fan favorites.355 She was introduced to the number by Stephen Stills at the outset of their romantic relationship that she described affectionately as “volatile” in her autobiography.356 “The song was perfect for me, a Colorado girl at heart, and as soon as he mentioned the title, Ian and Sylvia’s gorgeous creation came spilling out of me.”357 Produced by David Anderle, the entire album was recorded live, which was a change of pace for Collins. Elektra president Jac Holzman recalled in his memoir that Judy was initially unhappy with the album, and it was only later, relistening to it while preparing her best of collection Colours of the Day (with Someday Soon as leadoff track), that she realized how good it was. “He loves his damned old rodeo as much as he loves me / Someday soon, goin’ with him, someday soon. …”

         
            
            Brother Love’s Traveling Salvation Show (1969)—Neil Diamond 

         Uni 55109

         Chart debut on February 22, 1969 (reached #12 in Record World, #13 Cash Box, #22 Billboard)

         Chips Moman’s American Studios in Memphis was the setting for some of pop music’s most celebrated records of the late 1960s, and during January 1969 was playing host to Elvis Presley for marathon sessions that produced In the Ghetto and Suspicious Minds among other hits. (From January 1968 to January 1971, 26 gold singles and 11 gold LPs were recorded there.) At virtually the same time, Neil Diamond and producer Tom Catalano arrived to record some of the artist’s strongest material to date, including Brother Love’s Traveling Salvation Show. Inspired by Diamond’s visit to a rural revival show, the song has a documentary-like narrative flow, and sweeps up the listener in the unleashed passion of the event. Moman’s mighty house band—including bassist/coproducer Tommy Cogbill, bassist Mike Leech, guitarist Reggie Young, keyboardists Bobby Wood and Bobby Emmons, and drummer Gene Chrisman—combines with a gospel-style choir and Diamond’s intense performance to create a thrilling record. The artist told Michael Ochs that he’d regarded himself mainly as a writer who also performed, until Brother Love, “because that song finally gave me a piece that I could do excitingly on stage.”358

         In his chronicle of American Studios, Roben Jones describes this record as “a Southern genre painting” that captures Moman and Cogbill “at the peak of their form as aural impressionists.” Diamond’s composition inspired Cogbill to build the piece to a finish “more euphoric than most of Tommy’s spiritual litanies, offering the promise of salvation and joy as one and the same thing.” For his part, Moman “infuses the song with all the remembered atmosphere of his Georgia childhood.”359

         
            
            Hungry Eyes (1969)—Merle Haggard and the Strangers 

         Capitol 2383

         Chart debut on February 22, 1969 (1 week at #1 on C&W chart) (HBN-#59, C&W-#139, DM)

         Having fully emerged as a great country songwriter with his 1968 classic Mama Tried, Merle Haggard continued to deepen as an artist with original songs inspired by his experiences the following year with Hungry Eyes. It’s grounded in what his parents went through escaping the Oklahoma Dust Bowl and traveling to California in search of a better life in 1935, two years before Merle was born. The family became one of a vast number of squatters in Kern County tent cities, and the youngster would never forget it.

         Although Haggard took some artistic licenses with the song (the Haggards did not live in a labor camp), on an emotional level every detail rings true. Accompanied only by an acoustic guitar, he envisions the scene: “A canvas-covered cabin in a crowded labor camp stands out in this memory I revive / ‘Cause my daddy raised a family there with two hard-working hands / And tried to feed my mama’s hungry eyes.” He told Alice Foster: “I had the title of Hungry Eyes for two years before I wrote the song.”360 Bill Friskics-Warren declares that Haggard’s account “transcends mere reportage … [the record] is as monumental—and artful—as the Dust Bowl photos Dorothy Lange took for the Farm Security Administration during the Depression. In Hungry Eyes, Merle gets inside the hardscrabble life his parents knew, a life plagued not just by a soul-sucking grind, but by the knowing certainty that there would always be another class of people around to remind them of their wretched estate.”361 362

         
            
            Only the Strong Survive (1969)—Jerry Butler (written by Kenny Gamble, Leon Huff, & Jerry Butler) 

         Mercury 72898

         Chart debut on March 1, 1969 (#1 for 2 weeks on R&B chart; #4 pop) (DM-#89)

         After a long series of hits on Vee Jay Records first with the Impressions and then on his own, Jerry Butler left the now-bankrupt company to sign with another Chicago label, Mercury, in 1966. Philadelphia songwriters Kenny Gamble and Leon Huff met Butler when the singer performed at a Philly club, and the three men collaborated on writing a pair of songs for his second Mercury album, Mr. Dream Merchant. For his next album, The Ice Man Cometh, Gamble and Huff also served as producers, with Thom Bell as arranger. A song that none of the participants had envisioned as a potential single turned out to be the defining hit of Butler’s career, Only the Strong Survive.

         The title came from a phrase that Butler had heard in conversation, and he suggested it as the basis for a song, which he worked out together with Gamble and Huff. It was recorded in a single take at Sigma Sound studio in Philadelphia; this song and one other were wrapped up in 20 minutes. Gamble always favored a strong rhythm section, and he used two percussionists, two keyboard players, and three guitarists here. “The song opens compellingly, with Earl Young’s thumping bass drum, Roland Chambers’ cloying guitar work, Vince Montana’s ringing chimes, a crescendo of strings, and finally a female chorus,” describes John A. Jackson in his history of Philadelphia soul music A House on Fire. “All of this before Butler even begins to sing his sad tale about the demise of his first romance—and about his mother’s advice that ‘only the strong survive.’ It is a full minute before the Thom Bell/Bobby Martin-arranged song gallops into its uplifting chorus. The delicate interplay of strings, vibes and guitar during the song’s instrumental bridge flaunts Sigma Sound’s cutting-edge capability and [engineer] Joe Tasia’s penchant for spacey, elegant sound.”363

         
            Only the Strong Survive would come to symbolize black pride and self-reliance, delivered through Butler’s sturdy, authoritative baritone. Dave Marsh cites the artful and very influential “blues-based rhythm section working against pop strings and choruses, the tidal groove pulling the focus from one element to another.”364 Brian Ward remarks that this was one of a handful of period songs that “abandoned the communalism of gospel texts in favor of the intense, stoic individualism of the blues tradition. Instead of romanticizing soul brotherhood, these songs stressed the self-reliance and ruthlessness often required to survive in an urban environment which was increasingly depicted as a vicious, exploitative jungle.”365

         
            
            You’ve Made Me So Very Happy (1969)—Blood, Sweat & Tears (written by Berry Gordy, Jr., Patrice Holloway, Frank Wilson, & Brenda Holloway) 

         Columbia 44776

         Chart debut on March 1, 1969 (3 weeks at #2); #1 (2 weeks) in Canada, #35 in England; from the album Blood, Sweat & Tears (7 weeks at #1) (GHF-album)

         
            You’ve Made Me So Very Happy had been a thoroughly engaging soul ballad as recorded by Brenda Holloway for Motown’s Tamla imprint in early 1967, reaching #39 on the pop chart. Holloway, born June 21, 1946 in Atascadero, California, hit #13 on the pop chart in 1964 with Every Little Bit Hurts, and #25 a year later with the Smokey Robinson-written-and-produced When I’m Gone. Al Kooper, who had cofounded Blood, Sweat & Tears but left the group after its debut album, loved You’ve Made Me So Very Happy and rearranged it with Fred Lipsius. As soulfully performed by the group’s new lead singer David Clayton-Thomas, it became the leadoff single from the second B, S & T album, and as it soared to #2 the album became a sensation, selling 3.8 million copies.366 “I’m so glad you came into my life. …”

         
            
            Aquarius—Let the Sunshine In (The Flesh Failures) (1969)—The Fifth Dimension (music by Galt MacDermot, lyrics by James Rado & Gerome Ragni) 

         Soul City 772

         Chart debut on March 8, 1969 (6 weeks at #1 pop, #6 R&B); #1 (2 weeks) in Canada, #3 in Germany, and #11 in the United Kingdom367 (GHF, AFI-#33, R&B-#204)368

         “Hair,” the show that scandalized Broadway with its nudity and celebration of the youth counterculture, stunned the musical old guard when it became one of the most phenomenal hits of the era, running for 1,742 performances following its opening on April 29, 1968. Appropriately as one of the first major New York musicals to use a rock and roll score, it was also a sensation on the pop charts, and the Fifth Dimension’s medley of Aquarius and Let the Sunshine In proved the biggest of all. The quintet of Marilyn McCoo, Billy Davis, Jr., Florence LaRue, Lamont McLemore, and Ron Townson was formed as the Versatiles in Los Angeles in 1965; McCoo and McLemore had been in the Hi-Fi’s, while Davis and Townson had been with groups in St. Louis. They changed their name to the Fifth Dimension at the suggestion of Johnny Rivers when he signed them to his Soul City label. Up, Up and Away was a 1967 sensation as a Top Ten smash and Grammy-winning Record of the Year. While their sound was velvety smooth, there was enough soul in the mix to keep things interesting.

         Actors Gerome Ragni and James Rado had written the complete book and lyrics to their proposed show when they recruited composer Galt MacDermot, who wrote the score in just three weeks in order to make a deadline for the musical to open at the New York Shakespeare Festival Public Theater in October 1967. More songs were composed by the time the show reached Broadway. The Fifth Dimension was appearing in New York in late 1969 when Billy Davis, Jr. left his wallet in a cab; the next passenger found it and called him. The man turned out to be one of the producers of “Hair.” A grateful Davis invited him to see the group’s show, and in return the producer invited the quintet to see “Hair.” They were so dazzled by Ronnie Dyson’s performance of the opening number, Aquarius, that they agreed they had to record it. However, producer Bones Howe back in California pointed out that it was only “half a song,” and needed something more. When Howe went to New York to see the musical, he decided the last three bars of The Flesh Failures (Let the Sunshine In), which served as an audience singalong, would be perfect. Howe suggested that they combine the songs, with a gospel-style rideout. Legendary drummer Hal Blaine provided the transition with a couple of bars of eighth notes and tom-toms, and the gospel-trained Davis led the way on the rousing Let the Sunshine In final segment.369 The original cast album of “Hair” was still climbing the charts en route to its long run at #1 when the medley was issued, the first songs from the show to hit it big. Its massive success led to a tidal wave of pop hits from the score, including Good Morning Starshine (Oliver), Easy to Be Hard (Three Dog Night), and the title song (the Cowsills). “This is the dawning of the age of Aquarius. …”

         
            
            Galveston (1969)—Glen Campbell (written by Jimmy Webb) 

         Capitol 2428

         Chart debut on March 15, 1969 (#1 for 3 weeks C&W, #4 pop in Billboard, #3 in Record World); #2 in Canada, #14 in England (HBN-#56, C&W-#143)

         This superb Jimmy Webb story song about a frightened young man from Galveston, Texas, who’s been sent into war was first recorded by (of all people) Don Ho, who suggested that Campbell record it. Ho had done it as a straight ballad, but Campbell took a more narrative approach. “I just wanted to tell that story, because Jimmy wrote it about the Spanish-American War,” Campbell told Goldmine. Webb was reading a book about that conflict (the lyrical reference to “cannons” is clearly rooted in the 1890s) and wrote part of the song on the beach at Galveston. “But all I saw was Vietnam and what was going on over there. I just wanted to make that a real statement.” Campbell said his twangy low-end guitar solo on the record was a homage to Duane Eddy. David Cantwell notes that the song “focuses on the individual costs of war, so unlike [other antiwar anthems], its politics emerge only between the lines.”370

         
            
            My Way (1969)—Frank Sinatra (written by Gillis Thibault, Jacques Ravaux, & Claude Francois, English lyrics by Paul Anka) 

         Reprise 0817

         Chart debut on March 29, 1969 (reached #27); #5 in England,371 #18 in Canada (BBC-#7, Trad-#62, UK-#73, RIA-#144, GHF, WASH-#51, 1001, TC)

         “We’re about to sing the national anthem, but you needn’t rise.” That’s the ironic way Frank Sinatra would introduce My Way for his 1974 “Main Event” concert, underlining the extent to which the song had become symbolic of the man’s life and career. It began as a French song, Comme d’Habitude (As Usual), introduced on record by one of its cowriters, Claude Francois. Two years later, pop crooner Paul Anka (having heard the tune on the radio while on holiday in France) wrote English lyrics that were specifically designed with Sinatra in mind,372 and producer Don Costa presented it to the singer.

         The piece was recorded a few days after Christmas 1968 with a forty-piece orchestra, and completed in two complete takes encompassing about a half-hour. (The issued record is a composite of the two takes.) Bud Brisbois is featured on lead trumpet, with Sinatra’s longtime trombonist Milt Bernhart on hand; with his regular pianist Bill Miller in the hospital at the time, Lou Levy is on keyboards. Henry Pleasants notes that the song comes across to the listener, and perhaps the singer, “as pure autobiography. It’s all there: the independent spirit, the high aspirations, the self-assured disasters, the coups and the goofs, the ups and downs, the defiance, the toughness, the arrogance, and the breezy assumption that ‘my way’ was somehow, inevitably, an admirable way.”373

         Sinatra biographer Will Fiedwald is no fan of the song’s musical content, noting its five nearly identical stanzas. “Yet the way he transforms this unpromising source material takes him beyond alchemy and into the realm of sheer magic. … Sinatra pumps it up with the grandeur of an operatic aria, a five-minute exercise in self-indulgence that starts quietly, even intimately, and ends enormously.”

         
            Particularly as time went on, fans responded to My Way as a “cathartic” experience, notes Friedwald. “When he sings of the dejection and failure which led to his transforming tragedy into triumph, we not only feel it with him but we give vent to our own inner longings to redirect rejection into redemption. Sinatra is a mythological figure who faces impossible odds and is very nearly beaten, yet undergoes a heroic transmutation and is born anew. Here is, living proof that a nobody from nowhere can not only become a crucial figure in American culture but do it twice.”374

         
            
            Stand! (1969)—Sly and the Family Stone 

         Epic 10450

         Chart debut on April 12, 1969 (reached #22 pop, #14 R&B); from the album “Stand!” (chart debut on April 26, 1969, #13 peak, 102 weeks) (RS-#244, DM, TM)

         The title song of Sly and the Family Stone’s third album—and its first million-seller—Stand! is a statement of commitment to the ideals of the civil rights movement. In another year, Sly would lose the idealism that fuels this performance, but it burns brightly here. The killer line is the final one: “Don’t you know that you are free / Well at least in your mind, if you want to be.” It’s also musically exciting; concerned that it lacked the rhythmic punch of earlier hits like Dance to the Music, Sly returned to the studio with session musicians (since the Family wasn’t available) to add the funky coda. Dave Marsh has argued that “it was with Sly Stone that a black political consciousness entered American pop,” and it began with this record.375 Barney Hoskyns called the album “the crowning musical achievement” by the band, and decades later “it remains a masterpiece of anthemic ’60s pop with its urgent rallying calls for togetherness and its exuberant egalitarian ethos.”376

         
            
            Sin City (1969)—Flying Burrito Brothers (written by Gram Parsons & Chris Hilman) 

         From A&M album The Gilded Palace of Sin (released in April 1969) (C&W-#95, GHF, NPR, Folk-#165, ACC)

         A troubled musical visionary whose true value was not fully appreciated until he was gone, Gram Parsons was born Ingram Cecil Connor III on November 5, 1946 in Winter Haven, Florida, the privileged son of a wealthy but dysfunctional family. He was shipped off to military school at age ten; his father committed suicide two years later, and his mother drank herself to death. Gram was adopted by his mother’s second husband, Bob Parsons, and a few years later decided to make music his life. The family trust fund gave him the financial freedom to pursue his muse.377 After early work with the International Submarine Band, he had a very brief but legendary tenure with the Byrds, helping to facilitate that band’s movement into country-rock on the 1968 album Sweetheart of the Rodeo. Then he and fellow ex-Byrd Chris Hillman (along with bassist Chris Ethridge) formed their own country-rock ensemble, the Flying Burrito Brothers. While the Burritos would enjoy little commercial success, their vision of “cosmic American music” paved the way for Poco, the Eagles, and the subsequent Americana movement.

         Their greatest song, Sin City, is a partly tongue-in-cheek “apocalyptic California vision” (in Bill Malone’s words), with impeccable harmony vocals by Parsons (on piano) and Hillman (rhythm guitar), and featuring “Sneaky” Pete Kleinow (steel guitar). Hillman recalled its genesis: “Gram and I were sharing a house in the San Fernando valley. We were both coming off bad marriages and crying on each other’s shoulders.” Hillman came up with the idea: “This whole town’s filled with sin, it will swallow you in. …” He woke up Parsons so he could help finish the song. Part of the lyric was inspired by the band’s manager, Larry Spector, “who lived on the 31st floor of a brand new condominium building. He had a gold-plated door. The song has a bit of Edgar Casey and earthquake predictions—we beat Nostradamus to it all. It was fun. It was a tongue-in-cheek deal but it became a really good song.”378 Bud Scoppa: “Between the lines is Parsons’ preoccupation with loss and despair, which brings psychological depth to the country-boy sentiments that make the song so amusing at first listen.”379

         
            
            Get Back (1969)—The Beatles (written by Paul McCartney) 

         Apple 2490

         Recorded on January 27, 1969; chart debut on May 10, 1969 (5 weeks at #1); #1 (6 weeks) in England & Canada, #1 (4 weeks) in Australia, and two weeks in West Germany380

         (AHR, DM, TC, DMDB)

         The only post-1964 Beatles single officially co-credited with another artist (listed as “The Beatles with Billy Preston”), and one of the few important Beatles recordings on which producer George Martin played virtually no role, Get Back is a no-frills rocker bringing the group back to its musical roots—“The Beatles As Nature Intended,” as magazine ads for the record proclaimed. Paul McCartney originally wrote the song as a satire on British immigration laws, with sarcastic jibes at UK politicians, but reworked the lyrics as the group experimented with different rhythms on numerous takes.381 Although Martin presided at portions of the Get Back sessions, the released version was assembled by Glyn Johns as engineer (and Alan Parsons making his Beatles debut as tape operator) with Martin not present.

         George Harrison had seen Billy Preston perform on stage at a Ray Charles concert at Royal Festival Hall, and invited him to participate at the sessions. For nearly two weeks, he played electric organ as the group worked on the song along with others, and filmed proceedings that became increasingly acrimonious. McCartney had intended to film the rehearsals to document the group’s songwriting and recording processes, but instead (as seen over a year later as Let It Be) it documented rising tensions and personal animosities. The only song emerging from the sessions that was considered commercially releasable was Get Back. “I didn’t even know until the record was out that they had put my name on it,” Preston would admit happily. “It was something that I could never have asked for or no manager could negotiate, just something they felt for me.”

         
            
            My Cherie Amour (1969)—Stevie Wonder (written by Stevie Wonder, Henry Cosby, & Sylvia Moy)382 

         Tamla 54180

         Chart debut on May 31, 1969 (reached #3 in Record World, #4 on Billboard pop chart, #4 R&B); #4 in England, #6 in Canada

         The warm, touching ballad My Cherie Amour was released by Motown as the B side of I Don’t Know Why, but it quickly emerged as not only the hit side but also one of Stevie Wonder’s best-loved songs.383 The singer had written and first recorded the number more than two years earlier under the influence of the Beatles’ album Rubber Soul, and in particular Michelle.384 There’s a wistful quality to the piece that will move anyone who’s ever experienced unrequited love, as he describes a woman who may never know his feelings for her.

         
            
            We’re Not Gonna Take It / See Me, Feel Me (1969)—The Who (written by Pete Townshend) 

         From the album Tommy (chart debut on June 7, 1969, #4 peak, 126 weeks); See Me, Feel Me issued as single, Decca 32729 (chart debut on September 26, 1970, reached #12) (GHF-album)

         Ever since the 1967 satirical/conceptual album The Who Sell Out, Pete Townshend had been thinking in terms beyond the standard pop song format. The band’s producer Kit Lambert urged him to really think big, and (relates biographer Dave Marsh) Townshend soon became “captivated” by the idea of creating a rock opera.385 
            Sgt. Pepper and albums by the Pretty Things and Small Faces that contained elements of a consistent narrative offered partial role models, but no rock act had yet taken this approach all the way. In spring 1968, he told Melody Maker about his work on an opera (tentatively called “The Amazing Journey”) about “a deaf, dumb, and blind boy who has dreams and sees himself as ruler of the cosmos.” By fall, the group—with the full support of lead singer Roger Daltrey and the more grudging acceptance of bandmates, realizing the project’s importance to Townshend—began to record Tommy. We’re Not Gonna Take It had been written as “a general anti-fascist statement,” and Townshend decided that it worked as the lead-in for the show’s finale. See Me, Feel Me is the dramatic anthem summing up Tommy’s lessons to his followers, even as they turn away from him. Tommy proved to be a “rock milestone” in writing and performance; Marsh notes that “Daltrey’s vocals were brilliant without losing any of his rock edge, [Keith] Moon’s drumming was still unsurpassed, the complexity of the musical relationships in Townshend’s songs could be touched only by Lennon and McCartney.”386 The double album’s success paved the way for director Ken Russell’s 1975 movie version (starring Daltrey in the title role) and the hit 1993 Broadway musical. While the show also inspired many inferior rock operas in subsequent years, Marsh declares that “Tommy was a celebration of rock, not a betrayal or denial of its spirit.”387

         
         
            
            Both Sides Now (1969)—Joni Mitchell 

         From the Reprise album Clouds (chart debut on June 14, 1969, #31 peak) (FolkAlley-#13, RS-#171, ACC)

         Judy Collins made Both Sides Now the first smash hit of Joni Mitchell’s songwriting career at the end of 1968. Several months later, Joni’s own version was released on the album that won the Grammy for the best folk performance, Clouds. Mitchell wrote it in March 1967 inspired by Saul Bellow’s book Henderson the Rain King. As related in Karen O’Brien’s biography Shadows and Light, the passage in the book that especially resonated with Joni found its antihero Eugene Henderson peering down from an aircraft window high above the Egyptian countryside and reflecting on what he saw below him, providing him with a profound new sense of perspective on life.388

         Having conceived the song from a perspective of youthful innocence, it was fascinating to hear Mitchell revisit her classic from a mature vantage point on the 2000 album Both Sides Now. The fifty-seven-year-old artist’s voice now appealingly weathered—far from the girlish lilt of 1969—she caressed the lyrics slowly and thoughtfully, accompanied by a full orchestra, bringing to mind the Billie Holiday of Lady In Satin autumnal beauty.

         
            
            Pressure Drop (1969)—Toots and the Maytals (written by Frederick Hibbert) 

         Recorded for Beverly’s (Jamaica) in 1969; released in England on Trojan 7709 (1970); went into wider release in February 1973 on Mango (RHF, World-#24, DM-#220, RS, 1001, TC, ACC)

         When the Jamaican dance music known as ska evolved by 1966 into rock-steady, and then into reggae, it was Toots Hibbert and the Maytals (with Jerry Matthias and Henry Gordon) who both named the new dance and music (on their 1968 record Do the Reggay), and helped establish its sound.389 Reggae, explains Stephen Davis, was “slightly slower than rock-steady and much more powerful due to the emphasis on the bass as the principal melodic drive of most songs. Social, political, and spiritual concepts entered the lyrics more and more, until the reggae musicians became Jamaica’s prophets, social commentators, and shamans.”390 Kevin O’Brien Chang and Wayne Chen: “In a sense reggae combines all the previous forms of Jamaican popular music—the ska riff on top of a slowed down rocksteady bass line with a dash of mento influence.”391 The fiercely churning Pressure Drop, produced by Leslie Kong, is one of the defining songs of reggae, thanks in part to its inclusion in the soundtrack of The Harder They Come. “It is you … pressure drop will jump on you.” Toby Creswell calls it “the single best track from reggae’s golden era perhaps because it transcends so many styles of music, from gospel to reggae via R&B.”392

         
            
            Lay Lady Lay (1969)—Bob Dylan 

         Columbia 44926

         Recorded on February 13, 1969; chart debut on July 12, 1969 (reached #7); #2 in Canada, #5 in England393; from the album Nashville Skyline (#3 peak)394 (AHR, ACC)

         Written as a possible theme for the eventual Oscar-winning film Midnight Cowboy (director John Schlesinger had invited Dylan to contribute the song, but when it was submitted too late, Harry Nilsson’s Everybody’s Talkin’ became the theme), Lay Lady Lay instead served as the centerpiece of an album that marked a different direction for the artist, Nashville Skyline. After years of writing lyrics first and then developing a melody to fit the words, for this album he reversed the process. Biographer Howard Sounes recounts that after Dylan said he envisioned the sound of bongos for the song and producer Bob Johnston suggested that drummer Kenny Buttrey play a cowbell, Buttrey found a beat-up cowbell and pair of bongos, and had aspiring songwriter Kris Kristofferson (then working as a janitor at the Columbia studio) hold the instruments next to his drum kit during the take. “Without having worked out any drum part, [Buttrey] got the signal they were going to record and he improvised a distinctive tick-tock introduction on bongo and cow bell that blended perfectly with the shimmer of organ and Pete Drake’s steel guitar. Bob stepped up to the microphone and delivered the seductive lyric in one take.”395 This was Dylan as we had never heard him before, a smooth baritone crooner as he wooed his lady to bed; he attributed the vocal change to his quitting cigarettes. The other participants on the track are Norman Blake and Charlie Daniels (guitars), Bob Wilson (piano), and Charlie McCoy (bass). The artist said he “begged” the label not to release it as a single, feeling it was unrepresentative of his work, but Columbia’s Clive Davis wisely overrode Dylan’s wishes, resulting in his biggest single in three years.

         
         
            
            Who Knows Where the Time Goes (1969)—Fairport Convention (written by Sandy Denny) 

         From the Hannibal album “Unhalfbricking” (recorded in March–April 1969; released in July 1969) (FolkAlley-#14, ACC)

         The most enduringly popular group to emerge during the British folk-rock movement of the late 1960s, Fairport Convention achieved its highest musical peak with this gorgeous Sandy Denny ballad. Formed in 1967 and built around virtuoso guitarist-songwriter Richard Thompson and singer-guitarist Ian Matthews, Fairport earned positive notices for its 1968 debut album, but didn’t really soar until Denny—a star of the British folk circuit—came aboard for its second album, “Liege and Lief.” Fairport’s combination of skillfully reworked traditional British folk tunes, original compositions that sounded centuries old, and instrumental prowess (led by Thompson and electric violinist Dave Swarbrick, who joined in 1969) soon spread its reputation across the Atlantic.

         
            Who Knows Where the Time Goes, from the group’s third album, was the song that brought Fairport its first widespread following in the United States. Born January 6, 1947 in London, Sandy Denny began singing in London folk clubs in the mid-1960s, and first recorded her trademark ballad in a 1967 performance that was only issued years later on the album “First and Last Tracks.” When her crystalline soprano was added to the other attributes of Fairport, the group could no longer be disregarded on the other side of the Atlantic. It’s an ethereal ballad demonstrating Denny’s gift for simple but eloquent poetry as well as that perfect voice. Judy Collins made it the title song of one of her most popular albums, released in December 1968—seven months before Fairport Convention’s version reached stores. Sandy Denny sang with Fairport for less than four years (1968–1969 and 1974–1975), performed with the group Fotheringay and her own solo albums, before her death in 1978.

         
            
            You Can’t Always Get What You Want (1969)—Rolling Stones 

         London 910, uncharted B side of Honky Tonk Women (chart debut on July 19, 1969); reached #1 in Australia; definitive version on the album Let It Bleed (chart debut on December 6, 1969, reached #3); subsequently reissued as a single with same record number (chart debut on April 28, 1973) (#36 in Record World, #42 in Billboard) (PW, RS-#101, DM-#225, ACC-#303, GHF-album)

         As a slice of philosophy in a pop song, you can’t do better than this: “You can’t always get what you want / But if you try sometimes, you get what you need.” After Mick Jagger completed his dramatic role in the film Performance, the Rolling Stones recorded You Can’t Always Get What You Want on the weekend of November 16, 1968. In Old Gods Almost Dead, Stephen Davis writes that Mick’s lyric was an explicit plea to his girlfriend Marianne Faithfull about the ravages of her heroin use. After everyone arrived at Olympic studio in southwestern London, “everyone was on the floor in a circle, just guitars and percussion as Mick and Keith taught them the chord changes and rhythms” of the song. Al Kooper “started playing a [piano] groove from an Etta James record, and Keith picked it up on guitar.” Producer Jimmy Miller sat in for Charlie Watts on drums, with Mick and Keith both on acoustic guitars and Bill Wyman on bass. Richards overdubbed electric guitar, and Kooper added his organ part. Two days after the session, Marianne lost the baby she’d been carrying for seven months, and in the emotional aftermath her affair with Mick came to an end.396

         The group resumed working on the song in February, and on March 15 Jack Nitzsche arranged and recorded its famous chorale, with Doris Troy (of Just One Look fame), Madeline Bell, and thirty-five members of the London Bach Choir.397 Kooper devised a horn arrangement for the track, although only the distinctive introduction (with Al playing French horn) was used. The abbreviated version of You Can’t Always Get What You Want that appeared on the flip side of Honky Tonk Women provided just a taste of the full-length classic unveiled as the grand finale for the album Let It Bleed five months later.398

         “And once again, a sound is achieved never heard before or since, rock and roll apotheosis, guaranteed to fill hearts and ears to overflowing and leave us dumbstruck with the wonder of it all,” gushes Paul Williams of this performance in Rock & Roll: The 100 Best Singles. The contributions by Nietzsche and Kooper provide “perfect settings for Mick Jagger’s exquisite vocal.”399 The ingenious use of the song on screen in The Big Chill enhanced its generation-defining credentials.

         
            July 21, 1969: Apollo 11 astronaut Neil Armstrong becomes the first man to walk on the moon.

         
            
            Everybody’s Talkin’ (1969)—Nilsson (written by Fred Neil) 

         Originally on 1968 album Aerial Ballet; released as single on RCA Victor 9544 (chart debut on August 10, 1968, reached #113); reissued on RCA Victor 0161 (chart debut on August 16, 1969, reached #6)400; #2 in Canada, #23 in the United Kingdom (AFI-#22, BMI-#27, GHF, RIA, AHR, TC, HBN, ACC)

         Fred Neil, by virtually all accounts, was a complicated and difficult man, but he was a strong vocalist, an accomplished twelve-string guitarist, and above all, an exceptional songwriter.401 The Cleveland-born (March 1, 1936), Florida-based artist, by then a mainstay of the folk music scene (Bob Dylan discusses Neil’s early 1960s Greenwich Village prominence in his book Chronicles), dashed off Everybody’s Talkin’ in just 5 minutes—eager to leave the Los Angeles recording studio in 1966 so he could return home to Miami—when he needed one more song to complete an album for Capitol (released in early 1967). It was not a hit at the time; nor was it a hit when Harry Nilsson recorded the song for his second album. But from summer 1969 to today, it’s been immortal.

         Born in Brooklyn on June 15, 1941, Harry Nilsson tried for five years to break into the music business (Phil Spector selected a couple of his songs to be recorded by the Ronettes) before finally landing a recording contract with RCA, starting with the 1966 album Pandemonium Shadow Show. It wasn’t a hit, but attracted some fervent admirers, including the Beatles; John Lennon and Paul McCartney declared the then-unknown artist their favorite U.S. performer at a press conference. The lavish praise didn’t help his record sales at first, as his second album Aerial Ballet also failed to chart. But everything changed in 1969. First Three Dog Night took his composition One (also from his 1968 album) to the Top Ten in the spring. When director John Schlesinger began seeking a theme song for his Jon Voigt-Dustin Hoffman film about small-time hustlers in the big city, Midnight Cowboy, Nilsson offered his new composition I Guess the Lord Must Be In New York City. Schlesinger passed it on, but on listening to the singer’s previous work, was impressed by his recording of Everybody’s Talkin’, and made it the picture’s theme. As the movie became an acclaimed and ultimately Oscar-winning hit, the single climbed to the Top Ten, and went on to win the Grammy for the best male pop vocal.

         In retrospect, it’s hard to imagine such a perfectly constructed song (produced by Rick Jarrard), and superb performance, not finally achieving hit status. David Browne described it: “a lanky, concise ballad—just two verses and a chorus, with one verse and the chorus repeated—that expressed his desire to go home, ‘where the sun keeps shining in the pouring rain.’” Theo Cateforis, music-history professor at Syracuse University: “Harmonically it’s a very simple song, and it’s easy to get a handle on the melody.” But “it’s one of the great open-road songs, along with Born to Be Wild. It taps into a sense of freedom and taking a journey. The narrator wants to separate himself from the problems around him, which is a universal feeling that can apply to any era.”402 Thomas Ryan notes that the film’s producers “recognized it as an evocative recording with lonely lyrics that somehow suited the pathetically confused characters in the movie, without becoming beholden to the movie.”403 Toby Creswell: “Nilsson brought a purity and innocence to the vocal part that was augmented by strings and a bittersweet arrangement” by George Tipton.404 Over the years, BMI reports that Everybody’s Talkin’ has been played on radio and TV over 6.7 million times. Legendary songwriter-producer Jerry Leiber: “Fred Neil wrote some things that were surreal, and they were truly beautiful melodically and lyrically.”

         
            August 15: The iconic four-day Woodstock festival opens in Bethel, New York, with more than 300,000 attendees; featured performers include Jimi Hendrix, The Who, Santana, Crosby, Stills, and Nash, Sly and the Family Stone, Joan Baez, Arlo Guthrie, Jefferson Airplane, and Richie Havens.

         
            
            I Can’t Get Next to You (1969)—The Temptations (written by Norman Whitfield & Barrett Strong) 

         Gordy 7093

         Chart debut on August 16, 1969 (2 weeks at #1 on pop chart, 5 weeks at #1 R&B); #13 in England

         A lavish Norman Whitfield production that gave all five members of the group solo moments to shine, I Can’t Get Next to You became the Temptations’ tenth Top Ten pop single and second (after 1965s My Girl) to go all the way to #1. It’s about a guy who declares that he has the power to do anything, including shaping nature to his whims, except for the one thing he wants most, to get close to one special lady. (It’s in the tradition of the 1930s pop classic about a world conqueror whose only unrealized ambition is the object of his affections, I Can’t Get Started With You.) Eddie Kendricks, Dennis Edwards (who had taken David Ruffin’s place a year before), Paul Williams, Melvin Franklin, and Otis Williams hurl themselves into the number with gusto. Group biographer Mark Ribowsky calls it “a sustaining and perpetuating song, entrenching those wonderfully whittled vocal parts” elevated further by a terrific instrumental arrangement drawing from funk and rock. It took Whitfield five sessions in late June and early July to achieve perfection.405

         
            
            Suite: Judy Blue Eyes (1969)—Crosby, Stills, and Nash (written by Stephen Stills) 

         Atlantic 2676

         Chart debut on October 4, 1969 (reached #15 in Cash Box, #21 in Billboard); from the album “Crosby, Stills, & Nash” (chart debut on June 28, 1969, #6 peak, 107 weeks)

         (RHF, Time, Folk-#98, RS, 1001, DMDB, ACC-#533)

         Stephen Stills’ affair with Judy Collins began during the period that he played on her 1968 album Who Knows Where the Time Goes, and by Judy’s account it was intense and stormy. She was captivated by his musical brilliance, good looks, and charisma, but after a while his possessiveness created tensions. “His idea of intimacy was my idea of bondage,” Collins wrote in her first memoir. “Part of me yearned to lose myself. The other part knew that if I gave in, I would be lost.” The romance continued for over a year; as Stills realized he was losing her, he wrote Suite: Judy Blue Eyes in a desperate effort to declare his love and hold on to it.406 407 When he first played it for Judy in April 1969 in a Santa Monica hotel room, before CSN’s album came out, she was overwhelmed. “I knew I was listening not only to my story but also to a song that was going to be for all times, not just for ours. It was a classic, and it broke my heart.” She broke down in tears. “There was nothing that was going to keep us together, yet nothing could part us.”408 409

         Stills, David Crosby, and Graham Nash formed their supergroup after leaving (respectively) Buffalo Springfield, the Byrds, and the Hollies. When the trio began rehearsing the song in December 1968, Stills explained that he’d been working on four different songs that were unfinished, but connected because they were all about his relationship with Collins. Nash: “I was gobsmacked as he segued from one song fragment to the next, knitting them together seamlessly with ingenious instrumental bridges. Each one was entirely different in structure, each one beautiful in its own right. … The brilliance of it was overwhelming. I’d never heard anything like it before.” Immediately, they decided it had to be the album’s opening track. Due to its challenging nature, the piece took about 11 hours to record; Nash was thrilled with the playback—but the perfectionist Stills wasn’t satisfied, so they went back for more hours of work. After all that, they realized the original version was the keeper.410 
            Marrakesh Express was the first hit from the trio’s debut album; the suite became the second after it was immortalized as the opening number (joined by Neil Young) for their set at Woodstock.

         
            
            Here Comes the Sun (1969)—The Beatles (written by George Harrison) 

         Recorded on July 7, 1969; from the Apple album Abbey Road (chart debut on October 18, 1969, 11 weeks at #1; sold 12 million copies) (ACC, GHF-album)

         While tensions within the Beatles (exacerbated by the business problems of their label Apple) rose to a peak in early 1969, George Harrison escaped one day to hang out at the home of pal Eric Clapton. He began writing Here Comes the Sun while walking in the garden with one of Eric’s acoustic guitars. “The relief of not having to see all those dopey [Apple] accountants was wonderful,” he recalled in I Me Mine; that feeling, combined with the garden’s beauty and his own growing spiritualism, manifested itself in this warm, joyous celebration of life’s possibilities blossoming again with each new sunrise. Graeme Thomson: “The simple folk-picking structure of the verse gracefully incorporates a complex Indian tihai polyrhythm on the ‘sun, sun, sun, here it comes’ segment, one of Harrison’s most organic mergings of the west and the east.”411 At the July recording session, only three Beatles were present, as John Lennon was home with a minor injury. The composition showed how much Harrison had learned from Lennon and McCartney, remarks Mark Hertsgaard, with its “ingenious blend of simplicity and sophistication.” While the song is “structurally sophisticated … it is never obscure, because the essence is never lost.”412

         Richie Havens scored a Top Twenty pop hit with his version of Here Comes the Sun in 1971. WBIG-FM listeners in Washington, D.C., voted the Beatles’ original as the #85 favorite oldie in eleven combined polls from 1994 to 2004. Abbey Road was voted the #5 favorite album in a 1998 Virgin poll of fans and critics, and it was selected as the #14 greatest album ever by Rolling Stone in 2003. Amid the gorgeous folk-pop melody and enveloping acoustic guitar arrangement, when George sings “it’s all right,” nothing could be more soothing. And enduring in its appeal: The week after Apple allowed all thirteen of The Beatles’ remastered studio albums to be available for purchase on Itunes on November 16, 2010, the group sold 450,000 albums and two million songs worldwide, and the second best-selling song of all (behind Let It Be) was Here Comes the Sun.413

         
            
            Leaving On a Jet Plane (1969)—Peter, Paul & Mary (written by John Denver) 

         Warner Bros. 7340

         Chart debut on October 25, 1969 (1 week at #1); #1 (1 week) in Canada, #2 in England414; from the album Album 1700 (chart debut on September 1967, #15 peak)

         Before 1969, Peter, Paul & Mary had accomplished everything in pop music—chart-topping albums, Top Ten singles, participating in freedom movements, and influencing a generation—except for a Number One single. That little oversight was corrected with a song they’d recorded over two years earlier.

         John Denver wrote the gorgeous ballad he had originally titled Oh Babe, I Hate to Go while a member of the Mitchell Trio, triggered by his regret at having to leave his wife, Annie (whom he’d recently married in 1967), for concert appearances. Mary Travers loved the song, and sang lead on the trio’s performance on Album 1700 that year. It was a long-term buildup of demand from radio airplay of the album cut that led Warner to release it as a single in fall 1969; no one could have anticipated its unprecedented chart success.415 It proved to be a wonderful send-off for Peter, Paul & Mary, who went their separate ways a year later, reforming years later for brief, happy annual summer tours and special benefit concerts. Leaving was voted the #20 all-time favorite folk song in combined 1984–1989 listener surveys by the Music Americana program in Washington, D.C.

         
            
            Eli’s Coming (1969)—Three Dog Night (written by Laura Nyro) 

         Dunhill/ABC 4215

         Chart debut on October 25, 1969 (reached #10)

         They got little respect from critics, but Three Dog Night racked up eleven Top Ten singles, most of which hold up pretty well decades later. Danny Hutton, Cory Wells, and Chuck Negron formed the three-vocalist group in Los Angeles in 1968 (named for the coldest night in the Australian outback), and after a few unsuccessful singles hired a backing group to fill out their sound. A soulful remake of Try a Little Tenderness got them rolling in early 1969, and then the group began its blazing hot streak using material from some of the sharpest young songwriters in the business. Eli’s Coming, introduced by singer-songwriter Laura Nyro on her classic second album Eli and the 13th Confession in 1968, is an urgent warning to a female friend to beware of a womanizing cad who will use her and leave her alone and devastated. Nyro’s horn-driven original is potent in its own right, but the cover version by Three Dog Night is electrifying.416 Negron, who had seen Nyro perform in New York clubs, suggested the song to his group. Wells (who sings lead) and his mates begin the record in hushed drama (the lonely cry of the title phrase), interweave their vocal lines to increasingly powerful effect as the tempo accelerates, the performance builds to a crescendo, and then quietly fades with departing piano chords.417 The emotional impact of the performance explains a wonderful sequence in the cult-classic ABC series Sports Night in 1999 in which cable sportscaster Dan Rydell (played by Josh Charles) feels a vague sense of impending doom, which he explains to his partner Casey (Peter Krause) by solemnly murmuring “Eli’s Coming.” It turns out that he had amusingly misunderstood the song’s lyrics to mean that “Eli” represented some mysterious oncoming apocalypse rather than just a heartbreaker, but this misunderstanding is an entirely reasonable outgrowth of the desperate frenzy of Three Dog Night’s recording. As one dark portent after another unfolds during the episode, concluding with the shocking news that the sports show’s beloved executive producer (portrayed by Robert Guillaume) has suffered a stroke, the program closes with the introduction of the Three Dog Night performance. There has seldom been such a brilliantly effective merger of pop song and TV drama.

         
            
            Down On the Corner (1969)—Creedence Clearwater Revival (written by John Fogerty) 

         Fantasy 634

         Chart debut on October 25, 1969 (#3 peak); reached #1 in Canada, #2 in Germany, and #31 in the United Kingdom418; from the album Willy & the Poorboys (6 weeks at #3) (AHR)

         
            Much as Proud Mary envisioned a simpler age of wonder on the Mississippi River, Down On the Corner painted a warm picture of a hustling street corner band of the pre–World War I era, “Willy and the Poorboys,” in a misty time generations ago. The song’s tough bass line was one of its high points; according to John Fogerty, it was a key part of the arrangement he’d designed, and after six weeks of rehearsal prior to the recording session, Stu Cook, after much struggling with the part, finally nailed it.419 To capture a bit of vintage sound (or at least the look for the album cover), drummer Doug Clifford played washboard, Cook the gut bucket, Tom Fogerty a Kalamazoo guitar, and John’s harmonica in addition to their regular instruments. Citing Down On the Corner as a prime example, Craig Werner writes in A Change Is Gonna Come: “No rock band ever made music closer to the restless spirit” of Harry Smith’s classic Anthology of American Folk Music.420 The flip side of the single was far less sunny: the powerful antiwar, anti-special-privilege cry Fortunate Son.

         
            
            Up on Cripple Creek (1969)—The Band (written by Robbie Robertson) 

         Capitol 2635

         Chart debut on November 1, 1969 (reached #25); from the album “The Band” (#9 peak) (AHR, GHF-album, ACC)

         Although The Weight had been one of the most unforgettable singles of 1968, it had fallen short of Top Forty hit status, so it was with a sense of justice that admirers watched the leadoff single from The Band’s second album, Up On Cripple Creek, become a chart success. Like most tracks on the exceptional album, it’s a story song with vivid characters and imagery that draws from generations of Americana.421 422 In American Hit Radio, Thomas Ryan writes that the song is “so sonically perfect that not only do you get an accurate portrayal of the characters, but you can envision the entire scene. You can see their clothing. You can see the wooden table with a half-empty whiskey bottle and the windup Victrola in the corner. Heck, you can even see the ‘52 Hudson in the driveway and the landscape that surrounds the rustic shack. These aren’t characters in a song lyric at all; they are tangible people who live inside a short story.”423 Levon Helm provides the lead vocal in his “man-of-the-soil growl.” In Across the Great Divide: The Band and America, the group’s biographer Barney Hoskyns notes that the performance is “wildly lascivious, as Levon growled and cajoled his way into young Jemima’s affections.”424

         
            
            Someday We’ll Be Together (1969)—Diana Ross and the Supremes (written by Jackie Beavers, Johnny Bristol, & Harvey Fuqua) 

         Motown 1156

         Chart debut on November 8, 1969 (1 week on pop chart, 4 weeks at #1 R&B); #2 in Canada, #13 in England

         With Diana Ross primed and ready for a solo career, the Supremes were down to their final single with the diva as lead singer. But the group was enduring its weakest run of singles since first hitting it big, with five straight singles that had fallen short of the Top Twenty. Needing a grand finale, Motown dipped into the past for a song that Johnny Bristol and Jackie Beavers had written nine years earlier just after both were discharged from the military, Someday We’ll Be Together. In The Billboard Book of Number 1 Hits, Fred Bronson details that they recorded the song as a duet, and released it on the label owned by Harvey Fuqua (former leader of the Moonglows), Tri-Phi, as “Johnny & Jackie.” Tri-Phi was subsequently absorbed by Motown, with Bristol coming aboard as a writer and producer. In 1969, Bristol—hoping to revive his performing career—gave Motown president Berry Gordy, Jr., a tape of Someday We’ll Be Together. Gordy promptly said that the song was perfect for the Supremes, and Bristol as producer went into the studio with Diana Ross. Ironic as it seems for the group’s final release with Diana, the remaining Supremes, Mary Wilson and Cindy Birdsong, are not on the record—indeed, by at least one account, they had not appeared on any Supremes hit since 1967’s Reflections. Instead, her real vocal partner is Bristol. He explained that Ross was getting tired in the studio, so to offer encouragement he sang along with her in a separate booth. Gordy was so pleased with the interplay of Bristol’s vocal track with Diana’s that he decided to keep it on the record.425 (Bristol would later score his own Top 10 hit in 1974 with Hang On In There, Baby.) Bristol’s contribution adds an extra emotional edge, and clearly inspires Ross into a higher gear, resulting in one of the strongest Supremes singles ever.

         
            
            Sunlight (1969)—The Youngbloods (written by Jesse Colin Young) 

         RCA Victor 0270

         Chart debut on November 8, 1969 (reached #85 in Record World, #97 in Cash Box, #114 in Billboard); reissued as RCA Victor 0465 (chart debut on June 12, 1971) (#123 peak)

         After Jesse Colin Young and the Youngbloods helped define the summer of 1969 with the classic Get Together, there could hardly have been a more perfect follow-up single than Sunlight, a gentle, gorgeous acoustic ballad showcasing his soaring falsetto. Somehow, the single failed to catch fire, but it has remained an enduring favorite among folk music lovers. Young wrote the tune about falling in love with his wife Maria, and the feeling of deep affection permeates this depiction of blissful contentment.426 “That’s the way she feels about you. …”

         
            November 15: Hundreds of thousands of antiwar demonstrators rally in Washington, D.C.

         
            
            Whole Lotta Love (1969)—Led Zeppelin (written by Willie Dixon & Led Zeppelin) 

         Atlantic 2690

         Chart debut on November 22, 1969 (reached #4); #1 (9 weeks) in Germany, #1 (2 weeks) in Australia, #1 in France, #2 in Canada, and #21 in England (1997)427; from the album Led Zeppelin II (7 weeks at #1)428 (RS-#75, RHF, ACC-#93, 1001, DM)

         Led Zeppelin’s debut album in early 1969 had been a massive hit (ultimately selling over 12 million copies), but hadn’t generated a hit single, and it seemed as though its brand of overpowering blues-based rock was made to order for album rock stations, not for Top Forty. Then, Whole Lotta Love disproved the conclusion. Robert Plant, Jimmy Page, and John Bonham wrote the sexually charged number in a hotel room while under pressure from Atlantic to finish the second album. Plant recorded the searing vocal first (in a single take), then Page (write Richard Cole and Richard Turbo) “spent hours building everything else around it. For the descending chord structure, he used a metal slide [on his guitar] and a reverse echo effect.” Page and engineer Eddie Kramer experimented madly in the control room, turning dials “one way, then the other,” and for this track they “produced a dizzying onslaught of screeches, squeals, and squalls.”429

         Blues lovers quickly realized that the song came directly from Willie Dixon’s You Need Love, a 1962 hit for Muddy Waters; Plant’s lyrics also quote from other Dixon songs penned for Howlin’ Wolf. It begins, observed Robert Palmer, as “a bluesy riff-cruncher but moves organically into psychedelic sound-collage territory on the break without ever losing sight of the mood and intent of the original tune.” In 1985, Dixon successfully sued the group for taking and modifying his song, but Palmer notes that “several of Dixon’s copyrights are of material from the folk-blues public domain. … It is the custom, in blues music, for a singer to borrow verses from contemporary sources, both oral and recorded, add his own tune and/or arrangement, and call the song his own.”430 (According to former Faces member Ian McLagan, Zeppelin got the idea for the song from the Small Faces’ 1966 version of the Dixon number, a remake that also incorporated quotes from various other blues and rock tunes.)431

         
            
            To Be Young, Gifted, and Black (1969)—Nina Simone (written by Simone & Weldon Irvine) 

         RCA Victor 0269

         Chart debut on November 22, 1969 (reached #9 R&B, #76 pop)

         From the early 1960s to the end of her life, Nina Simone was closely associated with songs reflecting black social consciousness, and these fiercely held beliefs are reflected in one of her trademark creations. The title phrase of To Be Young, Gifted and Black was borrowed from the title of an off-Broadway play based on the writings of her close friend Lorraine Hansberry (author of the classic Raisin In the Sun), who died in 1966. She brought the title and her original melody to keyboardist Weldon Irvine, whom she’d hired as her musical director. He later recalled for journalist Oliver Wang that Simone told him that she wanted lyrics that “will make black children all over the world feel good about themselves forever.” After two weeks of wrestling with the song, he completed the lyric in a surge of sudden inspiration, feeling that “God wrote it through me.” Its message is that talented young black boys and girls ready to embark on life’s journey should keep their souls intact even in the face of difficult challenges. According to her daughter Lisa, Nina wasn’t a fan of the 1900 standard Lift Every Voice and Sing (known for years as “the Negro National Anthem”), and wanted this to be “the next black national anthem.” (The Congress of Racial Equality later gave it precisely that honor.) Given a suitably stirring arrangement with gospel-style choir and full orchestration, it became the concluding number at all of her concerts.432 “It’s like a religious song for me now.”433 The song gained its greatest popularity through Aretha Franklin’s 1972 version (Aretha came down to Barbados and obtained Nina’s permission to cover it), and the soul queen’s rendition is magnificent, but the piece will always be remembered for the Simone original.434 In the “joy” of this performance, writes Michael A. Gonzales, “one can hear the freedom in her voice.”435

         
            
            Fancy (1969)—Bobbie Gentry 

         Capitol 2675

         Chart debut on November 22, 1969 (reached #31 pop, #26 C&W in Billboard, #14 C&W in Record World) (HBN-#209)

         Since Bobbie Gentry shocked the world with her spine-tingling 1967 debut hit Ode to Billie Joe, the Chickasaw County, Mississippi native had been unable to find a follow-up hit other than duet cover versions (two 1969–1970 oldie revivals with Glen Campbell). Then her special gift as a songwriter to dip into her Mississippi delta upbringing produced another exceptional story song, Fancy. As with Billie Joe, the first-person narrative is rich with vivid details enveloped in southern darkness. She traces a tale of a child growing up in a one-room shack outside New Orleans until her dying mother resorts to desperate measures (advising her new 18-year-old daughter to “be nice to the gentlemen” in return for their favors) to enable the girl to survive. “Here’s your one chance, Fancy … your mama’s gonna help you move uptown.” We marvel at her ability to paint word pictures that are immediately unforgettable, underlined by her intense performance. The Fancy album was produced by the artist with Rick Hall at FAME Studios in Muscle Shoals, Alabama. Reba McEntire’s 1991 version was comparably powerful. Bill Friskics-Warren cites Jimmie Haskell’s ascending string arrangement and a surging horn riff reminiscent of Sam and Dave, boosting a potent Southern gothic drama that’s “one hell of a fine record.”436
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            245.Fletcher, All Hopped Up & Ready to Go, 231.

            246.Dave Marsh called it “a Neapolitan ballad” (July 24, 2016, SiriusXM show).

            247.Top Ten in Brazil.

            248.In My Song: A Memoir (201–205), Belafonte recounted his role in launching the U.S. career of a young woman he admired for her “extraordinary” talent and courage. He worked with her to develop a live performance act that played to her strengths (focusing on traditional South African songs), and helped arrange a contract with his label RCA.

            249.Jerry Ragavoy produced the session. As he recalled for Rolling Stone (May 25, 1968), after going through dozens of pop songs that weren’t suited to Makeba’s unique style, he asked her to sing some African numbers, and this one leaped out.

            250.Has remained on this digital chart continuously from the January 2010 premiere chart, 335 weeks through June 25, 2016 (still #1 on that date).

            251.Reached #1 in Belgium and South Africa, #2 in Holland.

            252.Wonderful World has had over four million broadcast performances, according to BMI.

            253.Biographical Guide, 15. Friedwald called the record’s great posthumous success “one of the more remarkable tales of American pop.”

            254.Newman’s reluctance was odd considering that label executive Thiele cowrote it.

            255.When the single was reviewed in the September 23, 1967 Billboard, the magazine suggested that it “could prove to be the sleeper of the year.” It was a sleeper indeed, taking more than twenty years to awaken.

            256.The label (its initial reticence vanquished) ran a full-page ad in the June 29, 1968 Billboard: “Now #1 all over the world—destined for #1 in America.”

            257.July 2000, GQ.
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            261.Heart of Rock, 247.

            262.Emerson, 199–200.
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            326.The record was released the same week as the Rolling Stones’ Street Fighting Man. As discussed by Dorian Lynskey in 33 Revolutions per Minute (p. 127), at that time the Beatles’ disk was placed in heavy rotation on radio while some stations banned the Stones’ as too provocative, although the political content of the Jagger-Richards number was actually flimsier than Lennon’s.
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            339.Four decades later, Morrison revisited his classic with Astral Weeks: Live at the Hollywood Bowl, which reached #33 in its new live version in early 2009, while the reissued original hit #13 on the Billboard catalog chart.

            340.Giddins, Satchmo, 65.

            341.#1 (8 weeks) in Philippines.

            342.Mystery Train: Images of America in Rock ‘n Roll Music, 70.

            343.Marsh, 18–19.

            344.The album was reissued in 1999 with previously unreleased bonus tracks.

            345.Wexler, 222–224.

            346.Rolling Stone: 500 Greatest Songs of All Time, 75.

            347.#1 in Poland and South Africa, #2 in Malaysia.

            348.March–April 2007, American Songwriter.

            349.The single charted two months after Cream’s farewell concerts in London.
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            378.Interview, April 11, 1997, Goldmine. The song’s “friend who came to town” is Senator Robert Kennedy; Roger McGuinn and Hillman had worked a show for him during the presidential primaries. “There’s a little bit of everything in Sin City.”
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            394.The April 19, 1969 Billboard reported that advance orders for the album were so heavy that Columbia applied for, and soon received, gold record certification (representing a million dollars in sales) even as the LP was being shipped.
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            410.Nash, Wild Tales, 143–145. Nash recalls (p. 154) that after they delivered the album’s acetate, they learned that Tom Dowd remastered the entire album, giving it a “slicker” sound than the simple acoustic original, including “too much bass” on Suite. They remastered it themselves at Atlantic Studios for the final version.
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            419.Fogerty, Fortunate Son, 173–177. “There’s a thread in a lot of my songs: I’m kind of ill at ease with what we call civilization,” with blaring televisions, computers, and iPhones. “I’m seeking some kind of peace—or, to use another word, clarity.”

            420.Werner, 152.

            421.Cripple Creek is the title of a traditional folk tune (unrelated to The Band’s in any musical aspect) inspired by the discovery of precious metals at Cripple Creek, Colorado, which created a sensation back east. As detailed in the Frank C. Brown North Carolina collection, the song, with the refrain “Going up Cripple Creek, going up town,” was reported by folk song collectors throughout the south in the early 1900s, and as a square dance number in the Midwest.

            422.In Mystery Train (p. 197), Greil Marcus remarks that “in American folklore, Cripple Creek is like the Big Rock Candy Mountain, a place where all fears vanish beyond memory.”
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            425.Bronson, 265.

            426.Young interviewed on SiriusXM’s The Village in 2015.

            427.Until this 1997 release, Zeppelin had never issued a single in England.

            428.In June 2014, an expanded edition of “Led Zeppelin II” returned to the Billboard chart at #9 (2 notches behind the reissue of Zep’s debut album, and 1 position ahead of “Led Zeppelin III”).

            429.Stairway to Heaven: Led Zeppelin Uncensored, 65. Mick Wall (When Giants Walked the Earth, 147) notes Kramer’s central role in devising the song’s psychedelic middle section, in which Plant’s “howling lust-maddened vocal-improvs are mixed with an other-worldly cacophony of special effects,” including a napalm-bomb explosion, and also utilizing the eerie sound of a theremin.

            430.Liner notes for Led Zeppelin’s boxed set, reprinted in Blues & Chaos: The Music Writing of Robert Palmer, 242–243.

            431.McLagan interviewed by Dave Marsh on Sirius/XM, November 10, 2013.

            432.The studio recording was for single release only; her next album, Black Gold, featured a nine-and-a-half-minute live version. There she introduced it by saying, “my people need all the inspiration and love that they can get” (Light, What Happened, Miss Simone? 166–170).

            433.Brun-Lambert, 182–183.

            434.Donny Hathaway was the first U.S. artist to cover it, and the reggae duo of Bob and Marcia (featuring Marcia Griffiths, one of Bob Marley’s backing singers) made it a Top Five British hit in 1970.

            435.September 2011, Wax Poetics.

            436.Heartaches by the Number, 107–108. In the May–June 2004 No Depression, Friskics-Warren also praises Gentry’s “steamy, magnolia-steeped drawl” that hammers home her narratives.
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                Superstar (January 31, 1970)—Murray Head with the Trinidad Singers

            
                Travelin’ Band (January 31, 1970)—Creedence Clearwater Revival

            
                Shilo (February 7, 1970)—Neil Diamond

            
                Kentucky Rain (February 14, 1970)—Elvis Presley

            
                Instant Karma (We All Shine On) (February 28, 1970)—John Lennon

            
                Run Through the Jungle (April 25, 1970)—Creedence Clearwater Revival

            
                The Circle Game (April 11, 1970)—Joni Mitchell

            
                Lay Down (Candles In the Rain) (April 25, 1970)—Melanie (with Edwin Hawkins Singers)

            
                Maybe I’m Amazed (May 9, 1970)—Paul McCartney

            
                Miles Runs the Voodoo Down (May 16, 1970)—Miles Davis

            
                The Long and Winding Road (May 23, 1970)—The Beatles

            
                Across the Universe (May 30, 1970)—The Beatles

            
                Joe Hill (June 6, 1970)—Joan Baez

            
                Teach Your Children (June 6, 1970)—Crosby, Stills, Nash, and Young

            
                For the Good Times (June 27, 1970)—Ray Price

            
                Signed, Sealed, Delivered, I’m Yours (June 27, 1970)—Stevie Wonder

            
                Get Up I Feel Like Being a Sex Machine (July 18, 1970)—James Brown

            
                Ain’t No Mountain High Enough (August 8, 1970)—Diana Ross

            
                Long, Long Time (August 15, 1970)—Linda Ronstadt

            
                Border Song (Holy Moses) (August 15, 1970)—Elton John

            
                Cracklin’ Rosie (August 22, 1970)—Neil Diamond

            
                Lola (August 29, 1970)—The Kinks

            
                We’ve Only Just Begun (September 12, 1970)—The Carpenters

            
                El Condor Pasa (September 12, 1970)—Simon and Garfunkel

            
                After the Gold Rush (September 19, 1970)—Neil Young

            
                Midnight Rider (October 24, 1970)—Allman Brothers Band

            
                Midnight Rider (December 22, 1973)—Gregg Allman

            
                He Ain’t Heavy … He’s My Brother (November 7, 1970)—Neil Diamond

            
                Gethsemene (I Only Want to Say) (November 21, 1970)—Ian Gillan

            
                My Sweet Lord (November 28, 1970)—George Harrison

            
                If I Were Your Woman (November 28, 1970)—Gladys Knight and the Pips

            
                Help Me Make It Through the Night (December 19, 1970)—Sammi Smith

            
                Chestnut Mare (December 19, 1970)—The Byrds

            
                Merry Christmas, Darling (December 19, 1970)—The Carpenters

            
                If You Could Read My Mind (December 26, 1970)—Gordon Lightfoot

            
                Father and Son (February 6, 1971)—Cat Stevens

            
                Oye Como Va (February 20, 1971)—Santana

            
                I Am … I Said (March 27, 1971)—Neil Diamond

            
            
                If (March 27, 1971)—Bread

            
                Will You Love Me Tomorrow? (April 10, 1971)—Carole King

            
                That’s the Way I’ve Always Heard It Should Be (April 17, 1971)—Carly Simon

            
                The Revolution Will Not Be Televised (April 19, 1971)—Gil Scott-Heron

            
                Brown Sugar (May 1, 1971)—Rolling Stones

            
                I Feel the Earth Move (May 8, 1971)—Carole King

            
                You’ve Got a Friend (June 5, 1971)—James Taylor

            
                Wild Horses (June 19, 1971)—Rolling Stones

            
                Baba Ngbo ti Wa (Father Hear Us) (1971)—I. K. Dairo and His Blue Spots

            
                Riders On the Storm (July 3, 1971)—The Doors

            
                Mercy Mercy Me (The Ecology) (July 3, 1971)—Marvin Gaye

            
                River (July 3, 1971)—Joni Mitchell

            
                Tired of Being Alone (July 10, 1971)—Al Green

            
                Ain’t No Sunshine (July 17, 1971)—Bill Withers

            
                The Wedding Song (There Is Love) (July 31, 1971)—Paul Stookey

            
                Spanish Harlem (July 31, 1971)—Aretha Franklin

            
                Inner City Blues (Make Me Wanna Holler) (October 9, 1971)—Marvin Gaye

            
                Respect Yourself (October 9, 1971)—Staple Singers

            
                Wild Night (October 9, 1971)—Van Morrison

            
                Theme from “Shaft” (October 16, 1971)—Isaac Hayes

            
                The City of New Orleans (October 1971)—Steve Goodman

            
                Have You Seen Her (October 23, 1971)—The Chi-Lites

            
                Coat of Many Colors (October 30, 1971)—Dolly Parton

            
                Rock Steady (October 30, 1971)—Aretha Franklin

            
                Grandma’s Hands (October 30, 1971)—Bill Withers

            
                Behind Blue Eyes (November 6, 1971)—The Who

            
                Family Affair (November 6, 1971)—Sly and the Family Stone

            
                Stones (November 13, 1971)—Neil Diamond

            
                Truckin’ (November 27, 1971)—Grateful Dead

            
                Tupelo Honey (January 1, 1972)—Van Morrison

            
                Slippin’ Into Darkness (January 15, 1972)—War

            
                Heart of Gold (February 5, 1972)—Neil Young

            
                Rock and Roll Lullaby (February 12, 1972)—B. J. Thomas

            
                Rock and Roll (March 18, 1972)—Led Zeppelin

            
                Betcha By Golly, Wow (February 26, 1972)—The Stylistics

            
                Dogtown (March 18, 1972)—Harry Chapin

            
                I’ll Take You There (April 1, 1972)—Staple Singers

            
                Oh Girl (April 8, 1972)—The Chi-Lites

            
                Love Theme from “The Godfather” (Speak Softly, Love) (April 22, 1972)—Carlo Savina and Orchestra (written by Nino Rota)

            
                Castles In the Air (April 22, 1972)—Don McLean

            
                Lean On Me (April 22, 1972)—Bill Withers

            
                Tumbling Dice (April 29, 1972)—Rolling Stones

            
                Sail Away (June 17, 1972)—Randy Newman

            
                How I Got Over (June 17, 1972)—Aretha Franklin

            
                Amazing Grace (June 17, 1972)—Aretha Franklin

            
                I Am Woman (June 24, 1972)—Helen Reddy

            
                Go All the Way (July 1, 1972)—The Raspberries

            
                Back Stabbers (July 8, 1972)—The O’Jays

            
                Is It Really Love at All? (July 15, 1972)—Eric Andersen

            
                Saturday In the Park (August 5, 1972)—Chicago

            
                Freddie’s Dead (August 12, 1972)—Curtis Mayfield

            
                Burning Love (August 19, 1972)—Elvis Presley

            
            
                Summer Breeze (September 9, 1972)—Seals and Crofts

            
                I’ll Be Around (September 16, 1972)—The Spinners

            
                American City Suite (September 23, 1972)—Cashman and West

            
                If You Don’t Know Me By Now (September 30, 1972)—Harold Melvyn and the Blue Notes

            
                Me and Mrs. Jones (October 28, 1972)—Billy Paul

            
                Do It Again (November 18, 1972)—Steely Dan

            
                Rocky Mountain High (November 25, 1972)—John Denver

            
                You’re So Vain (December 2, 1972)—Carly Simon

            
                Dreidel (December 23, 1972)—Don McLean

            
                Could It Be I’m Falling In Love (December 30, 1972)—The Spinners

            
                Dueling Banjos (January 13, 1973)—Eric Weissberg and Steve Mandell

            
                Space Oddity (January 27, 1973)—David Bowie

            
                Behind Closed Doors (February 10, 1973)—Charlie Rich

            
                Stir It Up (February 10, 1973)—Johnny Nash

            
                Walk On the Wild Side (February 17, 1973)—Lou Reed

            
                You Are the Sunshine of My Life (March 17, 1973)—Stevie Wonder

            
                Why Me (April 7, 1973)—Kris Kristofferson

            
                Daniel (April 7, 1973)—Elton John

            
                Right Place, Wrong Time (April 14, 1973)—Dr. John

            
                Desperado (May 5, 1973)—The Eagles

            
                Ol’ 55 (May 1973)—Tom Waits

            
                Ol’ 55 (April 20, 1974)—The Eagles

            
                Money (May 19, 1973)—Pink Floyd

            
                Precious Lord, Take My Hand (1973)—Marion Williams with Thomas A. Dorsey

            
                Live and Let Die (July 7, 1973)—Paul McCartney and Wings

            
                Loves Me Like a Rock (August 4, 1973)—Paul Simon with the Dixie Hummingbirds

            
                Ramblin’ Man (August 25, 1973)—Allman Brothers Band

            
                Summer (The First Time) (August 25, 1973)—Bobby Goldsboro

            
                Knockin’ On Heaven’s Door (September 1, 1973)—Bob Dylan

            
                If We Make It Through December (October 27, 1973)—Merle Haggard

            
                Goodbye Yellow Brick Road (October 27, 1973)—Elton John

            
                Jolene (November 3, 1973)—Dolly Parton

            
                Rosalita (Come Out Tonight) (November 11, 1973)—Bruce Springsteen

            
                Time In a Bottle (November 17, 1973)—Jim Croce

            
                I Shot the Sheriff (c. December 1973)—Bob Marley and the Wailers

            
                (You’re the) Best Thing That Ever Happened to Me (February 16, 1974)—Gladys Knight and the Pips

            
                What Are You Doing the Rest of Your Life? (February 16, 1974)—Barbra Streisand

            
                Piano Man (February 23, 1974)—Billy Joel

            
                Aguas de Marco (February 25, 1974)—Elis Regina and Antonio Carlos Jobim

            
                Chameleon (March 23, 1974)—Herbie Hancock

            
                I Will Always Love You (April 6, 1974)—Dolly Parton

            
                Stars (June 1, 1974)—Janis Ian

            
                Widescreen (early June 1974)—Rupert Holmes

            
                Love Theme from “Chinatown” (June 20, 1974)—Jerry Goldsmith

            
                Running Hard (August 3, 1974)—Renaissance

            
                You Haven’t Done Nothin’ (August 3, 1974)—Stevie Wonder

            
                Quimbara (September 14, 1974)—Celia Cruz with Johnny Pacheco y su Tumbao

            
                Terminal (October 1974)—Rupert Holmes

            
                Cat’s In the Cradle (October 5, 1974)—Harry Chapin

            
                Louisiana 1927 (October 5, 1974)—Randy Newman

            
                Fountain of Sorrow (October 12, 1974)—Jackson Browne

            
                Promised Land (October 26, 1974)—Elvis Presley

            
                Take Me to the River (November 24, 1974)—Al Green

            
            
                Streets of London (December 7, 1974)—Ralph McTell

            
                Lady Marmalade (December 14, 1974)—LaBelle

            
                Before the Next Teardrop Falls (January 11, 1975)—Freddy Fender

            
                Shining Star (February 8, 1975)—Earth, Wind, and Fire

            
                Bad Luck (March 15, 1975)—Harold Melvyn and the Blue Notes

            
                Boulder to Birmingham (April 19, 1975)—Emmylou Harris

            
                Rhinestone Cowboy (June 7, 1975)—Glen Campbell

            
                Some Other Time (June 10–13, 1975)—Tony Bennett and Bill Evans

            
                Saturday Night Special (June 14, 1975)—Lynyrd Skynyrd

            
                Fame (June 28, 1975)—David Bowie

            
                Water No Get Enemy (1975)—Fela Kuti

            
                That’s the Way of the World (July 5, 1975)—Earth, Wind, and Fire

            
                Where Am I Going? (July 19, 1975)—Gino Vannelli

            
                I Only Have Eyes for You (August 23, 1975)—Art Garfunkel

            
                The Song of Scheherazade (August 30, 1975)—Renaissance

            
                Lyin’ Eyes (September 13, 1975)—The Eagles

            
                Wind On the Water (October 11, 1975)—David Crosby and Graham Nash

            
                Wake Up, Everybody (November 15, 1975)—Harold Melvyn and the Blue Notes

            
                Acadian Driftwood (December 13, 1975)—The Band

            
                Gloria (In Excelsis Deo) (December 13, 1975)—Patti Smith

            
                Marcus Garvey (December 15, 1975)—Burning Spear

            
                Dream On (January 10, 1976)—Aerosmith

            
                Only Love Is Real (February 14, 1976)—Carole King

            
                Rhiannon (Will You Ever Win) (March 6, 1976)—Fleetwood Mac

            
                Jerusalem Ridge (March 30, 1976)—Kenny Baker (featuring Bill Monroe)

            
                Kiss and Say Goodbye (April 3, 1976)—The Manhattans

            
                Howlin’ Wind (April 1976)—Graham Parker

            
                Turn the Page (May 1, 1976)—Bob Seger and the Silver Bullet Band

            
                You’ll Never Find Another Love Like Mine (May 15, 1976)—Lou Rawls

            
                You Should Be Dancing (July 4, 1976)—Bee Gees

            
                She’s Gone (July 24, 1976)—Daryl Hall and John Oates

            
                More Than a Feeling (September 18, 1976)—Boston

            
                Tonight’s the Night (Gonna Be Alright) (October 2, 1976)—Rod Stewart

            
                Corey’s Coming (October 30, 1976)—Harry Chapin

            
                Walk This Way (November 20, 1976)—Aerosmith

            
                Summertime (December 4, 1976)—Ray Charles and Cleo Laine

            
                I Wish (December 4, 1976)—Stevie Wonder

            
                Evergreen (Love Theme from “A Star Is Born”) (December 11, 1976)—Barbra Streisand

            
                Dancing Queen (December 11, 1976)—ABBA

            
                Disco Inferno (March 5, 1977)—The Trammps

            
                Sir Duke (April 2, 1977)—Stevie Wonder

            
                Piano Concerto No. 1, Third Movement (April 9, 1977)—Keith Emerson

            
                Dreams (April 16, 1977)—Fleetwood Mac

            
                Fanfare for the Common Man (June 4, 1977)—Emerson, Lake, and Palmer

            
                God Save the Queen (June 4, 1977)—Sex Pistols

            
                One Love / People Get Ready (June 11, 1977)—Bob Marley and the Wailers

            
                Dey (c. 1977)—Toto Bissainthe

            
                The Highwayman (July 1977)—Jimmy Webb

            
                I Feel Love (August 6, 1977)—Donna Summer

            
                Some Enchanted Evening (September 10, 1977)—Jane Olivor

            
                Dance Band on the Titanic (September 17, 1977)—Harry Chapin

            
                How Deep Is Your Love? (September 24, 1977)—Bee Gees

            
                Love Is the Answer (October 1977)—Todd Rundgren’s Utopia

            
                We Will Rock You/We Are the Champions (October 22, 1977)—Queen

            
                My Song (October–November 1977)—Keith Jarrett and Jan Garbarek

            
                Heroes (November 5, 1977)—David Bowie

            
                Just the Way You Are (November 12, 1977)—Billy Joel

            
                Mull of Kintyre (November 19, 1977)—Paul McCartney and Wings

            
                Alison (December 3, 1977)—Elvis Costello

            
                Running on Empty (February 11, 1978)—Jackson Browne

            
                Flash Light (February 11, 1978)—Parliament

            
                Baker Street (April 22, 1978)—Gerry Rafferty

            
                Miss You (May 27, 1978)—Rolling Stones

            
                Saludo Celestial (1978)—Celia Cruz and Johnny Pacheco

            
                Badlands (August 19, 1978)—Bruce Springsteen

            
                MacArthur Park (September 9, 1978)—Donna Summer

            
                Time Passages (September 30, 1978)—Al Stewart

            
                I Wanna Be Sedated (October 21, 1978)—The Ramones

            
                The Gambler (October 28, 1978)—Kenny Rogers

            
                Take Me to the River (November 4, 1978)—Talking Heads

            
                What a Fool Believes (January 20, 1979)—Doobie Brothers

            
                Theme from “Superman” (January 27, 1979)—John Williams and London Symphony Orchestra

            
                Heart of Glass (February 17, 1979)—Blondie

            
                Roxanne (February 24, 1979)—The Police

            
                Reunited (March 17, 1979)—Peaches and Herb

            
                Old-Time Rock & Roll (April 7, 1979)—Bob Seger and the Silver Bullet Band

            
                We Are Family (April 28, 1979)—Sister Sledge

            
                Good Timin’ (April 28, 1979)—The Beach Boys

            
                Good Times (June 16, 1979)—Chic

            
                Iya (1979)—Irakere

            
                After the Love Has Gone (July 7, 1979)—Earth, Wind, and Fire

            
                Don’t Stop ‘Til You Get Enough (July 28, 1979)—Michael Jackson

            
                Tusk (October 6, 1979)—Fleetwood Mac

            
                Chiquitita (November 10, 1979)—ABBA

            
                With You I’m Born Again (December 8, 1979)—Billy Preston and Syreeta

            
                Longer (December 15, 1979)—Dan Fogelberg

         

         
            
            Superstar (1970)—Murray Head with the Trinidad Singers (music by Andrew Lloyd-Webber, lyrics by Tim Rice) 

         Decca 32603

         Chart debut on January 31, 1970 (reached #74); reentered chart on January 2, 1971 (#14 peak); #47 in England (1972); from the album Jesus Christ, Superstar (chart debut on November 21, 1970, 3 weeks at #1, 101 total weeks)

         The most commercially successful musical theater composer of the past forty-plus years is also the most controversial, Andrew Lloyd Webber. Most of his shows have been epic-scaled extravaganzas, beloved by the masses but often disdained by critics who believe they sacrifice originality for mere spectacle. But while the occasional bombast is undeniable, at his best he has produced some powerful and lasting music, above all with his breakthrough show, Jesus Christ, Superstar. Born in London March 22, 1948, he began writing songs at age seven, and in 1965 formed a partnership with lyricist Tim Rice. After a few misfires, in 1968 they wrote Joseph and the Amazing Technicolor Dreamcoat.

         And then came Jesus Christ, Superstar. Like Joseph, it was drawn from the Bible, but this time on a grander scale. Its audacious conceit was threefold: to tell the story in large part through the perspective of Christ’s betrayer, Judas Iscariot; using as its overriding theme the idea of Jesus as a pop idol who is finally cast aside by his fickle admirers; and wrapping it all in contemporary rock and roll. Webber and Rice couldn’t interest investors in a stage production, so they took the more economical route of a two-record album.1

         London-born (March 4, 1946) Murray Head has three claims to fame: costarring in the 1971 film Sunday, Bloody Sunday; scoring a 1985 hit with One Night in Bangkok from the Tim Rice-Benny Andersson-Bjorn Ulvaeus musical project Chess; and above all, for playing Judas. He was hired on the basis of his work in a British production of “Hair.” Months before the album’s release, Head recorded Superstar with a fifty-six-piece orchestra and the fourteen-member Trinidad Singers—one of the most expensive singles in UK history to that time. The song brilliantly set forth the themes of the show, with Judas speaking from the hereafter, suggesting that Jesus could have reached a far bigger audience by timing his arrival to take advantage of twentieth-century mass media. Released as a single in November 1969, at first the combination of its orchestral scale (the near-symphonic opening fanfare quite startling in a pop format) and a lyric that some misinterpreted as blasphemous caused its flop in the United Kingdom. In the United States, it generated some excitement but only regional action until the subsequent vast success of the album produced a successful rerelease. Superstar went on to Broadway (fall 1971) and the big screen (1973), with many later revivals; the original album remains its finest showcase.

         
            
            Travelin’ Band (1970)—Creedence Clearwater Revival 

         Fantasy 637

         Chart debut on January 31, 1970 (2 weeks at #2); #1 in Canada, #3 in Australia, and #8 in England2; from the album Cosmo’s Factory (9 weeks at #1)3

         The frantic, furious rocker Travelin’ Band finds John Fogerty unleashing his best Little Richard imitation, with plenty of verve. His depiction of a rock band on tour is joyous, depicting (in CCR biographer Hank Bordowitz’ phrase) the “mind-numbing exhilaration some bands found on the road.” And, believe it or not, that’s Fogerty himself honking away madly on saxophone to better capture the feeling of 1950s rock. In his autobiography, Fogerty remarks that perhaps they should have brought in a horn section, but he had a do-it-yourself approach. “In a way, that made it sound charming, homemade.”4 Give credit to the whole band, particularly drummer Doug Clifford, for keeping up with and helping to drive the song’s gleefully demented pace.

         
            
            Shilo (1970)—Neil Diamond 

         Bang 575

         Chart debut on February 7, 1970 (#24 pop; first issued on Bang 561 in 1968)

         
            
            Shilo is one of Neil Diamond’s most moving compositions, a tale of a desperately lonely child who is reaching out for love and understanding, finding it only in an imaginary friend. He had originally recorded the song at the end of his tenure with Bang Records, and it was lost amid his new releases. Bert Berns, the label’s cofounder, wanted Diamond to focus on catchy pop tunes like Cherry, Cherry, instead of pursuing the more personalized direction represented by this song. A tough, imposing man, Berns threatened the singer with a gun, and had a fatal heart attack the day after the confrontation. Diamond left Bang for the Uni label, and as he rode a fresh wave of success with such hits as Sweet Caroline and Holly Holy, Bang rereleased Shilo, and it struck an emotional chord with listeners. He rerecorded the song for Uni, but the Bang original packs a more powerful punch, his vocal carrying a deeper level of urgency and need than in the remake. Biographers Alan Grossman, Bill Truman, and Roy Oki Yamanaka cite Shilo as a “major creative step” for the artist, his “first deliberately personal song … a watershed for Diamond.”5

         
            
            Kentucky Rain (1970)—Elvis Presley (written by Eddie Rabbitt & Dick Heard) 

         RCA Victor 47-9791

         Recorded on February 19, 1969; chart debut on February 14, 1970 (reached #16); #21 in England

         In the wake of his triumphant Christmas 1968 NBC special, Elvis Presley was rejuvenated and taking on his best song material in over a decade. One of the best was Kentucky Rain, a song that Lamar Fike (one of Col. Tom Parker’s longtime associates) brought to him with the statement that he believed in it more strongly than anything he’d ever found for the artist. Fledgling country singer Eddie Rabbitt, several years away from his own performing stardom,6 coauthored the wonderfully crafted narrative that possessed (noted biographer Peter Guralnick) a “naked vulnerability.”7

         
            
            Instant Karma (We All Shine On) (1970)—John Lennon 

         Apple 1818

         Chart debut on February 28, 1970 (reached #3); #1 (7 weeks) in France, #2 in Canada, and #5 in England8 (RHF, ACC-#296, AHR, DM, TC)

         Phil Spector had been intrigued by the possibility of producing the Beatles, and John Lennon in particular, ever since 1964. But it was only with the November 1969 publication in Rolling Stone of Jann Wenner’s interview with the producer that the idea became more than just a wistful notion. When Lennon read it, he wondered about what such an alliance could mean, and Beatles’ manager Allen Klein contacted Spector about piecing together the tattered remains of the Beatles’ tapes from the Let It Be sessions that had been recorded in early 1969. Lennon suggested that before Spector would be given that responsibility, they would work together on his own next single: Instant Karma.

         Spector flew to London for the session at Abbey Road studio; Lennon’s band included bassist Klaus Voorman, keyboardist Billy Preston, and drummer Alan White. George Harrison was at the offices of Apple Records on the morning of January 26, 1970 when he got a call from Lennon, asking him to come to EMI studios to record a song he’d just completed; Spector came with him.

         Biographer Dave Thompson: “At one point, Spector asked drummer Alan White to hit his tom-toms as hard as he could, having first muffled them with a bath towel. He had Lennon and White playing opposite ends of the piano simultaneously. And everything was being recorded at ear-splitting volume, so loud that Spector himself was forced to resort to sign language when he needed to communicate with anyone else in the room.” Voorman: “It was just incredible. It was ridiculously loud, but there was also the ringing of all these instruments and the way the song had such motion.” To make the choruses as rousing as possible, percussionist Mal Evans recruited the patrons of London’s Hatchet Club, who sang along with Allen Klein. Thomas Ryan notes that he drenched “everything in a dry echo, giving the song a paranoid but vibrant atmosphere. The drum sound, in particular, is much heavier than anything recorded by Lennon, the Beatles, or anybody else for that matter.”9 The producer did the final mix himself for the U.S.-released version (with, Thompson describes, “a ricocheting riot of echoing percussion, thundering around Lennon’s most colossal chorus ever”).10 When the single became a smash, Spector had passed the audition, and was given permission to unleash his production skills on the Let It Be tapes. Lennon’s message is simple: Do the right thing, or be prepared to face the spiritual consequences. Call it karmic revenge, or call it justice.

         
            April 11–17: The Apollo 13 U.S. mission to the moon is cut short when a tank of liquid oxygen explodes, and the damage to the spacecraft endangers the lives of the three astronauts. They are ultimately returned home safely.

         
            
            Run Through the Jungle (1970)—Creedence Clearwater Revival (written by John Fogerty) 

         Fantasy 641

         Chart debut on April 25, 1970 (B side of #4 hit Up Around the Bend; reached #48 in Cash Box); from the album Cosmo’s Factory (9 weeks at #1)

         The sunniness running through many Creedence Clearwater Revival songs plunged into a profound darkness with Run Through the Jungle, a nightmare vision set against horrific images evoking Vietnam and in U.S. streets. It is utterly unlike any other record made by CCR during its brief but extraordinary (1968–1972) run. With the exceptions of Fortunate Son and Who’ll Stop the Rain, no other Creedence song resonated so deeply with U.S. soldiers. “It definitely got adopted by the guys in country,” said Fogerty, “but it was really my remark about American society, the metaphor being society as a jungle. When I sang ‘Two hundred million guns are loaded,’ I was talking about the ease with which guns are purchased in America. And it is a jungle.”11 He elaborated in his autobiography: “I had been thinking about the idea ever since 1966, when Charles Whitman had gone on a rampage,” killing sixteen and wounding thirty-two others at the University of Texas (the subject of Harry Chapin’s classic Sniper). “The song is really about gun control.”12 “Three minutes of spooky swamp rock that sounds like it might have been recorded on an active jetway,” writes Dave Marsh, “Run Through the Jungle is filled with gravel-voiced yells, a bass line that seems determined to knife the choogling guitar riff in its heart, and a lyric so dire you’re glad when it turns out to be more vague than specific.”13

         The eerie opening jungle sound effects were created, said bassist Stu Cook, by “lots of backward recorded guitar and piano.” Fogerty’s uncharacteristically deep, threatening vocal was inspired by blues legend Howlin’ Wolf; he also overdubbed the song’s harmonica part.

         
            
            The Circle Game (1970)—Joni Mitchell 

         From the Reprise album Ladies of the Canyon (chart debut on April 11, 1970, #27 peak)

         Most of the pop music world was introduced to the songwriting genius of Joni Mitchell with the spring 1968 release of folk troubador Tom Rush’s album The Circle Game, containing his definitive versions of the title song and Urge for Going by the young Canadian composer. It was written (during the first year of her marriage to Chuck Mitchell) in response to her friend Neil Young’s Sugar Mountain, which had expressed sadness at leaving youthful days behind; The Circle Game was designed to show that as the seasons fly by on the carousel of time, “there’ll be new dreams, maybe better dreams and plenty / Before the last revolving year is through.” Chuck Taylor recalled for Sheila Weller that Joni carefully honed the lyrics while they drove as she sat looking out the car window: “It was a conscious thing she did: she saw the universal nature of the image—‘we’re captive on the carousel of time’—and played with it.” Weller observes that “the song has an earned-feeling grasp of the finiteness of life: it’s darkly sad in the guise of sweet innocence.”14

         Mitchell’s own performance two years after Rush’s is warm and lovely. Rolling Stone noted that it demonstrated her “ability to express complex emotional states in plain language. A supple chorus puts her personalized message across.” Toby Creswell: “The song, full of compassion and wisdom and generosity, is remarkable for a 21-year-old, as Mitchell was then.”15 “What I realize now is that songs like Circle Game and Big Yellow Taxi have almost become nursery rhymes, they’ve become part of the culture,” Mitchell remarked years later. “I didn’t write Circle Game as a children’s song, but I’m very pleased to see it go into the culture in that way.”

         
            
            Lay Down (Candles In the Rain) (1970)—Melanie (with Edwin Hawkins Singers) 

         Buddah 167

         Chart debut on April 25, 1970 (reached #3 in Cash Box, #6 in Billboard)16

         Melanie Safka (born February 3, 1947 in Astoria, Long Island, NY) followed a brief tenure on Columbia to sign with Buddah Records in late 1968, and her folkish-pop debut album was released several months later. Thanks to label president Neil Bogart, she later recalled, “I was allowed to be myself.” While not a hit, the album earned her an invitation to perform at the Woodstock festival, and that dizzying experience led Melanie to write her breakthrough song. Lay Down (Candles In the Rain) vividly describes what was for her a spiritually transporting event: “Some came to sing, some came to pray / Some came to keep the dark away.” The image was not metaphorical; just before she went on stage, commune members passed out candles. It seemed that “the entire universe was lighting up. … By the time I was finished, the whole hillside was alight.” She wrote the song the next day.17 The Edwin Hawkins Singers (fresh off their 1969 smash Oh Happy Day) give it a smoldering gospel intensity, soaring above a churchy piano, and the piece keeps building all the way to its conclusion. The artist’s girlish voice was modest, but at her best (as here) she conveys a sense of emotional intimacy. Melanie would enjoy a handful of other hits (including the chart-topping Brand New Key); this is the song for which she’ll be remembered.

         
            May 4: The killing of four students at a Kent State University antiwar protest symbolizes the growing movement seeking an end to the Vietnam War. Five days later, one hundred thousand antiwar protesters rally in Washington, D.C.

         
            
            Maybe I’m Amazed (1970)—Paul McCartney 

         Original version from the Apple album McCartney (chart debut on May 9, 1970, 3 weeks at #1); live version by McCartney and Wings issued as single on Capitol 4385 (chart debut on February 12, 1977, reached #10); #9 in Canada, #28 in England (RHF, RS-#347, 1001, ACC)

         Released shortly after the headline-grabbing announcement of the breakup of the Beatles, and less than three weeks before issuance of the group’s final album Let It Be, Paul McCartney’s album McCartney got his solo career off to a much-ballyhooed start. The one-man band album (with McCartney playing all the instruments, recorded on a 4-track machine in his living room at home in Campbelltown, England) was uneven, with some of its songs seeming half-baked. But no one could dispute the power of the fervently soulful rock ballad Maybe I’m Amazed, celebrating his awe at finding total love with wife Linda; his lead guitar on this track is particularly impressive. They’d married just a year earlier and had a new baby, and that glow permeated the album. McCartney chose not to release any singles from the album, but six and a half years later a live version cracked the Top Ten.

         
            
            Miles Runs the Voodoo Down (1970)—Miles Davis 

         Recorded on August 19, 1969; from the Columbia album Bitches Brew (chart debut on May 16, 1970, #35 peak) (Jazz-#181, GHF-album)

         Miles Davis’ transition from mainstream jazz to jazz-rock fusion was a gradual journey. The arrival in 1968 of Austrian-born electric keyboardist Joe Zawinul (moonlighting from his continuing membership in Cannonball Adderley’s band) was one catalyst, with a gift for writing funky, commercial numbers like Mercy, Mercy, Mercy. Another key addition was electric guitar virtuoso John McLaughlin, who contributed rock-tinged “effects” that startled some older fans. The 1969 album In a Silent Way introduced a new sound; Miles’ trumpet playing was still lyrical, but the amplified electronic elements made it clear that a page was being turned. Silent Way had sold close to ninety thousand copies, his biggest seller in nearly a decade, but new Columbia president Clive Davis pushed him to go after the youth/rock market more aggressively. Miles was initially infuriated and threatened to leave, but, in fact, his music (as biographer Jack Chambers puts it) became “increasingly hybridized.”18 Some called it a sellout, but Dan Morgenstern labels the claim ridiculous. “Miles is his own man; his need to be up-to-date, to change, to move on, is not dictated by outside pressure but by inner needs.”19 In his memoir, Miles declares: “I had seen the way to the future and I was going for it like I had always done.”20 
            Miles Runs the Voodoo Down is arguably the strongest track on the two-record album, a Davis original with outstanding solos by the leader, Wayne Shorter (soprano sax), and McLaughlin.21 Len Lyons: “He superimposed upon rock’s intensity the more flexible phrasing and the sophisticated, modally based harmonies of jazz.”22 
            Brew sold over five hundred thousand copies, and the master had a whole new audience.

         
            
            The Long and Winding Road (1970)—The Beatles (written by Paul McCartney) 

         Apple 2832

         Recorded on January 31, 1969; chart debut on May 23, 1970 (#1 for 2 weeks); #1 (3 weeks) in Canada23; from the album Let It Be (#1 for 4 weeks) (ACC, RS album-#86)

         As the Beatles were in the process of imploding in early 1969 with personality clashes reaching a boiling point, Paul McCartney wrote and recorded one of his most beautiful ballads, The Long and Winding Road. Paul says he was inspired by driving through the remote highlands of Campbeltown, Scotland, with a long road extending for miles into the hills past the lochs reflecting snow-capped mountains. He began working on the piece in autumn 1968, and biographer Howard Sounes suggests that it “could be seen as addressing the chaos of his personal life at that time, having just split with Jane [Asher], not sure who he wanted to spend his life with.”24 The original version was a piano-based ballad, with the band coming in behind him. Due in part to the rising tensions and the members’ new unwillingness to spend much time rehearsing, the January–February sessions featured sometimes erratic performances; upon listening to the acetates, it became clear that they were not in releasable condition. By the spring, the foursome had managed for a time to patch up their differences, shelving the songs prepared for the Let It Be album, cutting the single Get Back, and working more harmoniously on Abbey Road.

         When things fell apart again, Glyn Johns tried to edit the sessions into album form, but two test pressings were rejected by the group. Finally, the tracks were reassembled in February 1970 by Phil Spector, at the invitation of John Lennon and George Harrison. Deciding that he wanted The Long and Winding Road to be an epic ballad production, Spector, with orchestral arranger Richard Hewson, used at least fifty musicians, including eighteen violins, four cellos, four violas, three trumpeters, three trombonists, two guitarists, a harp, Ringo Starr on drums, and fourteen backing vocalists. McCartney was furious at the finished product,25 but actually the lush arrangement suits the song well—and since it proved to be the final Beatles single before they officially went their separate ways, the record was all the more poignant. In late 2003, McCartney got his wish when a reedited version of the album stripping away Spector’s layers of strings and voices was released as Let It Be … Naked.

         
            
            Across the Universe (1970)—The Beatles (written by John Lennon) 

         From the Apple album Let It Be (chart debut on May 30, 1970, 4 weeks at #1) (ACC)

         A gorgeous John Lennon ballad like few others, this is a musical prayer filled with a longing for inner peace and contentment, inspired in part by Mararishi Mahesh Yogi. The first version of the song was produced by George Martin on February 4, 1968, and at one time was planned as the “A” side of a Beatles single. Lady Madonna was issued instead, and Universe sat on the shelf for a year and a half. In December 1969, the group made the song their contribution to a charity album for the World Wildlife Fund. When Phil Spector was called in to work on unreleased Beatles tapes for the Let It Be album, he totally reworked Across the Universe, slowing the tempo, removing vocals by Paul McCartney and two backing female singers, and adding rich orchestration and choral singers, which proved perfect for the song. (However, 3 decades later when we finally heard Lennon’s solo acoustic version on the album Let It Be … Naked deleting Spector’s additions, the song remained just as luminously beautiful, and perhaps even more touching for its heartfelt simplicity.)26

         Called a “beautiful invocation of the seamless unity of all creation” by Beatles’ biographer Mark Hertsgaard, Universe was regarded by Lennon as one of the best songs he ever wrote. Having been deeply unhappy with the slapdash quality of the song’s original recording, Lennon was thrilled with Spector’s fresh approach that resurrected his musical buried treasure.

         In February 2005, an all-star aggregation including Stevie Wonder, Bono, Alicia Keys, Norah Jones, and Brian Wilson sang Across the Universe at the Grammy Awards as a benefit recording for victims of the Asian tsunami tragedy, and the performance made the Billboard Top Twenty-Five. As for that mysterious line “jai guru deva, om”: The words are Sanskrit. Guru Dev was the teacher of the Maharishi, invoked in daily meditations. “Om” is said to represent the natural vibration of the universe, and is used in meditations to bring in that vibration. The line means “I give thanks to Guru Dev (or heavenly teacher), om.”

         
            
            Teach Your Children (1970)—Crosby, Stills, Nash, and Young (written by Graham Nash) 

         Atlantic 2735

         Chart debut 2740

         Chart debut on June 6, 1970 (#16 peak)27; from the album Deja Vu (1 week at #1)

         When Neil Young joined the trio of David Crosby, Stephen Stills (Young’s former bandmate and sometimes rival in Buffalo Springfield), and Graham Nash after the trio’s massive 1969 debut album, the result was a supergroup with four outsized and sometimes clashing egos. Deja Vu became a marathon project requiring more than 800 hours of studio time at Wally Heider’s Studio III in Los Angeles. But it paid off with one of rock’s legendary albums, which wound up selling more than seven million copies. Its second hit single, and a song that rarely fails to elicit a fond smile decades later, is Teach Your Children. In the midst of all the group tensions, this track “was as up and communicative as we could get,” recalled Nash. “We were all at each other’s throats.”28 (It’s actually a trio vocal, as Young did not participate.)29

         A ballad overflowing with warmth, idealism, and gorgeously layered harmonies, the song was inspired partly by Nash’s relationship with his father, who died when Graham was in his late teens, and partly by a Diane Arbus photograph of a boy in Central Park. He wrote the first draft of the song in 1968 while still with the Hollies, and reworked it after becoming part of CSN.30 It’s given a thoroughly twangy country underpinning thanks to Jerry Garcia of the Grateful Dead, prominently featured on pedal steel guitar. CSNY returned the favor by advising the Dead on harmony vocals for the latter’s album Workingman’s Dead. In concert, Nash often dedicates the song “to teachers everywhere.”

         
            
            Joe Hill (1970)—Joan Baez (words by Alfred Hayes, music by Earl Robinson) 

         From the Cotillion soundtrack album Woodstock (chart debut on June 6, 1970, 4 weeks at #1) (Folk-#67)

         Swedish-born Joseph Hillstrom was one of the legendary labor union organizers of the early twentieth century; after fighting in the Mexican War, his efforts on behalf of the radical Industrial Workers of the World (I.W.W.) from 1905 until his death were bolstered by his gift for adapting familiar hymns and folk songs with new lyrics to champion the labor cause. Hundreds of thousands of copies of the Wobbly Songbooks, largely comprising his work, were circulated nationwide. Convicted of murder, he refused to testify on his own behalf, leaving the circumstances of the case against him still mysterious, and after rallies on his behalf filled the streets of cities all over the United States was killed by a firing squad in November 1915. His last words in a note to supporters: “Don’t waste time mourning. Organize!”31 32

         The idealistic anthem to his memory originated as a poem by Alfred Hayes, first published in the September 18, 1934 New Masses. Earl Robinson set it to music in summer 1936 for a campfire program in New York celebrating Hill and his songs. By year’s end, it was being sung by activists in New Orleans and San Francisco, and published in 1938. The song became a rallying cry for members of the Abraham Lincoln Brigade in the fight against Franco in Spain. Robinson was in a musical sense the Joe Hill of his time, helping to write such populist/leftist secular hymns as Ballad for Americans (made famous by Robeson) and The House I Live In. It was first recorded by Michael Loring in 1939, by Robinson himself in January 1940 (on his album “Songs for Americans”), and by Robeson in January 1942, from his Columbia album “Songs for Free Men.”33 34 Joan Baez made it universally familiar, unforgettably delivering it in her crystalline soprano at the Woodstock festival in August 1969 and the massively successful motion picture soundtrack a year later. Joan, who had first heard the song performed by Pete Seeger, also sang it in the 1971 film Carry It On.35

         
            
            For the Good Times (1970)—Ray Price (written by Kris Kristofferson) 

         Columbia 45178

         Recorded in Nashville on March 16, 1970; chart debut on June 27, 1970 (#1 for 1 week on C&W chart; #11 pop) (C&W-#59, HBN-#100, AMOA-#29)

         The end of a love affair has been the setting for many memorable songs, and few are so touching as For the Good Times. In its composition, arrangement, and performance, it conveys sadness, acceptance, and longing with eloquence and beauty. Coming just before Sunday Morning Comin’ Down (Johnny Cash), Help Me Make It Through the Night (Sammi Smith), and Me and Bobby McGee (Janis Joplin), it helped establish Kris Kristofferson as one of the most gifted songwriters in country or pop music, and provided Ray Price with his first chart-topping C&W hit in eleven years.36

         After climbing to stardom in the 1950s on the strength of 4/4 shuffle hits like Crazy Arms and City Lights, Price began to shift toward a more lushly orchestrated sound in the late 1960s, which triggered controversy before finally winning acceptance. Cam Mullins’ imaginative, intricate string arrangements became the hallmark of the new Price sound, starting with a lavish 1966 treatment of Danny Boy. For the Good Times ushered in a new hot streak that included three additional country #1 records through 1973.

         
            “Don’t look so sad—I know it’s over,” Price opens, his big, warm baritone radiating a mixture of emotions, gentle and bittersweet, as he tries to persuade his lady to be with him one last time. “The miracle of Price’s delivery—he croons elegantly in one breath, all pathetic in the next—is that he never allows us to choose” between differing interpretations of his intentions, remarks David Cantwell.37 Although that string arrangement bothered some country traditionalists, Cantwell points out that “the strings give the song its mournful tone and sonic thrust; they suggest, in their call-and-response with the singer, all the history that stands between this couple. Most of all, they assist Price in his seduction even as they point to the man’s inevitably lonely future.” Also helping out is the ever-reliable Grady Martin on guitar.

         
            For the Good Times won the Grammy as best male country vocal,38 and in 1988 was ranked as the #29 top jukebox hit of all time by the AMOA. In 1992, Country America magazine named it the #16 greatest country song in its Top Hundred. When Price was finally inducted into the Country Music Hall of Fame in 1996, it was Kristofferson who officiated. “This might be the saddest song of all time,” declared Kacey Musgraves. “It really breaks my heart.”39

         
            
            Signed, Sealed, Delivered, I’m Yours (1970)—Stevie Wonder (written by Stevie Wonder, Lee Garrett, Lulu Hardaway, & Syreeta Wright) 

         Tamla 54196

         Chart debut on June 27, 1970 (6 weeks at #1 R&B; reached #3 on Billboard pop chart, #1 in Cash Box & Record World); #14 in Canada, #15 in England40

         The joyous, exciting Signed, Sealed, Delivered was the first single Stevie Wonder produced by himself. He had been pushing for more input on the production of his records, and Motown president Berry Gordy, Jr. decided the time had come. He wrote it with his mother, Lulu Hardaway, Philadelphia disk jockey Lee Garrett (he and Stevie had met years earlier when both attended the Michigan School for the Blind), and Syreeta Wright, a Motown secretary and an aspiring singer with whom he was in a blossoming relationship; they were married in September 1970. The same songwriting session also produced It’s a Shame, which Wonder gave to the Spinners. An electric sitar intro kicks it off, then Stevie plays off his voice against saxophones, trumpets, and female backing singers in a delicious call and response. Although Motown session stalwarts James Jamerson (bass) and Richard “Pistol” Allen (drums) are featured,41 Wonder said the record was actually striving for a Memphis-soul vibe, and was specifically thinking of singer Johnnie Taylor.42 He sounds positively giddy, and this feeling penetrates to the listener.

         When Wonder renegotiated his Motown contract a year later on turning twenty-one, he received total creative control. Gordy “had some misgivings,” he acknowledged in his memoir, but granted it. “Stevie was ready to fly.”

         
            
            Get Up I Feel Like Being a Sex Machine (1970)—James Brown (written by James Brown, Bobby Byrd, & Ron Lenhoff) 

         King 6318

         Chart debut on July 18, 1970 (3 weeks at #2 on R&B chart, reached #15 pop) (PW, DM-#165, R&B-#236, RS-#334)

         James Brown faced a crossroads in March 1970 when his longtime bandleader, saxophonist Maceo Parker left to form his own combo, at around the same time that guitarist Jimmy Nolen, his longtime sax player St. Clair Pinckney, and bassist “Sweet Charles” Sherell also departed. Determined not to miss a beat, Brown had ex-Famous Flame Bobby Byrd (recently returned after an 18-month hiatus) take command and bring in reinforcements, including bassist William “Bootsy” Collins and his brother Phelps “Catfish” Collins (guitar). The new ensemble was quite different from the tight, high-precision band that Brown had fronted for years—Bootsy and company were wilder, looser in style—but if anything, the band became funkier than ever. Bootsy didn’t last long with Brown, given his frequent drug experimentation that sometimes made him unreliable, but he set the new direction. Sex Machine is primarily a duet between Brown and Byrd, with the band providing a compelling, churning rhythm track. The number was recorded in Nashville; Brown gave engineer Ron Lenhoff cowriting credit for his role.

         After Brown goes back and forth with Byrd on whether he should “take ‘em to the bridge,” he cries “hit me now!” In Rock & Roll: The 100 Best Singles, Paul Williams writes that at this point the hypnotic rhythm figure, played on guitar rather than by the horn section that normally dominates Brown dance workouts, changes “for the first and only time in this extraordinary one-chord performance—this music is not like other music, no verse structure, no melody, but rich and full and fully musical in spite of itself. …”43 Dave Marsh: “Catfish Collins plays guitar like a monomaniac, a lick stretched out at the top of the neck and then repeated, over and over again, building an amazing tension against Bootsy Collins’ liquid bass.”44 
            Sex Machine—both the rhythm track and Brown’s own piano lick—would be sampled in dozens of hip-hop hits.

         
            
            Ain’t No Mountain High Enough (1970)— Diana Ross 

         Motown 1189

         Chart debut on August 8, 1970 (3 weeks at #1 pop, #1 for 1 week R&B); #2 in Canada, #6 in England

         There was never much doubt that Diana Ross’ solo career was going to be huge after racking up twelve #1 pop singles with the Supremes, and she wasted little time in hitting the top on her own with her big-production remake of Ain’t No Mountain High Enough. Once the hits began flowing with Baby Love in 1964, they didn’t stop until after Diana bid farewell to the group with the chart-topping finale Someday We’ll Be Together in late 1969. Ross’ solo debut single, the Nick Ashford-Valerie Simpson ballad Reach Out and Touch, was just a moderate hit; the producers-writers revisited one of their classics, Ain’t No Mountain (a 1967 hit for Marvin Gaye & Tammi Terrell), and completely reworked it from a boy-girl duet to a slow-building narrative building to a lavish finale, including a huge orchestra and Valerie’s gospel-inspired backing vocals. Motown prez Berry Gordy thought it was too much as a 6-minute epic, but when radio stations began playing the marathon album track, Motown edited it down to half length, and the single began winging its way to the top.

         
            
            Long, Long Time (1970)—Linda Ronstadt (written by Gary White) 

         Capitol 2846

         Chart debut on August 15, 1970 (reached #25); from the album Silk Purse

         Born July 15, 1946 in Tucson, Arizona, Linda Ronstadt became lead singer of the folk-pop group the Stone Poneys in Los Angeles, and after an early 1967 debut album its second LP produced the Top Twenty hit Different Drum. Striking out on her own, Linda showcased her exceptional soprano on two country-flavored solo albums. She moved in more of a pop direction with her next two releases that further expanded her audience, and then blossomed as a full-fledged superstar with the chart-topping 1974 album Heart Like a Wheel.

         The emotion-packed ballad Long, Long Time proved just how remarkable a vocal instrument she possessed. Folk artist David Bromberg invited Linda to join him at the Café Au Go-Go in Greenwich Village to meet his friend Gary White. Backstage after White served as guitar accompanist for Paul Siebel, he played his composition Long, Long Time. “I told Gary I wanted to record it immediately,” she recalls in her memoir.45 Linda digs deeply into this tale of unrequited love, with a lush arrangement (by bassist Norbert Putnam) that underscores the pain she vividly describes. No one whose heart has ever been broken could be unmoved by this shattering performance.

         
            
            Border Song (Holy Moses) (1970)—Elton John (music by Elton John, lyrics by Bernie Taupin) 

         Uni 55246

         Recorded on March 20, 1970; chart debut on August 15, 1970 (reached #69 in Cash Box, #92 in Billboard); from the album “Elton John” (reached #4)

         Elton John’s debut album Empty Sky had sold barely four thousand copies following its July 1969 release, and when he was given the opportunity to record a second LP, it was clear this would be his last chance. Still believing in his potential, DJM Records founder Dick James was persuaded to go all out, hiring a top-flight producer (Gus Dudgeon) and arranger (Paul Buckmaster), and recording for the first time at a well-equipped modern West End studio, Trident. When the budget shot skyward with the use of a full orchestra including harp, the enthusiastic response to the early tracks convinced James to keep the money coming.

         
            Border Song—a soulful quasi-spiritual inspired by the Edwin Hawkins Singers’ Oh Happy Day, and accompanied by a gospel choir for the final section—was the record label’s choice for the album’s first single. Although it did not crack the UK singles chart, the song earned Elton a booking on BBC TV’s Top of the Pops, and helped the “Elton John” album climb to #11 following its May release. Since DJM’s U.S. licensee Bell label had no interest in the unknown artist, a deal was struck for U.S. distribution by Uni Records. Its June release of Border Song initially went nowhere except some radio airplay in Memphis. But after overcoming paralyzing stagefright, Elton made his first U.S. live engagement at the prestigious Troubador in Los Angeles—introduced on stage by superstar Neil Diamond, also a Uni artist—a triumph, generating publicity that helped send the album soaring up the U.S. charts. Sheryl Crow, responding to the song’s passion and message of racial harmony, remarks: “I’ve always thought of it as being about the aftermath of segregation.”46

         
            
            Cracklin’ Rosie (1970)—Neil Diamond 

         Uni 55224

         Chart debut on August 22, 1970 (#1 for 1 week); #1 (4 weeks) in Canada, #2 in Australia, and #3 in England47; from the album Tap Root Manuscript

         Neil Diamond was one of the world’s hottest pop artists in 1970, and after two previous Top Ten singles, Cracklin’ Rosie took him all the way to #1 for the first time. This is pop music at its happiest and most infectious, produced by Tom Catalano. Diamond took the title from the name of a wine (crackling rose’), and a story he was told about men on an Indian reservation in Canada: There were more men than women on the reservation, and single men would buy a bottle of inexpensive wine that would become “their woman for the weekend,” named “Cracklin’ Rosie.”48 “We got all night, to set the world right / Find us a dream that don’t ask no questions. …”

         
            
            Lola (1970)—The Kinks (written by Ray Davies) 

         Reprise 0930

         Chart debut on August 29, 1970 (#9 peak); #1 (1 week) in Canada, #2 in England and Germany49 (RHF, RS, AHR, ACC-#419, TC)

         This deliciously subversive tale of a transvestite became the most indelible performance by the British invasion’s most quirkily fascinating group, and a telling reflection of changing times; thanks to composer-leader Ray Davies’ lyrical cleverness and sense of humanity, the narrative is warm, quite inoffensive—and great rock and roll.

         After the Kinks’ early three-chord rock ‘n roll smashes led off by You Really Got Me, Davies began creating such sophisticated narrative ballads as Waterloo Sunset, then moved into concept albums, the finest being 1969’s Arthur, or the Decline & Fall of the British Empire. But their late 1960s singles struggled to reach the band’s former chart heights—until Lola sent them soaring again. Davies was inspired to write the song when a friend spent an entire evening dancing with a transvestite, too drunk to notice his partner’s stubble. The record opens with crunching guitar chords, and Davies launches into the weird and wonderful tale of uncertain genders and ambiguous sexuality. Finally, he accepts it all as confusion that somehow spawns clearer understanding: “Girls will be boys and boys will be girls / It’s a mixed up, muddled up, shook up world, ‘cept for Lola. …” And the chorus—with Dave Davies’ ever-more-enormous guitar lines and the “lo-lo-Lola” refrain—is a killer. (As Davies had sung a few years earlier: “I’m not like everybody else.”) Lola would be the band’s last Top Forty hit for nearly a decade; the Kinks had one last stand in the Top Ten with 1983’s lovely Come Dancing.

         
            
            We’ve Only Just Begun (1970)—The Carpenters (written by Paul Williams & Roger Nichols) 

         A&M 1217

         Chart debut on September 12, 1970 (4 weeks at #2); reached #1 in Cash Box & Record World; from the album Close to You (#2 peak, 87 weeks)50 (GHF-#124, DMDB, RS, ACC)

         Although in their time the music of the Carpenters was typically dismissed as the ultimate in white-bread middle-of-the-road balladry, respect has grown over the years for the brother-sister duo’s best work, and particularly for the sometimes haunting vocals of Karen Carpenter. Karen (born March 1, 1950) and older brother Richard were born in New Haven, Connecticut, moved to California in 1963, and with Karen on vocals and drums and Richard on piano, they formed a trio that recorded four unreleased songs for RCA in 1966. The siblings then formed the group Spectrum; some demos recorded for Los Angeles session musician Joe Osborn earned them a contract with Herb Alpert’s A&M Records in 1969. Their debut single, a ballad version of the Beatles’ Ticket to Ride, was a modest hit in early 1970, which set the stage for the chart-topping Bacharach-David love song Close to You.

         For their follow-up, the Carpenters selected a tune that had been written for a southern California TV bank commercial. Crocker Citizens Bank’s ad showed a young couple getting married and preparing to embark on a new life, with the tag line, “You have a long way to go. We’d like to help.” Paul Williams and Roger Nichols wrote the jingle to fit the story line; Williams sang it.51 Richard Carpenter saw the commercial and was immediately struck by the brief (two verses) but engaging tune. He spoke with Williams at the A&M lot, and learned that there was both a bridge and third verse not used for the ad. On hearing the demo, Richard was sure it was a hit, and worked out an arrangement. Karen’s vocals are enchanting, and while some may call the lyrics merely sentimental, she gives them a genuine poignancy.

         
            
            El Condor Pasa (1970)—Simon and Garfunkel (music by Daniel Alomia Robles, lyrics by Paul Simon) 

         Columbia 45237

         Chart debut on September 12, 1970 (reached #11 in Cash Box, #13 Record World, #18 in Billboard); #1 (6 weeks) in Germany and Spain, #1 (1 week) in Australia, and #2 in France52; from the album Bridge Over Troubled Water (chart debut on February 14, 1970, 10 weeks at #1)53 (GHF-album)

         It was during Paul Simon’s brief stay in Paris during 1965 that he was first exposed to South American music, and where he first heard the group Los Incas perform the Peruvian song El Condor Pasa.54 Entranced by the piece (and their Phillips recording), he wrote some English words to it, and obtained the group’s permission to use their original instrumental track under the Simon and Garfunkel vocal. The original song’s story of Tupac Amaru’s revolt against the Spanish was replaced by his charmingly simple nursery rhyme-like lyrics, described by biographer Victoria Kingston as “contrasting being tied down with the joys of freedom.”55 The group’s members told him that it was a traditional Peruvian tune arranged by member Jorge Milchberg, and it was so credited on the Simon and Garfunkel record. But this turned out to be incorrect; El Condor Pasa (Spanish for “the condor passes”) had been composed in 1913 by Daniel Alomia Robles, with words by Julio de la Paz, and first performed that year in Lima, Peru.56 As the Andean track (led by dual flutes) casts an ethereal spell, Simon sings the verses, and Art Garfunkel the bridge (“away, I’d rather fly away. …”). The third single released from the ten-million-selling Bridge Over Troubled Water album (not counting the 1969 hit The Boxer), it became a moderate U.S. hit, and one of the biggest international smashes of the decade.57 Los Incas would also play on Simon’s 1972 solo hit Duncan.

         
            
            After the Gold Rush (1970)—Neil Young 

         From the Reprise album After the Gold Rush (chart debut on September 19, 1970, reached #8, sold 2 million copies) (GHF-album, RS, ACC, TC)

         The album After the Gold Rush was recorded in a makeshift studio that Neil Young assembled in the cramped basement of his Topanga Canyon home in Los Angeles, with room for only three or four other people. Its title song features the most ravishingly beautiful melody Young has ever written, accompanied by French horn and the artist’s piano, and a wacky but compellingly constructed dream narrative about aliens arriving on earth to bring the chosen ones to “a new home in the sun.” (The story line was suggested, in part, by an abandoned film project of his friend, actor Dean Stockwell.)58 Burhan Wazir calls it “a near-mystical elegy to a vanished and fast vanishing America.”59 Indeed, the melody was so strong that the group Prelude took an a cappella recording of the song into the Top Forty in 1974; just as hauntingly lovely is a later trio rendition by Linda Ronstadt, Dolly Parton, and Emmylou Harris.

         
            
            Midnight Rider (1970)—Allman Brothers Band 

         From the Atco album Idlewild South (chart debut on October 24, 1970, #38 peak) (Blues-#424)

         
            
            Midnight Rider (1973)—Gregg Allman 

         Capricorn 0035

         Chart debut on December 22, 1973 (#19 peak); from the album Laid Back

         The standout song from the Allman Brothers’ second album, Midnight Rider was written by Gregg Allman with a couple of assists from the band’s roadie, Kim Payne. The first assist came when Payne broke into their Macon, Georgia, recording studio in the middle of the night at the behest of Gregg, who was almost finished writing the song and wanted to get the basic track recorded before he forgot. The second assist came when Payne suggested the key line “the road goes on forever,” for which he earned a cowriting credit.60 Not quite one year after the album’s release, guitar virtuoso Duane Allman died in a motorcycle accident. Maxwell George: “If you can listen to this song anew, what you’ll hear is the birth of Southern rock—body and soul.”61

         Thee years after the classic original version of Midnight Rider, Gregg Allman equaled and perhaps even surpassed it with this haunting performance from his debut solo album. (It was recorded during the same period that the full group was working on the album Brothers and Sisters, and the sessions often overlapped.)62 He slows the tempo down from the original version and burrows into its deeply bluesy essence; this dark, brooding tale of a hunted and perhaps doomed man earned him a Top Twenty single.

         
            
            He Ain’t Heavy … He’s My Brother (1970)—Neil Diamond 

         Uni 55264

         Chart debut on November 7, 1970 (#13 peak in Record World, #20 Billboard); from the album Tap Root Manuscript (#13 peak)

         Less than a year after The Hollies introduced this classic Bobby Scott-Bobby Russell composition (inspired by a line in a 1926 Mary Pickford silent movie, which later became the famous slogan of Father Flanagan’s Boy’s Town in Nebraska), Neil Diamond pulled off the impressive feat of a cover version that matched—and perhaps even exceeded—the original.63 He slows it down in an arrangement built around piano and orchestra, and gives the song a reflective, intensely personal touch that deepens its emotional impact. Diamond was on a tremendous roll in 1969–1970 and here he demonstrated that his cover versions could be as resonant as his original compositions. Tap Root Manuscript, his sixth studio album, featured his ambitious “African Trilogy” that was rooted in his affection for African folk music (the suite alone, occupying all of side two and including the hit Soolaimon, required over 14 months of work). Produced by Tom Catalano and Diamond, it represented his most mature work to that date.

         
            
            Gethsemene (I Only Want to Say) (1970)—Ian Gillan (music by Andrew Lloyd-Webber, lyrics by Tim Rice) 

         From the Decca album Jesus Christ, Superstar (chart debut on November 21, 1970, 3 weeks at #1)

         A vernacular account of the last seven days in the life of Christ, Jesus Christ, Superstar traced the tale from his entry into Jerusalem to the crucifixion. The rock opera was at times (from some perspectives) cheekish and irreverent, but for all its flash it took the essential story very seriously, and no song better conveys this than Gethsemene. It’s a deeply touching soliloquy sung by Jesus in the garden of Gethsemene about his betrayal by Judas; located at the foot of the Mount of Olives in Jerusalem, it was a favored setting for Jesus to pray with his disciples (as described in John 18:2). Since this is a very human Jesus, it’s filled with anguish, disappointment, and a touch of bitterness, but also compassion, and, finally, acceptance of his fate the following day. Ian Gillan (born in London on August 19, 1945) was lead singer for the rock group Deep Purple from 1969 through 1973, including Smoke On the Water. His powerful voice is equal to the emotions of the song. When the production came to Broadway in 1971, it played for two years, and was a phenomenon in London, running until 1980 for 3,358 performances.

         
            
            My Sweet Lord (1970)—George Harrison 

         Apple 2995

         Chart debut on November 28, 1970 (4 weeks at #1)64; #1 for 5 weeks in the United Kingdom; #1 (10 weeks) in West Germany; #1 (8) in Australia; #1 (2) in Canada65; from the album All Things Must Pass (7 weeks at #1) (GHF, DMDB-#99, RS, ACC-#441)66

         Throughout his tenure with the Beatles, George Harrison had by necessity taken a back seat to the songwriting prowess of Lennon and McCartney. Even as he began to turn out an increasing number of quality songs, there was never room for more than one or two Harrison originals on any Beatles album. So while he won increasing acclaim for the likes of While My Guitar Gently Weeps, Something, and Here Comes the Sun, Harrison bided his time until the group ran its glorious course. Then he shocked the world with the three-record album All Things Must Pass and its blockbuster leadoff single, My Sweet Lord.

         He wrote the song while touring with Delaney and Bonnie in December 1969; the Beatles’ Abbey Road was #1, but Harrison knew the group was all but finished. He later said he had been inspired by the Edwin Hawkins Singers’ 1969 hit Oh Happy Day, and by his own deepening spirituality. Reticent about “committing myself publicly” about religion, he gave the song to keyboardist-singer Billy Preston, who had been recruited by George for the Beatles’ Get Back as part of the Let It Be sessions. Preston recorded it for his Encouraging Words album on Apple, produced by Harrison, and his version of the song was set for release as a single in September 1970, but was withdrawn. Having by that time completed his own rendering of the song, Harrison had decided this had to be his single.

         On May 27, 1970, six weeks after finishing work on the Let It Be album, Phil Spector was back at Apple Records to produce All Things Must Pass, and he was the frenzied, perfectionist Spector of old, with endless takes and intricate arrangements. Keyboard player Tony Ashton reported that the producer had Harrison do some ninety takes of My Sweet Lord with a slide guitar, then dozens more takes with a bottleneck guitar, after which he brought in Eric Clapton to play a few dozen more.67 Despite weariness and frustration, Harrison was happy with the results. Spector biographer Dave Thompson: As Spector “layered instrument upon instrument, chord upon chord, transforming a simple note into a blistering cacophony, [the musicians] could not help but be impressed.”68 With the haunting Isn’t It a Pity as the distinctive B side, My Sweet Lord (featuring George’s beautiful slide work) shot quickly to #1, the first chart-topping single by an ex-Beatle. It was also one of the most enormous international hits of all time; counting only the charts published in Billboard, it was #1 in at least fifteen countries for eighty-three weeks. As the sprawling album also became a multi-million-selling #1 smash, any doubts about how Harrison would fare as a solo artist were extinguished.

         But there was something familiar about that tune. In early 1971, Harrison was sued for allegedly plagiarizing the melody of the Chiffons’ 1963 hit He’s So Fine, written by the late Ronnie Mack. Harrison later wrote in his autobiography that he “wasn’t consciously aware of the similarity” between the two melodies, but when it hit him he thought, “why didn’t I realize?” The case took more than five years to grind through the system, concluding with a 1976 federal court ruling that melodically My Sweet Lord “is the very same song” as He’s So Fine, and Harrison had, without conscious intent, infringed on the Mack song’s copyright. (In an amusing irony, some 20 years after the court ruling, the judge awarded ownership of He’s So Fine to Harrison.)69

         Nevertheless, My Sweet Lord stands up today as a touching statement of spiritual feeling (note how Harrison quietly interweaves choruses of “Hare Krishna” along with “Hallelujah”) and a lovely performance.

         
            
            If I Were Your Woman (1970)—Gladys Knight and the Pips (written by Gloria Jones, Pam Sawyer, & Clay McMurray) 

         Soul 35078

         Chart debut on November 28, 1970 (1 week at #1 on R&B chart; #9 pop in Billboard, #5 in Cash Box) (DM)

         Gloria Jones and Pam Sawyer wrote If I Were Your Woman, explained Jones, after “discussing how women, when they fall in love, can’t hold back. The woman gives all … she’s willing to die for him.” Sawyer submitted the song to Motown’s Clay McMurray, the new producer for Gladys Knight and the Pips (taking over from Norman Whitfield), who was promptly convinced of its potential. Gladys and the Pips recorded it in Detroit with the mighty Motown session band, featuring Robert White on lead guitar, with an arrangement by Paul Riser.70 David Nathan notes that Knight sings in the voice of a strong and confident woman: “With Gladys’s passionate reading, the record couldn’t fail.”71 Dave Marsh declared this “the record on which Knight really found her calling … (this is) an adult love ballad, and it gives Gladys the chance to emote boldly and copiously all over the idea of cheating with someone else’s man.”72

         
            
            Help Me Make It Through the Night (1971)—Sammi Smith (written by Kris Kristofferson) 

         Mega 0015

         Chart debut on December 19, 1970 (3 weeks at #1 on C&W chart, #8 pop) (HBN-#1, C&W-#39, GHF, DMDB)

         “Help Me Make It Through the Night begins like the releasing of a breath—Junior Huskey’s bass, Jerry Carrigan’s cymbal, Chip Young’s guitar, all playing one warm note that will return like a pulse,” write David Cantwell and Bill Friskics-Warren in Heartaches by the Number: Country Music’s 500 Greatest Singles. “As Young picks out a delicate, urgent acoustic riff and Huskey’s bass sounds the bottom, a string section enters. The cellos play a low, earthy obbligato that serves as a kind of motif or hook throughout the song while the violins merely offer one long, high note that, suspended above, suggests some greater longing. It’s amazing that such an assembly of people and sounds can so readily convey intimacy and silence. And that’s to say nothing of Sammi Smith’s startlingly vulnerable vocals that follow.” Accordingly, the authors selected it as their #1 single.73

         Born Jewel Fay Smith on August 5, 1943 in Orange, California, she spent her childhood in various Southwestern states, and left school to begin singing professionally in clubs at age twelve. Marriage and four children took her away from music, but she later plunged back in and hit the country charts for the first time in 1968. Help Me Make It was her first big hit, and extended the hot streak of its songwriter Kris Kristofferson, after Sunday Morning Comin’ Down and For the Good Times. Bill Nash had first recorded the song in 1969, and Ray Price had included it on his 1970 album. Smith shifted the gender of the lyric, making the woman in the song the seducer, quite a departure for tradition-bound Nashville. But, note Cantwell and Friskics-Warren, instead of mere seduction the piece “embraces a deeper feeling, the fear that one cannot make it alone.” The Country Music Association’s choice as Single of the Year and a double Grammy winner, Help Me Make It was inducted into the Grammy Hall of Fame in its third year of eligibility.

         
            
            Chestnut Mare (1970)—The Byrds (written by Roger McGuinn & Jacques Levy) 

         Columbia 45259

         Recorded on June 4 and 5, 1970; chart debut on December 19, 1970 (reached #121); from the album “The Byrds” (#40 peak)

         The compelling dream-vision Chestnut Mare was written by the Byrds’ leader and by 1970 sole remaining original member Roger McGuinn with New York psychologist Jacques Levy. It was one of two dozen songs they’d designed for a never-produced theater project, “Gene Tryp,” described as a country and Western musical adaptation of the Henrik Ibsen play Peer Gynt. McGuinn’s half-sung, half-spoken vocal is passionate, seeing the chestnut mare as the realization of our subconscious yearning for ultimate beauty that can never be captured but will always be ardently pursued.74 The other Byrds on this splendid performance are guitar virtuoso Clarence White, bassist Skip Battin, and drummer Gene Parsons.75

         A possible inspiration for the song came from the classic Western ballad The Strawberry Roan, originally a circa-1910 poem by Curly Fletcher, put to music by Fred Howard and Nat Vincent in 1931, included that year in Broadway’s Green Grow the Lilacs, and used as the title song of a Ken Maynard big-screen Western. The tale of a cocky young cowpuncher’s unsuccessful effort to ride a wild bronco that’s thrown every man who’s tried to ride it, the narrative is a timeless metaphor for human arrogance laid low in the face of untamed nature; the Byrds’ gem is an homage and a wonderful original creation in its own right.

         
            
            Merry Christmas, Darling (1970)—The Carpenters (written by Frank Pooler & Richard Carpenter) 

         A&M 123676

         Chart debut on December 19, 1970 (3 weeks at #1 on Billboard Christmas chart; ineligible for Hot 100); reached #41 in Cash Box
            77

         Great Christmas songs often have a quality of melancholy and yearning—think of Have Yourself a Merry Little Christmas—and a poignant addition to that tradition is Merry Christmas Darling, one of the most affecting holiday songs of the rock era. Richard Carpenter, the arranger for the Carpenters, would later cowrite several of the sibling duo’s big hits, including Top of the World, Goodbye to Love, and Yesterday Once More; this is his finest achievement. The piece began as a poem written by a teenaged Frank Pooler in 1946; while recalling Bing Crosby’s I’ll Be Home for Christmas in sentiment, it was, remarks Ace Collins, “a more complex song that took a much deeper look at the loneliness created by separation.” Pooler also wrote a provisional melody for the poem, but was never quite satisfied with it. In 1966, Richard Carpenter was enrolled at Cal State Long Beach and a member of the university choir, which was directed by Pooler. Impressed with examples of the songs that Richard was composing for sister Karen, Pooler offered his twenty-year-old creation. Richard crafted a new melody, which his instructor loved. After the Carpenters’ first two smashes, A&M was eager to have them record a holiday song and this fit the bill.78 It provided sister Karen with a superb vehicle, and she comes through with a performance that was deeply touching on first release, and even more so in light of her death at age thirty-two. The sadness and longing in her voice, along with the determination to keep a stiff upper lip, can break one’s heart. Few could dispute Richard’s assessment: “I think it is one of the best records we ever made.”

         
            
            If You Could Read My Mind (1970)—Gordon Lightfoot 

         Reprise 0974

         Chart debut on December 26, 1970 (reached #3 in Record World, #5 in Billboard)79; #1 in Canada, #30 in England80; from the album Sit Down Young Stranger (chart debut on May 30, 1970, #12 peak)81 (ACC)

         After five years as one of the most prolific singer-songwriters in folk music, producing hits for other performers but only modest sales for his own records, Gordon Lightfoot got his fair due with the success of If You Could Read My Mind, a literate, reflective ballad exemplifying his best attributes, most notably strong melodies, thoughtful lyrics, elegant guitar arrangements, and (as William Ruhlman describes) “a gentle burr of a voice.”

         Lightfoot’s 1966–1969 tenure with United Artists was packed with quality songs, many of which were recorded by other artists, and his reputation was soaring. All he needed was a hit. Seven months after the release of his first album for Reprise, If You Could Read My Mind gave it to him, the first of many over the next several years. All the songs for this album were written during an intense four-week period, working 12 hours a day at an empty house he’d moved into in Toronto. Lightfoot remarked to Susan Elizabeth Patterson that this song has no true chorus or verse; “it just goes into a whole lot of different areas.”82

         
            
            Father and Son (1971)—Cat Stevens 

         From the A&M album Tea for the Tillerman (chart debut on February 6, 1971, #8 peak)

         Born Steven Georgiou in London on July 21, 1948 (the son of a Greek father and Swedish mother), Cat Stevens began performing folk music in 1966, collected several British pop hits in 1966–1967 including the #2-charting Matthew and Son, and finally contracted tuberculosis in late 1968 requiring a year of recuperation. On his return, he shifted to a more personal acoustic approach. His compositions had already produced hits for other artists (The First Cut is the Deepest and the Tremeloes’ Here Comes My Baby). The 1970 album Mona Bone Jakon was a British success; its successor, Tea for the Tillerman, established him as one of the leaders of the era’s singer-songwriter genre. Wild World was the album’s big hit, but perhaps its most memorable song was the deeply touching Father and Son. The piece depicts a conversation between a father and a son, as the father tries to persuade his boy not to go to war; the singer switches between baritone and high tenor to depict the characters. For Bob Boilen, creator/host of NPR’s “All Songs Considered” and “Tiny Desk Concerts,” Father and Son (released in the midst of the Vietnam war) was extremely personal, “as I was about to become eligible for the draft … and the [kids] I knew had either died or returned home dramatically changed.” Stevens remained a hit-making artist to the end of the decade, including such gems as Peace Train and Morning Has Broken. Having converted to the Muslim religion in the late 1970s, in 1981 he rechristened himself as Yusuf Islam and auctioned off all his material possessions, including his gold records, and began running a Muslim school outside London. In the early 2000s, the artist resumed performing with well-received albums billed simply as “Yusuf.” Forty-five years after Father and Son, when Yusuf played the song for Boilen on NPR: “The song’s familiar chords and lyrics bring to mind the passage of time, the loss of my own father, and my happiness at having a bright, wonderful child. I begin to cry.”83

         
            
            Oye Como Va (1971)—Santana 

         Columbia 45330

         Chart debut on February 20, 1971 (reached #13); reached #9 in Mexico; from the album Abraxas (6 weeks at #1) (World-#58, NPR-100, Jazz-#174, RIAA-#184, LGHF, TC, DET)

         Tito Puente, the king of mambo music and of Latin jazz in general, had few fans as devoted as Carlos Santana. The Mexican-born, San Francisco-based (from 1963 onward) guitarist was a blues lover before he got into Afro-Cuban music, but soon came to know Puente’s repertoire by heart, from his groundbreaking early 1950s work on the Tico label to his classic 1956–1960 RCA Victor tenure (including the landmark album Dance Mania), and his 1960s return to Tico. Oye Como Va, Puente’s 1962 composition, was one of his favorites, and he made it a highlight of the band Santana’s second album Abraxas.84 A cha-cha-cha or “double mambo” in its original incarnation, the piece kept its essential spirit in Santana’s new treatment (including the same chanted vocals and similarly powerful percussion), but with the leader’s soaring guitar solos taking center stage in place of the brass section and flute of Puente’s band. Santana revisited the song on his 2014 album Corazon, his first all-Latin collection.

         
            
            I Am … I Said (1971)—Neil Diamond 

         Uni 55278

         Chart debut on March 27, 1971 (#4 peak); #1 (4 weeks) in Canada, #2 in Australia, #4 in England, and #4 in Germany85 (AHR)

         
            Moving from his roots as a Brill Building pop tunesmith for the Monkees and other artists, New York–born Neil Diamond found a perfect balance during the early 1970s between unabashedly commercial pop songs like Cracklin’ Rosie and more deeply personal, introspective compositions such as I Am … I Said. Thomas Ryan: “I Am, I Said is simultaneously his most hypnotically rhythmic song and his most blatantly personal song, resulting in an overall effect that is emotionally wrenching. The slow burn as the melody builds toward its climactic chorus manipulates the listener like sonic candy. Diamond’s voice fits the song like a glove, and the dynamics make it irresistible. All the while, he fumbles through some of the most fundamental questions of existence. … It is a brilliant moment when fundamental lyrical passion is joined seamlessly with an inspirational arrangement. I Am, I Said is just such a moment.”86

         According to its creator, the song was inspired by his move to Los Angeles and an audition for a biographical film on comedian Lenny Bruce. Unhappy with the way the audition was going, Diamond took out his guitar during a lunch break and began writing the song—a process that ultimately required nearly four months of painstaking work, the longest he’d ever spent on a single song. (The film was never made; the Dustin Hoffman-starring Lenny a few years later was a separate project.) He even composed a twenty-page essay to sort out the self-exploration that went into the song, and went into therapy “because there were things coming out of me that I couldn’t deal with.”87

         Todd Everett writes that the arrangement for I Am … I Said was laid out in the studio by engineer Armin Steiner, combining string and horn parts written by Marty Paich (renowned in the jazz world for his work with Mel Torme’ among others) and Larry Muhaborac. Recorded separately, the two orchestral parts were layered in the editing room.

         
            
            If (1971)—Bread (written by David Gates) 

         Elektra 45720

         Chart debut on March 27, 1971 (#4 peak)88 (WASH-#17)

         Tulsa, Oklahoma-born (December 11, 1940) David Gates enjoyed an early taste of pop songwriting success with the Murmaids’ end-of-1963 Top Ten hit Popsicles & Icicles, six years before he formed the soft-rock group Bread in Los Angeles. The group’s 1969 debut album (also featuring singer-songwriter James Griffin) was little noticed, but a year later it exploded with the Gates-penned, soothingly seductive #1 smash Make It With You.89 Gates’ most enduringly popular composition and vocal came the following spring with the lovely, quasi-poetic love ballad If. Just as he had done on Make It With You, Elektra president Jac Holzman—certain that this would be an instant hit—picked it as the leadoff single immediately on hearing the group’s third album.90 Bread broke up in 1973 to make way for Gates’ modestly successful solo career, and reunited for one final album in 1976. If was voted the #25 all-time favorite song in WASH-FM radio listener surveys from 1973 to 1980, then soared still higher as the #6 all-time favorite in WPGC and WAVA radio listener polls from 1980 to 1985. Gates called it “the song I’m the most proud to have written.”91

         
            
            Will You Love Me Tomorrow? (1971)—Carole King 

         From the Ode album Tapestry (chart debut on April 10, 1971, #1 for 15 weeks) (album: GHF, RR, RS-#36)

         Carole King’s revival of her first classic hit, written with Gerry Goffin for The Shirelles in 1960, is heartfelt and almost as touching as the original—perhaps the finest vocal of her career. Her pal James Taylor, and fellow singer-songwriter Joni Mitchell (who was making her classic album Blue in A&M Studios in Hollywood at Studio A at the same time that Carole was doing her own landmark Tapestry in Studio B) are on backing vocals, with Lou Adler as producer. Matt Fink writes that in this performance she is “replacing the youthful innocence” of the original “with a sense of doubt that transformed the song from a wistful anthem into a brokenhearted ballad.”92

         
            
            That’s the Way I’ve Always Heard It Should Be (1971)—Carly Simon (written by Carly Simon & Jacob Brackman) 

         Elektra 45724

         Chart debut on April 17, 1971 (#7 in Record World, #10 in Billboard); from the album “Carly Simon” (#30 peak)

         Born June 25, 1945 in New York City as the daughter of Richard Simon, cofounder of the publishing company Simon & Shuster, Carly Simon teamed with her sister Lucy as a folk duo who had a 1964 chart single with Winkin’ Blinkin’ and Nod. She introduced herself as a solo artist with a most remarkable debut single. That’s the Way I’ve Always Heard It Should Be is a compelling narrative ballad depicting a young woman’s profound doubts about the possibilities of a happy relationship based on the many examples of unhappiness around her, and the fear of winding up “caged” on a shelf before she discovers who she is. When Elektra president Jac Holzman signed Carly, he saw her as a singer best suited to performing other writers’ material; Simon proved herself as a composer with this song, which “riveted” him, as he told author Sheila Weller. The Elektra staff was concerned that the piece was too complex and “wordy” to make it on Top Forty radio, but Holzman knew it was a “signature song: it conveyed who Carly was.” “That song was so much me,” Simon told Weller. Not only did it draw on her childhood in a prosperous New York household, but also her recent experience of breaking up with three men she might have married. The timing of a song critiquing the very concept of marriage could not have been more perfect, at a time when many other women were casting doubt on the once sacrosanct tradition.93

         
            Crawdaddy, in naming her debut release one of the best albums of 1971, exulted: “It’s haunting, affecting, a universally moving album. … A gem.”94 Somewhat counter-intuitively, this quintessential singer-songwriter album was produced by hard rocker Eddie Kramer, previously best known for engineering Jimi Hendrix’s albums and later in charge of the early Kiss LPs. Singer-songwriter Steve Earle in 2013 recalled hearing the song for the first time: “I’d never heard anything like it on the radio … it was incredibly beautiful.”95

         
            
            The Revolution Will Not Be Televised (1971)—Gil Scott-Heron 

         Flying Dutchman single, recorded on April 19, 1971; from the album Pieces of a Man
            96 (GHF, RR, Jazz-#109, R&B-#190, 1001, TC, ACC, TM)

         Poet, novelist, singer-songwriter, and pianist, Gil Scott-Heron was a groundbreaking artist whose jazz-infused, intensely political work was a crucial forerunner of rap. Born in Chicago on April 1, 1949, he took a year off from college to write his first two novels, then—inspired by Nina Simone, Richie Havens, and the black protest group the Last Poets—began his recording career with the 1970 album Small Talk at 125th and Lenox. That album of spoken-word social commentaries drew attention but minimal sales. Pieces of a Man a year later placed his poetry in a more strongly musical format, with his regular collaborator Brian Jackson (keyboardist),97 conductor Johnny Pate, bassist Ron Carter, electric guitarist Burt Jones, Hubert Laws (flute, saxophone), and drummer Bernard Purdie. His compositions from this period were influenced, in part, by his involvement in student protests at Lincoln University (Pennsylvania), and the 1970 killings of protestors at Kent State and Jackson State. Its centerpiece, The Revolution Will Not Be Televised, became his most famous work, commenting with acidic wit on racism, war, consumerism, and the impact of modern U.S. society on the soul. Biographer Marcus Baram noted that Gil’s approach drew on Harlem Renaissance icon Langston Hughes’ “use of humor and wordplay to highlight contradictions such as the reality of life in America versus the way people thought things were.”98 Scott-Heron was far too political to be a chart-busting artist (although his 1975 antiapartheid anthem Johannesburg became a modest hit), but his influence on an entire generation of hip-hop artists was profound.

         
            
            Brown Sugar (1971)—Rolling Stones 

         Rolling Stone 19100

         Recorded on December 1–3, 1969; chart debut on May 1, 1971 (2 weeks at #1); #1 (4 weeks) in Canada, #2 in the United Kingdom99; from the album Sticky Fingers (4 weeks at #1)100 (NME-#64, ACC-#168, RS, AHR)

         One of the hardest-rocking Rolling Stones songs of all, Brown Sugar sprang to life when Mick Jagger hurt his wrist while making the film “Ned Kelly” in the Australian outback, and while recuperating came up with the song’s chords and basic lyrics.101 The title phrase, says Stones’ biographer Stephen Davis in Old Gods Almost Dead, was a play on the charms of black girls in Jagger’s life (particularly Claudia Linnear, who would later pose for Playboy)102 and unrefined Asian heroin. In November 1969, beginning work on the group’s next album at Muscle Shoals Sound Studios in northern Alabama, Jagger taught the outlines of the song to the others, and drummer Charlie Watts established a powerful rhythmic groove, with Ian Stewart on boogie piano. Mick completed “the three verses on the spot, and the band got it right after half a dozen takes. In Brown Sugar, the Stones had what they came for: a furious and alive record … rocking out in the Deep South.” Texas-born Bobby Keys, who had first played with the Stones on the Let It Bleed album, overdubbed (in one take) a blazing tenor saxophone solo.103 The track would be held for over a year until the Stones’ first album on their own imprint.

         Inevitably, the song stirred just the kind of controversy the Stones loved, but Robert Palmer remarked in his 1983 biography of the group that “the taunts in Brown Sugar were a red herring. The full lyric, three compact verses, follows a slave ship’s cargo from the Gold Coast to a plantation in the English colonies.” Jagger noted that sexy black slave girls always made “cold English blood” run hot, and went on to explore “the exploitation of blacks by his own slave-trading ancestors.” The piece “also has a subtext—the fascination with black culture and black expression that brought the Stones together in the first place.”

         “Here the Stones lay waste to a battery of taboo topics—slavery, sadomasochism, interracial sex—and still manage to be as catchy as hell,” noted Rolling Stone, which ranked it the #74 best single of the past twenty-five years in 1988.

         
            
            I Feel The Earth Move (1971)—Carole King 

         Ode 66015

         Chart debut on May 8, 1971 (B side of #1 single It’s Too Late); from the album Tapestry (#1 for 15 weeks) (GHF-album)104

         A perfect complement to It’s Too Late, I Feel the Earth Move shows off Carole King’s R&B side as she describes a red-hot romance, with her piano providing a relentless rhythmic drive. This was one of the first important compositions for which she provided not only the music but also the lyrics. Contrary to the belief of some that it was written following a particularly severe California earthquake in February 1971, Carole says it was actually composed earlier. Her specific inspiration for the title image was Ernest Hemingway’s For Whom the Bell Tolls, in which characters spoke about sexual satisfaction as feeling the earth move. The fifteen-week reign of Tapestry as the nation’s #1 album was the longest since the Beatles’ Sgt. Pepper’s Lonely Hearts Club Band four years earlier, and the Grammy-winning Album of the Year. Matt Fink opines that the track “sounds as if it’s pulling apart at the seams, smoldering and lurching with wild abandon.”105

         
            
            You’ve Got a Friend (1971)—James Taylor 

         Warner 7498

         Chart debut on June 5, 1971 (1 week at #1); #2 in Canada, #4 in England106; from the album Mud Slide Slim & the Blue Horizon (4 weeks at #2) (GHF, Folk-#85)107

         James Taylor and Carole King spent much of 1970 touring together, and it was during their late-November engagement at the Troubador in Los Angeles that he first saw his friend perform her new song, You’ve Got a Friend. He was immediately taken with the number, and would play guitar on her recording of the piece for her history-making album Tapestry in January 1971. Just a few weeks later (with his former Flying Machine bandmate and fellow guitarist Danny Kortchmar, who had also played on Tapestry), he cut his own version of the song for his second Warner Brothers album. That spring, fresh from his March 1 cover story in Time, Taylor did a twenty-seven-city tour with King. Carole had decided not to release Friend as a single, leaving the path clear for her pal to do so.108 On June 18 (as recounted in Timothy White’s Taylor biography), with King’s album ruling the pop music world and Taylor’s single climbing the charts, Carole brought James out during her Carnegie Hall concert and they did a mutually revised arrangement of the song they were jointly making famous. Joni Mitchell (then JT’s girlfriend) provides backing vocals on Taylor’s recording. You’ve Got a Friend earned King the Grammy for Song of the Year.

         
            June 13: The first installment of what becomes known as the Pentagon Papers—excerpts from a previously secret history of U.S. involvement in Vietnam—is published by the New York Times.

         
            
            Wild Horses (1971)—Rolling Stones 

         Rolling Stones 19101

         Recorded on December 1–3, 1969; chart debut on June 19, 1971 (#28 peak); not released as single in the United Kingdom; from the album Sticky Fingers (#1 for 4 weeks) (RHF, RS-#343, ACC-#360, AHR)

         
            One of the Rolling Stones’ greatest ballads was born days before the catastrophe of Altamont. Having completed a hugely successful U.S. tour and with their new album Let It Bleed debuting in stores, the Stones (as recounted by Steven Davis) flew to northern Alabama to begin working on their next album at the legendary Muscle Shoals Sound Studio around the first of December 1969. One night after recording Brown Sugar, “after drinking half a fifth of Jack Daniel’s and playing country songs on the piano,” Keith Richards “high-strung a guitar in Nashville tuning.” Prompted by Mick Jagger for a tune, “Keith disappeared into an office and worked out the melody line to Wild Horses and the words of its chorus,” thinking of his girlfriend Anita Pallenberg and their baby back in London.109 “Plugging into Keith’s riff, with the ‘dull aching pain’ of his own love life in mind, Mick wrote out the song’s verses of regret and his unwillingness to let his graceless lady slide through his hands.”110 Memphis session man and producer Jim Dickinson is on piano. Gram Parsons was present at the session, and his wonderful version of Wild Horses with the Flying Burrito Brothers came out a year before the Stones’ on the album Burrito Deluxe.111

         They recorded the song in the wee hours of the morning, then flew to San Francisco. On December 6, the free Altamont concert for three hundred thousand fans ended in chaos when one of the Hell’s Angels killed a man during the Stones’ performance after a show filled with fistfights near the stage and drugs all around. The tracks they had recorded were held as their contract with Decca expired, and the group formed Rolling Stones Records the following summer. The first album for their label, Sticky Fingers, was an immediate chart-topper. While Wild Horses (its second single) was just a medium-level hit, it brought fresh appreciation for Jagger and Richards as songwriters. Thomas Ryan writes that this is “the best love song that Mick Jagger and Keith Richards ever wrote. … Jagger truly sounds convincing as he sings with a heartfelt panache about past regrets and a yearning for a future that exists only in his dreams.”112

         
            
            Baba Ngbo ti Wa (Father Hear Us) (1971)—I. K. Dairo and His Blue Spots 

         Recorded for British Decca in 1971

         The father of modern Nigerian juju music, accordionist-singer Isaiah Kehinde (I. K.) Dairo was born in the town of Offa in 1930, and formed the ten-piece Morning Star Orchestra in 1957. Changing the band’s name to the Blue Spots, Dairo came into his own in the early 1960s with the rise of juju music, creating a mix of traditional African dance rhythms, Yoruba proverbs and folk song, Caribbean percussion styles, and European popular music and church hymns. In 1963, Queen Elizabeth named him a Member of the British Empire, making him the only African musician to earn the formal “MBE” distinction.113 One of the Blue Spots Band’s greatest sessions occurred in 1971 at Decca’s London studios, including the wonderful Baba Ngbo ti Wa. Dairo’s button accordion is flavorful and warm, and he leads the group vocals, accompanied by electric guitar and multiple percussionists (including talking drum and maracas). It’s included on the 1996 Xenophile compilation Definitive Dairo. Lee Blackstone notes that the nine-piece ensemble achieves “cool and tight” rhythms with “telepathic sympathy.” “I.K. Dairo changed the face of Nigerian music forever, and Definitive Dairo speaks volumes about his legacy.”114

         
            
            Riders On the Storm (1971)—The Doors (written by Jim Morrison, John Densmore, Robby Krieger, & Ray Manzarek) 

         Elektra 45738

         Chart debut on July 3, 1971 (reached #14); #1 in Canada and France; from the album L.A. Woman (#9 peak) (GHF, ACC-#422)

         Although lead singer and songwriter Jim Morrison’s hard-partying lifestyle was exacting a toll, he and the Doors, nonetheless, produced some of their finest work on what would become their final album together. Love Her Madly was the smash leadoff single; its follow-up, Riders On the Storm, was one of the Lizard King’s most haunting creations. The fact that it was the last song he ever recorded—and that his bandmates would never see him again after he left the studio—only added to its poignancy. It’s a brooding, atmospheric rock ballad with an aura of dark foreboding. Paul Evans and Charles R. Cross write of the album: “Morrison’s voice is a ghost of its former glory—doom, heartbreak, and frustration sound in his every note. Difficult and sad, the record has some of the power of Neil Young’s Tonight’s the Night: It’s a straining for catharsis.”115

         
            L.A. Woman was recorded almost entirely live in the studio in less than two weeks. Having lost their regular producer Paul Rothchild, who decided to produce Janis Joplin’s Pearl instead, the Doors coproduced the LP themselves with their longtime engineer Bruce Botnick, who had been with them since the beginning. Most of the album was recorded in the band’s rehearsal room, with Morrison’s mike set up in the bathroom. Eric Olsen and Dawn Darling remark that the track’s “evocative cocoon of cool menace” is established by the opening bassline slowed down from the surf-rock classic Pipeline, overlaid with Ray Manzarek’s Fender Rhodes electric piano. Robbie Krieger’s reverbed surf guitar “adds to the misty atmosphere and underpins the rhythm.”116 117 Immediately after completion of the album, Morrison fled to Paris, hoping that there he could escape his self-destructive L.A. lifestyle. But two months after the album hit the charts, he was dead of heart failure at age twenty-seven. Riders debuted on the Billboard Hot 100 the day of his death, July 3, 1971.

         
            
            Mercy Mercy Me (The Ecology) (1971)— Marvin Gaye 

         Tamla 54207

         Chart debut on July 3, 1971 (2 weeks at #1 on R&B chart; #4 pop in Billboard, #2 in Record World); from the album What’s Going On (#6 pop, 9 weeks at #1 R&B) (GHF, R&B-#172 DM, ACC)

         “When we don’t follow [Jesus’s] example and turn to exploitation and greed, we destroy ourselves,” Marvin Gaye told his biographer David Ritz. “That’s what Mercy Mercy Me is about.”118 With mercury in our fish, oil spills, radiation, and endangered species, Gaye sings, how much more can the nation endure? Dave Marsh called it “the greatest piece of music ever written in favor of the survival of the environment,” and notes the marvel of its sound. “Mercy Mercy Me bows like a willow in the storm, Marvin’s voice a cool breeze above supple percussion, unearthly choir, tenor sax thunderation, vibes like wind chimes, a waterfall of guitar and piano chords … it’s made up of the finest details, exquisitely assembled, engulfing everything around it, including the observer.”119 Texas-born Wild Bill Moore is featured on tenor sax.

         Remarkably, the album What’s Going On, ranked #6 for all time by Rolling Stone, was recorded in just a few weeks after the title song had become a smash single. Gaye had only a few other partly completed songs with stores clamoring for the album.120 It was only when Motown founder Berry Gordy, Jr. bet the singer a substantial sum that he couldn’t finish it in thirty days that Gaye plunged headlong into completing the writing and recording. That’s one way to produce a classic.

         
            
            River (1971)—Joni Mitchell 

         From the Reprise album Blue (chart debut on July 3, 1971, #15 peak) (GHF-album)

         Joni Mitchell’s first three albums had established the Alberta-born artist as one of the most brilliant songpoets of her generation; Blue became her first unqualified album masterpiece. The entire album represented her effort to deal with deep depression from a series of failed romances and grappling with the demands of stardom. She had tried psychotherapy, which didn’t seem to help; self-healing through the creative process became her response. “I was at my most defenseless during the making of Blue,” she remarked. “I guess you could say I broke down, but I continued to work. In the process of breaking down there are powers that come in, clairvoyancy and … everything becomes transparent. It’s kind of an overwhelming situation, where more information is coming in, more truth than a person can handle.” She recorded the album in near-seclusion to minimize the pressures on a performer at her most fragile: At that time, “if you looked at me, I would weep. We had to lock the [studio] doors to make that album.”121

         Christmas can sometimes be the setting for sad songs, but in modern pop music there had seldom been a holiday-themed song quite like the haunting River. The singer’s somber mood is underlined by celebrating the season in the incongruously warm climes of southern California, much like the backdrop to Bing Crosby singing White Christmas in Holiday Inn. Rolling Stone, ranking Blue in 2003 as the #30 greatest album, remarks that “Mitchell sounds utterly alone in her melancholy, turning the sadness into tender art.” “I wish I had a river I could skate away on. …”

         
            
            Tired of Being Alone (1971)—Al Green 

         Hi 2194

         Chart debut on July 10, 1971 (#7 R&B, #11 pop); #4 in the United Kingdom, #8 in Canada (RS-#299, ACC-#437, DM, AHR, 1001)

         
            After 1967’s Back Up Train and his 1970 remake of I Can’t Get Next to You introduced the Memphis soul of Al Green to the R&B audience, the broader pop world got hip to an exceptional artist with the pleading soul ballad Tired of Being Alone. Green would write most of his hits with collaborators, but this was his own creation. After a show in Detroit, he woke up before dawn the next day at a picturesque rural Michigan hotel, marveled at the beauty of nature outside his window, and penned it in a half-hour. “The morning was so pure, so beautiful that I wanted it never to end,” he wrote in his autobiography with Davin Seay. But at the same time “I realized that, with no one to share it, sooner or later I’d grow tired of being alone, tired of being on my own.” At his next recording session, producer Willie Mitchell at first didn’t want to let the singer use original material, but finally allowed him to cut his breakthrough song at the end of the date.

         Green describes the way Mitchell’s house band had achieved peak efficiency by this recording. Here, “all the instruments are separate and distinct yet work together in perfect synchronization, like a machine that did its job with the fewest possible moving parts. [Al Jackson’s] drums held the center, [Teenie Hodges’] guitar fills were as effective for what they left out as for what they put in, and the horn section [Wayne Jackson on trumpet, James Mitchell on baritone sax, Andrew Love and Ed Logan on tenor sax, and Jack Hale on trombone] punctuated the changes like a boxer with a lethal left hook.”122

         Dave Marsh: “Green’s internal focus is so deep that he’s fascinating as he begs the woman he wants to worship him, squeezing out perfect, gentle falsetto notes as if he’s muttering to himself. But if you think he’d have a chance of convincing her without that gorgeous arrangement … you’re dreaming as deeply as he is.”123 Thomas Ryan: “Al Green has a voice powerful enough to move mountains; yet he reels in all of his intense energy and contains it within the confines of his suppressed singing. When he whispers, you can sense the passion sneaking through the edges, but he always remains in control, until the last possible moment. … I’ve heard it a million times, and it still makes my skin shiver every single time. Every nuance, every stuttered word, every pinched syllable, every outburst is pure bliss. Soul simply doesn’t get any better than this.”124

         
            
            Ain’t No Sunshine (1971)—Bill Withers 

         Sussex 219

         Chart debut on July 17, 1971 (#3 on pop chart, #6 R&B)125; #1 in France, #6 in Canada, and #14 in Australia (GHF-#126, R&B-#167, Blues-#190, RS-#285, ACC-#488)126

         Defying musical genres, Bill Withers crossed the lines between pop, soul, and folk for a remarkable debut album that included Grandma’s Hands, and the utterly unlikely smash single that established his reputation, Ain’t No Sunshine. The first time you hear the song, you don’t know quite what to make of it, as it seems that almost half the song consists of Withers singing “I know, I know, I know” more than twenty times with impressive breath control. But what a compelling atmosphere it creates with a single acoustic guitar, a lovely string arrangement (with production by Booker T. Jones, of Booker T & the MGs fame),127 and Withers in his gentle, earnest voice singing of the utter desolation he feels without his woman. The song was inspired by the artist’s five-year separation from his wife, who also turned up in the album’s Sweet Naomi.
            128 Withers didn’t begin to sing or play guitar until he finished nine years of service in the Navy at age twenty-six, but he soon made up for lost time.129 Jones recruited his fellow MGs Donald “Duck” Dunn (bass) and Al Jackson (drums), plus Stephen Stills (guitar). Ain’t No Sunshine was the Grammy winner as best R&B song, and would later be inducted into the Grammy Hall of Fame in just its third year of eligibility. Withers’ recording was memorably used in the film Notting Hill to depict Hugh Grant’s feeling of emptiness when his relationship with Julia Roberts seems to have ended.

         
            
            The Wedding Song (There Is Love) (1971)—Paul Stookey 

         Warner 7511

         Chart debut on July 31, 1971 (reached #24); from the album “Paul and …”

         After the folk supergroup Peter, Paul, and Mary went their separate ways (for a time) at the end of 1969, each member made at least one truly memorable solo record: Mary Travers had a minor hit in mid-1971 with her splendid rendering of the John Denver ballad Follow Me; Peter Yarrow fell just short of the Billboard Hot 100 the following spring with a song that became a modern folk standard, Weave Me the Sunshine. The most unforgettable solo record was Paul Stookey’s Wedding Song, a stunningly beautiful love song that in subsequent decades may have been heard at more betrothal services than just about any piece of music other than Here Comes the Bride, but which also stands on its own considerable musical merits.

         Baltimore-born Noel “Paul” Stookey felt almost from the moment he created his most famous composition that he was merely the vessel through which this exceptional melody and simple but timeless lyrics flowed; he completed the entire piece in “a matter of minutes,” he recalled. And certainly the perfection of the record, including the shimmering acoustic guitar arrangement and quietly fervent vocal, almost seems to suggest a higher power at work. He performed it for the first time at Peter Yarrow’s wedding. Showing the generous spirit that had always marked the trio’s social activism, he resolved to give away all the royalties he earned from the song to promote worthy causes. Over the years, he has given nearly $2 million to charities including Habitat for Humanity, Oxfam International, World Relief, Inc., the Natural Resources Defense Council, and others, through the Public Domain Foundation that he created for this purpose. His foundation has also sponsored workshops and other educational programs to encourage young people to take up music, and to promote its primary purpose of “music for social change.”

         
            
            Spanish Harlem (1971)—Aretha Franklin 

         Atlantic 2817

         Recorded on February 16, 1971; chart debut on July 31, 1971 (3 weeks at #1 on R&B chart; 2 weeks at #2 pop in Billboard, #1 for 1 week in Record World); #2 in Canada, #14 in England
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               Figure 8.1Aretha Franklin. Photofest.
            

         

         Recorded during the same session at Miami’s Criteria Studios that produced her explosive Rock Steady, Aretha Franklin turns in an exciting performance of the 1961 Ben E. King classic Spanish Harlem. It’s a distinctively different arrangement from the original, with swaying background harmonies by Carolyn Franklin, Erma Franklin and the Sweethearts of Soul, Donny Hathaway on electric piano and organ, and Arif Mardin contributing both a flute part and the backing vocal arrangement (see figure 8.1).

         
            
            Inner City Blues (Make Me Wanna Holler) (1971)—Marvin Gaye (written by Marvin Gaye & James Nyx) 

         Tamla 54209

         Chart debut on October 9, 1971 (2 weeks at #1 on R&B chart; #9 on Billboard pop chart, #6 in Cash Box); from the album What’s Going On (1001, GHF-album, R&B-#274, AHR, ACC)

         Had Marvin Gaye not preceded it with his socially conscious thunderbolts What’s Going On and Mercy Mercy Me, he might have encountered more resistance on pop radio for Inner City Blues. Not only was the song a black man’s angry statement about national indifference to the plight of urban blacks, ranging from political issues to highly personal concerns, the song ran over 5 minutes (trimmed to 3 minutes on the issued single), and was unconventional in structure. Nelson George: “Marvin was moving toward a more individual style that mirrored his interest in jazz and his roots in doo-wop and gospel. He was in a profound period of transition, one that would come to a head” with this landmark album.130 Gaye’s “syncopated, multitracked harmonies express more emotion on this song than was previously considered possible,” writes Thomas Ryan. “His interweaving vocal—at one moment an octave apart, then moving within and around one another—bathe the listener in a mood of tangible despair that is so pure it liberates. He focuses his negative energy with a clarity that ultimately becomes a profoundly positive statement about insecurity and frustration.”131 Jim Irvin: “It’s a piece of music that appears in front of your ears like a sonic hologram depicting a city in suspended animation—congas here, piano over there, the bass snaking by in the foreground, the strings sailing by in the back.” And there’s Marvin in the middle, as “he floats into your conscience.”132 In The Rolling Stone Illustrated History of Rock & Roll, Joe McEwen and Jim Miller call this performance “magnificent … featured a hushed, almost damned sound.”133 Gaye’s collaborator on this song, Jamie Myx, was a veteran Motown switchboard operator (!). “Bills pile up sky high / Send that boy off to die. …”

         
            
            Respect Yourself (1971)—Staple Singers (written by Luther Ingram & Mack Rice) 

         Stax 0104

         Chart debut on October 9, 1971 (2 weeks at #2 on R&B chart, #12 pop in Billboard, #9 in Record World); #4 in France (RHF, GHF, RIA, R&B-#75, Blues-#178, AHR, RS, DM, TC)

         Fifteen years after the Chicago-based family group of Roebuck (Pop) Staples, daughters Mavis, Cleotha, and Yvonne, and son Pervis first made their reputation in gospel music, the Staple Singers crossed over to the pop charts with a vengeance in 1971 with the Top Thirty hit Heavy Makes You Happy and then the remarkable Respect Yourself. The process of crossing over had begun earlier; throughout the 1960s, the Staples had performed freedom songs associated with the civil rights movement that earned them a following in folk music, and had made some noise on the pop chart in 1967 with their cover version of Buffalo Springfield’s For What It’s Worth. When the Staples moved from Epic Records to Stax, the Rev. Jesse Jackson urged the new Stax chief Al Bell to make the group one of the label’s focal points, and this proved to be good advice. With Respect Yourself, they demonstrated that the movement from gospel to pop need not imply the slightest artistic or moral compromise.

         The song was written after Luther Ingram (of later If Loving You Is Wrong, I Don’t Want to Be Right fame) said to his partner Mack Rice, “Black folk need to respect themselves.” Rice wrote the number from that starting point.134 Bell—producing the session at Muscle Shoals studio in Alabama, with whom Stax had a “satellite” relationship—realized the song was perfect for the Staples, but changed the original tempo to approximate the rhythm feel of the 1970’s soul hit Express Yourself by Charles Wright and the Watts 103rd Street Rhythm Band. With the lead vocals of Roebuck (at the outset of the song) and Mavis (who carries the last half of the song), Roebuck’s brilliant guitar work, and the magic of the Muscle Shoals sound, featuring horns, David Hood’s funky bass, and Roger Hawkins on percussion, this is a powerhouse performance from top to bottom. Staples’ biographer Greg Kot singles out the latter musician: “Roger Hawkins’ hi-hat at the outset of Respect Yourself sizzles and snaps in clipped, syncopated cadences. It dances. It talks.”135 Booker T. Jones (of MGs fame) declared that the song “galvanized a race of people that had tailspun across America in search of validation. A cry for healing, the song rivaled the ‘Negro National Anthem’ for viability as an African-American theme and as a shove toward more self-esteem.”136

         
            
            Wild Night (1971)—Van Morrison 

         Warner 7518

         Chart debut on October 9, 1971 (reached #22 in Record World, #28 Billboard); from the album Tupelo Honey (#27 peak) (AHR)

         
            Wild Night is an exuberant musical celebration of urban street life with an inspired Van Morrison vocal and one of his great horn arrangements. The opening track for the album Tupelo Honey features lead guitarist Ronnie Montrose, John McFee (steel guitar), Jack Schror (saxophone), and Luis Gasca (trumpet); Ted Templeman produced. Thomas Ryan notes that it’s “full of impressionistic wordplay and snapshot imagery that establish a different mental picture for each listener.”137 John Mellencamp’s smash 1994 remake was wonderful, but there’s no substitute for the original.

         
            
            Theme from “Shaft” (1971)—Isaac Hayes 

         Enterprise 9038

         Chart debut on October 16, 1971 (2 weeks at #1 on pop chart, 3 weeks at #2 R&B); #1 (1 week) in Canada, #4 in England138; from the soundtrack album Shaft (chart debut on August 21, 1971, 1 week at #1) (R&B-#40, NPR-100, RIAA-#75, GHF-#116, AFI-#38, ACC-#364, 1001)

         One of the top R&B songwriters of the 1960s, Isaac Hayes had surprised the music industry by emerging as a hot-selling performer with the massively influential 1969 album Hot Buttered Soul, and he completed the journey by soaring all the way to the top of the charts—and pop-cultural icon status—with the Theme from ‘Shaft.’ Born on August 20, 1942 in Covington, Tennessee, he began performing at an early age. After playing in a series of local groups, he recorded his first sides for several local labels starting in 1962. In 1964, he began playing saxophone with the Mar-keys (known for their previous instrumental smash Last Night), which led to work on sessions by Otis Redding, and then to serving as a keyboardist in the Memphis-based Stax Records’ house band. Hayes’ first taste of fame came through his songwriting partnership with David Porter, which produced a steady flow of hits for Stax artists, including Carla Thomas, Mable John, and above all, Sam and Dave (Soul Man, Hold On! I’m-a Coming, When Something Is Wrong With My Baby). But no one was prepared for the phenomenal success of Hayes as a performer; the intricately layered arrangements of Hot Buttered Soul crossed genres—soul, jazz, pop, and even progressive rock—like no album before it. And then came Shaft.

         The opportunity for Hayes to score the soundtrack represented the end product of the 1968 deal in which Stax Records was sold to Gulf and Western, which owned Paramount Pictures. The agreement was terminated two years later when Stax co-owners Jim Stewart and Al Bell bought the company back, but Bell, determined to expand the company’s horizons in the entertainment world, was still pushing to enable his artists to work on movie soundtracks. MGM commissioned Hayes to write the theme for an action film about a black private eye (Isaac even hoped to get the lead role, which went to Richard Roundtree), and he made the most of the chance. The movie, directed by Gordon Parks, quickly became a smash, setting the stage for the entire “blaxploitation” screen genre. The single was not released until two months after the album hit stores, indicating that the company hadn’t immediately recognized the theme’s vast appeal. Perhaps the fact that it opened with a 2-minute instrumental introduction created the assumption that it would be a tough sell on pop radio, but that intro was unforgettable. “Considering that this was his first film assignment, Hayes’ score was nothing short of ingenious,” notes Stax historian Rob Bowman. Particularly etched into listeners’ minds are “the sixteenth-note hi-hat riff [supplied by drummer Willie Hall] and wah-wah rhythm guitar part that are heard virtually from beginning to the end of the track. Both licks, or patterns, were recycled endlessly during the disco era. Topping it off were the incredibly dramatic string parts.”139 Charles “Skip” Pitts, Hayes’ longtime guitarist, played the classic, ominous wah-wah pedal guitar theme.140 141 When he segues from that for the half-sung, half-spoken rap about the “private dick who’s a sex machine to all the chicks” with female backing singers, every listener is hooked.142 Considering how this record would influence just about every soul artist the next few years, it’s amazing that it fell short of #1 on the R&B chart.

         Hayes won Grammies for best original score and best instrumental arrangement (sharing the latter award with arranger Johnny Allen). And he won the Academy Award for best original motion picture song; his performance at the 1972 Oscars show—rising dramatically from beneath the stage, his shaved head glistening in the spotlights, his body covered in chains—carved an indelible image into our collective psyche.

         
            
            The City of New Orleans (1971)—Steve Goodman 

         From the Buddah album “Steve Goodman” (released in c. fall 1971)143

         
            The City of New Orleans will always be closely identified with the man who made it a classic hit, Arlo Guthrie, but the original treatment by its composer, Steve Goodman, is comparably wonderful. Goodman’s singer-songwriter friend John Prine declared in the album’s liner notes that it was “the best train song I ever heard.” John Denver included it on his late-1971 album Aerie, released shortly after Goodman’s LP. Linda Solomon remarked at the time that the artist may have been just 5 foot 2, but “his music makes him sound like he’s six feet tall. … Goodman’s songs are freewheeling, gentle, and engrossing. And so musical.”144 After originally featuring it in its March–April 1972 issue, Sing Out included City among the fifty great folk songs of its first fifty years.145 In 2009, 3,200 listeners to FolkAlley.com voted it the #3 most “essential” folk song ever, behind only This Land Is Your Land and Blowin’ In the Wind.

         
            
            Have You Seen Her (1971)—The Chi-Lites (written by Eugene Record & Barbara Acklin) 

         Brunswick 55462

         Recorded on March 12, 1971; chart debut on October 23, 1971 (#1 for 2 weeks R&B, #3 pop in Billboard, #1 for 2 weeks in Record World) (DM, ACC)

         This is a wonderfully developed story song about a guy who took his girl for granted, and paid the price. Eugene Record was not only the lead singer and primary songwriter for this Chicago-based R&B group formed in 1963 (he cowrote this song with his wife and solo performer Barbara Acklin), but also served as producer and arranger; its other members were Robert “Squirrel” Lester (tenor), Marshall Thompson (baritone), and Creadel “Red” Jones (bass). The Chi-Lites began hitting the R&B charts in early 1969; Give More Power to the People crossed them over the Top Forty of the pop charts in early 1971, and the gorgeous Have You Seen Her sent them soaring to the top. The record’s 5-minute playing time was no obstacle to its success, as the compelling nature of the song’s story grabbed nearly every listener.146 Greil Marcus notes that the Chi-Lites’ “persona was open and vulnerable, the antithesis of machismo.”147 Dave Marsh: “The melody carried by the group’s vocal is touching, Record’s recitation affecting—and when he soars to a falsetto lead, it’s like placing a cherry on top.”148 Mark Coleman called it “a breadth of emotion that’s still heart-stopping.”149

         
            
            Coat of Many Colors (1971)—Dolly Parton 

         RCA 0538

         Recorded on April 27, 1971; chart debut on October 30, 1971 (reached #4 on C&W chart) (HBN-#8, C&W-#28, RR, NPR, TM)

         Having grown up dirt-poor in a family of twelve children in the Tennessee hills, Dolly Parton vividly recalled how a loving family enabled her to face harsh circumstances with a smile in one of her most touching compositions. It’s based on an actual experience in which her mother made her a coat made from tiny rainbow-colored rags, and her schoolmates mocked her and all but ripped it from her back. She expands it to invoke the Biblical tale of Joseph that her mother had read to her,150 “I refuse, Parton insists as she wanders back through the years, to believe a story about myself in which poor is all I am,” writes David Cantwell, ranking the song #8 in Heartaches by the Number. “I am poor, but I will be more than that—I am more than that. Despite your contempt, the things I love are worth loving. And since my mother slaved over this amazing coat ‘just for me,’ I must be worth loving too.”151 Bill Malone declares that this “lovely autobiographical song … lent a depth of understanding and a timeless reality such as one encounters more often in great poetry than in song lyrics.”152 
            Coat of Many Colors was named the #13 greatest country song by Country America magazine in 1992.

         
            
            Rock Steady (1971)—Aretha Franklin 

         Atlantic 2838

         Recorded on February 16, 1971; chart debut on October 30, 1971 (2 weeks at #2 on R&B chart; #9 pop) (DM-#224)

         Producer Jerry Wexler recalled in his autobiography that on this performance at Miami’s Criteria Studios “on a humid night that has stayed with me forever, Aretha set down a Rock Steady that will keep rocking as long as electricity wires sound.”153 Dave Marsh notes that drummer Bernard Purdie “has never rocked quite this tough, and bassist Chuck Rainey and guitarist Cornell Dupree couldn’t find themselves in a tighter groove if they’d been welded to one another.”154 Dr. John was a percussionist on the session, and Donny Hathaway made a strong impression on organ and electric piano over Aretha’s acoustic keyboards. Aretha wrote in her autobiography that Hathaway’s high opening organ line gave the song an “extra added flow.”155 And above it all, there is the song’s composer, Aretha. Marsh: “She cries out like a woman backed to the wall, shouting for the truth and nothing less.” Erma Franklin recalled: “We knew it was an instant classic.”156

         
            
            Grandma’s Hands (1971)—Bill Withers 

         Sussex 227

         Chart debut on October 30, 1971 (#18 R&B, #42 pop in Billboard, #31 in Cash Box)

         For anyone who’s ever had a grandparent they dearly loved, Bill Withers’ Grandma’s Hands (the second single from his debut album) is guaranteed—in its oh so quiet, subtle way—to elicit a tear. In exactly 2 minutes, with the precision and attention to detail of a short-story master, he conveys what kind of woman his grandmother was, and how much she meant to him. It’s basically just voice, guitar, and almost imperceptible percussion, as the artist and his producer Booker T. Jones know that that’s enough to tell a story with deep emotional truth.157 Those aged hands “soothed a local unwed mother,” “used to ache sometimes and swell,” and “picked me up each time I fell. … When I go to heaven, I’ll look for grandma’s hands.”158

         
            
            Behind Blue Eyes (1971)—The Who 

         Decca 32888

         Chart debut on November 6, 1971 (reached #34); #1 in France; from the album Who’s Next (#4 peak) (AHR, RS albums-#28)

         An epic song that Pete Townshend took from the ruins of his contemplated sci-fi/concert film Lifehouse to become a highlight of the album Who’s Next, Behind Blue Eyes was heard by listeners as an anguished autobiographical tale, but was actually based on the Lifehouse villain. Just as he had done in the rock opera Tommy (Go to the Mirror, Boy), Townshend uses the mirror as a symbol. Biographer Geoffrey Giuliano: “The lyric depicts Jumbo’s lament about being misunderstood by those around him as he gazes into the mirror trying to justify his deeds. Here Townshend utilizes the mirror as a strictly reflective device, exploring how others view us and how we view ourselves.”159 But Townshend acknowledged to Bill Flanagan that the song had autobiographical elements. “I think there’s a lot of vengeance involved in the insecurities writers have. I used the word vengeance in Behind Blue Eyes, and the vengeance in a sense is saying, ‘Why don’t you love me as I really am without me demonstrating who I really am?’”160

         Thomas Ryan sees the piece as “a character study told from the point of view of a criminal who senses that he has been dehumanized by his crimes. People no longer see him as a person, but as a soulless thing with no compassion, who in turn deserves no compassion. Townshend’s lyrics of alienation are gripping and three-dimensional, not overly romantic but full of imagery that captures the combination of hatred and desire that such a character might feel.”161 Roger Daltrey’s vocal perfectly captures the character’s range of emotions as the song evolves from quiet acoustic reflection to roaring rock and roll (after drums were absent from the first two verses, Keith Moon unleashes pent-up fury), and back to reflection at the end. Dave Marsh suggests that the conclusion “brilliantly unites Townshend’s spiritual vision with a topic that had obsessed him since mod days: the crumbling of identity in the face of a loss of cool or control, the importance of maintaining a façade and the terror of not being able to.”162

         
            
            Family Affair (1971)—Sly and the Family Stone 

         Epic 10805

         Chart debut on November 6, 1971 (3 weeks at #1 on pop chart, 5 weeks at #1 R&B); #15 in England; from the album There’s a Riot Goin’ On (#1 for 2 weeks) (GHF, R&B-#137, RS-#139, ACC-#148, AHR, DM, TC, DMDB)

         
            There’s a Riot Goin’ On, and its chart-topping single Family Affair represented a dramatic new direction for the Sly and the Family Stone we knew from Dance to the Music and Everyday People: dark and vaguely threatening rather than optimistic, with a mysterious undercurrent. The darkness was present in real life as well; during the preceding two years, leader Sly Stone had shown up late or missed so many concerts, and was so far behind on delivering new material to his record label, that Columbia (which distributed Epic) suspended his contract. Also behind on mortgage payments and struggling with cocaine use, he was evicted from his lavish Los Angeles home, and his manager sued him for $250,000 in loans and back commissions. But he channeled his frustrations into his new music, above all this song. Its portrait of a family seems sunny at first, but soon emerges as an account of a family falling apart, conveyed by Sly’s growling baritone, which had dropped a full octave to a near-croak since 1969. The exceptionally funky bass that drives the entire record is not by the group’s regular bassist, Larry Graham—it was Sly himself, playing with a pick.163 Greil Marcus calls it “so direct in its musical impact and so elusive in its meanings” as he sings about the need to lean on other people. “He sings from a distance, trying to explain something that matters. Some people give up on you, some don’t, no matter what you do. Sometimes it’s important to find out who’s who.”164

         
            
            Stones (1971)—Neil Diamond 

         Uni 55310

         Chart debut on November 13, 1971 (reached #10 in Record World, #14 Billboard); from the album Stones (#11 peak)

         
            Stones is a parable that emerges softly and is enveloped in mystery as if created out of a dream. It came out of a period of writer’s block that Diamond experienced after the arduous process of composing the deeply autobiographical I Am … I Said. For almost a year after creating that hit, he struggled to write new material, which explains why the Stones album was comprised primarily of cover versions.165 But there’s not a hint of struggle in this exceptional song. On its surface, it could hardly be simpler, akin to a children’s story, but as arranged and conducted by Lee Holdridge and produced by Tom Catalano, this is a beautifully constructed record, with a ravishingly lovely acoustic guitar accompaniment that casts a unique and almost magical spell.

         
            
            Truckin’ (1971)—Grateful Dead (written by Jerry Garcia, Bob Weir, Phil Lesh, & Robert Hunter) 

         Warner 7464

         Chart debut on November 27, 1971 (#64 peak); from the album American Beauty (chart debut on December 12, 1970, #30 peak) (GHF-album)

         “What a long, strange trip it’s been.” This is the signature line, from perhaps the most important song, in the massive catalog from the Grateful Dead’s thirty-year journey across U.S. pop culture.

         The group was formed in 1965 in San Francisco by bluegrass/roots-music lover Jerry Garcia (guitar & vocals), Bob Weir (guitar & vocals), Ron “Pigpen” McKernan (vocals & organ), Phil Lesh (bass & vocals), and drummer Bill Kreutzmann. Drawing on Garcia’s feeling for traditional country, McKernan’s blues background, and Lesh’s classical music education, plus a taste for free-flowing experimentation, the Dead proved the perfect band to accompany novelist Ken Kesey’s “acid test” parties. Signed by Warner Brothers in 1967, the band slowly found its groove, aided by the addition of Mickey Hart as second drummer and Garcia’s friend Robert Hunter as primary lyricist. Live/Dead (1969) was embraced as one of rock’s great live albums with its hypnotic marathon “jam” songs, setting the stage for its two finest studio albums the following year, Workingman’s Dead and American Beauty.

         
            Truckin’ (the album’s closing track), as described by Oliver Trager, was very much a collaborative creation. Garcia explained to Rolling Stone: “When Hunter first started writing words for us originally, he was on his own trip and he was a poet. He was into the magical thing of words, definitely far out. … The early stuff he wrote that we tried to set to music was stiff because it wasn’t really meant to be sung. After he got further and further into it, his craft improved and then he started going out on the road with us, coming out to see what life was like … for the words to be more Grateful Dead words. Truckin’ is the result of that sort of thing. Truckin’ is a song we assembled … we really labored over the bastard, all of us together.” Hunter, in a 1986 interview, recalled writing portions of the lyrics in several different cities, starting in San Francisco and finishing in Florida. While the guys were sitting around a swimming pool, he gave them the completed lyrics, “the boys picked up their guitars, sat down and wrote some rock & roll changes behind it.”166

         Bob Weir handles the lead vocal, with group harmonies. American Beauty was established as one of the group’s biggest albums (ultimately selling over 2 million copies) by the time Truckin’ was finally issued as a single nearly a year after the album’s release.

         
            
            Tupelo Honey (1972)—Van Morrison 

         Warner 7543

         Chart debut on January 1, 1972 (#40 in Record World, #47 Billboard); from the album Tupelo Honey (#27 peak)

         It’s a simple love ballad by the Irish rock and roll poet, but Tupelo Honey is suffused with beauty and deep feeling; it’s hard not to be moved as Van the Man’s voice soars on the chorus. The album was largely written in Woodstock, NY, shortly before he moved to California, and produced by Ted Templeman. Biographer Brian Hinton remarks that the LP’s music “melds into one seamless whole,” and possesses a subtle sensuality with “songs of love and need, half directed to God.”167 Bob Dylan once said that songs come through the writer as a vessel, and he cited Tupelo Honey as an example, suggesting that the song always existed, and Morrison was the vehicle it came through. When Bill Flanagan pointed this out, Morrison agreed: “That’s the way I write. That’s the only way I can write.”168 “You can’t stop us on the road to freedom / You can’t stop us ‘cause our eyes can see. …”

         
            
            Slippin’ Into Darkness (1972)—War 

         United Artists 50867

         Chart debut on January 15, 1972 (reached #12 in Cash Box, #16 on Billboard pop chart, #12 R&B); from the album All Day Music (RHF, R&B-#175, DM-#260)

         “Latin-funk-rock” is the hybrid musical genre generally ascribed to War, and while accurate it may not be sufficiently broad to properly capture the scope of this unique band. Formed in Long Beach, California, in 1960, the group got its big break eight years later as the backup band for ex-Animals leader Eric Burdon (most notably on the 1970 smash Spill the Wine) until War ventured onto its own in 1971. This was a true ensemble without any clearly defined leader, and all the members contributed to the songwriting: keyboardist Lonnie Jordan, guitarist Howard Scott, saxophonist Charles Miller, harmonica whiz Lee Oskar, bassist B. B. Dickerson, percussionist Thomas Allen, and drummer Harold Brown. Slippin’ Into Darkness–called “astonishing” by Greil Marcus169—showcases the qualities that would make War one of the bright spots of Top Forty radio to the end of the decade. It’s splendidly funky, bass-heavy, with Oskar’s mouth harp prominent, and the mysterious lyrics contain elements of psychedelic escape and veiled menace (“pretty soon you’re gonna pay”). Dave Marsh remarks that the record’s salsa and Afro-Cuban elements “established War as a leading exponent of progressive soul,” and “presaged the deeper funk to come.”170

         
            
            Heart of Gold (1972)—Neil Young 

         Reprise 1065

         Chart debut on February 5, 1972 (1 week at #1); #1 (1 week) in Canada, #4 in Germany, and #10 in England171; from the album Harvest (2 weeks at #1) (RHF, RS-#303, ACC-#353)

         After completing his work on the Crosby, Stills, Nash, and Young album Deja Vu, Neil Young suffered a slipped disk and was in and out of hospitals for two years. Forced to wear a back brace and unable to play the electric guitar, his solution was to record a mellow acoustic album. Harvest became the biggest-selling solo album of his career (topping 4 million), boosted by the chart-topping single Heart of Gold. Recorded in February 1971 in Nashville, the song (which began as a segue from A Man Needs a Maid) is about a Diogenes-like search for truth and meaning in life, backed by session musicians recruited by producer Elliot Mazer from the group Area Code 615 (billed here as the Stray Gators).172 Backing vocals are provided by Linda Ronstadt and James Taylor, who were, like Young, in Nashville to appear on Johnny Cash’s TV show.

         
            
            Rock and Roll Lullaby (1972)—B. J. Thomas (written by Barry Mann & Cynthia Weil) 

         Scepter 12344

         Chart debut on February 12, 1972 (reached #11 in Record World, #15 Billboard)

         (DM-#124)

         For anyone who loves late 1950s/1960s pop, B. J. Thomas’ Rock and Roll Lullaby is a sumptuous feast of pleasures. Its writers Barry Mann and Cynthia Weil were responsible for an armload of 1960s classics, including You’ve Lost That Lovin’ Feelin’ and On Broadway among many others; it prominently features the twangy guitar of the great Duane Eddy; and on backing vocals are the Blossoms (the Darlene Love-led female R&B group heard on a vast number of records by Elvis Presley, the Beach Boys, Dionne Warwick, etc.) and Dave Somerville (of the 1950s group the Diamonds). Above all, Rock and Roll Lullaby is a deeply touching song and performance in its own right.173 Billy Joe Thomas, born August 7, 1942 in Hugo, Oklahoma, and raised in Rosenberg, Texas, became lead singer of the group the Triumphs in high school, and began recording with them for the Lori (1963), Bragg, and Pacemaker (1964) labels. Scepter acquired the rights to his earlier small-label efforts, and six of them became chart hits in 1966–1967, starting with his remake of Hank Williams’ I’m So Lonesome I Could Cry, which hit the Top Ten. Thomas and his resonant baritone launched a strong run of new hits in 1968, including the chart-topping Raindrops Keep Fallin’ On My Head. One of his biggest successes was the 1970 Mann-Weil ballad I Just Can’t Help Believing, which served as a prelude to this wonderful song. Lullaby is a tale related by the offspring of a teenage pregnancy, looking back with love and wonder at how his terrified young mother fought back her fears by singing him to sleep each night. Dave Marsh points out how Thomas sings it “as if getting these particular facts straight was a matter of personal honor and dignity. If you want to know what rock and roll means to people, why many lives would be unlivable without it, this is a good place to start learning.”174

         
            February 21–28: President Nixon makes a historic state visit to China; the nations agree to work toward normalized relations.

         
            
            Betcha By Golly, Wow (1972)—The Stylistics (music by Thom Bell, lyrics by Linda Creed) 

         Avco 4591

         Chart debut on February 26, 1972 (#3 on pop chart; 2 weeks at #2 R&B); #3 in Canada, #13 in the United Kingdom (DM)

         Producer-songwriter-arranger Thom Bell, having hit it big with the dreamy soul ballads of the Delfonics (La La Means I Love You), was a perfect match for another Philadelphia group with a lead singer in delicate falsetto, the Stylistics. In early 1971, he became exclusive producer for the group comprising leader Russell Thompkins, Jr., Airrion Love, James Smith, James Dunn, and Herbie Murrell. The quintet had first recorded in 1969 and had a minor early 1971 success with You’re a Big Girl Now. Bell took on as a songwriting partner Linda Creed, and they became one of the first successful black-white songwriting teams with the 1971 Stylistics hits Stop, Look, Listen (to Your Heart) and You Are Everything. Their third single, Betcha By Golly, Wow, would become an instant sweet-soul classic. Prince, who later covered it, declared it the most beautiful love song ever written.

         Bell builds the entire song around Thompkins’ sky-high falsetto, singing the verses solo with the rest of the group joining in only on the chorus; Linda Creed and Barbara Ingram offer background vocals. In A House on Fire: The Rise and Fall of Philadelphia Soul, John A. Jackson writes that Bell “recognized that Thompkins’ peculiar tonal pitch and near-frail delivery demanded novel accompaniment. The innovative maestro thus expanded on the full orchestral arrangements he had utilized so effectively with the Delfonics, continuing to experiment with instruments not associated with R&B.”175 These included a harp along with the horns and strings always favored by Bell. Critic Ron Wynne declared that Thompkins’ “delivery, shimmering style, and brilliant pacing and control temporarily rendered almost every other ‘sweet’ soul vocalist and group speechless.”

         Bell and Creed took full advantage of the wide-eyed innocence suggested by the vocalist’s style to construct a ballad of childlike wonder at his loved one’s beauty and charms. Dave Marsh notes that this is written, “orchestrated, and sung as if you could be fined in Philadelphia for not wearing your heart on your sleeve.”176

         
            
            Dogtown (1972)—Harry Chapin 

         From the Elektra album Heads and Tales (chart debut on March 18, 1972, #45 peak in Cash Box)
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               Figure 8.2Harry Chapin. Courtesy of Chapin Productions LLC.
            

         

         When Taxi became one of the most unforgettable hits of 1972, discerning music lovers had to purchase the New York City–born folk troubador’s debut album from which it came. They discovered that the album had another epic story song, a musical narrative so incredibly rich and detailed that it seemed more the work of a master novelist or filmmaker than a pop songwriter. They would soon learn that Chapin had, indeed, been an award-winning documentary film editor before launching his new career; that artistic perspective would serve him well on many story songs, and perhaps none more so than Dogtown (see figure 8.2).

         During the mid-1960s, Chapin had begun to write songs while attempting (without much success at first) to make it in pop music, while earning a living as a film editor. Dogtown, writes his biographer Peter M. Coan, was his “first pure story song,” written in 1967. The inspiration was a visit to his new girlfriend (and soon to be wife) Sandy’s parents’ summer home in Gloucester, Massachusetts, where “she showed Harry the ruins of a legendary whaling town off Cape Ann. The town was an early settlement of the Mayflower Colony, but for some reason it was deserted, the settlers leaving wild-dog packs behind.” That fall, he visited his brother Tom (then pursuing his master’s degree in history) at the “big old wreck of a house” where he was living along Lake Champlain. Inside was an old piano at which Harry wrote Dogtown—the only song he ever composed at the keyboards. His brothers hated the song, but when he sang it at a Princeton, New Jersey youth club in 1971, the piece received an overwhelming response, inspiring a new confidence that he could have a solo music career.177

         The whaler’s life was a hard one, but this is the tale of the women left behind. The loneliness, the fear, and the sense of never knowing whether their men would return from their arduous journeys—all of these emotions and more are conveyed with stunning immediacy. Harry Chapin had a genius not only for spinning extraordinary tales through his lyrics but also for accentuating their power by enveloping listeners in a vivid musical atmosphere. The cello (always a central instrument in Chapin’s arrangements, played here by Tim Scott) is especially potent in Dogtown, underlining the desperation and terror in the minds of the women. The March 4, 1972 Billboard raved that on Taxi and Dogtown, in particular, Chapin “explodes with vast musical depth and power beyond 90 percent of the major acts in all music today … with all of the sweep of classical music, yet the vibrant surge of rock, Chapin performs two masterpieces.”

         
            
            Rock and Roll (1972)—Led Zeppelin (written by John Bonham, John Paul Jones, Jimmy Page, & Robert Plant) 

         Atlantic 2865

         Chart debut on March 18, 1972 (reached #38 in Record World, #47 Billboard); from the album “Led Zeppelin IV” (4 weeks at #2, 294+ total weeks) (RHF, DM, ACC)

         Topped in recording history by only two other albums for total verified sales (23 million as of 2016), “Led Zeppelin IV” will always be best known for the iconic Stairway to Heaven. Black Dog was its leadoff single, but better still was its follow-up, the aptly titled Rock and Roll. The band developed what guitarist Jimmy Page called a “spontaneous combustion number” out of a loose jam piece originally called “It’s Been a Long Time.” Page recalled for the group’s biographer Mick Wall that it began with drummer John Bonham doing the introduction of Little Richard’s Keep a-Knockin’; the other members took off from that point of departure. Robert Plant made up the lyrics as he went along, and Page’s solo had elements of the 1950s rock classic The Train Kept a-Rollin’.178 It all adds up to the furious, piledriving rock frenzy that defines the Zeppelin sound.

         
            
            I’ll Take You There (1972)—Staple Singers (written by Al Bell) 

         Stax 0125

         Recorded in August 1971; chart debut on April 1, 1972 (1 week at #1 on pop chart, 4 weeks at #1 R&B); reached #30 in England (GHF, R&B-#129, RS-#281, 1001, AHR, TM)

         Roebuck “Pop” Staples and his family, featuring the remarkable Mavis Staples, had crossed over from gospel to R&B and pop with the 1971 hits Heavy Makes You Happy and Respect Yourself; I’ll Take You There took them to the top of the charts. Al Bell—called “the Otis Redding of business” by Stax Records’ historian Robert Gordon—was born in rural Arkansas, worked in record promotion and then the civil rights movement through the Southern Christian Leadership Conference, and hosted a radio program in Memphis. There, he came aboard at Stax in 1965 as a producer, songwriter, and promoter. His influence at the label steadily grew until he became its president, and a national symbol of African-American business leadership. After a few years away from songwriting, he began composing I’ll Take You There inspired by having three of his four brothers murdered in separate incidents, and attending the third funeral in Little Rock. The first verse came to him quickly (“I know a place …”) imagining a place without earthly sorrows, and that’s all he had when he came to Muscle Shoals, Alabama, to prepare for a Staple Singers session. As a musical template, he used a 1969 instrumental by the Harry J Allstars that he had heard during a recent visit to Jamaica, The Liquidator. Bell played an acetate of the Jamaican track for the musicians, including keyboardist Barry Beckett, guitarists Jimmy Johnson and Eddie Hinton, bassist David Hood, and drummer Roger Hawkins, and hummed his own song fragment.179 As they jammed on a riff from that starting point, the rest of the song came together.

         Bell took the 30-minute tape to Mavis Staples in Chicago, and she began working out her lead vocals. When the group came to the studio to cut the finished song, Mavis’ call-and-response and scatting (with sisters Cleotha and Yvonne singing background along with Mavis’ own dubbed background parts) took a fairly bare-bones rhythm piece and created a memorable performance.180 The key was her brilliant interplay with the musicians, urging on Beckett, Hood, and Hinton by name (calling out “Daddy” as Hinton closely mimicked Pop Staples’ tremulous guitar style).181 Later, the horns of Ben Cauley and the Memphis group the Bar-Kays, and bluesy harmonica by Terry Manning, were overdubbed.182 In 1999, the record was inducted into the Grammy Hall of Fame in only its second year of eligibility.

         
            
            Oh Girl (1972)—The Chi-Lites 

         Brunswick 55471

         Chart debut on April 8, 1972 (#1 for 2 weeks R&B, #1 for 1 week pop); #1 in Canada, #14 in England (DM-#319, AHR, DMDB)

         Lead singer and songwriter Eugene Record followed up the Chicago soul group’s smash Have You Seen Her with another superb sweet-soul harmony ballad; on top of everything else, Record also produced the record. Dave Marsh: “Record confesses that he’d be lost without his girl because he’s lost the knack of looking for another. The problem with their relationship is most modern: She outearns him, and he can’t stand it, wants to run away, hates the idea that he’s using her and that his friends think he ought to live off her.”183 “I try to be hip and think like the crowd, but even the crowd can’t help me now,” the singer laments. Thomas Ryan calls it “an unflinchingly romantic ballad that combines heartbreaking narration with airy harmonies. It’s old-fashioned in form but retains a freshness and innocence that guaranteed its success among practically any audience. …”184

         
            
            Love Theme from “The Godfather” (Speak Softly, Love) (1972)—Carlo Savina and Orchestra (written by Nino Rota) 

         Paramount single 0152

         Chart debut on April 22, 1972 (reached #66); from the soundtrack to The Godfather (#21 peak) (GHF, AFI-#5)

         An exceptional composer from the age of eleven (when he wrote an oratorio), Nino Rota (born December 31, 1911 in Milan) became the most renowned composer of Italian motion picture scores (as well as international productions) from 1933 until his death in 1979. Rota enjoyed a sixteen-film, quarter-century-long association with director Federico Fellini, including the scores for La Strada (1954), La Dolce Vita (1961), and 8 ½ (1963). This made him the perfect choice for Francis Ford Coppola’s Italian-American epic The Godfather. Appropriately, it’s a score with operatic overtones (Rota composed 8 operas along with 4 symphonies and many orchestral works, in addition to his film work), but also draws on his love for U.S. popular music and that of his composer friend Aaron Copland. The love theme is simple, majestic, and immediately unforgettable; with the addition of lyrics, it became a Top Ten hit for Andy Williams. The soundtrack orchestra was conducted by Carlo Savina (born August 1, 1919 in Turin, Italy). The Godfather won Best Picture and a host of other Oscars, but the score (selected as the fifth greatest of all time by the American Film Institute) was not among them. However, Rota’s score for The Godfather, Part II (1974) did win him the Academy Award.

         
            
            Castles In the Air (1972)—Don McLean 

         Mediarts 108, chart debut on February 27, 1971 (reached #40 on adult contemporary chart), from the album Tapestry; also released on United Artists 50796 in 1971; reissued on United Artists 50887 as B side of Vincent (chart debut on April 22, 1972); new version on Millennium 11819 (chart debut on October 31, 1981, #36 peak)

         The ravishingly beautiful ballad Castles In the Air tipped off anyone who heard Don McLean’s late-1970 debut album Tapestry that here was an important new talent as songwriter and singer. The album was not a hit at first (just as it had taken McLean a few years to make it in the music business since first being signed in 1964),185 but after American Pie took the world by storm at the end of 1971, Tapestry made the charts, and Castles garnered significant airplay as the B side of McLean’s tribute to Vincent Van Gogh, Vincent. In 1981, after the artist scored a surprise #5 smash with his revival of Roy Orbison’s Crying, he recorded an elegantly lovely new version of Castles using a slower arrangement, and was rewarded with a Top Twenty hit. In the tradition of country/folk narratives like John Hartford’s Gentle On My Mind, it’s the tale of a free spirit who can’t abide being “part of the cocktail generation,” and resolves to break out of a bad relationship to set his own path on the open road. On the 1995 reissue of Tapestry, T. J. McGrath praised the song’s “chorus filled with anguish and honesty.”186

         
            
            Lean On Me (1972)—Bill Withers 

         Sussex 235

         Chart debut on April 22, 1972 (3 weeks at #1 on pop chart, 1 week at #1 R&B); reached #18 in England187 (GHF, RIAA-#115, RS-#208, R&B-#210)

         The solemn piano and the selfless outreached-hand sentiments come straight from the church, and the warm vocal is directly from the heart. That firm grounding enables Bill Withers to make Lean on Me more than just a restatement of You’ve Got a Friend sentiments. Aged thirty-two and working in a factory that built toilet seats for Boeing 747s after spending nine years in the Navy, Bill Withers (born July 4, 1938 in the small mining town of Slab Fork, West Virginia) spent several years hustling demo tapes around West Coast record companies before meeting Charles Avant, head of the small independent Sussex label in 1970. Avant teamed him with R&B legend Booker T. Jones (of Booker T. & the MGs fame), who produced and arranged his debut album. And what a debut it was: Defying categorization by melding soul, folk, and pop, it included his debut smash Ain’t No Sunshine.

         A year later, Withers topped the charts with this classic. He was still working in the aircraft factory when he wrote it, and said the friendships he formed there inspired the song. Married to actress Denise Nicholas (of TV’s Room 222), Withers followed up with the #2 smash Use Me. In 1987, Club Nouveau went to #1 with their remake of Lean On Me.

         
            
            Tumbling Dice (1972)—The Rolling Stones 

         Rolling Stone 19103

         Chart debut on April 29, 1972 (reached #4 in Record World, #7 in Billboard); #5 in England, #11 in Canada188; from the album Exile On Main St. (4 weeks at #1) (DM-#244, ACC-#375, RS, 1001)
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               Figure 8.3Rolling Stones. Photofest.
            

         

         The two-record album Exile On Main St. was the last indisputably great Rolling Stones LP, regarded by some as their finest ever. Rolling Stone, declaring Exile the #7 all-time top album in 2003, called it “Jagger and Richards’ definitive songwriting statement of outlaw pride and dedication to grit.”189 Although its leadoff single Tumbling Dice fell short of the chart heights achieved by the band’s previous classics, that’s irrelevant in the face of the single’s raw, hard-rocking musical power (see figure 8.3).

         The group recorded a preliminary, instrumental-only version of Tumbling Dice in early 1970; the original working title was “Good Time Women.” It came together in summer 1971 during the sessions at Keith Richards’ villa, Nellcote, in the south of France (their tax-eluding exile). The lyrics, reports Stephen Davis, were influenced by the lavish gambling casinos just down the road in Monte Carlo. Not that the words mattered that much, as Mick Jagger slurred his delivery (in the style of one of his favorite bluesmen, Slim Harpo) to the point where most lines were unintelligible other than the occasional phrase. Jagger played some guitar on the track, with Mick Taylor on bass. Due in part to the chaotic nature of the band’s 1971 sessions, with rampant drug use and Jagger periodically leaving to attend to his pregnant bride Bianca, Dice alone required some 150 takes covering two weeks before Richards was satisfied. What put the song over the top musically, notes Davis, were the electric backing vocals (“Got to roll me!”) added later by black performers in Los Angeles (during another 6 weeks of mixing sessions), including Merry Clayton (previously featured on the Stones’ Gimme Shelter), Clydie King, Tammi Lynn, Kathi McDonald, and Shirley Goodman.190

         The song “is really about everything but the words,” remarks Dave Marsh. “Like the way Jagger shakes the title around in his mouth in addled emulation of Otis Redding; like the guitars that sound like they’re searching for a new, more primitive form of abstract expressionism; like the female chorus, which seems to have been recruited from a cheap dive in a remote province. Tumbling Dice is a whole and inseparable sound and as such it’s wholly satisfying.”191

         
            
            Sail Away (1972)—Randy Newman 

         Reprise single 1102 (released in July 1972, didn’t chart)192; from the album Sail Away (chart debut on June 17, 1972)193 (RHF, RS-#268, ACC)

         By the time Randy Newman released Sail Away, his fourth album, his compositions had produced big hits for other artists (Three Dog Night’s Mama Told Me Not to Come) and modern pop standards (I Think It’s Going to Rain Today) without really establishing him as a performer. This LP—its title song in particular—accomplished that feat. Not only was it a suite of terrific songs; no one else could have performed them with the off-kilter panache of Newman. The sheer audacity of a song from the perspective of an eighteenth-century slave trader trying to con Africans into bondage was breathtaking; that he pulled it off with a ravishingly beautiful song left one in awe.

         The descendent of a great musical heritage, New Orleans–born Randy Newman had two uncles (Alfred and Lionel Newman) who were top-level motion picture composers, and a third (Emil) who conducted the orchestra on this album. He was earning money writing songs by age seventeen, and dropped out from pursuing a B.A. in music at UCLA when he landed a record contract. From his 1968 debut album, it was clear that he wrote devastatingly witty and original lyrics, had a rare gift for melody, could arrange for an orchestra—and if he had little singing voice to speak of, that was secondary to the fact that he could act out the characters in his songs with great skill.

         And what a character he’s given himself to work with in Sail Away. The pitchman who serves as the song’s narrator tells jaw-dropping lies to lure Africans onto slave ships; they’re funny, to be sure, but as the song progresses we also see how completely the narrator is exposed as an instrument of evil.194 The melody is gorgeous, presented with his own piano and full orchestra, and it would hardly be surprising that Newman would later emerge as an Oscar-winning soundtrack composer carrying on the family tradition (winning the Oscar for best original song in 2002 after 16 previous nominations). Greil Marcus devotes a chapter of his book Mystery Train to Newman, marveling that he wraps up his “astonishing” tale in “one of the most seductive melodies ever to grace a popular song.” Its power is “in the simple, perfectly accomplished idea that something so horrible and charged with guilt as slavery could take on such real beauty … it is like a vision of heaven superimposed on hell.”195

         
            
            How I Got Over (1972)—Aretha Franklin 

         Recorded on January 13 and 14, 1972; from the Atlantic album Amazing Grace (chart debut on June 17, 1972, #7 peak)196 (GOSP-#44)

         Aretha Franklin’s return to her gospel roots on the album Amazing Grace was one of the abiding triumphs of her career, and among its most exhilarating high points was her performance of the gospel standard written by Herbert Brewster, How I Got Over. It was Clara Ward and the Ward Singers who made the song a classic in 1950, and Ward, who toured for years with Aretha’s father, Rev. C. L. Franklin, was one of the artist’s original heroines; she had learned many of Ward’s records word for word. Clara was on hand to witness this epic performance at the New Temple Missionary Baptist Church in Watts, as Aretha was backed by Rev. James Cleveland and the Southern California Community Choir.197

         At age fourteen in 1956, Aretha had sung Precious Lord, Take My Hand at the New Bethel Baptist Church in Detroit, the church of her father, the Rev. C. L. Franklin, and the live recording of that performance as issued by Chess tipped the world that a mammoth new talent was on the way. The Rev. Franklin, a close friend of Martin Luther King, recorded dozens of sermons for Chess, which Atlantic producer Jerry Wexler called “rhetorical and metaphorical masterpieces.” Both Aretha and Wexler knew that making this album was her destiny.

         
            
            Amazing Grace (1972)—Aretha Franklin 

         From the Atlantic album Amazing Grace (chart debut on June 17, 1972) (GOSP-#28, GHF)

         A dozen years after she left the gospel music of her youth to become a soul and pop legend, Aretha Franklin went back to the church for the album Amazing Grace, an experience that she recalled in her autobiography From These Roots (with David Ritz) as “quite special. It’s special because it took me back to the original source of my musical inspiration; it’s also special because it reunited me with the man who had served as one of my first mentors,” gospel great Rev. James Cleveland. The album became not only an artistic triumph, but—to the astonishment of many—a Top Ten smash (unprecedented for a gospel album); after years of steady popularity, in 1992 it became the first gospel album ever certified for sales of two million copies. Her passionate performance of the title song brought an entirely new musical power to an already beloved classic.

         “Church is as much a part of me as the air I breathe,” wrote Franklin. When she went into pop, “I expanded, but I never abandoned.” When she told Atlantic Records “that it was time for me to return to my roots and make a gospel album,” the company supported her. The album was recorded live across two nights at the New Temple Missionary Baptist Church in the heart of Watts in Los Angeles. Aretha brought in some of her regular studio musicians, including Chuck Rainey (bass), Cornell Dupree (guitar), and Bernard Purdie (drums). Rev. Cleveland was on piano, with his Southern California Community Choir providing rousing support, and Ken Lupper (Cleveland’s protégé) on organ.

         Preparations for the album were intense and their culmination was deeply emotional, she recalled. “To be back in church—and back with Daddy” and her gospel-legend mentor Clara Ward—“was one of the greatest moments in my life. … It was everything I had hoped for—and more.”198

         “Driven on by ecstatic shouts from the audience” and by Cleveland’s swaying, hand-clapping” choir, “Aretha soared and swooped” through the program of inspirational standards in supreme form, wrote Craig Werner in Higher Ground: Stevie Wonder, Aretha Franklin, Curtis Mayfield, and the Rise & Fall of American Soul. Her fiery 10-minute performance of Amazing Grace, feeding off the crowd and her own obvious joy at being back home, wove “epic tapestries of sound and spirit.”199

         Just a few weeks after recording this landmark, in February 1972, Aretha would sing Precious Lord at the funeral of Mahalia Jackson, whose epic 1947 performance of Amazing Grace helped establish the venerable 1779 hymn as a universally known staple of both black and white churches. Mahalia would have been proud of the musical flight on which Aretha carried it. How sweet the sound, indeed.

         
            
            I Am Woman (1972)—Helen Reddy (lyrics by Helen Reddy, music by Ray Burton) 

         Capitol 3350

         Chart debut on June 24, 1972 (1 week at #1): #1 (3 weeks) in Canada, #2 in Australia (RIAA, TC, GR)

         Melbourne, Australia-born (October 25, 1941) Helen Reddy came to the United States in 1966 after a childhood showbiz career at home, and scored a hit in 1971 covering the ballad from “Jesus Christ, Superstar,” I Don’t Know How to Love Him. Her debut album that year included a song for which she’d written the lyrics, I Am Woman, inspired by her strong support for women’s equality.200 But she was dissatisfied with that recording, so when the producers of a women’s rights comedy, Stand Up and Be Counted, asked whether they could use it as the film’s theme song, she agreed and reworked the song, altering some lyrics and adding a new final verse. In its new form, the piece packed a strong emotional punch with its message of painful lessons leading to realization of feminine strength and power. The film flopped, but the single—after struggling to get radio airplay for months—finally broke through after her numerous television appearances stimulated listener demand.201 In addition to topping the charts, the record was the Grammy winner for best pop female vocal, and had the distinction of being a theme song for the United Nations’ International Women’s Year.

         
            
            Go All the Way (1972)—The Raspberries (written by Eric Carmen) 

         Capitol 3348

         Chart debut on July 1, 1972 (reached #3 in Record World, #5 in Billboard)

         The list of all-time great rock and roll guitar riffs is headed by the likes of Chuck Berry, Bruce Springsteen, the Stones, the Who, and Jimi Hendrix, but a spot on such a list must belong to the Raspberries for Go All the Way. The raw piledriving power of the song’s introduction by Wally Bryson still has the capacity to startle and thrill more than four decades later—and the rest of the record lives up to it.

         Lead singer-songwriter-guitarist Eric Carmen, Bryson, David Smalley (bass), and Jim Bonfanti (drums) formed the Raspberries in Mentor, Ohio, outside of Cleveland. It was fitting that the quartet was signed to Capitol, the label that provided the launching pad for the Beatles, as Carmen & company specialized in deliciously catchy power pop reminiscent of the Fab Four’s early period. Carmen recalled for Blender magazine in 2006 that one of his inspirations for the song that would carry the Raspberries to (brief) stardom was the January 1967 evening when the not-quite-eighteen-year-old saw the Rolling Stones perform a censored version of Let’s Spend the Night Together on The Ed Sullivan Show. “I knew then,” he told Johnny Black, “that I wanted to write an explicitly sexual lyric that the kids would instantly get but the powers that be couldn’t pin me down for.” As the group worked on its debut album, Carmen spotted the racy paperback Going All the Way by Dan Wakefield, and immediately, “I realized it would make a sensational song title.”

         To circumvent the censors, Carmen devised a lyric that “turned it around so that the girl is encouraging the guy to go all the way, rather than the stereotypical thing of the guy trying to make the girl have sex with him. I figured that made me seem a little more innocent.”202 Accentuating that feeling was the singer’s angelic, soaring tenor, and the group’s Beach Boys–inspired harmonies on the record.

         After the Raspberries’ debut single, the ballad Don’t Want to Say Goodbye, stalled at #86, Go All the Way became one of the indelible musical highlights of the summer of 1972. A key contributor to the song’s power was a recent invention by Roger Mayer, a prototype of a limiter, which was utilized by sound engineer Shelly Yakus to give the track an extra wallop. Jimmy Ienner’s deft production is another asset. The Raspberries would have three more Top Forty hits before breaking up, paving the way for Carmen’s more enduring solo career. In 2014, the song was prominently featured on the chart-topping movie soundtrack for Guardians of the Galaxy.

         
            
            Back Stabbers (1972)—The O’Jays (written by Leon Huff, Gene McFadden, & John Whitehead) 

         Philadelphia International 3517

         Chart debut on July 8, 1972 (1 week at #1 on R&B chart; #3 on Billboard pop chart, #1 in Cash Box); reached #1 in France, #4 in Canada, and #14 in England (DM-#358, AHR, ACC)

         Called by Rolling Stone “one of the most uncompromising message songs of the decade,” Back Stabbers ushered in the golden age of The O’Jays (as their first important pop hit over a decade after the start of their recording career), and of producers Kenny Gamble and Leon Huff. The hard-edged, distrustful R&B number was presented to the group at the Philadelphia International studio, and initially Eddie Levert and his mates didn’t like it—until it became their breakthrough smash. In the midst of the Nixon administration and hitting airwaves just as the Watergate scandal was breaking, a song about so-called friends “with a knife in their fist aimin’ straight at your back” didn’t seem unreasonable—indeed, almost prescient—in its paranoia. Its message of ever-watchful suspicion is deeply rooted in black music history, such as in preacher Edward W. Clayborn’s famous 1926 record Your Enemy Cannot Harm You (But Watch Your Close Friend).

         Gene McFadden and John Whitehead had been members of the Philly group the Epsilons, then Whitehead began working for the fledgling Philadelphia International label. Inspired by watching Gamble and Huff write songs, he suggested to McFadden that they give it a try. They worked out most of the lyrics and a rudimentary melody for Back Stabbers in Whitehead’s apartment, and when he showed it to Huff at work the next day, the producer knew he was on to something. Huff crafted a polished melody at the piano, and decided that the number would be perfect for the O’Jays.

         Greil Marcus cited the musical “urgency” of this performance, “heading into its chorus with an unforgettable thump; it was like hearing the Drifters again, but the Drifters robbed of the pop optimism that let them find romance even in the hard luck of On Broadway. The O’Jays sounded scared when they climaxed the song with an image that was even stronger than the music: ‘I wish somebody’d take some of these knives outta my back.’”203 Thomas Ryan praises the “clean, precise production that was an astonishing update from earlier O’Jays recordings. Upbeat, slick, and soulful, Philadelphia International almost single-handedly laid the groundwork for the upcoming disco craze.”204 (The brilliant horn chart is by Bobby Martin, with Thom Bell as the track’s arranger.) In “the intoxicating swirl of the O’Jays’ rhythms,” writes Dave Marsh, “you can still feel the tension a nation experienced as its confidence in political stability momentarily disintegrated.”205

         
            
            Is It Really Love At All? (1972)—Eric Andersen 

         Columbia 4-45637206

         From the album Blue River (chart debut on July 15, 1972; reached #133 in Cash Box, #169 in Billboard)

         Seven years after Eric Andersen’s emergence as a Greenwich Village folk troubador and his 1965 recording debut, he finally reached a broader pop audience with his first release for Columbia, the gorgeous album Blue River. The biggest reason was this ravishing ballad, carried by his loveliest melody, with lyrics reflecting thoughtfully on both the joys and sometimes ephemeral nature of love, a warm and easy-flowing performance, and some very pretty harmonies by his wife, Deborah Green Andersen (who’s also on piano). This is a song to just lay back, close your eyes, and allow it to wash over you. The elegant woodwind and string arrangement is by Glenn Spreen.207 Paul Evans declared that this collection of “gentle, highly crafted love songs woven together by a thread of melancholy … remains, along with Carole King’s Tapestry [and just a few other albums as] the best example of the ’70s singer-songwriter movement.”208 On the album’s CD reissue in 2000, Pieter Hofmann remarked that Andersen’s best songs “shimmer with beauty … one of the more literate, sensitive voices of the era.”209

         
            
            Saturday In the Park (1972)—Chicago 

         Columbia 45657

         Chart debut on August 5, 1972 (#3 pop); #2 in Canada; from the album “Chicago V” (#1 for 9 weeks)

         Formed in 1967 in the Windy City and originally named Chicago Transit Authority (until the real C.T.A. objected), Chicago was envisioned as a jazz-flavored rock group with a fully integrated horn section—the first of its kind—the group’s debut double album in 1969 was a slow-building but spectacular hit, paving the way for the many successes to follow. After Make Me Smile broke big in 1970, the hits kept coming for the next twenty years. One of the ideal summertime singles (written by the group’s keyboardist Robert Lamm), Saturday In the Park (the fifth of the group’s eventual 19 Top 10 singles) evokes in both lyrics and mood the feeling of a lazy weekend afternoon with nothing to do but enjoy the warm sunshine and the company of friends. The horn section features Lee Loughnane (trumpet) and James Pankow (trombone)210; Walter Parazaider (saxophone) leads the woodwinds, with Terry Kath on guitar, Peter Cetera on bass, and Danny Seraphine on drums. Cetera’s breezy vocal matches the happy atmosphere.

         
            
            Freddie’s Dead (1972)—Curtis Mayfield 

         Curtom 1975

         Chart debut on August 12, 1972 (reached #4 pop, 4 weeks at #2 R&B); from the soundtrack album Superfly (4 weeks at #1)211 (GHF, R&B-#197, DM-#285. RS, TC)

         Curtis Mayfield had played a central role in defining modern soul music as leader of the Impressions during the 1960s, and he would help do the same for the evolving R&B sound of the early 1970s with the soundtrack of Superfly. The brilliant singer-songwriter “jumped” at the chance when producer Sig Shore asked him to write the music for what became one of the most influential films of the era’s most influential “blaxploitation” films. “I began writing immediately upon reading the script. … That was just a fantastic adventure for me,” he recalled. To the artist’s dismay, director Gordon Parks, Jr. made the film a virtual celebration of drugs and sex in the black community. But Mayfield’s songs sent a powerfully different message, identifying “Pusherman” as the enemy. The bone-chilling Freddie’s Dead—released three months before the film—vividly depicts the ravages of the drug culture. “Everybody’s misused him, ripped him off and abused him / Another junkie plan, pushin’ dope for the man … remember, Freddie’s dead.” The picture used only an instrumental version of the song, but since it was already a hit, notes Craig Werner, audience members “could juxtapose the film’s images with Mayfield’s sober reminder that it all leads to meaningless violence and community destruction.”212

         
            
            Burning Love (1972)—Elvis Presley (written by Dennis Linde) 

         RCA Victor 74-0769

         Recorded on March 28, 1972; chart debut on August 19, 1972 (reached #2); #4 in Canada, #7 in England (RS Polls-#164, HBN)

         Just when it seemed that Elvis Presley’s creative and commercial resurgence that began with his Christmas 1968 TV special had begun to run out of steam in 1972, with five straight singles that fell short of the Top Thirty, along came Burning Love. Producer Felton Jarvis had arrived at the Hollywood recording session with this song, by young writer Dennis Linde (who plays rhythm guitar here), as the best prospect for a hit. But Elvis, despondent after his wife Priscilla had left him, wanted to sing nothing but brooding ballads, each requiring numerous takes. Finally, on the second night, Jarvis was able to get Presley to do Burning Love, but biographer Peter Guralnick writes that it was “tossed off in six quick takes, in almost throwaway fashion.”213 Nonetheless, the performance (with guitarist James Burton leading the band as always during this era) struck a spark that only became evident later, and became his biggest smash in three years.

         With the gospel harmonies of J. D. Sumner and the Stamps, Bill Friskics-Warren writes that the record becomes “a carnal camp meeting,” and it all builds to a climax as the King, “letting out one ecstatic wail after another, testifies to the rapture of sexual salvation.”214 Dave Marsh remarks that the song “brought him all the way back to the primal passions of his earliest excursions.”

         
            September 5: Arab terrorists enter the Olympic village at the Munich Games and murder nine Israeli athletes and two coaches.

         
         
            
            Summer Breeze (1972)—Seals and Crofts (written by Dash Crofts & Jim Seals) 

         Warner 7606

         Chart debut on September 9, 1972 (reached #6); from the album Summer Breeze (#7 peak, 109 weeks)

         The duo of Jim Seals (born October 17, 1941 in Sidney, Texas) and Dash Crofts (born August 14, 1940 in Cisco, Texas) enjoyed a run of easy-listening pop hits from 1972 to 1978. The first and most memorable, Summer Breeze, became an instant classic symbolizing our vision of the perfect, eternal summertime.215 The two multi-instrumentalists (Seals mainly on guitar and sax, Crofts on drums, mandolin, and keyboards) were members of The Champs from 1958 to 1965 (joining eight months after the group scored its #1 smash Tequila, replacing two departing members), a period in which the Los Angeles rock instrumental band scored three additional Top Forty hits. Seals and Crofts formed their own band, the Dawnbreakers, in the late 1960s; the entire group converted to the Baha’i faith in 1969. Trying to make it as a duo, they had one flop album and two modestly charting releases in 1970–1971 before the Summer Breeze LP (their second for Warner Brothers) broke big. Smooth and sweet, the title song depicts the soft seasonal wind “blowing through the jasmine in my mind.” Among the team’s seven subsequent Top Forty singles, 1973’s Diamond Girl was a particular standout.

         
            September 15: Two former White House aides are among five men indicted for burglary in the Watergate break-in case. The Washington Post’s investigation linking the scandal and its cover-up to the White House generates headlines, but Richard Nixon, nonetheless, wins reelection.

         
            
            I’ll Be Around (1972)—The Spinners (written by Thom Bell & Phil Hurtt) 

         Atlantic 2904

         Chart debut on September 16, 1972 (#1 for 5 weeks R&B; #3 pop in Billboard; #1 for 1 week in Record World) (DM)

         After more than a dozen years of eking out a living with shifting membership and just a few semi-successful records, the Detroit-based Spinners enjoyed a significant hit in 1970 with the Stevie Wonder–penned It’s a Shame, then put a permanent end to the years of struggling with I’ll Be Around. On a new label with a new lead singer (Phillippe Wynne) and a new producer (Thom Bell), the Spinners suddenly became an unstoppable musical force.216 Bell laid down tracks with his regular Philadelphia rhythm section, and took a duplicate master of the music to Detroit, where the Spinners recorded their vocals. Finally, Bell returned to Philly, added female backing vocals, strings, and horns, and mixed it.217 Mark Coleman and Franklin Soults write that under Bell’s direction, “Wynne quickly asserted himself as a different kind of soul man: sensitive (but never hesitant), thoughtful (not impulsive), ever ready to throw down when the rhythm section kicks in. His warm tenor embraces listeners in a conversational tone; Wynne never lets emotion or his ample technique overwhelm the melody.” And then there is Bell’s production: “The simple, stunning arrangements isolate each voice—human and instrumental—and then gently weave the diverse strands into an indelible melody.”218

         On I’ll Be Around, Wynne on lead is accompanied by female singers, with the other four Spinners not audible. The smooth, enveloping rhythm is guitar driven and punctuated by Larry Washington on congas. Because Bell’s regular songwriting partner Linda Creed was preoccupied by planning her wedding, he wrote the song with his old high school classmate Phil Hurtt. Dave Marsh remarks that on this record the minimal song structure “frees the music to develop in increments of intensity, kicking off with a guitar and bongo groove, adding instruments as Wynne ups the emotional voltage. The result is not only kinetic and eminently danceable but expressive of the singer’s gut determination not to let his lover slip away without an epic battle.”219

         
            
            American City Suite (1972)—Cashman and West (written by Terry Cashman & Tommy West) 

         Dunhill/ABC 4324

         Chart debut on September 23, 1972 (reached #19 in Record World, #27 Billboard); from the album A Song or Two
            220

         Once in a great while, a song comes along that is so utterly unique in its style, structure, performance, and/or arrangement that the odds against its acceptance in the conformist-oriented pop music marketplace appear overwhelming, but—through its extraordinary musical qualities—it somehow defies the odds and becomes an out-of-the-blue hit. American City Suite is such a song. “Terry Cashman” (born Dennis Minogue July 5, 1941) and Thomas “Tommy West” Picardo, Jr. (born August 17, 1942), built thriving careers as record producers and songwriters, had a Top Forty hit in 1969 as the Buchanan Brothers with Medicine Man, made the charts in 1971 as Morning Mist with California On My Mind (its melody also used in a commercial for Kodak cameras), and had their greatest success as producers for all of Jim Croce’s recordings. American City Suite is an anguished valentine to the New York City that they had grown up loving, comprising four movements: the warmly nostalgic Sweet City Song, the transitional Hello Jack and All Around the Town, and the touching, elegiac A Friend Is Dying that opens with just piano accompaniment and concludes with full orchestra. The final movement speaks to the New York of the early 1970s, when all the magic of the great city’s glory years, when kids played stickball in the streets and families could walk safely at night, seemed to be falling apart amid rampant crime and social discord; as the artists movingly sang, it was like being at the dying bedside of a beloved friend. In 1981, Terry Cashman revived the spirit of Sweet City Song with Willie, Mickey and The Duke (Talkin’ Baseball), a loving recollection of New York baseball’s golden age of the 1950s.

         
            
            If You Don’t Know Me By Now (1972)—Harold Melvin and the Blue Notes (written by Kenny Gamble & Leon Huff) 

         Philadelphia International 3520

         Chart debut on September 30, 1972 (2 weeks at #1 on R&B chart; #3 pop in Billboard, #2 in Record World); #4 in Canada, #9 in England (R&B-#225, DM-#275, RIA, ACC)

         For eighteen years since their 1954 formation in North Philadelphia (with Harold Melvin joining in 1956), the Blue Notes had been quintessential R&B journeymen, making a decent living in small black clubs but managing only one minor chart record in 1960. The decision to hire drummer Teddy Pendergrass (born March 26, 1950 in Philadelphia) as its new lead singer was the first step in a new direction, followed by the group’s signing with Philadelphia International. The first single released with Pendergrass as lead singer in summer 1972, I Miss You, was just a moderate success. The next one made all those years on the road just a prelude to stardom, If You Don’t Know Me By Now.221

         Producers-songwriters Kenny Gamble and Leon Huff had cranked out nothing but flops since their label began its distribution deal with Columbia Records in early 1971, following their early success with acts including the Intruders and Jerry Butler. But this song ended the cold snap in style. The combination of a richly romantic, longing soul ballad, the virile-yet-sensitive, gospel-tinged baritone of Pendergrass, and lush orchestration with an arrangement by Bobby Martin made If You Don’t Know Me an out-of-the-box smash. It’s the tale of a man who’s been married for ten years and is trying to let his wife know that his love still runs deep. Lloyd Peakes’ falsetto riffs played nicely off Pendergrass’ emotional pleading.222 Pendergrass recalled: “The meaning of the song was so haunting and the melody was so beautiful and the story was so true.”223

         
            Fall 1972: “M*A*S*H,” “The Mary Tyler Moore Show,” and “Columbo” are among the standouts of the 1972–1973 television season.

         
            
            Me and Mrs. Jones (1972)—Billy Paul (written by Kenny Gamble, Leon Huff, & Cary Gilbert) 

         Philadelphia International 3521

         Chart debut on October 28, 1972 (3 weeks at #1 on pop chart; #1 for 4 weeks R&B); #5 in Canada, #12 in England

         Perhaps the most seductively inviting account of an extramarital affair in modern pop music, Billy Paul’s Me and Mrs. Jones showed off the sumptuous musical pleasures of sweet Philadelphia soul at its finest. Billy Paul was born Paul Williams December 1, 1934 in Philadelphia, got his start as a jazz singer (at age 16, he sang on the same bill with Charlie Parker) with a debut recording in 1955 (with jazz innovator Tadd Dameron on piano), and after a stint in the armed forces developed a growing local reputation. He signed with Kenny Gamble’s Neptune label in 1969 (soon to fold, as he switched to Gamble’s Philadelphia International with distribution by CBS), and two jazz-oriented albums had moderate sales but good notices. Going all out for a single that could attract radio airplay, Gamble and writing-producing partner Leon Huff fashioned a steamy, gorgeous soul ballad with a lush orchestral arrangement by Bobby Martin. (According to John A. Jackson, Cary Gilbert, an old friend of Huff’s from Camden, may have written the bulk of the lyric, for which the producers provided the music.)224 The result was the biggest hit in the annals of Philly soul.

         Gamble told author Tony Cummings that their challenge in landing a hit for Paul was “finding a balance between his natural jazz style and what was going down in soul music.”225 
            Me and Mrs. Jones achieved it, the richness of its orchestration flavored by jazzy sax soloing and his sensual vocal. The record won the Grammy for best R&B male vocal. Mark Coleman opined that “the succinct orchestration delineates the stream of guilt in Billy Paul’s onrushing confession of delicious, illicit pleasure. It’s still a startling thing to hear, this near-perfect Number One.”226

         
            
            Do It Again (1972)—Steely Dan (written by Donald Fagen & Walter Becker) 

         ABC 11338

         Chart debut on November 18, 1972 (#6 peak); #1 in France, #7 in Canada, and #39 in England; from the album Can’t Buy a Thrill (#17 peak) (ACC)

         When New York eccentrics Donald Fagen and Walter Becker were hired as songwriters by ABC Records and transplanted to the West Coast, “we realized that to succeed, we would have to do these songs ourselves,” said Becker. “They were too odd, too out of context for their time. On the one hand, they expressed an odd sensibility lyrically, and they were musically unusual, because of the jazz and other harmonic elements.” With Fagen on vocals and keyboards, Becker on bass, and guitarists Jeff “Skunk” Baxter and Denny Dias, they began rehearsing their new material after hours in an accountant’s office at ABC, then recorded it at the Village Recorder studio in West Los Angeles.

         Even they didn’t know whether they could pull it off, but Steely Dan’s debut album became a smash as its leadoff single Do It Again soared to the Top Ten. With a compelling minor-key melody, a mysterious narrative, Fagen’s distinctively sardonic vocal, what Jim Irvin calls a “slinky mambo rhythm,” an electric sitar solo by Dias that gave the record an added exotic edge, sharp production by Gary Katz, and the brilliant engineering of Roger Nichols, the song was like nothing else on radio and immediately unforgettable.227 Mark Coleman notes that the song “establishes Fagen’s voice: wry and ruminative, equally capable of withering scorn and surprising compassion.”

         
            
            Rocky Mountain High (1972)—John Denver (written by Denver and Mike Taylor) 

         RCA Victor 0829

         Chart debut on November 25, 1972 (reached #7 in Cash Box, #9 in Billboard); #11 in England; from the album Rocky Mountain High (#4 peak)

         Since John Denver’s 1971 classic Take Me Home, Country Roads, he had fallen short of the Top Forty with a succession of singles even as he remained a popular album artist and concert attraction. The first two singles from his fifth solo album went no higher than #88 and #103, respectively. Then he released the title track, Rocky Mountain High, which carried him back to the top echelon of the charts. The song was deeply personal to Denver, who had moved to Aspen in 1969, and viewed the Rocky Mountains with a near-spiritual reverence. The lyrics describe his protagonist (in the third person, but unmistakably meaning himself) as being “reborn” amid Colorado’s natural wonders (“I know he’d be a poorer man if he’d never seen an eagle fly”). Censors briefly got the song banned from some radio stations when they saw “high” as a drug reference, but that issue quickly passed. In 2007, it became Colorado’s second official state song.

         
            
            You’re So Vain (1972)—Carly Simon 

         Elektra 45824

         Chart debut on December 2, 1972 (3 weeks at #1); #1 (7 weeks) in Australia, #1 (1 week) in Canada, #3 in England228; from the album No Secrets (5 weeks at #1) (GHF, RIAA, 1001, DMDB, ACC)

         A tantalizing mystery is always an appealing quality in a pop song, and few songs have ever stimulated as much speculation as Carly Simon’s You’re So Vain. Who is the supremely narcissistic jet-setter who is the subject of the song, bedding every beautiful woman he desires including the wives of close friends, and always managing to be present at the trendiest locales with the spotlight firmly fixed on him? Mick Jagger (who good-naturedly provides backing vocals) and Warren Beatty are the two most popular guesses, along with Kris Kristofferson and the man she married in November 1972, James Taylor; Carly’s sworn not to reveal the secret (in contrast to the title song of the album from which the song came, We Have No Secrets). By her account, “I had about three or four different people in mind when I wrote that song,” and “the examples of what they did [were] a fantasy trip.” Jagger happened to be a friend, and when she was recording the number he called the studio, asked whether he could drop by, and volunteered to sing backup. After two previous Top Fifteen hits (most recently Anticipation), this one took her all the way to #1. Part credit must go to producer Richard Perry, whose reputation for perfectionism was confirmed when he recorded the song three times with three different drummers (to Carly’s initial consternation). Klaus Voorman’s opening bass line established, as Simon remarked, “the mood of a swaggering self-indulgent man,” and the track includes two pianos and a strongly rocking electric guitar solo.229
            “You’re so vain, I’ll bet you think this song is about you. …”230

         
            
            Dreidel (1972)—Don McLean 

         United Artists 51100

         Chart debut on December 23, 1972 (reached #21)231; from the album “Don McLean” (reached #23)

         One year after Don McLean took us on a mind-spinning metaphorical journey across a generation in American Pie, he carried listeners onto another exciting musical expedition with the fascinating Dreidel. Lyrically rich as a portrayal of the ever-accelerating pace and complexity of life, Driedel is just as stimulating from a musical standpoint with its multiple shifts in tempo, until it roars into the high-powered chorus driven by the horn section. A dreidel is a symbol of Hanukkah, a four-sided top with a Hebrew letter on each side. Most pertinent to this song, it is also a popular game played during the holidays in which the player spins the dreidel; when it stops spinning, the letter that is facing up decides the player’s fate.

         
            
            Could It Be I’m Falling In Love (1972)—The Spinners (written by Melvin Steals & Mervin Steals) 

         Atlantic 2927

         Chart debut on December 30, 1972 (1 week at #1 on R&B chart; #4 pop in Billboard, reached #1 in Record World & Cash Box); #2 in France, #7 in England, and #8 in Canada (DM, ACC)

         The production/arrangement mastery of Thom Bell, already demonstrated with the Delfonics and the Stylistics, may have reached an apex with the Spinners, a group with a long and tangled history. The group was formed as the Domingos at a Detroit high school in 1955, two years later became the Spinners with new lead singer George Dixon, and were signed by Harvey Fuqua (of Moonglows fame) to his label Tri-Phi. They scored a Top Thirty hit in 1961 with That’s What Girls Are Made For (with Fuqua himself singing lead) but as the label foundered, it was merged with Motown where the Spinners spent several unproductive years. With new lead singer G. C. Cameron, they had a Top Fifteen pop hit in 1970 with It’s a Shame on the Motown imprint V.I.P., but on the expiration of their contract a year later, the Spinners signed with Atlantic. Cameron elected to stay at Motown, and as a replacement lead singer he suggested a friend from Cincinnati, Philip Walker, who changed his name to Phillippe Wynne. Their first few recordings for Atlantic were unpromising. Then Bell, who had enjoyed the group’s previous work, leaped at the chance to produce them. I’ll Be Around became a #3 pop smash in fall 1972; its follow-up was Could It Be I’m Falling In Love.

         Because Atlantic (before I’ll Be Around broke big) didn’t have confidence in the group’s commercial potential, the label wouldn’t pay for their fare to fly from Detroit to Philadelphia. So Bell laid down the instrumental tracks at Philadelphia’s Sigma Sound studio with his session band, and took a duplicate master to Detroit for the Spinners to add their vocals.232 
            Could It Be “uses everything in Bell’s arsenal, including all five of the Spinners’ voices, each distinctly deployed,” writes Dave Marsh. (The other Spinners at this time: tenor Bobbie Smith, tenor Billy Henderson, baritone Henry Fambrough, and bass Pervis Jackson.) “A simple snare beat keeps the time, while the bass drum pounds home the groove.” No one else in pop music arranged rhythm, horns, strings, and voices as invitingly as Thom Bell, and it’s all in evidence here. “Wynne rides above it all, shouting and testifying; the sense of giddy joy he conveys at the discovery of true love is utterly infectious.”233

         
            
            Space Oddity (1973)—David Bowie 

         RCA Victor 0876

         Chart debut on January 27, 1973 (#10 in Record World, #15 Billboard); same recording originally issued on Mercury 72949 in 1969 (reached #124)234 235; reached British singles chart on September 6, 1969 (#5 peak);236 237 1975 British reissue reached #1 for two weeks (RHF, ACC-#104)

         A man of many musical incarnations, David Bowie was born David Robert Jones on January 8, 1947 in the Brixton section of London, recorded with a series of bands after graduating from school at sixteen, and after changing his professional name in 1966 (to avoid confusion with Davy Jones of the Monkees) released three largely ignored singles. After recording a music hall-style album in 1967, he shifted to singer-songwriter with the album Man of Words, Man of Music, from which Space Oddity emerged to reach #5 on the British charts in 1969. The hard-rock album The Man Who Sold the World was not successful, but the melodic pop-rock LP Hunky Dory brought him onto the U.S. charts for the first time in 1972 with the breakthrough single Changes. With U.S. radio now open to him, RCA Victor, which had acquired his earlier Mercury album, reissued it, and Space Oddity became his first Top Twenty smash. Released in England just seven weeks after Neil Armstrong became the first man on the moon, it’s a folk-rock narrative of a space mission that builds into dramatic tragedy—precisely why it initially flopped in the United States—the story is vividly told with Bowie’s strong, soaring vocal and a tasteful acoustic guitar-with-strings arrangement (with ingenious orchestration by Paul Buckmaster238 and Gus Dudgeon as producer)239 that accentuates the drama. On its 1975 British reissue as part of a series of RCA oldies, it enjoyed a “third life” and soared to #1.240 On May 12, 2013, Space Oddity earned a new distinction when astronaut Chris Hadfield sang and played the song aboard the International Space Station; posted online, it became the first-ever music video shot in space.241

         
            
            Dueling Banjos (1973)—Eric Weissberg and Steve Mandell 

         Warner 7659

         Chart debut on January 13, 1973 (4 weeks at #2 pop, #5 C&W); #2 in Canada, #17 in England (Folk-#169, C&W-#239)242

         
            Dueling Banjos is a classic that traversed a long journey to the top of the pop charts. It all began with Feudin’ Banjos by the duo of Arthur “Guitar Boogie” Smith and Don Reno for the MGM label in early 1955—one of the most indelible country singles of its era, even though it never made any national chart.243 The record soon led to cover versions, most notably Mocking Banjo by Carl Story’s Rambling Mountaineers in 1957. By the early 1960s, it had become a staple of the folk revival movement, for groups including the Dillards (who performed it on a 1963 episode of The Andy Griffith Show in their recurring role as the Darlings). Banjo-steel guitar virtuoso Eric Weissberg (born August 16, 1939 in New York) performed with the Greenbriar Boys (1958–1959), then joined the Tarriers for several years (replacing Erik Darling).244 245 Throughout the 1960s and 1970s, he was a busy session musician on records by Judy Collins, Doc Watson, John Denver, Billy Joel, and many others. As he later explained, Weissberg owned both the Smith and Story records and knew the piece well, so when director John Boorman decided to use it as the theme for his film version of the James Dickey novel Deliverance, he got the assignment to record a new version.246 It was made in partnership with guitarist and session ace Steve Mandell, whose previous claim to fame was playing on Carole King’s 1969 demo sessions. Once the film took off, the song became a phenomenon, carrying bluegrass/traditional country to heights that the genre seldom enjoyed. The track was added to an album that Weissberg had recorded a decade earlier with Marshall Brickman (New Dimensions in Banjo and Bluegrass, aka “Rural Free Delivery”)247 which was marketed as a “Deliverance” soundtrack.248 In the wake of the single’s amazing success, Weissberg and Mandell formed a bluegrass band called Deliverance.

         
            
            Behind Closed Doors (1973)—Charlie Rich (written by Kenny O’Dell) 

         Epic 10950

         Chart debut on February 10, 1973 (2 weeks at #1 on C&W chart; #15 pop); #3 in Canada, #16 in the United Kingdom; from album Behind Closed Doors (#8 pop, 21 weeks at #1 C&W)

         (C&W-#44, GHF-#85, RIAA)

         It only took fourteen years since his 1958 recording debut, but Charlie Rich finally got the out-and-out smash hit with Behind Closed Doors that he’d deserved many times before. It’s a song that shows off the many virtues of this singular artist: the strong and sturdy voice, the bluesy quality that he brought to nearly everything he sang, the quiet command of the keyboards, and the intelligent, reflective handling of lyrics. Born December 14, 1932 in Forest City, Arkansas, and raised in the nearby town of Colt, Rich began singing and playing piano while in the U.S. Air Force in the early 1950s, playing jazz and blues in a combo (that also included his wife-to-be Mary Margaret) while stationed in Oklahoma. After leaving the military in 1956, he played in clubs around Memphis, was hired by Sam Phillips as a session musician for Sun Records, wrote songs for other artists including Jerry Lee Lewis, and began recording for Sun’s subsidiary Phillips International. After several years that produced just one hit (Lonely Weekends in 1960) despite many outstanding performances, he left Sun, managed another hit for Smash in 1965 (Mohair Sam), and finally found a home at the Epic division of CBS/Columbia in 1967 with producer Billy Sherrill. (Sherrill had engineered Rich’s recordings for Sam Phillips in Nashville in 1961–1962.) It took a while longer to break through, with some superb records that didn’t immediately find an audience, but finally it all came together for the Silver Fox on Behind Closed Doors.249 Colin Escott and Martin Hawkins: “Sherrill was the most astute A&R manager with whom Rich worked. He channeled the singer’s talents into one direction instead of letting him ramble aimlessly,” and if the exclusive focus on “smooth, silky vocals” left little room for his other qualities, it paid off commercially.250 Rich’s keyboard work is heard here to fine effect, as it had always been featured on his previous records, but after this hit Sherrill took him away from the piano.

         The Country Music Association winner for Single of the Year, Behind Closed Doors also took home Grammies for best country song and best country male vocal. The record ushered in Rich’s glory years, with hits that included the #1 pop smash The Most Beautiful Girl. In 1999, Behind Closed Doors was inducted into the Grammy Hall of Fame in its first year of eligibility.

         
            
            Stir It Up (1973)—Johnny Nash (written by Bob Marley) 

         Epic 10949

         Chart debut on February 10, 1973 (reached #12 pop; not on R&B chart); #13 in England251 (World-#131)

         When Johnny Nash scored a chart-topping classic hit in 1972 with the self-penned reggae gem I Can See Clearly Now, there could be no better follow-up than Bob Marley’s Stir It Up. The Houston-born Nash first dabbled in reggae with his 1968 hit Hold Me Tight (recorded in Kingston), and for his album titled after See Clearly, he also recorded two more Marley compositions, Guava Jelly and Comma Comma, plus a Nash-Marley collaboration, You Poured Sugar on Me. The Wailers were also in the studio with Nash for these tracks, waiting impatiently for their own oft-postponed tour. Unlike the politically charged anthems for which Marley would become most famous, Stir It Up is a love song, and a delightful one (“I’ll satisfy your heart’s desire. …”); as biographer Kwame Dawes notes, he wrote many love songs in his early years, but after 1972 such tunes became rarer as his social consciousness took hold.252 Bob and his comrades recorded their own version of the song a few months later for the album Catch a Fire, but it must be said that Nash’s buoyant, soaring performance surpasses that of the tune’s creator.

         
            
            Walk on the Wild Side (1973)—Lou Reed 

         RCA Victor 0887

         Chart debut on February 17, 1973 (reached #16); #2 in France, #10 in England; from the album Transformer (#29 peak) (RHF, AMOA-#11, ACC-#54, RS-#223, 1001, DMDB)

         One of the forefathers of punk rock, Lou Reed (born March 2, 1942 in Freeport, Long Island, NY) made his reputation with the Velvet Underground, writing such cult classics as Heroin and I’m Waiting for the Man (both 1967). But given the fact that his singing voice was almost nonexistent, a commercially successful solo career was hardly a sure thing. However, he proved all doubters wrong, and the song that paved the way was Walk on the Wild Side—produced by his pal David Bowie. Mostly talking his way through the track (leaving the singing to black female backup vocalists), Reed perfectly captured the “seedy glamour” of early 1970s New York, including prostitution, drug use, and cross-dressing.253 Considering its subject matter and frank approach, its Top Twenty success was remarkable. “I want to be the rock & roll Kurt Weill,” Reed told Bill Finegan. “My interest—all the way back to the Velvets—has been in one really simple guiding-light idea: take rock & roll, the pop format, and make it for adults. With subject matter for adults written so adults, like myself, could listen to it.” But “its heart and soul must be rooted right in there, in bass-and-drums rock & roll.”254

         
            
            You Are the Sunshine of My Life (1973)— Stevie Wonder 

         Tamla 54232

         Chart debut on March 17, 1973 (1 week at #1 on pop chart; #3 R&B); #4 in Canada, #7 in England255; from the album Talking Book (chart debut on November 18, 1972, reached #3) (R&B-#128, GHF-#152, RIA-#169, RS-#287, NPR)

         Stevie Wonder wrote You Are the Sunshine of My Life in late 1971 while finishing his album Music of My Mind, but decided to hold it back for a year; the main reason is that his marriage to Syreeta Wright was crumbling, and it was written for his new love, Gloria Barley. Jim Gilstrap (who had a minor hit with Swing Your Daddy) and Lani Groves sing the opening lines before Stevie’s voice is heard.256 Nelson George remarks that Stevie’s romantic compositions of the 1970s “owe much to [his 1969 classic] My Cherie Amour, although their ethereal delicacy are products of Stevie’s synthesizer fixation.”257 Don’t hold against it the fact that the ballad has been recorded by hundreds of other artists in sometimes Muzak-like arrangements; the original is, as J. D. Considine noted, a welcome slice of “blissful romanticism.”258

         
            
            Why Me (1973)—Kris Kristofferson 

         Monument 8571

         Recorded on July 8, 1972; chart debut on April 7, 1973 (1 week at #1 on C&W chart; reached #16, 38 weeks of pop)259; from the album Jesus Was a Capricorn (#31 peak) (C&W-#241)

         
            Why Me is a deeply felt, moving song of religious discovery by a man who’s led a very imperfect life and wants to repent. Rhodes Scholar, helicopter pilot in Vietnam, and West Point instructor turned liberal activist, Nashville’s hottest and most influential songwriter of the early 1970s, and Hollywood star for over a quarter century—Kris Kristofferson has done it all, and more. The Texas-born artist has a minimal singing voice, but his gravelly style conveys gravity and authority. The outpouring of great songs he produced during 1969–1971, in particular, was nothing short of astounding, producing hits for Johnny Cash, Ray Price, Sammi Smith, and Janis Joplin among others, and their mixture of Dylanesque poetry and gritty realism was boldly new for country music. His 1971 album The Silver-Tongued Devil & I established him as a performer; Why Me became his greatest recording triumph.

         He wrote the song during an emotionally difficult period, inspired by a Nashville Pentecostal church service conducted by the Rev. Jimmie Rodgers Snow (the son of country music legend Hank Snow). “Kris’s gruff but appealing singing is perfect for the song,” writes Bill Malone; “he sounds like a man who has lived a lot but is now humbling himself before God.”260 Rita Coolidge and Larry Gatlin are on backing vocals; the arrangement is by Bill Justus, of Sun Records and Raunchy fame. In 1999, Kristofferson revisited Why Me teaming with Alison Krauss and Vince Gill on the album The Austin Sessions.

         
            
            Daniel (1973)—Elton John (music by Elton John, lyrics by Bernie Taupin) 

         MCA 40046

         Chart debut on April 7, 1973 (1 week at #2); #1 (2 weeks) in Canada, #3 in France, and #4 in England; from the album Don’t Shoot Me, I’m Only the Piano Player (2 weeks at #1)261

         One of the most touching Elton John-Bernie Taupin songs was inspired by an article that Taupin had read in Newsweek about a returning Vietnam veteran. In liner notes for the Two Rooms tribute album, the lyricist explained: “The story was about a guy that went back to a small town in Texas, returning from the Vietnam war. They’d lauded him when he came home and treated him like a hero. But he just wanted to go home, go back to the farm, and try to get back to the life that he’d led before.”262 The song’s emotional kicker is that Daniel has lost his sight, and his brother (who tells the story) declares: “Your eyes have died, but you see more than I.” Remarkably, he dashed off the lyrics in just a half hour at Chateau d’Hierouville in the French countryside where Elton’s new album was being recorded, and on receiving the words, the singer went to the piano and finished the melody within 20 minutes. Then, with equal dispatch, he assembled his band in the studio; the track was finished by the end of the day. When MCA selected Crocodile Rock as the leadoff single from John’s fifth album (and the song became his first #1), the singer was insistent that Daniel be the next single. Both MCA and his song publisher Dick James felt the piece was too somber for 45 rpm release, but Elton was so adamant that he promised to pay the promotional costs if the song flopped. It didn’t.

         
            
            Right Place, Wrong Time (1973)—Dr. John 

         Atco 6914

         Chart debut on April 14, 1973 (reached #9 pop, #19 R&B)263; #3 in France; from the album In the Right Place (#24 peak) (RHF, Blues-#132)

         
            Mac Rebennack has been one of pop music’s most fascinating characters over the past half-century: first behind the scenes as a pianist-guitarist-songwriter-producer, then as a charismatic performer who keeps alive the flame of traditional New Orleans music in all its delicious varieties. Born Malcolm John Rebennack, Jr., on November 20, 1941, he developed a fascination with the city’s black music from an early age, particularly after seeing Professor Longhair play. He started out as a rock-styled guitarist with a quartet that played throughout the South, and wrote more than fifty songs that were recorded by various artists between 1956 and 1963, although they earned him little money, and did studio work as musician and arranger for artists including Joe Tex. After a few years of hard times following a December 1961 gun incident that deprived him of most of his guitar-playing prowess, Mac became a potent boogie-style keyboardist (with the help of the great New Orleans pianist James Booker), reinvented himself as Dr. John, a legendary voodoo character, and his psychedelic 1968 album Gris-Gris became a surprise hit. His growling baritone was a limited instrument, but conveyed plenty of character. The doctor’s back-to-basics 1972 album Gumbo was a classic celebration of Crescent City R&B traditions, and it paved the way for his biggest pop success.

         The deliciously funky Right Place, Wrong Time, produced by the consummate New Orleans studio wizard Allen Toussaint, took Dr. John into the unexpected territory of the pop Top Ten. Harking back to Toussaint’s 1959–1962 production of hits for the Ace and Minit labels, the album was recorded in two days.264 Jason Berry, Jonathan Foose, and Tad Jones write that the tune, “built off a simple three-note riff, is deceptively complex, with a weaving instrumental polyrhythm, the clear mark of a Toussaint production.”265 Although it would be his only hit single, Mac has continued to delight audiences with wide-ranging albums and live performances ever since.

         
            
            Desperado (1973)—The Eagles (written by Don Henley & Glenn Frey) 

         From the Asylum album Desperado (chart debut on May 5, 1973, #41 peak)

         (GHF-#113, RS, ACC)

         The Eagles’ greatest ballad, Desperado was the first important songwriting achievement by singer-drummer Don Henley, who had previously cowritten the group’s 1972 Top Ten hit Witchy Woman. After he and Glenn Frey wrote the song, they decided to make it the title number of a concept album that was loosely based on the exploits of the legendary Dalton gang—peace officers who went on to become Western outlaws. In the Eagles’ history To the Limit, Mara Eliot writes that Frey and pals Jackson Browne and J. D. Souther had hit on the idea after reading a book about the Daltons. Frey and Henley regarded a thematic album as a declaration of independence from having to chase after hit singles, but the idea also appealed to Asylum head honcho David Geffen and producer Glyn Johns.266 The album (and its title song in particular), noted Barbara Charone, “has more to do with the life and times of a rock ‘n roller” than the Dalton gang. Frey declared: “Desperado is essentially the story of what happened to us from the time we got together” to dealing with life on the road, and “living outside the laws of normality.”267

         The album was recorded after months of nonstop touring, over four weeks at Island Studios in England. The group was enormously proud of the result, but the album was regarded as a commercial disappointment after their big debut LP the year before. However, the song Desperado (with sturdy, evocative lead vocal by Henley) emerged as a ballad with staying power; their former boss Linda Ronstadt featured it on her late-1973 album Don’t Cry Now. The Eagles included it on their 1976 greatest-hits compilation—one of the two biggest-selling albums of all time with total sales exceeding twenty-nine million.

         Rarely has any song been more beautifully presented on screen than the use of the Henley-Frey classic in the Oscar-nominated 2003 film In America. It’s the tale of a contemporary Irish family shattered by the tragic death of a beloved child, moving to New York City and struggling to get by. The father is emotionally shut down following his young son’s death; even though he clearly loves his wife and two adorable young daughters, they all sense his inability to reach out to them as he once had. Late in the picture, one of the girls performs in a school play, and sings Desperado. As she sings the final line, “you’d better let somebody love you before it’s too late” in a pristine soprano, staring straight at her father in the audience with yearning eyes, it’s a heart-rending moment.

         
            
            Ol’ 55 (1973)—Tom Waits 

         From the Asylum album Closing Time (released in May 1973)

         
            
            Ol’ 55 (1974)—The Eagles 

         From the album On the Border (chart debut on April 20, 1974, #17 peak, 87 weeks); also B side of Asylum 45218, #1 single Best of My Love (November 1974)

         
            With a raspy baritone that would become more guttural (to a subterranean extent) over the years, a world-weary, seen-it-all persona, and gift for narrative storytelling revealing the heart of a romantic, Tom Waits has carved out his own unique niche in popular music over the past four decades. Ol’ 55, his most-covered original, showcases those gifts most vividly.

         His debut album Closing Time was described by William Ruhlmann as “a minor-key masterpiece filled with songs of late-night loneliness.”268 In Rolling Stone, David Fricke called the album “a collection of hard-luck and bruised-love songs, soaked in Johnny Walker Red and Johnny Mercer chord changes.” Once the listener got over the startling nature of that gravelly voice, the beauty of his best melodies became clear, along with his knack for creating sharply defined characters and visual images. Right from the start, he was as much actor as singer—and if he tended in his early songs to play the part of the desperate, drunk loser with regularity, well, John Wayne and Cary Grant got typecast, too. Ol’ 55 is gorgeous and touching, accentuated by producer Jerry Yester’s addition of low-key strings.269 Although Waits’ album was not a hit at the time, the Eagles’ inclusion of Ol’ 55 (with Glenn Frey and Don Henley sharing vocals atop the group’s trademark harmonies) on their third album brought his work to a far wider audience.270 That career has expanded and held steady through his wide array of motion picture soundtracks, acting roles, experimental theater pieces, and consistently intriguing albums in the years since. In the introduction to a collection of essays on Waits, Mac Montandon notes that beyond the “whiskey-warped” nature of his voice, there are also more important qualities: “Heartsick, lonely, and confiding. It’s a feeling, not a word. … it also sounds tender, melancholy, and in love. Psychotic, desperate, and broken down on the interstate.”271

         
            
            Money (1973)—Pink Floyd (written by Roger Waters) 

         Harvest 3609

         Chart debut on May 19, 1973 (reached #10 in Record World, #13 Billboard); from album The Dark Side of the Moon (1 week at #1) (RHF, ACC, GHF-album)

         It has officially sold over fifteen million copies in the United States, and thirty million worldwide. Its nine-hundred-plus weeks (approaching 18 years) on the Billboard album chart is an all-time record,272 surpassed even more astonishingly by its more than 1,800 total weeks counting time spent on the Pop Catalog chart. Pink Floyd’s The Dark Side of the Moon was, and is, an album for the ages.273

         According to the album’s primary architect, bassist Roger Waters as he explained to John Harris (in the latter’s book on the making of Dark Side), the album is packed with grand overriding themes—death, insanity, wealth, poverty, war, and peace among others—tied together by the idea that dysfunction, madness, and conflict might be reduced when people rediscover the one central characteristic they all have in common: “the potential that human beings have for recognizing each other’s humanity and responding to it, with empathy rather than antipathy.”274 It is also set against the background of Waters’ life, including the death of his father in World War II, and that of Pink Floyd as a band, most notably the descent into mental illness of its original leader Syd Barrett, who left in 1968. Although Waters is the primary writer, Dark Side (unlike the group’s subsequent albums) is a true collaborative effort. David Gilmour’s lead guitar is the album’s musical centerpiece, Rick Wright’s keyboards lend a crucial atmosphere, and the vocal harmonies of Gilmour and Wright are compelling.

         The material for the album was honed in six months of live performances across the United States, England, Europe, and Japan; the British tour that began in late January 1972 included 40 minutes of new material that would not be released for more than a year. Recording went smoothly at Abbey Road Studios, although the sessions took about forty days spread over seven months (in between different legs of the tour) beginning that May. Alan Parsons, then just twenty-three years old, earned his reputation as a studio wizard by following up his role as assistant engineer for the Beatles’ Abbey Road and Let It Be with his central role as recording engineer for Dark Side.

         Waters initially wrote Money as an acoustic blues, and it was transformed into a more powerful rocker primarily due to Gilmour’s contributions. Harris writes that Waters’ “wry sideswipe at the tyranny of hard cash” in Money can be traced to the ascetic Marxism that had been embraced for some years by his mother. Additionally, the song (opening with the sound of a cash register and falling coins, a sound-effects loop devised by Waters) satirizes the pretensions of rock millionaires: “I’m in the high-fidelity first class traveling set / And I think I need a Lear jet.” Harris cites the strong interplay on this track between Wright’s electric piano and Gilmour’s funk-flavored guitar. Gilmour’s solo during the piece’s 4/4 segment was inspired by Booker T. & the MGs’ Green Onions.275 Another key element of the song is Dick Parry’s vigorous R&B-fueled saxophone solo.

         The album had already reached #1 (on April 28, 1973) when the record label decided to release a single, and it took much persuasion to convince the band members. Pink Floyd hadn’t even released a single since the end of 1968. Once the decision was made, Money was the automatic choice, slightly edited for AM radio, and its success helped Dark Side reach a new audience. Rolling Stone remarked that Money “may be rock’s only Top 20 hit in 7/8 time.”

         
            
            Precious Lord, Take My Hand (1973)—Marion Williams with Thomas A. Dorsey 

         From the Columbia album Precious Lord: New Recordings of the Great Songs of Thomas A. Dorsey (Gospel-#7, NPR-100, RR, RIA)

         Marion Williams had been singing the music of Thomas A. Dorsey since launching her gospel career as a teenager in the 1940s, and through her star-making tenure with Clara Ward in the 1950s. A week after the 1968 assassination of Martin Luther King, she sang Precious Lord, Take My Hand as a tribute, ad-libbing: “I imagine Dr. King thought as he was standing over that balcony, ‘At the river, Lord, I’ll stand.’” Anthony Heilbut: “The word ‘Lord’ was the saddest, bluest note I’ve ever heard.” Five years later, she performed it again as the opening selection on a two-disk tribute to Dorsey (with a spoken introduction by the composer).276 Heilbut marvels at the way in which she changes her vocal coloration, “complicating and expanding the mood. Virtually every syllable heightens the tension: She sings the line ‘When my life is almost gone’ … with a confluence of emotions: anger, terror, determination.” Finally, when she cries out, “Lord, hear my call,” this “no longer pertains to a miserable man bereft of wife and child, but to anybody confronting her own extinction.”277

         
            
            Live and Let Die (1973)—Paul McCartney and Wings 

         Apple 1863

         Chart debut on July 7, 1973 (reached #1 in Cash Box & Record World, 3 weeks at #2 in Billboard), reached #1 in France, #3 in Australia, and #9 in England (ACC)

         Upon accepting the assignment to do the theme song for the first James Bond film to star Roger Moore, Paul McCartney read the Ian Fleming novel over a weekend (since the film hadn’t been finished), then wrote Live and Let Die. Reuniting with producer George Martin for the first time since the Beatles, they recorded it a week later at AIR (Associated Independent Recording) studios.278 The combination of Paul’s dramatic composition and Martin’s big, sweeping arrangement production (also earning the Grammy for best arrangement accompanying vocalists) made it one of the all-time great 007 themes. The song contains the orchestral bombast that one expects in a Bond theme, but also invigorating dashes of hard-driving rock (the quality that led Guns ‘n Roses to cover the song), a dash of reggae (as the film is partly set in the Caribbean), and it all hurtles to an exciting finish.

         
            
            Loves Me Like a Rock (1973)—Paul Simon with the Dixie Hummingbirds 

         Columbia 45907

         Chart debut on August 4, 1973 (2 weeks at #2); #5 in Canada, #39 in England; from the album There Goes Rhymin’ Simon (2 weeks at #2)

         Paul Simon’s second solo album got off to a tremendous start with back-to-back #2 singles, each possessing a totally distinctive sound: the loose, funky Kodachrome, and the joyous Loves Me Like a Rock featuring one of the greatest groups in gospel history, the South Carolina-born Dixie Hummingbirds, whose rich history as recording artists dates back to 1939. A longtime gospel music lover—his Bridge Over Troubled Water was inspired by the Swan Silvertones’ 1959 gospel gem Mary Don’t You Weep—Simon helped introduce the intricate harmonies of the Hummingbirds to a new generation, and his high-energy call-and-response trading of lines with the group radiates a sense of pleasure. “Gospel music was very easy for me to feel at home with because it sounded like the rock ‘n roll of the early 1950s which I grew up with,” Simon remarked in 1976. An admirer of the Staple Singers’ 1972 hit I’ll Take You There, Simon and engineer Phil Ramone used the same Muscle Shoals, Alabama studio, and many of the same musicians.279 Delighted with the results on this track, they ended up recording half the album at the legendary site. The Hummingbirds won a Grammy for Best Soul Gospel Performance for their separate recording of Loves Me Like a Rock.

         
            
            Ramblin’ Man (1973)—Allman Brothers Band (written by Dickey Betts) 

         Capricorn 0027

         Chart debut on August 25, 1973 (#2 peak); #6 in Canada; from the album Brothers & Sisters (#1 for 5 weeks) (RHF, RIAA, DM, TC)

         This is Southern blues-rock at its greatest—has there ever been a more perfect on-the-road song?—by the band that defined the genre. The Allmans were formed in Macon, Georgia, by guitar virtuoso Duane Allman, singer-organist Gregg Allman, guitarist-singer Dickey Betts, bassist Barry Oakley, and a pair of drummers. After three albums that included several classic cuts and inspired a generation of young Dixie rockers, Duane Allman was killed in an October 29, 1971 motorcycle accident; Oakley died in identical fashion a year later. But the band forged on to achieve its widest popular success with the chart-topping album Brothers & Sisters, driven by Betts’ irresistible Ramblin’ Man. During the period right after Duane’s death, Betts became the group’s dominant member, because he was a more prolific songwriter than Gregg, and he shifted the previously blues-based group in a more country direction, as this song exemplifies. Biographer Alan Paul reports that Betts had been working out an embryonic version of the tune since early 1971. Second guitarist Les Dudek’s jamming with Betts in the track’s final section is one of its highlights.280 Dave Marsh: “This is it [the Allmans’ great 45], probably the closest real blues slide guitar has come to topping the chart. Dickey Betts’ liquid tone and a shuffle beat so simple and seamless that you’d hardly know there were two drummers pushing it, perfectly offset [Betts’] vocal, which is two parts B.B. King and one part George Jones.”281 In Meeting Jimmie Rodgers, Barry Mazor points out some Rodgers allusions in the lyrics—the narrator is headed to New Orleans where, in a direct quote from Jimmie’s Texas Blues, the “women think the world of me”. Betts was a devoted Rodgers admirer (he later recorded versions of the country legend’s Waiting for a Train and No Hard Times).282

         
            
            Summer (The First Time) (1973)—Bobby Goldsboro 

         United Artists 251

         Chart debut on August 25, 1973 (reached #17 in Cash Box, #21 Billboard)

         If anyone had suggested at the outset of 1973 that one of the most unforgettable singles of the year would be by Bobby Goldsboro, the idea would have seemed bizarre. During his decade-long chart-making career, he’d produced one superb single, 1969’s I’m a Drifter, and amid his other fair-to-good releases there had also been one of the most mawkish hits in pop history, Honey. But Summer (The First Time) is, in fact, an absolute classic. Born January 18, 1941 in Marianna, Florida, and in Alabama starting in 1956, he toured with Roy Orbison’s band as a guitarist (1962–1964) while trying to launch his own career as a singer-songwriter. Following a tentative debut in late 1962, he scored his first hit in 1964, the first of eleven to reach the Top Forty, all of them on the United Artists label. But since 1968, he had reached the Top Forty only once, with the early 1971 smash Watching Scotty Grow.

         As the writer of most of his previous singles, including Drifter, Goldsboro was always looking for fresh inspiration, and he found it in the 1971 hit film Summer of ‘42, the tale of a young man’s initiation into love by the beautiful young widow of a World War II soldier. He took the basic premise (minus the wartime setting), reimagined it as part of his own adolescence, and proceeded to write a story song that is flawless in its construction. With the very first line, he grabs the listener, making us see and feel the blazing sun, the sweltering heat, and the first stirrings of desire. There is hardly a wasted word in the lyrics as they unfold the narrative with precision. The rolling piano figure that underlies the entire record is compelling and further enfolds us in the story. The strings swell (but not excessively) for the climax—and then, in an absolutely lovely touch, having gone back in his mind to what happened ten years before and rolling the memories over again in his mind, the song returns to where it began: “It was a hot afternoon, last day of June, and the sun was a demon. …” The power of memory is that one can relive it over and over again, letting each detail lovingly repeat, and the classic narrative technique of “envelope” structure (the ending folding back to the beginning) is perfect for such a song.

         
            Summer (The First Time) debuted on the Billboard adult contemporary chart on June 16, 1973, but it would not be until more than two months later that it finally crossed over to the pop Hot 100. This was a record that cast a spell.

         
            
            Knockin’ On Heaven’s Door (1973)—Bob Dylan 

         Columbia 45913

         Recorded in February 1973; chart debut on September 1, 1973 (reached #10 in Cash Box, #12 Billboard); #8 in Canada, #14 in England; from soundtrack album Pat Garrett & Billy the Kid (reached #16) (PW, RS-#192, TC, ACC)

         After producing eleven albums of new music from 1962 to 1970, Bob Dylan spent nearly three years away after 1970’s New Morning, except for the 1971 single George Jackson, participation in that year’s concert for Bangladesh, and a greatest-hits collection—far exceeding the length of his only previous absence following his 1966 motorcycle accident. He wasn’t doing any writing, and seemed at a loss. Dylan’s childhood desire to be in the movies was realized—but not quite the way he’d expected—when he accepted director Sam Peckinpah’s invitation to appear in his Western Pat Garrett & Billy the Kid (in the secondary role of Alias, a friend of the Kid; Kris Kristofferson talked him into taking the part) and to create the film’s music. The film recounted the tale of William H. Bonney, aka Billy the Kid, a hired gun who roamed New Mexico in the 1880s, and was finally hunted down and killed by his former friend, outlaw-turned-sheriff Pat Garrett. Dylan had admired Peckinpah’s previous work, especially The Wild Bunch; the experience of making this picture in Durango, Mexico, was mostly nightmarish, yet Dylan still drew inspiration from it. The director was regularly drunk and erratic in his behavior, constantly fighting with his studio, MGM, and getting through the filming was largely a matter of survival. In addition to composing some atmospheric incidental music for the soundtrack suggestive of the old West, Dylan wrote two songs, most notably the haunting Knockin’ on Heaven’s Door.

         Dylan composed the somber, elegiac ballad for the scene in the picture in which the town sheriff (Slim Pickens) dies in the arms of his wife. Alex Ross pointed out in The New York Times that the “chords are mesmerizingly simple … there are just four of them, but they occur in an unresolved, drooping sequence—a picture of the ‘long, black cloud’ that comes down.” Oliver Trager suggests that “it is hard not to see both song and film as an allegorical meditation on the mindlessness of Vietnam.”283

         “This is a trance record,” declares Paul Williams in Rock & Roll: The 100 Best Singles. “It puts you under instantly. … The song is a prayer, a supplication.” Roger McGuinn joins Dylan on guitars, with Jim Keltner (drums), Carl Fortina (harmonium), Terry Paul (bass), and the background singers—Carol Hunter, Donna Weiss, and Brenda Patterson—contributing greatly to the musical spell being cast. “What’s happening here is that a crack in the universe has opened up—I am staring with my ears into this gap between worlds now. Time is stopped, as Mr. Dylan promised it would be. And as if I myself were about to die. I feel a comradeship with everyone else who has been in this place. It’s an astonishing feeling.”284

         
            September 20: Billie Jean King defeats Bobby Riggs in the celebrated tennis “Battle of the Sexes.”

         
            October 20: In the “Saturday Night Massacre,” Attorney General Elliot Richardson resigns after refusing President Nixon’s order to fire Watergate special prosecutor Archibald Cox for seeking Nixon’s secret tape recordings, whose existence had been revealed in Senate testimony. Deputy Secretary William Ruckelshaus is then fired for also refusing to fire Cox, who is finally dismissed by the Solicitor General.

         
            
            If We Make It Through December (1973)—Merle Haggard 

         Capitol 3746

         Chart debut on October 27, 1973 (#1 for 4 weeks on C&W chart, #28 pop) (C&W-#165, HBN-#249, DM)

         Country music is at its best telling stories of real people living and loving through tough times, and few singers have achieved this with such empathy and believability as Merle Haggard. If We Make It Through December, a touching tale of a suddenly unemployed father trying to get his family through Christmas, represents the Hag at his best. The piece was inspired by Roy Nichols, a friend of Haggard’s, who was divorced at least five times around Christmas season. “One day I asked how his marriage was going, and his reply was, ‘It’ll be fine if we make it through December.’”285

         His finest songs draw on his hard-time experiences and understanding of the working-class life, and he brings those strengths to this performance. Dave Marsh calls it “the first record—perhaps the first meaningful piece of pop culture—to come to grips with the fears, frustrations, and hopes-against-hope of the workers thrown into disarray by the initial round of deprivation as the world economy cooled after three decades of post-World War II expansion.” In other words, this is Bruce Springsteen country, but Haggard is speaking ten years sooner, and in the voice of someone for whom rebellion “isn’t an idea, let alone an option.”286

         
            
            Goodbye Yellow Brick Road (1973)—Elton John 

         MCA 40148

         Chart debut on October 27, 1973 (#1 for 1 week in Record World, 3 weeks at #2 in Billboard); #1 (6 weeks) in Brazil, #1 (1 week) in Canada, #2 in Australia, and #6 in the United Kingdom287; from the album Goodbye Yellow Brick Road (8 weeks at #1, sold 7 million copies)288 (RIAA-#200, GHF, RS, 1001, DMDB, ACC)

         A gorgeous, lushly orchestrated ballad about a simple rural boy who decides to give up the temptations of the penthouse so he can return to the pleasures of the owl and the horny back toad back home, Goodbye Yellow Brick Road served as the title song of the double album that elevated Elton John from superstar to world-conquering megastar. John and lyricist Bernie Taupin intended to record the artist’s sixth album in Kingston, Jamaica, but it proved to be hardly an island paradise; Taupin recalled that the studio was surrounded by barbed wire fences and men with machine guns. Too scared to leave the hotel, the songwriters completed twenty-one songs in just three days, including Yellow Brick Road. They ended up actually recording the album at Chateau d’Hierouville in France, the setting for Elton’s two previous LPs.289 The song’s title image was, of course, borrowed from The Wizard of Oz, but turned around by Taupin; instead of serving as the route to one’s heart’s desire, the road serves only as the pathway to disillusionment. Del Newman’s gorgeous orchestral arrangement adds to the song’s musical power, with production by Gus Dudgeon. “I’ve finally decided my future lies beyond the yellow brick road. …”

         
            
            Jolene (1973)—Dolly Parton 

         RCA Victor 0145

         Recorded on June 12, 1973; chart debut on November 3, 1973 (1 week at #1 on C&W chart, #60 pop); #1 in France (1974), #7 in the United Kingdom (1976) (C&W-#168, RS-#219, HBN-#232, ACC-#393, 1001)290

         Dolly Parton’s second #1 country single (following Joshua in 1971), Jolene presents a scenario that beggars belief once you’ve seen the stupefying Dolly—that of another woman whose beauty left her feeling incapable of competing for the affections of her man—but she carries it across with conviction and sensitivity. Her protagonist is terrified that Jolene can sweep her man away with one flutter of her eyebrows, and begs the goddess to allow her to keep the one thing she cherishes. Producer Bob Ferguson (who had also produced all of her work with Porter Waggoner) features Dolly’s own overdubbed harmony track.291 Bill Friskics-Warren in Heartaches by the Number: “Those frantic guitar rhythms and the panic in Dolly’s dread-filled soprano suggest that what’s haunting her isn’t so much a flesh-and-blood rival as her own fear of measuring up to the idealized specter that visits her lover in dreams.”292

         Personnel: Jimmy Colvard, Dave Kirby (guitars), Mack Magaha, Johnny Gimble (fiddles), Stu Basore (steel guitar), Hargus Robbins (piano), Bobby Dryson (bass), and Kenny Malone (drums).

         
            
            Rosalita (Come Out Tonight) (1973)—Bruce Springsteen 

         Recorded in July 1973; from the Columbia album The Wild, the Innocent, & the E-Street Shuffle (released on November 11, 1973; chart debut on July 26, 1975, reached #59, sold 2 million) (RHF, ACC)

         Throughout the early years in which Bruce Springsteen built his legend as the most exciting live performer in rock, perhaps no song better exemplified that frenetic, breathless energy than Rosalita, his traditional encore guaranteed to leave fans on a mile-high buzz. It’s an archetypal teen-romance tale in which the girl’s disapproving parents won’t allow Rosie out to see her rock-and-roll-singing boyfriend, as he stands outside coaxing her to escape. The story line allows everyone to identify with the hero and heroine, and the piece builds relentlessly to a funny, frenzied, and satisfying finale, with Clarence Clemons wailing away on sax and everyone singing along. Springsteen’s debut album had flopped despite its frequent brilliance, and its successor (while it sold slightly better, thanks mostly to radio airplay for Rosalita at some East Coast and Midwest FM stations) would meet the same fate. However, notes biographer Dave Marsh: “If anyone had doubts that Bruce Springsteen would someday write a classic rock song, Rosalita dispelled them.”293 Rob Sheffield calls it “a pile-driving, eight-minute anthem roaring up from deep in the swamps of Jersey, celebrating the ultimate us-against-them teen romance.”294 The song, recalled Springsteen in his coffee-table book Songs, “was my musical autobiography. I wrote it as a kiss-off to everybody who counted you out, put you down, or decided you weren’t good enough.”295

         
         
            
            Time In a Bottle (1973)—Jim Croce 

         ABC 11405

         Chart debut on November 17, 1973 (2 weeks at #1); #1 (2 weeks) in Canada; from the album You Don’t Mess Around with Jim (chart debut on July 1, 1972, 5 weeks at #1)

         The embodiment of the artist who labors for many years in order to finally become an overnight sensation, Jim Croce was born in Philadelphia on January 10, 1943, began singing and playing guitar at eighteen, and after graduation from Villanova worked at a series of odd jobs to pay the bills, while continuing to perform on the side. After relocating to New York in 1967, he sang in small clubs and recorded a poor-selling folk album for Capitol with his wife, Ingrid, two years later. The album’s failure led the couple to return to Pennsylvania, but he continued to work on his music with original songs, and when he felt ready sent a cassette tape to his college friend Tommy West, an up-and-coming record producer, and West’s partner Terry Cashman. Delighted with the material, they invited Croce to record the songs as demos at the Hit Factory in Manhattan, and then ABC Records signed him and released his first solo album You Don’t Mess Around with Jim. The rollicking title song was a Top Ten smash, and as more hits followed, including the high-spirited story song Bad, Bad Leroy Brown, which hit #1 in 1973, Croce was one of the hottest artists in the business.

         It was at this point that director Stuart Hagman contacted the artist’s manager to inquire about using a song from Croce’s first ABC album, Time In a Bottle, as a theme for his Movie of the Week, She Lives, concerning a young woman dying of cancer. The program aired September 12, 1973, and triggered thousands of phone calls to ABC affiliates from listeners who wanted to buy the record. That same night, Croce completed work on his third album, I Got a Name, with the title song set for release as a single. The day after the film aired, ABC received orders for fifty thousand copies of the album containing the song, a total that climbed to two hundred thousand by month’s end.296 On September 20, he gave a concert at Northwestern Louisiana University. A privately chartered plane was ready to take him to his next engagement at another college. But after an abortive takeoff, the plane crashed into a tree, killing Croce and the five other people aboard, including his guitarist Maury Mueheisen. The week that I Got a Name peaked at #10, ABC posthumously released Time In a Bottle as a single, and it became the most unforgettable hit of his abbreviated career. Its success also enabled You Don’t Mess Around With Jim to hit #1 in January 1974.

         
            Time In a Bottle is a haunting ballad with a classical Elizabethan feeling through the intricate melody, quietly reflective lyrics, Mueheisen’s elegant acoustic guitar, and (most unusually) a harpsichord that happened to be in the studio and was added at West’s suggestion. Croce originally wrote the song for his young child Adrian. David Jenness and Don Velsey praised the song, “opening in what we call the narrative minor and moving into graceful major waltztime for the refrain.”297

         
            
            I Shot the Sheriff (1973)—Bob Marley and the Wailers (written by Bob Marley) 

         From the Island album “Burnin’,” released in c. December 1973, chart debut on October 11, 1975 (reached #151)298; song has 114 weeks on World Music Digital Songs chart
            299

         In retrospect, it’s amazing that it took the U.S. public so long to fully discover Bob Marley. Johnny Nash’s 1972 recording of Marley’s Stir It Up was a pop smash, but that didn’t help the Wailers’ album Catch a Fire (released in early 1973, including their version of the song) from flopping commercially. The band toured England and the United States that year to support the album; “Burnin’” was recorded in between tour stops. The new album’s release led to a flurry of U.S. periodical articles (some focused as much on the more colorful aspects of Rastafarianism as on the music). Yet “Burnin’,” like its predecessor, initially failed to reach the national charts. Biographer Kwame Dawes writes that I Shot the Sheriff was written as a parable that was inspired, in part, by Hollywood Westerns and (perhaps) Bob Dylan’s Knockin’ on Heaven’s Door, but more deeply rooted in his Jamaican upbringing. It is “uncannily locked into the violence and sense of oppression that characterizes the ghetto world. The ‘freedom’ that meets this figure who is both sharecropper and slave is one that undermines the authority of the sheriff, who is clearly not simply the law but the larger social structure that works against the persona of the piece.” In essence, his protagonist was taking on the powers that be, but by placing it in a familiar fictional setting, he made it accessible to a larger audience. He sees it as “a monumental song that borrows and transforms an American narrative to make it elementally Jamaican,” its lyric specifically applicable to the urban Jamaican experience. Ultimately, its message “is quite radical. … Marley warns those who are attacking the poor that at some point the poor will not take it any more and will react or explode. …”300 After Eric Clapton’s version of Sheriff became a chart-topping smash in summer 1974, finally Marley’s two recent albums charted, and he was on his way to iconic status.

         
            
            (You’re the) Best Thing That Ever Happened to Me (1974)—Gladys Knight and the Pips (written by Jim Weatherly) 

         Buddah 403

         Chart debut on February 16, 1974 (2 weeks at #1 on R&B chart; reached #3 pop); #7 in England

         The fourth Gladys Knight and the Pips hit written by Jim Weatherly (topped by Midnight Train to Georgia), The Best Thing That Ever Happened to Me came to the group courtesy of showbiz legend Danny Thomas; the father-in-law of Weatherly’s manager, vaudeville-movie-TV star Thomas sang the ballad as a Christmas present to his wife, and producer Richie Wise heard this version while considering material for the group. Weatherly wrote the song in 1971, and two years later it became a #1 country hit for Ray Price. Wise and coproducer Kenny Kerner cut the song’s instrumental track at New York’s Bell Sound in August–September 1973, then Gladys and the Pips did their vocals at a new twenty-four-track studio in Warren, Michigan, outside Detroit, located in the back of a bowling alley.301 This is simply a beautiful love song given a strong, heartfelt performance by the great Knight. In 1998, she drew from the lyrics of this song for the title of her autobiography, Between Each Line of Pain and Glory.

         
            
            What Are You Doing the Rest of Your Life? (1974)—Barbra Streisand (music by Michel LeGrand, lyrics by Alan & Marilyn Bergman) 

         From the Columbia album The Way We Were (chart debut on February 16, 1974, 2 weeks at #1)

         Written for the soundtrack of the 1969 film The Happy Ending, What Are You Doing the Rest of Your Life was nominated for an Oscar as best song and first recorded by Sarah Vaughan. The ballad demonstrated the lush melodic beauty that composer Michael LeGrand brought to the likes of The Windmills of Your Mind (1965), Theme from “Summer of ‘42” (1971), and Brian’s Song (1972), coupled with the always elegant lyrics of the husband-wife team of Alan and Marilyn Bergman, who had first gained fame for Frank Sinatra’s Nice ‘n Easy. Barbra Streisand’s ravishingly beautiful rendition was first released as a single in 1969 (Columbia 4-45040),302 but didn’t chart, and was unheard by most listeners until finally included over four years later on her album The Way We Were (the Bergmans provided the lyrics for the title song), ensuring the song’s status as a modern standard. (Sinatra would also record it later in 1974.) LeGrand and the Bergmans would reunite to write the score for Streisand’s 1983 film Yentl.

         
            
            Piano Man (1974)—Billy Joel 

         Columbia 45963

         Chart debut on February 23, 1974 (reached #25); #9 in Canada; from the album Piano Man (#27 peak, sold 4 million copies) (GHF, RIAA-#141, RR, RS, DMDB, ACC)

         After playing in scruffy New York rock bands that recorded three albums with little success, Billy Joel recorded a solo album, Cold Spring Harbor, that died due to poor distribution. When Columbia Records wanted to sign him but his former label blocked the signing (its outrageous contract claimed to bind him to Family Records “for life”), an angry Joel fled to California for a six-month 1972 interlude working at a Los Angeles piano bar called the Executive Room at union scale wages under the name Bill Martin. Finally, the legal issues were swept aside, Joel signed with Columbia, and the experience provided the material for his breakthrough hit, Piano Man.

         All of the characters in the song were based on customers he came to know at the Executive Room. Paul “the real estate novelist,” for example, was a real estate broker and regular at the bar who always claimed to be working on a book. He pulls us into the story as he narrates the range of life experiences going on around him. The heavy FM radio airplay that a live version of Captain Jack had received, particularly in Philadelphia, helped make DJs receptive to the single.303 Hank Bordowitz writes that Columbia—drawing on the experience of Elektra in using the story song Taxi to launch its new singer-songwriter who happened to also hail from Long Island, Harry Chapin, in 1972—decided it was appropriate to introduce its own new artist in a similar manner, with Piano Man. Joel, regarding himself as a rock singer, was surprised at the selection of a ballad as the first single—indeed, a ballad in waltz tempo, one of the very few such songs to hit big in the rock era—but it proved to be a career-making choice.304

         
         
            
            Aguas de Marco (1974)—Elis Regina and Antonio Carlos Jobim (written by Antonio Carlos Jobim) 

         Recorded on February 25, 1974; from the Philips album “Elis & Tom” (World-#56, ACC)

         While the majority of the Antonio Carlos Jobim bossa nova classics familiar to Americans stem from the peak period from 1958 (when Joao Gilberto’s recording of Jobim’s Chega de Saudade created a sensation) to the late 1960s, one of his most enduring tunes came several years after the initial “Brazilian wave” had come and gone. Aguas de Marco (Waters of March) is an alluringly simple piece, but has the same kind of quietly hypnotic quality as such previous Jobim standards as Desafinado and Girl from Ipanema. Elis Regina (born March 17, 1945 in Porto Alegre, Brazil) began singing professionally at age eleven, recorded her first album in 1960, and by mid-decade became the country’s biggest-selling performer. The diminutive young woman had a voice that could fill large theaters, but her relationship with Jobim had been strained to the point that for several years she stood almost alone among Brazilian singers in not recording the composer’s songs.305 However, finally the country’s supreme songwriter and most popular singer came together in 1974 for an album recorded at MGM studios in Los Angeles, with orchestra conducted by Bill Hitchcock. Elis sings lead with Jobim’s harmony vocal and piano on the lightly jazzy, playful number whose title was inspired by the fact that March is Rio de Janeiro’s rainiest month.306 The stream-of-consciousness Portuguese lyrics convey the idea of the progression of life through the metaphor of changing seasons. Ed Morales: “Few moments in Brazilian music history have had the heart-stopping impact” of this performance, which “sounds like chamber music with voice.”307 U.S. jazz critic Leonard Feather called it “one of the ten best songs of the century,”308 and a 2001 poll of more than two hundred Brazilian journalists and musicians voted it the country’s all-time best song. (Indeed, 7 of the top 10 songs were Jobim’s.)

         
            
            Chameleon (1974)—Herbie Hancock 

         Columbia 46002

         Chart debut on March 23, 1974 (reached #18 R&B, #42 pop); from the album Head Hunters (#13 peak) (Jazz-#194, GHF-album, ACC)

         The jazz-rock fusion movement, launched by Miles Davis with his 1969–1970 albums In a Silent Way and Bitches Brew, reached its commercial zenith with Herbie Hancock’s Head Hunters. Always a musical eclectic, the brilliant keyboardist-composer had proved his chops in mainstream jazz through both his solo work and his tenure with Miles (1963–1968), but he had also come to love the funk-based music of James Brown and Sly and the Family Stone. When he left Warner Brothers to sign with Columbia, he broke up his band (except for holdover reed player Bernie Maupin), and assembled a new group of musicians. “Instead of getting jazz cats who knew how to play funk,” he told Stuart Nicholson, “I got funk cats who knew how to play jazz.”309 In his memoir, Hancock recalls that Chameleon began with a bass line that he wrote on a Minimoog synthesizer. Producer David Rubinson suggested adding some syncopation, which “changed the whole feel of the song.” In combination with bassist Paul Jackson, drummer Harvey Mason created a funky pulse, which “opened up a lot of territory, both harmonically and rhythmically.”310 The piece proved so infectious that Hancock scored a hit single—something even Miles couldn’t pull off—and a platinum-certified album. Contained within the track’s chromatic bassline, suggested John Lewis, “is the DNA for electronic dance music.”311

         
            
            I Will Always Love You (1974)—Dolly Parton 

         RCA Victor 0234

         Chart debut on April 6, 1974 (1 week at #1 on C&W chart); new version recorded for soundtrack of The Best Little Whorehouse in Texas on RCA 13260 (chart debut on July 31, 1982, again reached #1 for 1 week C&W, #53 pop) (BMI-#13,312 C&W-#50, GHF, HBN)

         Eighteen years before Whitney Houston made it an epic-scaled love ballad, I Will Always Love You was a delicately beautiful statement of devotion in the midst of departure by its creator, Dolly Parton. She wrote it during a difficult period in which she was trying to break free of her contractual relationship with Porter Wagoner (on whose syndicated show she’d first received wide exposure) to forge a career on her own, which he was initially unwilling to grant. “I had already stayed two years longer than the five I had planned,” she recounted in her autobiography.313 Depressed, she responded artistically by writing sad songs, including this one. It flowed out of her gratitude to Wagoner for providing her first big opportunity, but knowledge that it was time to move on. “Direct, straightforward and honest, I Will Always Love You was filled with hidden messages about the complexities of Dolly’s current situation,” remarks Ace Collins. She and Wagoner soon reached an agreement for her release—and in August 1995 at the Grand Ole Opry, she performed the song with her old mentor.

         As she performs it, writes David Cantwell in Heartaches by the Number, the tune is “fragile, dynamic, forward-looking. … Dolly’s song is presented here in a spare, light-as-air arrangement.” Her voice “sounds confident even as it sheds tears; she knows it’s time to strike out on her own but her departure will be bittersweet just the same. Pledging her undying gratitude in a voice that flutters, ever so delicately, with emotion, Dolly sings, ‘I will always love you.’ What an intimate thing to say.”314 The Parton original was ranked as the #16 best country song by Country Music Television in 2003.

         
            April 8: Hank Aaron hits his 715th home run, breaking Babe Ruth’s iconic record.

         
            
            Stars (1974)—Janis Ian 

         From the Columbia album Stars (chart debut on June 1, 1974, reached #83)

         After her interracial-romance single Society’s Child became a startling pop hit in 1967 when she was sixteen, Janis Ian had released three follow-up albums that were heard by few, and faced the prospect of being considered a one-hit wonder. Then came Stars, a mature collection of original songs demonstrating that she was coming into her own as both writer and performer. In her autobiography, Janis recalled that it was Don McLean’s classic Vincent in 1972 (“the finest song I’d ever heard”), listening to it about thirty times, that inspired her to write Stars. This was her own story, an intimate recollection of tasting early fame, facing loneliness offstage, and being cast aside while trying to make her way back. It summed up everything she had learned as a writer: “To be real. To be truthful. To confront the events of my life honestly, embrace them, and walk through the fire to the other side. I was cleansed.”315 Thoroughly unconventional, with verses of different lengths and different rhyme patterns—and a running time of 7 minutes—it triumphs through just her voice and guitar, deeply felt and touching.

         
            
            Widescreen (1974)—Rupert Holmes 

         From the Epic album Widescreen (released on c. June 1, 1974)316

         The title song of Rupert Holmes’ remarkable debut album—one of the 1970’s underappreciated classics—is the tale of a lonely cinemaphile so absorbed by the magic on the flickering screen that he finds the mundane realities of life all but unbearable by comparison. Finally, fantasy and reality become one in his mind.317 Quite unusually for a new artist, Holmes was given free rein for the album: a budget of $30,000, and nine months in the studio with no interference. “No one cared about me, so no one bothered me,” as he recalled to Songwriter magazine. But Epic then bungled the opportunity they had with this exceptional work by manufacturing only ten thousand copies. “Forty thousand is a bomb, so what is 10,000 copies? It’s like running the Kentucky Derby out of Passaic!”318 But one of the relatively few who heard it at the time was Barbra Streisand; she recorded Widescreen on her 1975 album Lazy Afternoon, and hired him to write, arrange, and produce additional songs on the LP. Then, he was hired to write all the songs for her film A Star Is Born, but—with an endless succession of screenplays and directors—the project turned out to be “just insanity.” He finally left, but Streisand did record four more of his songs. The narrative genius displayed on Widescreen served as a prelude for Holmes’ future as a Tony Award–winning composer and later novelist.

         
            
            Love Theme from “Chinatown” (1974)—by Jerry Goldsmith 

         June 20, 1974 movie premiere; soundtrack album originally released on Varese Sarabande; later on Geffen Records (AFI-#9)

         The original soundtrack score selected by the American Film Institute as the ninth greatest ever was, remarkably enough, a rush job. Phillip Lambro had composed an original score for the tale of private detective Jake Gittes (played by Jack Nicholson) struggling to unravel an incredibly intricate murder mystery in 1937 Los Angeles, his efforts both complicated and enriched by femme fatale Faye Dunaway. But director Roman Polanski decided to go in a different direction for the music, so he recruited one of Hollywood’s best, Jerry Goldsmith. A Los Angeles native (February 10, 1929), Goldsmith moved from prolific 1960s television soundtrack scores (Gunsmoke, The Man from U.N.C.L.E.) to big-screen work. Among his finest scores were Planet of the Apes (1968), Patton (1970), The Wind and the Lion (1975), Alien (1979), and Star Trek: The Motion Picture (1979, whose main theme was later used for the series Star Trek: The Next Generation). Working under severe time pressure (just 10 days), Goldsmith came up with a replacement score that would come to define Chinatown: the very essence of film noir, deeply dark and moody, working mainly in minor key, and suffused in atmosphere. Kristopher Spencer remarks on Goldsmith’s “unconventional” orchestration, using four pianos, four harps, two sets of percussion, and the solo trumpet that is the centerpiece of the opening titles. Producer Robert Evans had suggested music with a 1930s period feeling, but Goldsmith responded: “If what you’re seeing on screen is perfect, why make it sound like the ’30s?” Spencer notes that the trumpet-with-strings theme “describes the rain-swept romanticism of a ’40s Los Angeles fit for Bogart and Bacall.”319

         
            
            Running Hard (1974)—Renaissance 

         From the Sire album Turn of the Cards (chart debut on August 3, 1974)320

         
            Running Hard, the opening song from the third album by the “classic” incarnation of the British group Renaissance, is such a musical tour de force that even the group’s previous fans knew immediately that it had entered a new realm. The song features perhaps John Tout’s finest performance demonstrating his classical-style piano virtuosity at tempos ranging from a concerto-like grandeur to rock-driven excitement, in an arrangement more complex than virtually any pop group of its time could dare to attempt. The remarkable soprano voice of Annie Haslam is the perfect vehicle for guitarist Michael Dunford’s rich melody, including a wonderful wordless vocal section at mid-song.321 Cornish poetess Betty Thatcher’s lyrics are mysterious (often the natural province of the poet), but they help establish a mood of intriguingly altered reality (“Running hard towards what used to be / Losing ground in changes sliding endlessly. …”). Forget literal interpretation and just get swept along for the musical ride.

         
            
            You Haven’t Done Nothin’ (1974)—Stevie Wonder 

         Tamla 54252

         Chart debut on August 3, 1974 (2 weeks at #1 on R&B chart; 1 week at #1 pop); #1 (1 week) in Canada, #30 in England; from the album Fulfillingness’ First Finale (2 weeks at #1) (VIL-#87, DM, ACC)

         On August 6, 1973, just three days after release of the album Innervisions, Stevie Wonder was a passenger in a horrible auto accident, suffering head injuries that left doctors at first doubtful he could survive. He regained consciousness after eight days, but was in and out of conscious state for next six days, before making full recovery. The experience left him with a greater desire than ever to scale new creative heights, and to go places musically where he hadn’t been before. You Haven’t Done Nothin’, a song of “blistering rage,” is the most direct political commentary single he had ever released. Living for the City was a powerful statement about racism and injustice in general, but this song was aimed straight at Richard Nixon; even in the absence of his name, its release during the final phase of Watergate and impeachment proceedings left little room for doubt. Biographer John Swenson calls it “an exhilarating multi-keyboard extravaganza of hissing, punching percussion sounds punching it out with starship synthesizer riffs, fat mock ‘horn sections,’ stabbing clavinet, a meaty bass line supplied by Reggie McBride and inspired vocal accompaniment from the Jackson Five.”322 By the time the single began its chart climb, Nixon had resigned.

         In Higher Ground: Stevie Wonder, Aretha Franklin, Curtis Mayfield, and the Rise & Fall of American Soul, Craig Werner declares that this is “probably the most uncompromising statement of black anger to ever reach number one.”323 In a statement issued after Nixon’s resignation, Wonder underlined the song’s political intent: “Everybody promises you everything but in the end, nothing comes out of it … [the President and the people around him] feed you with hopes for years and years. I’m sick and tired of listening to all their lies.” Dave Marsh emphasizes that Stevie never allows the social commentary to interfere with the music; “Wonder builds an impregnable, funky foundation from a bubbling bass and a single brushed cymbal stroke that embellishes every bar like a velvet scourge, then sets it atop a set of swinging but never blaring horns and a wahwah synthesizer riff that insinuates the melody into your bones.”324 
            Fulfillingess’ First Finale—like Innervisions before it, and Songs In the Key of Life after it—won the Grammy as Album of the Year.

         
            
            August 9: Richard Nixon resigns from the presidency after being impeached for offenses relating to the Watergate scandal.

         
            
            Quimbara (1974)—Celia Cruz with Johnny Pacheco y su Tumbao (written by Junior Cepeda) 

         From the Fania album “Celia & Johnny” (chart debut on September 14, 1974)325

         Called by Leila Cobo “probably the single best-known and most influential female figure in the history of Afro-Cuban music,”326 Celia Cruz achieved arguably the high point of a career extending beyond a half-century during her 1970s collaboration with bandleader Johnny Pacheco. Their several albums together were packed with tremendous performances, none more memorable than Quimbara.

         Born Ursula Hilaria Celia de la Caridad Cruz Alfonso in Havana on October 21, 1925, Celia grew up in a working-class neighborhood, absorbed the sounds of 1930s and 1940s Cuban artists, and also studied songs from Afro-Cuban Yoruba music. After performing in clubs and on Havana radio, she made her first recordings in 1948. Her breakthrough came in August 1950 when she was hired (initially on a temporary basis) as lead singer of the acclaimed Cuban orchestra the Sonora Matancera following the retirement of Myrta Silva.327 Replacing a beloved star was tough at first, but before long her fame would exceed that of her predecessor. Sonora Matancera was regarded by admirers (suggests Craig Harris) as “the Latin equivalent of the Duke Ellington orchestra,”328 and during Celia’s fifteen years as its lead singer, she forged her legend. Moving to New York in the early 1960s, Cruz launched her solo career in 1965 with a band formed for her by the great Tito Puente, “the king of Latin music.” However, their eight albums together surprisingly were not commercially successful.

         It was in 1974, with the start of a new collaboration, that Cruz fully emerged as a solo superstar. Johnny Pacheco, ten years younger and born in the Dominican Republic, was a man of many talents—bandleader, producer, arranger, composer, and multi-instrumentalist (percussion, flute, and saxophone). He gained another distinction as the man who coined the term “salsa” to describe the rhythmic brand of Cuban music forged in the barrios of Puerto Rico and New York, drawing on the Cuban son and mambo, and also incorporating a Colombian influence. After years with Charlie Palmieri’s orchestra, Pacheco formed his own band in 1959, and four years later cofounded Fania Records, serving as its CEO, creative director, and musical producer; Fania would become a dominant label in Latin music.

         The album “Celia & Johnny” created a sensation in Latin music, and its high point was Quimbara.329 It’s a thrilling salsa performance, with a driving two-man horn section, multiple percussion instruments (including maracas, bongos, and particularly Johnny Rodriguez on the congas), and Celia soaring above it all with her exuberant vocal. This track (using the Afro-Cuban Guaguanco rhythm, in the conjunto format) is a killer on the dance floor, and the central riff is immediately recognizable as the direct inspiration for the Miami Sound Machine’s 1985 breakthough hit Conga (featuring Gloria Estefan). She loved working with the Pacheco band, whose sound reminded her of La Sonora Matacera. From that point onward, Cruz was the undisputed queen of Latin music, known for her towering wigs and flamboyant style on stage (punctuating songs with her trademark cry of “Azucar,” or sugar); she could perform in any Cuban genre, but would always be most closely associated with salsa. By the time of her death in 2003, she had recorded more than seventy albums. In 2014, “Celia & Johnny” was inducted into the National Recording Registry.

         
            
            Cat’s In the Cradle (1974)—Harry Chapin (written by Harry & Sandy Chapin) 

         Elektra 45203

         Chart debut on October 5, 1974 (#1 for 1 week, sold 1.3 million copies); #3 in Canada, #5 in France; from the album Verities and Balderdash (reached #4) (RIAA)

         Known for his epic-length story songs, Harry Chapin teamed with his wife Sandy for a tale that clocked in at just over 3 minutes—and was rewarded with a Number One smash. It’s an affecting, cautionary tale of a father who loves his son, but can’t seem to find time for him in the busy work day; years later, when the father finally has the time, he discovers that the son has learned priorities from his dad all too well. What goes around comes around.

         It was a song that emerged from painful experience. After he hit it big in 1972, Chapin was touring relentlessly and sometimes spending only a couple of days per month at home. Inevitably, this led to strains on his marriage, and he struggled to find a balance between work and family. The November 1972 birth of his first son meant a change in priorities, although he continued to spend much time on the road. Sandy poured out some of her frustrations through writing poetry, one of which was the original version of Cat’s in the Cradle. When she first showed the poem to Harry around the end of 1972 as the possible basis for a song, he wasn’t convinced of its potential. Chapin biographer Peter Coan notes that the details of the narrative are primarily based on Sandy’s first husband, with whom she had three children, but that there were also parallels to Harry, including his relationship with his own father. The singer’s lifetstyle precipitated a crisis over Christmas 1973 when Sandy discovered his womanizing and prepared to file for a divorce. After intensive mediation with a New York priest who was a family friend,330 the couple’s separation ended, and he made some changes, including the elimination of long concert tours, ensuring that he would be home far more often, and joining in his wife’s activities in their Long Island, NY, community. Against this new emotional background, Harry took another look at Sandy’s poem, recognized its quality, and put it to music.331

         
            Verities and Balderdash, Chapin’s fourth album and second produced by Paul Leka, became his first that did not include his regular touring band. Instead, he used some of New York’s top studio musicians, including John Tropea (guitar), Don Payne (bass), and Alan Schwartzberg (drums), plus help as usual from Harry’s brothers Steve (piano) and Tom (second acoustic guitar)—and their dad, former big-band musician Jim Chapin, also on drums.

         
            
            Terminal (1974)—Rupert Holmes 

         Epic 50013 (released in October 1974); from the album Widescreen
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               Figure 8.4Rupert Holmes. Courtesy of Rupert Holmes and Teresa Jennings.
            

         

         Rupert Holmes’ Widescreen was the great lost pop album of the 1970s. A fully realized song cycle filled with consummate craftsmanship, ingenuity, and pure pop genius, it received a flurry of positive reviews, and modest radio airplay for the single Terminal, before vanishing from sight and sound. It was only years later, when Holmes had achieved chart success and Broadway renown, that his debut album was recognized as a cult classic (see figure 8.4).

         Born in Cheshire, England, on February 24, 1947, Holmes was raised in New York from age six, and as a teenager wrote and arranged for the Drifters and Gene Pitney. In 1970–1971, he hit the charts as a member of the Street People (Top 40 hit Jennifer Tompkins), and as composer-arranger of the first and only big pop hit about cannibalism, Timothy by the Buoys; although banned by some radio stations, the latter song was actually subtle and clever, a taste of the original work to come. Given the opportunity to record his own album, Holmes pulled out all the stops; Widescreen was lavishly produced (with his own orchestration and serving as conductor) and filled with compelling story songs—some sad, some touching, and some funny, but richly entertaining from start to finish.

         
            Terminal is the tale of an everyman who unexpectedly finds love, lets the opportunity slip away, and wonders whether the chance will ever come again. It’s a vividly drawn narrative that makes the listener wonder what happened to the characters after the final chords fade into the distance. “The grey flannel fantasies of a tired commuter come true in this sincere tearjerker,” Holmes remarked in his wry liner notes. “Our hero gets his one shot at happiness—and muffs it, naturally.” “You awoke the sleep of my life from gray into red, / Made the weary wonder of Wall Street rise from the dead. / Could have held her body my entire life, / But I had to get home to the kids and the wife. …”332

         A man of many talents, Holmes would go on to write and produce Barbra Streisand’s 1975 album Lazy Afternoon, score a #1 hit with 1979’s Escape (The Pina Colada Song), and win the Tony as creator of the best Broadway musical for The Mystery of Edwin Drood in 1986. After creating the TV series Remember WENN for American Movie Classics cable channel (1996-98),333 in 2003 he triumphed in a new arena with his critically acclaimed first novel, Where the Truth Lies; in 2005, his novel was made into a strongly reviewed film noir directed by Atom Egoyan. And two years later, he earned another Tony nomination for cowriting the book to the musical Curtains. As anyone who loved the Widescreen album knew from the start, Rupert Holmes is—in all media—a master storyteller.

         
            
            Louisiana 1927 (1974)—Randy Newman 

         From the album Good Old Boys (chart debut on October 5, 1974, reached #36); released as single in November 1975, Reprise 1387 (didn’t chart)334

         The great Mississippi flood of 1927 was a horrific event whose profound impact throughout the South is reflected in the many songs it inspired, including Charley Patton’s High Water Everywhere, Blind Lemon Jefferson’s Rising High Water Blues, Bessie Smith’s Muddy Water (A Mississippi Moan), and Memphis Minnie’s When the Levee Breaks. Greil Marcus considers Randy Newman’s Louisiana 1927 the best, “because it has the strongest sense of place.”335 Newman was born in New Orleans (November 28, 1943), and although raised in Los Angeles, fascination with his home region led him to compose an album of songs about the South, Good Old Boys. Anthony Walton describes it as “a series of tales of American (in this case, Southern) love, loss, and desolation,” in which Newman “catalogs and narrates the psychic and spiritual toll the tragedy of race has had on the South.” Above all, there is Louisiana 1927, a song “which I nominate as the most beautiful ever written by an American.” Beyond its haunting melody and tale of devastation, it also serves as a broader allegory, tracing “with immense skill and beauty, the helplessness of the South as change is forced upon it.”336

         
            
            Fountain of Sorrow (1974)—Jackson Browne 

         From the album Late for the Sky (chart debut on October 12, 1974, reached #14); released in March 1975 as Asylum single 45242 (didn’t chart)

         “The poet laureate of Los Angeles,” Jackson Browne, created what may be his song masterpiece, Fountain of Sorrow, from his third album. It’s a meticulously crafted tale of a relationship with “metaphorical complexity” (as noted by Mark Coleman),337 a careful eye for narrative detail, melodic loveliness, and great warmth and empathy. The final stanza is one of the one of the most beautifully written of the decade, further enhanced by the vocal harmonies of Dan Fogelberg, Don Henley, and J. D. Souther. Lead guitarist David Lindley, as always, anchored Browne’s band, which also featured bassist/harmony singer Doug Haywood; Browne coproduced with Al Schmitt.338 The Village Voice critics’ poll named Late for the Sky the #8 album of 1974. “This is me recounting a relationship—how in spite of all this beauty and meaning, two people don’t stay together,” explains Browne. “It’s about recognizing that other person’s value for the first time.”339

         
            
            Promised Land (1974)—Elvis Presley 

         RCA Victor PB-10074

         Recorded on December 15, 1973; chart debut on October 26, 1974 (reached #14); #9 in England

         Returning to the Chuck Berry songbook he knew so well, Elvis Presley unleashed one of his hardest-rocking performances in years on Promised Land. This was the standout track from Presley’s second session at Stax Recording Studio in Memphis. James Burton is at his blazing best on lead guitar, there’s some funky organ by Nashville session ace David Briggs, Ronnie Tutt is a standout on drums, J. D. Sumner and the Stamps offer strong vocal support—and, above all, Elvis plunges in headlong on one of Berry’s greatest, a cross-country narrative whose story line fits the early arc of Presley’s life (from “poor boy” to glory) perfectly. Elvis had reached the point, remarks Dave Thompson, where he no longer cared what Colonel Parker, RCA, or anyone else thought, and on this date “he remembered who and what he used to be” and “simply let rip like he knew he could.” For one of the last times, he “literally seethed, spitting out a road map and laying his entire reputation on the line.”340

         
            
            October 30; Muhammad Ali wins back the heavyweight boxing championship by knocking out George Foreman in Zaire.

         
            
            Take Me to the River (1974)—Al Green 

         From the Hi album Al Green Explores Your Mind (chart debut on November 23, 1974, #15 peak) (RS-#117, GHF, ACC-#517)

         Written by Al Green and his Hi Records guitarist Mabon “Teenie” Hodges, Take Me to the River is an intense exploration of a secular romantic infatuation that is also brimming with religious imagery in its use of baptism as a means of spiritual cleansing. The duo came up with the song during a three-day stay at a rented house at Lake Hamilton in Hot Springs, Arkansas, designed to produce material for Green’s next album. Several months after Green introduced the song (but never released it as a single), Syl Johnson had a mid-chart success with it, paving the way for the Talking Heads’ classic late-1978 version. Green dedicates the song to 1950s bluesman Little Junior Parker (his cousin), and proceeds to testify in a slow-burning performance. Here, writes Craig Werner, “the secular mask comes almost all the way off and Green immerses himself in the healing waters that flow from the river regions of West Africa to the black Baptist churches of the South.”341 Bill Friskics-Warren: “There’s no telling where, in this sanctified blues, orgasm ends and baptism begins.”342

         
            
            Streets of London (1974)—Ralph McTell 

         Paramount 0096 (United States), released in June 1971; then Reprise 14380 (United Kingdom), British chart debut on December 7, 1974 (#2 peak)343; early 1975 U.S. release on 20th Century 2178344; #1 (2 weeks) in Ireland, #9 in Germany (Folk-#114)

         A gorgeous, moving story song conveying the message, be thankful for what you’ve got, Streets of London attained the status of modern folk standard even though its creator never set foot on the U.S. pop charts. Ralph McTell was born Ralph May on December 3, 1944 in Farnborough, Kent, England, busked on the streets of London, Paris, and other European cities as a teenager, and finally began working in the British folk club circuit.345 Following a 1968 debut album, his first high-profile gig was the star-studded Isle of Wight festival in summer 1970 that was attended by some four hundred thousand people. Streets of London is said to be the third song he ever wrote.

         It was heard by few when he recorded it the first time on his 1969 album Spiral Staircase (the Irish folk-rock group the Johnstons released it as a non-charting single in the United States in 1970). When McTell’s version (produced by Gus Dudgeon, fresh from his breakthrough success with Elton John) was released in the United States over a year later, Billboard heard enough potential in it to make it a Top Sixty pick for the Hot 100346; that prediction didn’t come to pass. But his second rendition in 1974 became a UK smash and the tune has since been covered by over two hundred artists. Its narrator is trying to console a friend who feels lonely, by gently pointing out that there are a lot of lost souls who are far worse off, and describing their plights with an eye for detail and a caring spirit. “I’d noticed tramps and people living on the street. I talked to them as well. … The old man [in the song] was a guy who walked through the street where I lived, and the old lady, they’re all real characters.”347 The song’s warmth and empathy—and its chorus perfectly tailored for group singalongs—has resonated through the years; in 1984–1989, annual listener polls by the Washington, D.C., radio show “Music Americana,” it was voted the fourth favorite folk song ever.

         
            
            Lady Marmalade (1974)—LaBelle (written by Bob Crewe & Kenny Nolan) 

         Epic 50048

         Chart debut on December 14, 1974 (1 week at #1 on pop chart, 1 week at #1 R&B, #7 dance chart); #1 (1 week) in Canada; #17 in England348 (GHF, R&B-#164, RS, DM, TC, DMDB, ACC)

         They began as the Ordettes and then the Blue-Belles, the quartet of Patti LaBelle (born in Philadelphia May 24, 1944), Nona Hendryx, Sarah Dash, and Cindy Birdsong, which was credited with the 1962 Top Twenty hit I Sold My Heart to the Junkman, although the group on the record was actually the Starlets. As Patti LaBelle and Her Blue Belles, the soulful quartet had five chart singles the next few years, the biggest being an emotional cover of the Rodgers and Hammerstein standard You’ll Never Walk Alone (1964). Birdsong left to join the Supremes, and in 1971 the remaining trio took on a new manager in 1971 while working in England, Vicki Wickham, who shortened their name to simply LaBelle and recast their image in a more contemporary style. Instead of doing primarily ballads with gospel-fired flair as before, they were mixing rock with R&B. The group’s first two albums as LaBelle won good reviews but minimal sales, although a side project with Laura Nyro, Gonna Take a Miracle, was a solid success.

         Signing with Epic in June 1974, they recorded the album Nightbirds with legendary New Orleans writer-producer Allen Toussaint (whose credits included hits by Ernie K-Doe, Chris Kenner, and Lee Dorsey among others) and the great Crescent City band the Meters.349 Toussaint had been impressed by a 1974 song by a studio group called The Eleventh Hour on an obscure 20th Century Fox album, Lady Marmalade, with lead vocal by Kenny Nolan, who had written it with Bob Crewe of Four Seasons fame. A song about a New Orleans prostitute, sung partly in French, was irresistibly appealing to these Louisiana natives (although the ladies of LaBelle claimed they didn’t know it was about a hooker when they recorded it, and didn’t know the French translations). Patti LaBelle unleashed her nuclear-powered multi-octave voice with potent support from Nona and Sarah, the Meters established powerfully funky rhythms, and Toussaint fashioned an exciting, pulse-pounding horn-driven arrangement, perfect for discos. Finally, after eight years off the singles charts, LaBelle went all the way to the top. And yes, the song’s hypnotically repeated refrain, “Voulez-vous couchez avec moi ce soir,” does mean “will you sleep with me tonight?” “In the hands of LaBelle,” writes Mark Anthony Neal in African American Music: An Introduction, “the song became an anthem of sexual assertion and empowerment, rather than a camp story about prostitution.”

         
            
            Before the Next Teardrop Falls (1975)—Freddy Fender (written by Vivian Keith & Ben Peters) 

         ABC/Dot 17540

         Chart debut on January 11, 1975 (1 week at #1 pop, 2 weeks at #1 C&W); #1 (1 week) in Australia (C&W-#202, HBN-#256)

         One of pop music’s most remarkable journeys to stardom is the story of Freddy Fender. Born Baldemar Huerta on June 4, 1937 in San Benito, Texas, he began recording under his own name in 1956, and over the next few years became popular on Spanish-language radio stations and jukeboxes in south Texas (billed as the “Mexican Elvis”), including the original version of Wasted Days and Wasted Nights (which reached #82 in Cash Box in 1960). A marijuana bust landed him in a Baton Rouge jail for three years soon thereafter. After his release, he worked as a recording studio engineer and studied sociology in college. In 1971, Huey P. Meaux—one of the most celebrated producers in Texas and Louisiana, including Barbara Lynn’s You’ll Lose a Good Thing—brought Fender to his Sugar Hill Studios in Houston. After recording singles for Meaux’ small labels, they cut the lovely ballad Before the Next Teardrop Falls for Crazy Cajun; when it began catching on, ABC Records picked it up for national distribution.350 Speaking to the woman who’d just left him for another man, Fender’s emotionally resonant voice (particularly when he throws in a Spanish verse) can penetrate any listener. Bill Friskics-Warren notes that while he promises to be there if her new lover makes her cry, the “tender brushstrokes and tearful marimba in the background … suggest that Freddy is the one who feels like crying.”351 The record’s success led to several more hits, including a newly recorded version of Wasted Days, and a 1990s tenure with the Texas Tornados.

         
            
            Shining Star (1975)—Earth, Wind, and Fire (written by Philip Bailey & Maurice White) 

         Columbia 10090

         Chart debut on February 8, 1975 (1 week at #1 on pop chart; 2 weeks at #1 R&B); from the album That’s the Way of the World (3 weeks at #1, sold 3 million copies)352 (GHF, R&B-#191, RHF, DM)

         
            Shining Star is a perfect showcase for the myriad virtues of Earth, Wind, and Fire, synthesizing pop, soul, jazz, funk, gospel, African music, and rock, all held together by leader Maurice White’s spiritual-based optimism. Dave Marsh points out that in addition to the melodic qualities of this smooth, surging slice of mid-tempo R&B driven by the band’s renowned horn section (featuring saxophonist Andrew Woolfolk), the rhythm section led by Maurice (drums and kalimba), bassist Verdine White, and keyboardist Larry Dunn, lead singer Philip Bailey’s falsetto takes center stage. It’s impressive that “from within the brilliant brass flourishes and deep bass grooves, such a remarkably distinctive voice should surface.”353

         
            
            Bad Luck (1975)—Harold Melvyn and the Blue Notes (written by John Whitehead, Gene McFadden, & Victor Castarphen) 

         Philadelphia International 3562

         Chart debut on March 15, 1975 (#1 for 11 weeks on dance chart,354 reached #4 on R&B chart, #15 pop) (DM-#301)

         
            Producers Kenny Gamble and Leon Huff liked to inject a dash of social commentary into their dance floor-ready anthems (such as 1973s Love Train by the O’Jays), and that formula was winningly deployed on Bad Luck. Harold Melvyn and the Blue Notes had scored major hits under the Gamble-Huff production with If You Don’t Know Me By Now and The Love I Lost. On Bad Luck, as on its predecessor, the rhythmic drive was provided by drummer Earl Young, acclaimed as the originator of the disco groove for his ability to maintain what John A. Jackson describes as a relentless pattern of four evenly weighted and evenly spaced pulses and open high-hat, leaving plenty of room for Ronnie Baker’s “thunderous” bass lines. The track was one of the first recorded at Philadelphia International’s secondary studio in the onetime Cameo-Parkway building on South Broad Street, and because engineers were not yet accustomed to the room, Young’s high-hat drum mike was positioned too close; that accident worked out for the best in boosting the song’s powerful rhythm.355 Lead singer Teddy Pendergrass belted out lyrics describing the Nixon-Ford recession underlying the ill fortune that besets every step of the singer’s life with gospel-like fervor. Thanks to the exhilaration of the rhythm track and orchestration, the troubles melt away.

         
            
            Boulder to Birmingham (1975)—Emmylou Harris (written by Emmylou Harris & Bill Danoff) 

         Reprise 1326 (B side of Too Far Gone, chart debut on April 19, 1975)356; from the album Pieces of the Sky (#45 peak) (C&W-#417)

         Throughout a career spanning more than forty years, Emmylou Harris has been universally acknowledged as a shining jewel of U.S. music, her evocative gossamer soprano equally adept in any genre from country, folk, and bluegrass to rock and soul. But too often overlooked are her gifts as a songwriter; while primarily a peerless interpreter, she has contributed a number of wonderful original songs to her vast recorded catalog. Among the finest is Boulder to Birmingham, whose title refers to her birthplace of Birmingham, Alabama.

         She wrote Boulder to Birmingham with Bill Danoff, a friend from the Washington, D.C., folk scene who had also cowritten Take Me Home, Country Roads for John Denver and would soon form Starland Vocal Band. A gorgeous, moving ballad, it is her tribute to Gram Parsons, the country-rock icon with whom she had worked on his first two solo albums before his death from a morphine and tequila overdose in September 1973. The pain of his passing is felt in every line.357 “I would rock my soul in the bosom of Abraham / I would hold my life in his saving grace. / I would walk all the way from Boulder to Birmingham / If I thought I could see, I could see your face.”358

         (Album personnel include James Burton, lead guitar; Herb Pederson, guitars and banjo; Bernie Leadon, guitar and bass; Ben Keith, pedal steel; Byron Berline, fiddle and mandolin; and Glenn Hardin, piano; produced by Brian Ahern.)

         
            April 30: The Vietnam War comes to an end as the last Americans evacuate the country; the conflict cost 1.3 million Vietnamese and fifty-six thousand U.S. lives.

         
            June 1: Steven Spielberg’s “Jaws,” the year’s top blockbuster, premieres.

         
            
            Rhinestone Cowboy (1975)—Glen Campbell (written by Larry Weiss) 

         Capitol 4095

         Chart debut on June 7, 1975 (#1 for 3 weeks C&W, #1 for 2 weeks pop); #1 (1 week) in Canada, #4 in England359 (C&W-#194, DMDB)

         While on tour in Australia, Glen Campbell heard composer Larry Weiss’ 1974 recording of Rhinestone Cowboy, and immediately knew he wanted to record it. By coincidence, Capitol’s A&R man Al Coury independently found the song and brought it to Glen on his return. “We had both found the same tune without even knowing it,” the singer recalled. Feeling that the lyrics about a country singer trying to make it big constituted “my autobiography set to song,” he recorded the vocal melody, then producers Dennis Lambert and Brian Potter overdubbed his voice to harmonize with himself. “I thought the duet would compel listeners to focus on the words.”360 It became his first Top Ten hit in five years, and the biggest of his career. “There’ll be a load of compromisin’ on the road to my horizon / But I’m gonna be where the light is shinin ‘on me / Like a rhinestone cowboy. …”

         
            
            Some Other Time (1975)—Tony Bennett and Bill Evans (music by Leonard Bernstein, lyrics by Betty Comden & Adolph Green) 

         Recorded on June 10–13, 1975 for Original Jazz Classics’ “The Tony Bennett-Bill Evans Album”

         
            The two albums teaming Tony Bennett and pianist Bill Evans constitute some of the finest music in the long careers of the two legends. Leonard Bernstein’s Some Other Time had long been a favorite in Evans’ repertoire, recorded in both instrumental (originally on his 1959 album Everybody Digs Bill Evans) and vocal versions; the treatment from his first album with Bennett is the finest of all.361 The song was written for the Broadway musical On the Town (opened December 28, 1944), based on Bernstein’s and Jerome Robbins’ ballet Fancy Free. It was the next-to-last number in which the sightseeing sailors and their new girlfriends have to say goodbye: “Where has all the time gone to? / Haven’t done half the things we want to. / Oh, well. We’ll catch up some other time. …” Comden and Green remarked that the show (and this song in particular) mirrored the uncertainty of the war years and the “poignancy of young people trying to cram a lifetime of experiences into a day.”362 By the early 1950s, the ballad was adopted by vocalists including Mabel Mercer. James Morris points out the measure in which the melodic line “leaps upward a tenth, then falls an octave, on ‘oh, well’ … a beautifully calculated touch, set up and executed with great skill.”363 The Bennett-Evans rendition captures the song’s remarkable beauty and deeply touching quality. Will Friedwald notes how the stylistic differences between the two artists (outwardly driven Bennett, introspective Evans) came together perfectly: “Bennett is a Verdi opera, Evans is a Chopin nocturne, yet they are fellow travelers on a long road of endless lyricism.”364

         
            
            Saturday Night Special (1975)—Lynyrd Skynyrd 

         MCA 40416

         Chart debut on June 14, 1975 (reached #27); from the album Nuthin’ Fancy (reached #9)

         Lynyrd Skynyrd is mostly remembered today for its classic-rock anthems Sweet Home Alabama and Free Bird. But while those songs (for all their virtues) hew closely to the clichés of the genre, Saturday Night Special is such a bold, startling departure that it deserves a comparable status. The group was formed in Jacksonville, Florida, and its first two albums (1973–1974) featured a three-guitar attack (Gary Rossington, Allen Collins, and Ed King), combined with Ronnie Van Zant’s potent vocals, to make it the personification (along with the Allman Brothers) of the Southern rock sound.365 For its many fans who waved Rebel flags and pledged allegiance to the NRA, Saturday Night Special—a scathing attack on the easy availability of cheap handguns—came as a shock. These weapons, declared Van Zant, “ain’t good for nothin’ … why don’t we dump ‘em, people, to the bottom of the sea.” Otherwise, he warned, “some fool may come to shoot you or me.” The track’s musical strength—Rolling Stone calls it “Skynyrd’s hardest rocker”—made it pack still more of a punch.366 During the succeeding four decades, U.S. homicides by handgun have continued to range between eight thousand and fourteen thousand per year, with government safeguards weaker than in any industrialized country, so the song’s message remains disturbingly relevant.

         
            
            Fame (1975)—David Bowie (written by Carlos Alomar, David Bowie, & John Lennon) 

         RCA Victor 10320

         Chart debut on June 28, 1975 (2 weeks at #1 pop, #21 R&B)367; reached #1 in Canada and France, #17 in England; from the album Young Americans (reached #9) (RHF, ACC)368

         Having passed through folk-rock, hard-rock, and glam-rock phases, David Bowie turned to blue-eyed soul with his album Young Americans, recorded at Philadelphia’s Sigma Sound Studios and backed by many of the city’s top session musicians who had played on hits by the O’Jays and Harold Melvin and the Blue Notes; a young Luther Vandross was one of the background singers. The title song became a Top Thirty single; its follow-up, the pulsating, one-chord, disco-styled track Fame, soared higher as his first Number One.369

         After Bowie first met John Lennon at a New York club, the two British artists spent a number of nights hanging out, and (Bowie told Timothy White) they “spent endless hours talking about fame and what it’s like not having a life of your own anymore. How much you want to be known before you are, and then when you are, how much you want the reverse. … I guess it was inevitable that the subject matter of the song would be about the subject matter of those conversations.”370 Bowie was also inspired by the disco hit Shame, Shame, Shame by Shirley & Company.371 While Lennon and Carlos Alomar worked out the guitar parts in the studio, Bowie completed the lyric in the control room. Lennon as background singer is audible near the end of the record. After he performed the song on the syndicated Soul Train, it made the R&B chart, and in subsequent years the compelling rhythm track was sampled by hip-hop artists.

         
            
            Water No Get Enemy (1975)—Fela Kuti 

         From the MCA album “Expensive S**T”

         Like perhaps no other artist, Fela Kuti combined fiercely political lyrics designed to prod social change, with excitingly danceable tracks that worked quite well on that basis alone. In Water No Get Enemy, the Nigerian legend and father of Afrobeat, writes Michael Veal, “uses the flowing motion of water as a metaphor for the natural ‘flow’ of society, emphasizing the importance of harmonious interaction … the lyrics can be interpreted as a veiled criticism of [Nigerian] rulers, who seemed to ignore the ‘flow’ of the people.” Biographer Tejumola Olaniyan remarks that in this song, Fela “borrowed the mystical formula of juju musicians who see enemies everywhere and rhetorically place themselves—and, vicariously, their audience—on the winning side of every visible and invisible combat.” In effect, he is singing that Fela is water that no one can do without. This was the song heard booming from speakers as Fela was laid to rest in 1997.372 “Water has no enemy … you don’t fight him unless you want to die.”

         
            
            That’s the Way of the World (1975)—Earth, Wind, and Fire (written by Charles Stepney, Maurice White, & Verdine White) 

         Columbia 10172

         Chart debut on July 5, 1975 (#5 peak on R&B chart; #12 pop); from the album That’s the Way of the World (3 weeks at #1, sold 3 million copies) (GHF, RS-#337)

         Memphis-raised Maurice White, a former session drummer for Chess Records who went on to play at Motown, with jazz legend John Coltrane, and as one-third of the Ramsey Lewis Trio, formed Earth, Wind, and Fire in 1969 in Chicago with his bassist brother Verdine. The group recorded two albums before rolling into high gear with the addition of co-lead singer Philip Bailey for its third album in 1972. The combination of Bailey’s soulful falsetto, a killer horn section, and White’s African-influenced rhythms earned the group a growing audience with its next two albums, and a full breakthrough occurred with That’s the Way of the World. The title song of a movie starring Harvey Keitel with E, W, & F portraying a struggling pop group, it’s a warm, inviting danceable ballad with White and Bailey sharing vocals and the band’s alluring horns featured; White’s uplifting spiritualism made the song a soulful hymn. The film tanked, but the song endures.

         
            
            Where Am I Going? (1975)—Gino Vannelli 

         From the A&M album Storm At Sunup (chart debut on July 19, 1975, #66 peak)

         Pop singer-songwriter Gino Vannelli rarely did anything halfway, and while this tendency could sometimes make his music too over the top, it helped make his best song, Where Am I Going, a sumptuous aural delight. Born in Montreal on June 16, 1952, Vannelli was signed to A&M by label cofounder Herb Alpert (who also produced his debut LP), and scored his first pop hit People Gotta Move in 1974. Where Am I Going, from his third album, is an epic pop-rock-jazz production number (albeit primarily with synthesizers providing a rich orchestral sound) in which the twenty-two-year-old (at the time he wrote the song) artist contemplated the distant prospect of aging and mortality. His strong, rich baritone makes the melodramatic lyrics work, but what really makes the song special is the sweeping arrangement, shifting from excitingly percussive upbeat sections to slowed-down balladry, all building up to a powerhouse climax (produced by his brother, Joe Vannelli). Gino would score Top Ten hits with I Just Wanna Stop (1978) and Living Inside Myself (1981). Wayne Robins marveled on the album’s release: “There’s no one making music like this, with ripe, rain-forest orchestrations and funky bottoms. The arrangements, while elaborate, do maintain a certain intimacy, and when he feels a lyric,” as here, “he sings with the urgency of a pre-schmaltz Tom Jones.”373

         
            
            I Only Have Eyes for You (1975)—Art Garfunkel 

         Columbia 10190

         Chart debut on August 23, 1975 (peak #18); #1 (2 weeks) in England, #2 in France, and #7 in Canada; from the album Breakaway (reached #7)

         While no one could hope to match the Flamingos’ definitive 1959 rendition of the venerable Harry Warren-Al Dubin  standard I Only Have Eyes for You, Art Garfunkel with his ethereal tenor found a way to make his performance of the song nearly as swooningly romantic. Born in Queens, NY, on October 13, 1941, Garfunkel had known Paul Simon since childhood, had a one-hit-wonder minor hit as Tom & Jerry in 1957, and finally made pop music history as Simon and Garfunkel from 1965 to 1970. After acting roles in the films Catch-22 (1970) and the classic Carnal Knowledge (1973) as Candice Bergen’s boyfriend, his debut solo album Angel Clare was a solid hit in 1973, including the Top Ten single All I Know, and two years later Breakaway topped it. I Only Have Eyes for You is a perfect match for Garfunkel’s achingly earnest, gentle tenor evoking total unquestioning belief in the possibility of eternal romance. Producer Richard Perry wraps his voice in lush orchestration, starting very softly and slowly, gradually building atmosphere, and building inexorably to a gorgeous climax.

         
            
            The Song of Scheherazade (1975)—Renaissance 

         From the Sire album Scheherazade and Other Stories (chart debut on August 30, 1975, #48 peak)

         Russian composer Nikolay Rimsky-Korsakov introduced his symphonic suite Scheherazade on December 15, 1888 in St. Petersburg. One of the most enduringly popular of all such compositions, it depicts the ancient 1,001 Tales of the Arabian Nights, as a disaffected Sultan vows to kill every woman he marries until he is captivated by the stories told by the lovely Scheherazade. Some eighty-seven years later, the British classical-rock group Renaissance used both the legend and Rimsky-Korsakov as the point of departure for their greatest recording.374

         Taking up one entire side of their 1975 album, the 20-minute suite The Song of Scheherazade opens with an orchestral quote from the 1888 original; then the group’s brilliant pianist, John Tout, introduces his own orchestral Fanfare. The suite alternates between instrumental sections by Tout and three songs by the central composing team of Renaissance: music by guitarist Michael Dunford and lyrics by Cornish poetess Betty Thatcher. The glorious, multi-octave voice of classically trained soprano Annie Haslam makes each one come vibrantly to life. The entire centuries-old saga comes to a richly satisfying conclusion with full orchestra and choir. When Renaissance played a sold-out Carnegie Hall for three nights in 1975, they presented a nearly 30-minute version of The Song of Scheherazade that received rave reviews.

         Renaissance in its “classic” form released its last album in 1983, although Annie Haslam and Michael Dunford worked on other projects together, and Annie has released several solo albums. In December 1997, Dunford realized a longtime dream when a full-scale theatrical production of Scheherazade was given five performances at London’s Royal Academy of Music.

         
            
            Lyin’ Eyes (1975)—The Eagles (written by Glenn Frey & Don Henley) 

         Asylum 45279

         Chart debut on September 13, 1975 (2 weeks at #1 pop, #8 on C&W chart); #3 in Canada, #23 in England; from the album One of These Nights (5 weeks at #1, sold 4 million copies)

         The Eagles at their best during the 1970s were wonderful storytellers, and Lyin’ Eyes is one of their finest narratives, the tale of a doomed romance between a poor boy and a young woman who’s straying from her rich older husband. Don Henley and Glenn Frey got the idea for the song when they spotted a stunning young woman with a much older, overweight man at a bar; when someone remarked, “look at her, she can’t even hide those lyin’ eyes,” the duo grabbed cocktail napkins to begin jotting down lyric ideas.375 Frey provides the lead vocal, with Bernie Leadon on lead guitar. The second single from the album that elevated from the Eagles from hit-makers to superstars, it won the Grammy for best pop vocal performance by a duo or group.

         
            
            Wind On the Water (To the Last Whale) (1975)—David Crosby and Graham Nash  

         (from the ABC album Wind On the Water)

         (chart debut on October 11, 1975, reached #6)

         One would be hard pressed to offer a more breathtaking example of two-man vocal harmonies in pop music than this classic. Graham Nash began writing the song at a difficult time: a six-week sailing trip with Crosby and a few friends aboard David’s schooner, the Mayan, in October 1969 after depositing the ashes of Crosby’s girlfriend Christine Gail Hinton, in San Francisco Bay (she’d been killed in a car accident). Her death had been such a devastating blow that Nash feared his relatively new friend was contemplating suicide; the trip (with Nash’s then-girlfriend Joni Mitchell joining them for one leg of the journey) provided an opportunity to get away from everything, including the stress-filled sessions for the CSNY album Deja Vu. Nash was inspired to write Wind On the Water after they saw a massive blue whale off the coast of Guatemala, but he says the piece is just as much about Crosby himself, serving “a dual purpose.”376 Nash’s tune was seamlessly melded with David’s Critical Mass, which served as the piece’s haunting lead-in.377 Nash originally planned to include the song on a CSNY reunion album to be called Human Highway, but the foursome had another falling out in summer 1973 and the album didn’t happen.378 This duet performance, with its intricate multitracked a cappella introduction, “haunts me,” remarked Dave Marsh, calling it one of “the most elaborate political songs I’ve ever heard, and it works.”379

         
            October 21: In one of the most electrifying World Series games ever, the Boston Red Sox defeat the Cincinnati Reds in Game 6, 7-6, on a bottom-of-the-12th-inning home run by Carlton Fisk. However, the Reds come from behind to win Game 7 and the championship.

         
            
            Wake Up, Everybody (1975)—Harold Melvyn and the Blue Notes (written by John Whitehead, Gene McFadden, & Victor Carstarphen) 

         Philadelphia International 3579

         Chart debut on November 15, 1975 (2 weeks at #1 R&B, #12 pop); reached #23 in England (DM)

         Ever since 1972, the O’Jays had been the primary vehicle for commentary-tinged messages by the production team of Kenny Gamble and Leon Huff with songs like Love Train, For the Love of Money, and Ship Ahoy. The forte of Harold Melvyn and the Blue Notes had always been love songs, to take advantage of the powerfully seductive voice of Teddy Pendergrass (although Bad Luck had a strong element of social relevance). Wake Up, Everybody embodied the team’s passionate idealism in full flower. Gene McPhadden and John Whitehead, who wrote Bad Luck with Huff, scored again here; Victor Carstarphen played piano and established the melody while McFadden and Whitehead improvised most of the lyrics. Unlike most Philadelphia International hits, it’s not a dance track but a mid-tempo ballad, all but demanding that people listen to the words.380 Pendergrass pleads with political leaders, teachers, doctors, and ordinary folks to do everything in their power to make the world a better place—to wake up before it’s too late. “Can’t do it alone—I need some help!” he cries out. Very shortly, it would be the Blue Notes who needed help; on the heels of the group’s fourth R&B chart-topper, Pendergrass decided to leave the group in early 1976 to launch a solo career. That career would thrive (although suffering a serious blow when a 1982 car accident left him partially paralyzed); after this classic, the Blue Notes would never enjoy another crossover pop hit. Whitehead underlines the source of the song’s emotional urgency: “It starts off slow and builds and builds, and at the end, you feel you’re in church.”381

         
            
            Acadian Driftwood (1975)—The Band (written by Robbie Robertson) 

         From the Capitol album Northern Lights, Southern Cross (chart debut on December 13, 1975, #26 peak)

         At its best, The Band was defined by vivid stories packed with lessons about our shared history, and Acadian Driftwood is a brilliant example. One of Toronto-born Robbie Robertson’s favorite compositions, it traces the story of an Acadian family exiled from its Nova Scotia home in 1759, enduring an arduous journey before winding up at the Gulf of Mexico. This was the real-life saga of the people who become known as Cajuns.382 Biographer Barney Hoskyns relates that Robertson in this “heart-rending” song was describing a people “for whom the swampy, evergreen bayous of Louisiana were as strange and uninviting as the landscapes of another planet.” He was “writing about his homeland with the same empathy and compassion that had infused The Night They Drove Old Dixie Down.”383 Richard Manuel, Levon Helm, Garth Hudson, and Rick Danko trade off lead vocals, with Hudson on accordion and guest Byron Berline on fiddle. “From the opening acoustic guitar chords, immediately reinforced by Garth’s haunting martial chorus of bagpipes and piccolos, the song carried all the weight of an ancient woe. … The total effect was so breathtakingly beautiful it made you want to cry. The care that had gone into each vocal phrase, and the love that seemed to burst from the three voices blending in harmony, restored all one’s faith in the group.”384

         
            
            Gloria (In Excelsis Deo) (1975)—Patti Smith 

         From the Arista album Horses (chart debut on December 13, 1975, #47 peak)

         (RS album-#44, ACC-#341, 1001)

         Perhaps no artist better symbolized the American “new wave” rock scene of the 1970s than Patti Smith. Born December 30, 1946 in Chicago and raised in south New Jersey, she started as a painter (encouraged by her mentor Robert Mapplethorpe), took up playwriting, and finally earned a cult following in the New York art-world scene as a poet. She segued into music when guitarist Lenny Kaye began to accompany her poetry readings with a rock band by 1971. Ken Tucker writes that her “wild, surrealistic” performances in clubs like CBGBs showed influences ranging from “Rimbaud and Verlaine at one extreme [to] Jim Morrison and Jimi Hendrix at the other.”385 After the success of the independently released single Hey Joe led Clive Davis to sign her to Arista, Kaye then assembled a full-time band for Smith’s debut album Horses, which became iconic with her raw ferocity as a performer. John Cale of Velvet Underground served as producer. The Van Morrison classic Gloria had been a staple of her live act, and Patti gave the song’s inherent eroticism a whole new spin. Dave Marsh suggested that her “intense sexuality was sped along by gender ambiguity. This fascination with androgynous creativity and her own ability to exchange sexual roles influenced her early works.”386 The song’s tough-chick spoken intro, remarks Greil Marcus, leads “into a realm that shows Patti Smith at her best, all fury and desire.”387

         
            
            Marcus Garvey (1975)—Burning Spear 

         From the Island album Marcus Garvey (released on December 15, 1975) (World-#46, 1001, ACC)

         Ever since the late 1960s, reggae had been increasingly Afro-centric, built around Rastafarian philosophy rooted in biblical themes, and perhaps no artist did more to push the music deeper in that direction than Burning Spear.388 The artist known as Burning Spear, Winston Rodney, was born March 1, 1945 in Saint Ann’s Bay in Jamaica, and with the influence of American R&B (particularly the politically charged work of Curtis Mayfield), he began recording with his trio (also called Burning Spear, with Rupert Willington and Delroy Hinds) in 1969. The group’s third album, produced by Jack Ruby (and using the backing band the Black Disciples), was Marcus Garvey. Named after the African-American political activist of the early 1900s who advocated pan-African unity, the song was issued as a single, became a Jamaican smash, and soon garnered international attention, leading to a wider release for the album. Rodney decries the scourge of poverty and urges listeners to cast off their economic and social shackles. Chris Shade: “Such was the success of this track, with its message of oppression and redemption, and funky, polyrhythmic, horn-laden sound, it hooked American and European listeners.”389 Featured on the Island Records boxed set “Tougher Than Leather: The Story of Jamaican Music,” Marcus Garvey also served as the closing track for another compilation, “This Is Reggae Music.” Kevin O’Brien Chang and Wayne Chen: Rodney’s “unaffected, folkloric chanting gave an electrifying resonance to the spirit of the times, He would prove second only to Marley in his influence on reggae in the 1970s, for after him came a flowering of ‘roots’ performers,” all of whom can be considered his disciples.390 Mark Coleman: “Winston Rodney’s deep, steamy vocal streams lull and hypnotize, yet repetition renders his messages crystal clear.”391

         
            
            Dream On (1976)—Aerosmith 

         Columbia 45894, chart debut on October 20, 1973 (peak #59), from the album “Aerosmith”; reissued as Columbia 10278, chart debut on January 10, 1976 (#6 peak)392 (RHF, RS-#173)

         Lead singer Steven Tyler and lead guitarist Joe Perry formed Aerosmith as a rowdy U.S. counterpart to the Rolling Stones in Sunapee, New Hampshire, in 1970, and three years later their debut album established them as a force to be reckoned with. As discussed by Ben Mitchell, the band was on the verge of being dropped by Columbia based on the album’s tepid early sales and poor reviews, but label president Clive Davis (who had signed the band) responded by requesting it to release Dream On as a single, and that “stopped the ax from falling.” According to Tyler, he had been “fooling around” with the melody for six years. As he picked out the chords on a piano, Perry joined in, and Tom Hamilton added a bass part. Tyler had already been in one group that fell apart, and knew Aerosmith could be his last chance at stardom. So his lyrics “were a bittersweet reflection on the passage of time.”393 The big power ballad was just a moderate hit single at first, but as the group expanded its audience through relentless touring, the song was rereleased over two years later, and soared into the Top Ten. After collapsing into irrelevance by the early 1980s due to drugs and creative burnout, Aerosmith came roaring back with the 1987 album Permanent Vacation and remained a fixture in the rock pantheon thereafter. Dream On was ranked as the #47 greatest song of rock and roll by VH-1 (2000).

         
            
            Only Love Is Real (1976)—Carole King 

         Ode 66119

         Chart debut on February 14, 1976 (#28 peak); from the album Thoroughbred (#3 peak)

         Carole King’s finest lyrics ever make Only Love Is Real a memorable gem, brimming with intelligence and warmth that is matched by the impeccable accompaniment. It’s the honest statement of a mature woman trying to convey what she’s learned about life and love. Carole wrote the song during the turmoil marking the end of her six-year marriage to Charlie Larkey (including a child together).

         The stellar band here includes Danny Kortchmar and Robert “Waddy” Wachtel on guitars, Tom Scott on saxophone, Leland Skylar on bass, and Russ Kunkel on drums. Five years after the longtime queen of pop songwriters had made her breakthrough as a performer with Tapestry, in this song (noted Mark Coleman), she “echoes the simple insight and strength of It’s Too Late.”394

         
            
            Rhiannon (Will You Ever Win) (1976)—Fleetwood Mac (written by Stevie Nicks) 

         Warner 1345

         Chart debut on March 6, 1976 (#11 peak); #2 in France, #11 in Canada, and #46 in England (1978); from the album Fleetwood Mac (chart debut on August 2, 1975, 1 week at #1, 148 weeks); #1 (1 week), 477 weeks in the United Kingdom395 (RS, TC, ACC)

         One of the dominant forces in U.S. and UK rock during the last half of the 1970s, Fleetwood Mac ushered in its own golden age in 1975 with the bright California pop sounds of new members Stevie Nicks and Lindsey Buckingham. The strongest song from that breakthrough album was Stevie’s memorably atmospheric narrative ballad Rhiannon.

         Fleetwood Mac was formed in London in 1967 by drummer Mick Fleetwood and bassist John McVie; McVie had been a charter member of the influential John Mayall’s Bluesbreakers from 1963, and Fleetwood had briefly played with the ensemble before the two launched the new enterprise. Guitarists Peter Green and Jeremy Spencer helped make the group a leader in rootsy British blues-rock and built a growing audience the next few years without benefit of any U.S. hit singles. But when Green left the group in spring 1970 and Spencer a year later, more than three years of disarray followed, although it maintained an active presence on FM radio with songs by vocalist Christine McVie, John’s then-wife (who joined in 1971), and singer-guitarist Bob Welch, who left in late 1974. It was in early 1975 while auditioning engineers for the band’s next album that Fleetwood and John McVie heard an album by the California duo of Lindsey Buckingham and Stevie Nicks (born Stephanie Nicks on May 26, 1948 in Phoenix and raised in San Francisco), who accepted their invitation to join the group.

         The first album with the newcomers, released that summer, transformed the fortunes of Fleetwood Mac, along with the development of Christine McVie into a top-flight singer-songwriter.396 After her Over My Head gave the group its first major U.S. hit single, it was followed by two more hits, enabling the album to set a new record by finally reaching #1 on the Billboard chart more than a year after its debut, and ultimately to sell over five million copies in the United States alone. With the 1977 release of Rumours, the Mac attained the pinnacle of pop music.

         
            Rhiannon established Stevie Nicks’ enduring persona as a blonde siren with seductive, raspy alto and a gypsy-woman stage presence. Nicks is a fervent believer in ghosts and witches, writes Timothy White, “a devotee of the occult who is capable of conducting entire conversations about the modern import of Halloween (her favorite night of the year), the usefulness of the Tarot, and the significance of maya, which in Hindu embodies the illusory world of the senses.”397 The song unfolds a tale of an ancient Celtic goddess with magical powers, seeking a lover before she vanishes again into the darkness, and offering an invitation that few men could resist.

         
            
            Jerusalem Ridge (1976)—Kenny Baker (featuring Bill Monroe) (written by Bill Monroe) 

         County 761

         Recorded on March 29–30, 1976 for the County LP “Kenny Baker Plays Bill Monroe” (C&W-#302)

         The most beloved instrumental in the later years of Bill Monroe’s Blue Grass Boys, Jerusalem Ridge was also the #1 showcase for the talents of the man who Bill Malone calls “his consummate fiddler,” Kenny Baker. Born in Jenkins, Kentucky, on June 26, 1926, the son and grandson of accomplished fiddlers, Baker didn’t start playing the instrument seriously until completing military service, and in 1953 the former coal miner began a four-year stint playing with singer Don Gibson’s band. In December 1957, he joined Monroe and turned in some memorable performances, although he had to leave the band twice when times were lean. He was back by early 1968, and while working with the Blue Grass Boys also recorded some acclaimed albums under his own name demonstrating his complex, jazz-influenced style; one of his violin role models was Stephane Grappelli with Django Reinhardt’s combo.

         Monroe wrote the tune as a musical impression of foxhunting during his childhood; Jerusalem Ridge was a long ridge located in a heavily wooded region near his home community of Rosine, Kentucky. Monroe recalled that he had to pass the ridge to reach the home of a favorite local fiddler, Clea Blaze. The piece was a staple of the band’s live performances, although this, its most famous recording, was made under Baker’s name with Monroe as sideman. “On this exciting, almost gypsy-like tune,” writes Malone, “Baker exhibits the smooth, flowing style that made him bluegrass music’s favorite fiddler.”398 Robert Cantwell calls it a “wild and beautiful” A-minor number with “gothic strains.”399 The 1991 documentary High Lonesome: The Story of Bluegrass by filmmaker Rachel Liebling included sequences with Monroe that were shot on Jerusalem Ridge during what proved to be his final visit to his childhood home.

         
            
            Kiss and Say Goodbye (1976)—The Manhattans (written by Winfred “Blue” Lovett) 

         Columbia 10310

         Chart debut on April 3, 1976 (2 weeks at #1 on pop chart; #1 for 1 week R&B); #1 in Canada, #4 in England400

         After racking up twenty-one hits on the R&B chart across more than a decade with only one that reached the pop Top Forty, the Manhattans carried their brand of smooth soul ballad singing all the way to #1 with Kiss and Say Goodbye. Formed in Jersey City, New Jersey, the quintet landed a record contract after a 1964 talent contest at the Apollo Theater in Harlem, and began hitting the R&B charts in early 1965, but on the small labels Carnival and then DeLuxe they didn’t get sufficient distribution to cross over significantly to the pop side. That began to change when they signed with Columbia in 1973, and over the next few years they made inroads on Top Forty radio. By this time, the group consisted of original members Winfred Lovett, Edward Bivins, Kenneth Kelly, Richard Taylor, and Gerald Alston who joined in 1971. Bobby Martin, a star arranger for Kenny Gamble and Leon Huff at Philadelphia International (distributed by Columbia), helped bring out the group’s potential as producer.

         A ballad about a love triangle written at three in the morning by the group’s Lovett provided their breakthrough. Martin recorded the track at Philadelphia’s Sigma Sound studio by using its trademark MFSB rhythm section. Opening with Lovett’s spoken rap setting out the story line in a quieter variation on Barry White style, the record unfolds with gorgeous harmony singing rooted in the doo-wop tradition. Remarkably, Columbia waited fourteen months to release a song that wound up going platinum by selling two million copies.401

         
            April 9: “All the President’s Men” starring Robert Redford and Dustin Hoffman opens.

         
            
            Howlin’ Wind (1976)—Graham Parker 

         From the Mercury album Howlin’ Wind (released in April 1976, uncharted)

         Born in East London on November 15, 1950, Graham Parker emerged from the British pub-rock scene with (in the words of Stephen Thomas Erlewine) “a sinewy fusion of driving rock ‘n roll and confessional folk-rock, highlighted by his indignant passion, biting sarcasm, and bristling anger.” Howlin’ Wind, the title track of his debut album, embodies those musical virtues, with the help of his band, the Rumour, led by guitarist Brinsley Schwarz and keyboardist Bob Andrews. (The Rumour had been a band in its own right before hooking up with Parker in summer 1975, and also made albums separate from the singer.) “Parker writes in classic molds, structuring his compositions immaculately and without excess,” remarked Gary Kenton.402 Produced by the like-minded British pop-rocker Nick Lowe, it was selected by Village Voice critics as the #4 album of 1976—with his follow-up album, Heat Treatment, voted as #2. Tony Stewart, calling this track “vehemently iconoclastic,” noted that the album “was unadulterated energy, fuelled by lyrics that embodied distrust, bitterness, and resentment.”403 “A country lost, a soul recovered / The ruin that I once was will soon recover / And I know a howlin’ wind runs through here, blowin’ every day. …”

         
            
            Turn the Page (1976)—Bob Seger and the Silver Bullet Band 

         Original version from the Reprise album Back in ‘72 (chart debut on March 3, 1973); greatest version from the Capitol album Live Bullet (chart debut on May 1, 1976, #34 peak, 167 weeks) (TM)

         Among Bob Seger’s non-singles, the track that’s held up as the all-time favorite on classic rock stations (almost always through the live version) is the brooding narrative rock ballad Turn the Page. By the time he wrote this song, he’d already spent most of his adult life on the road traveling from show to show, and that experience—the moments of joy and release balanced by long stretches of loneliness and frustration—has rarely been expressed so well. The early years included one gig in which another featured act, a stripper, actually had a horse in her routine; it was a decade in which he earned about $7,000 a year and racked up 100,000 miles in a station wagon. The line about lying in bed at night with “the echo from the amplifiers ringing in your head” stems from the fact that he suffers from tinnitus, a ringing in the ears caused by regular exposure to loud volumes. The live version of the song was recorded during his September 4 and 5, 1975 engagement at Detroit’s Cobo Arena, with the Dearborn-born local boy returning in triumph.404

         
            
            You’ll Never Find Another Love Like Mine (1976)—Lou Rawls (written by Kenny Gamble & Leon Huff) 

         Philadelphia International 3592

         Chart debut on May 15, 1976 (2 weeks at #1 on R&B chart; 2 weeks at #2 pop, #4 on dance chart), #4 in Canada, #10 in England405

         Possessor of one of the most unmistakable bass-baritone voices in all of pop music, Lou Rawls was born December 1, 1935 in Chicago, and first gained prominence in gospel as lead singer of the Pilgrim Travelers from 1957 to 1959. He began singing background on some records by gospel pal Sam Cooke, and after his virtual duet with Cooke on the 1962 smash Bring It On Home to Me, Capitol signed him to a solo contract. With a style that ranged from sophisticated jazz balladry to blues and soul, Rawls emerged as a top-level star with hits such as Love Is a Hurtin’ Thing (1966) and Dead End Street (1967), but after 1971’s A Natural Man the hits ran dry. Long an admirer of his talent, producers Kenny Gamble and Leon Huff (who had met Rawls when they were working with jazz singer Nancy Wilson several years earlier) brought him to their label Philadelphia International, and provided him with the biggest hit of his career.

         After writing You’ll Never Find Another Love Like Mine, Gamble and Huff laid down the rhythm track at the Sigma Sound studio in Philadelphia, and as described in John Jackson’s history of Philly soul music A House on Fire, drummer Charles Collins helped shape the direction of the song with Caribbean Islands–inspired playing on the rims of the drums on the verses, then going into the high-hat Philadelphia style on the chorus. Rawls loved the rhythm track, and when he went into the studio to record his vocal there was a special vibe, partly due to the musicians’ great regard for his distinctive voice.406 Bobby Martin provided a relaxed, buoyant arrangement that fit nicely with the current craze for the hustle, and with Rawls’ utterly assured, richly romantic performance, the record became a million-seller.

         
            
            You Should Be Dancing (1976)—Bee Gees (written by Barry, Robin, & Maurice Gibb) 

         RSO 853

         Chart debut on July 4, 1976 (1 week at #1 pop, 7 weeks at #1 on dance chart, #4 R&B); #1 (1 week) in Canada, #1 in France, and #5 in England; from the album Children of the World; later on the soundtrack album Saturday Night Fever (24 weeks at #1)

         The 1975 chart-topper Jive Talkin’ had transformed the Bee Gees from perceived has-beens seen as relics of the 1960s, to thoroughly contemporary hit-makers once again, and the two follow-up Top Twenty singles from the album Main Course had consolidated their comeback. For their next album, the Gibb brothers returned to Criteria Studios in Miami, and when producer Arif Mardin could not return due to a shift in corporate ownership of their record label, the group promoted engineer Karl Richardson (a key contributor to Main Course) to coproducer status along with Albhy Galuten.407 For their first single from the new album, the Bee Gees drew inspiration from the Miami dance club scene to create a true disco anthem, You Should Be Dancing, possessing such pulsating energy that even (some) disco haters would be caught up in the infectious flow. An unexpected contributor to the record is Stephen Stills as a percussionist.408 The record also made history as the first No. 1 on Billboard’s Dance Club Songs chart. A year and a half after its initial smash success, the song became one of the high points of the monumental Saturday Night Fever soundtrack.

         
            
            She’s Gone (1976)—Daryl Hall and John Oates 

         Atlantic 2993

         Chart debut on February 9, 1974 (reached #60); reissued on Atlantic 3332 (chart debut on July 24, 1976, #7 peak); #7 in France, #11 in Canada, and #42 in England; from the album Abandoned Luncheonette (RHF, ACC)

         The most successful duo on the pop charts of the entire rock era, Daryl Hall and John Oates began working together in 1967 when both were students at Temple University. Hall had already recorded a single with Kenny Gamble and the Romeos (a group that included future Philadelphia soul stalwarts Leon Huff and Thom Bell), and Oates was leading his own soul-oriented band. Hall recorded an album with the group Gulliver, then worked as a backup vocalist for Philly soul groups including the Stylistics and the Delfonics. In 1969, he and Oates began writing songs and performing together, and with Tommy Mottola as their manager, signed with Atlantic where they recorded three albums. The blue-eyed soul ballad 
            She’s Gone (from their second album) was inspired by Hall’s recent divorce, with his lyrics and Oates’ guitar shaping the melody. In his memoir, Mottola recalled that Atlantic felt the duo’s debut LP had been too acoustic, so producer Arif Mardin brought in pianist Richard Tee and “a killer rhythm section” including Hugh McCracken (guitar), Gordon Edwards (bass), and Bernard Purdie (one of the era’s top session drummers), accentuated by Mardin’s trademark razor-sharp arrangement with strings. “When they sang the lead in octaves, I could tell it was going to be a smash.”409 It became the first minor chart single for the duo in early 1974. Then, the Tavares took the tune to #1 on the R&B chart later that year.410 After the duo had moved to RCA Victor and scored a Top Ten hit in early 1976 with Sara Smile, Atlantic reissued She’s Gone—by at least one account, the never-say-die record’s FOURTH issuance—and saw it also climb to the Top Ten. Hall and Oates went on to accumulate more than thirty chart hits into the 1990s; their debut remains their best for its honest Philly-soul feeling and soaring lead vocals by Hall (with Oates’ harmonies).

         
            
            More Than a Feeling (1976)—Boston (written by Tom Scholz & John Boylan) 

         Epic 50266

         Chart debut on September 18, 1976 (reached #5); #22 in the United Kingdom411; from the album “Boston” (reached #3, 132 weeks, sold 17 million copies)412 (RHF, DM, RS, ACC-#440, DMDB)

         Tom Scholz followed an unconventional route to rock stardom: The Toledo, Ohio native earned a master’s degree at Massachusetts Institute of Technology, began working for Polaroid as an engineer after graduation, joined a local band that evolved into Boston under his leadership as guitarist-songwriter, and began recording in a studio he built in the basement of his home in Watertown on a Scully twelve-track machine. The demos the band created there snagged them a contract with Epic, and aside from some subsequent overdubs (particularly of the drums), the band’s debut album in 1976—costing Epic a mere $28,000 to produce—consisted basically of those demos. “Boston” became one of the biggest-selling albums ever to that time (also the biggest-selling debut album ever until topped by Whitney Houston a decade later) with the simple formula of Scholz’ arena-ready melodic hooks and soaring, multitracked guitar lines plus the perfectly matched “skyscraper” vocals of Brad Delp.

         
            More Than a Feeling was the hit that launched the commercial juggernaut. Scholz had tinkered with this song for five years—inspired, strange as it seems for a guitar-rock anthem, by the delicately lovely Left Banke ballad Walk Away, Renee.413 Earning credit as cowriter was producer John Boylan, who had facilitated the revival of Rick Nelson’s career as a country-rock artist, and then helped put The Eagles together as a backing band for Linda Ronstadt. Boylan had been dazzled by Scholz’s homemade tapes, and helped hone the music to final perfection.414 
            More Than a Feeling would, in turn, inspire the riff for Nirvana’s Smells Like Teen Spirit. Greil Marcus writes that “the band’s triumph was the emotion they were able to get out into the soaring guitar lines, the cathedral-like organ, the endless overlays of vocal sound and texture.”415

         
            
            Tonight’s the Night (Gonna Be Alright) (1976)—Rod Stewart 

         Warner 8262

         Chart debut on October 2, 1976 (8 weeks at #1); #1 (5 weeks) in Canada, #5 in England416; from the album A Night On the Town (5 weeks at #2)

         (BILLB-#14, RS Polls-#75, DMDB)

         A “seduction song so transparent, helpless and forthright that not even a cynic can resist it” (as declared Greil Marcus), Tonight’s the Night gave Rod Stewart the biggest chart single of his career, and pop music’s longest-running #1 since The Beatles’ Hey Jude eight years earlier. After recording sessions for his new album in Los Angeles and Colorado were cut short when throat problems left him unable to sing, Stewart found his voice again at Criteria Studios in Miami, home base for the album’s producer Tom Dowd. Stewart’s reputation as a lady’s man was well established by 1976, so a sultry make-out song including the line “spread your wings and let me come inside” (although it caused a few radio stations to ban it as too sexually explicit) was right in character. The sexy French whispers in the song are by Rod’s girlfriend at the time, Swedish actress Britt Ekland.

         
            
            Corey’s Coming (1976)—Harry Chapin 

         From the Elektra album On the Road to Kingdom Come (chart debut on October 30, 1976); released as single, Elektra 45368 (January 1977)

         
            One of Harry Chapin’s most fascinating story songs came about as a product of a songwriting school that he ran during the mid-1970s. Working under Chapin’s tutelage, one of his most promising students, named John Joseph, wrote a song about a man waiting at a train station for an apparently nonexistent woman. Chapin reworked and expanded the piece in his own inimitable fashion, and included it in his 1976 album “with thanks to real-life songwriter John Joseph” (as stated in the liner notes). There are two interpretations of Corey’s Coming: One is that Corey was a real woman who, perhaps, was an employee of the railroad and would see the old man on a regular basis, but would be unknown to the townspeople who didn’t frequent the train station. The other is that Corey existed only in the old man’s mind, but her spirit and her love were every bit as real to him as flesh and blood. Reality is just a word, he says; “when she holds you, she enfolds you in her world”—she could take him out of the grim physical world in which he lived, and, if only for a short time, show him a happier place. In either case, the young man who hears his stories takes his place following John Joseph’s death, and he too is touched by the magical presence his friend had described.

         The original album version of Corey’s Coming was actually an abbreviation of the full-length epic with which Chapin was enthralling live audiences. Three years later, the live double album Legends of the Lost and Found finally presented the entire narrative.

         
            November 2: Jimmy Carter defeats Gerald Ford to become the thirty-ninth president.

         
            
            Walk This Way (1976)—Aerosmith 

         Originally issued as Columbia 10206 in September 1975 (didn’t chart); reissued on Columbia 10449 (chart debut on November 20, 1976, reached #5 in Record World, #10 in Billboard); #6 in Canada; from the album Toys In the Attic (chart debut on April 26, 1975, #11 peak, 128 weeks) (RIAA-#267, RS-#346, 1001, TM)

         After Clive Davis signed the Boston-based Aerosmith to Columbia for a six-figure sum as a group that could further extend the previously traditionalist label’s coverage of the young rock market, its members steeped in the blues and with plenty of sass and fire in live performance, it didn’t take long for the investment to pay off. Steven Tyler (born March 26, 1948) could pull off Jagger-isms like no U.S. rock singer of the time, and lead guitarist Joe Perry was an ideal partner. (The rest of the band: guitarist Brad Whitford, bassist Tom Hamilton, and drummer Joey Kramer.) According to Tyler, he and Perry got the original inspiration for Walk This Way from Mel Brooks’ Young Frankenstein; the guitarist cooked up the funky riff in the style of the New Orleans band the Meters, assisted by Kramer, and Tyler’s lyrics (half-spoken except for the roaring chorus) were unadulterated horny teenager fantasies.417 Tom Moon calls it “still the prototype rock strut.”418 Ten years later, Tyler and Perry teamed with superstar rap trio Run-DMC for an even bigger-selling new version.

         
            
            Summertime (1976)—Ray Charles and Cleo Laine 

         From their RCA Victor album Porgy and Bess (chart debut on December 4, 1976)

         George and Ira Gershwin’s folk opera Porgy and Bess was recognized as a U.S. landmark soon after its 1936 premiere, and had received many remarkable performances over the years. Ray Charles decided to add his own interpretation in 1976 in partnership with black British jazz singer Cleo Laine (produced by Norman Granz with an 80-piece orchestra),419 and the result, remarked J.D. Considine, was “easily one of the best pop performances these songs have seen.”420 Born Clementina Campbell on October 28, 1927 in Southall, England (to a Jamaican father and British mother), Cleo scored a British Top Five hit in 1961 (You’ll Answer to Me), and carved out an enduring international career as a jazz (and sometimes semi-classical) vocalist, utilizing her exceptionally wide-ranging soprano and impeccable vocal control. The centerpiece of the opera, the gorgeous lullaby Summertime, is given a sumptuous performance here by the two intriguingly matched artists.

         
            
            I Wish (1976)—Stevie Wonder 

         Tamla 54274

         Chart debut on December 4, 1976 (5 weeks at #1 on R&B chart; 1 week at #1 pop) #1 (1 week) in Canada, #5 in England421; from the album Songs In the Key of Life (14 weeks at #1 pop, 20 weeks at #1 R&B) (VIL-#40, GHF-album, R&B-#218, AHR, RS album-#58)

         
            I Wish, the leadoff single from Stevie Wonder’s blockbuster double album Songs In the Key of Life, is a loving look back at childhood days, and it was one of the last songs written for the LP. “Part blues nostalgia for days spent hustling with his ‘hoodlum friends’ and part warm memory of a ghetto community where the joys of family could outweigh the burdens of poverty, the song provides an emotional touchstone for the album as a whole,” writes Craig Werner.422 Wonder wrote it after attending a Motown company picnic, going straight afterward to the Crystal Recording Studio. The band includes Hank Redd (alto sax), Trevor Lawrence (tenor sax), Ray Maldonado and Steve Madaio (trumpets), Nate Watts (bass), and Raymond Pounds (drums).423 Guthrie T. Ramsey, Jr. remarks that the piece “propels itself forward on the foundation of a symmetrical, ‘straight eighths’ walking bass pattern. The chords and bass movement ‘take it back home,’ sounding very much as though they were straight out of a black Sanctified Church shout—this time in the worship service reserved for ecstatic religious dancing and the visitation of the Holy Ghost. Wonder’s ever-towering tenor vocals add another layer of gospel-fused excitement to the performance.”424 “The percolating [rhythmic] progression is enough to make you bounce right out of your seat, while the spectacular horn chart is so razor-sharp it could tear the top of your head off,” declares Thomas Ryan.425 
            I Wish was the Grammy winner for best R&B male vocal; Songs In the Key of Life won the Grammy for Album of the Year. “I wish those days would come back once more. …”

         
            
            Evergreen (Love Theme from “A Star Is Born”) (1976)—Barbra Streisand (written by Paul Williams & Barbra Streisand) 

         Columbia 10450

         Chart debut on December 11, 1976 (3 weeks at #1); reached #1 (3 weeks) in Canada, #3 in England; from the soundtrack of A Star Is Born (6 weeks at #1) (AFI-#16)

         The third filming of A Star Is Born was even stormier than the legendary second version starring Judy Garland, with fights on the set and constant script rewrites. But the teaming of Barbra Streisand with Kris Kristofferson as an alcoholic rock and roller struck sparks on the screen. The title song was only the second composition ever credited in part to Streisand; she described feeling insecure about the fact that she didn’t write, and with the encouragement of the film’s producer Jon Peters, she began to “fool around with chords” and came up with the outline of Evergreen. Songwriter Paul Williams (of We’ve Only Just Begun and An Old-Fashioned Love Song fame) crafted it into final form, and the result was a gorgeous love theme that became her second chart-topping single. The unexpected collaboration has an unconventional structure, with no chorus or bridge, but flows seamlessly forward with considerable beauty. Produced by Phil Ramone, it won the Oscar as Best Song, and Grammies for Song of the Year and best female vocal. Listeners to WASH-FM (Washington, D.C.) voted it their #14 favorite song in combined polls from 1977 to 1980.

         
            
            Dancing Queen (1976)—ABBA 

         Atlantic 3372

         U.S. chart debut on December 11, 1976 (#1 for 1 week); #1 (10 weeks) in Europe, #1 (8 weeks) in Australia, six weeks in England, two weeks in Canada, and one week in Germany426 (RIAA, ACC-#102, RS-#174)

         The song that best represents ABBA’s effervescent, giddy sound that captivated pop fans around the world. Dancing Queen was introduced at a June 18, 1976 gala the day before the royal wedding of Sweden’s King Carl XVI; according to legend, it was written to celebrate bride-to-be Silvia Sommerlath. Bjorn Ulvaeus and Benny Andersson (who wrote all the group’s material) formed ABBA with Frida Lyngstad and Agnetha Faltskog in Stockholm, and from 1974 (breakthrough hit Waterloo) until their disbandment in 1982, dominated international charts like no group since the Beatles. Rolling Stone—ranking it as the #44 pop song ever in 2000—noted that the record’s “excitement burst forth in hallucinatory harmonies, swirling strings and hazy verses that gave way to a surreal kitsch chorus—rhyming ‘queen’ with ‘seventeen’ and ‘tambourine.’”427 Readers of the British magazine Q voted it the all-time #38 pop single in a 1998 survey. The SPIN Alternative Record Guide writes that the song takes “the most ridiculous lyrics … and makes the words signify blissful wonderment, dreams fulfilled, a world without fear.”

         
            January 23–January 30, 1977: ABC broadcasts the miniseries “Roots,” based on Alex Haley’s best-seller, over eight consecutive nights, and becomes one of network television’s most phenomenal successes ever.

         
            January 28: Stephen King’s The Shining is published.

         
         
            
            Disco Inferno (1977)—The Trammps (written by Leo Green & Ron Kersey) 

         Atlantic 3389

         Chart debut on March 5, 1977 (6 weeks at #1 on dance chart, reached #9 R&B, #53 pop)428; reissued, chart debut on February 18, 1978 (#11 pop); #16 in England (DM-#83, RHF, R&B-#195, Timeout)

         The Trammps began as a vocal group offshoot of the Philadelphia instrumental combo MFSB, created by drummer Earl Young (who sang lead bass). An early incarnation of the group had recorded as the Volcanos in 1965. In their new edition, with Jimmy Ellis (lead tenor), Dennis Harris (guitar), Ron Kersey (keyboards), John Hart (organ), Stanley Wade (bass), and Michael Thompson (drums) earned a modest 1972 hit with an R&B remake of the pop chestnut Zing Went the Strings of My Heart. As disco became a phenomenon, the Trammps contributed a terrific dance number in late 1975, Hold Back the Night. The group’s greatest triumph came with Disco Inferno. The song was just a mid-chart item in original release, but after its inclusion in the world-conquering soundtrack of Saturday Night Fever, it became a pop sensation. Produced by Norman Harris, with the scorching rhythm track co-arranged by Reggie Baker, mixed by Tom Moulton, and with the recurring chant of “burnin’, burnin’,” Disco Inferno pumped up dance floors worldwide.

         
            
            Sir Duke (1977)—Stevie Wonder 

         Tamla 54281

         Chart debut on April 2, 1977 (3 weeks at #1 on pop chart; 1 week at #1 R&B); #1 (1 week) in Canada, #2 in England429; from the album Songs In the Key of Life (GHF, Jazz-#242, R&B-#218, DM, ACC)

         Stevie Wonder’s deeply affectionate, exuberant tribute to jazz greats who had inspired him, starting with Duke Ellington and also name-checking Count Basie, Glenn Miller, Louis Armstrong, and Ella Fitzgerald, “ranks with the best material Stevie has ever written,” declares biographer John Swenson. Instead of the one-man band Wonder had become on his recent albums, he uses a full band on this track, with his Yamaha GX10 synthesizer (he called it his “dream machine”) accompanying an ensemble that includes Hank Redd (alto sax), Trevor Lawrence (tenor sax), and Raymond Maldonado and Steve Madaio (trumpets); the horn arrangement is a marvel. “The chorus of Sir Duke [‘You can feel it all over … ’] is one of the most inspired moments in Steve’s recording history.”430 
            Songs In the Key of Life was selected as the year’s top album by Village Voice critics, and inducted into the Grammy Hall of Fame in its first year of eligibility. At a Billboard college symposium in 1977, Wonder said it was important to acknowledge artists who had paved the way for the current generation. “I wanted to show my appreciation. They gave us something that is supposed to be forever.”

         
            
            Piano Concerto No. 1, Third Movement (1977)—Keith Emerson 

         From the Atlantic album Works, Volume 1 (chart debut on April 9, 1977, reached #12)

         During its heyday from 1969 to 1978, progressive rock was a subgenre that divided listeners between fiercely devoted partisans and those (particularly rock critics) who despised it. To the latter group, prog rock—with its mixing of rock and roll conventions with elements of classical music and a lofty intellectual overlay—was pretentious and in opposition to the earthy blues roots of rock. That the criticism was often justified does not wipe away the fact that prog rock, at its best, contributed some very worthy music. Some of its gems belonged to Emerson, Lake, and Palmer, formed in 1970 by keyboardist Keith Emerson, singer-guitarist Greg Lake (who had been vocalist for the group that helped define progressive rock, King Crimson), and drummer Carl Palmer (formerly in the Crazy World of Arthur Brown). The trio’s self-titled 1971 debut album was an acclaimed triumph (including the hit Lucky Man), and during the next few years its blend of spectacular showmanship and classical chops (including a full-scale rock presentation of Mussorgsky’s Pictures At an Exhibition) kept it in the forefront of the prog movement, along with Yes and Pink Floyd. But by mid-decade, the three musicians were drifting apart, feeling the need to express themselves in a solo format. Their response was the album Works, Volume 1, with one side devoted to each solo member, and one side of ELP together.

         Keith Emerson, born November 2, 1944 in Yorkshire, England, had about a decade of classical piano training, and delved into jazz and blues. In 1967, he joined the Nice, which quickly built a devoted following for its theatrics, experimentalism, and musicianship; Jimi Hendrix was an admirer. That group served as a perfect prelude to ELP. On the early Emerson, Lake, and Palmer albums, Emerson demonstrated dazzling virtuosity on both piano and organ, and a real gift (as both composer and improviser) for drawing on and revising classical themes in an original way.431 Wishing to prove himself as a “serious” composer and musician, he began sketching out a piano concerto in 1973, made a first pass at recording it in October 1975, and did the final version in late November/early December. The 18-minute concerto, as outlined by ELP biographer Edward Macan, is designed with a pastoral-based first movement (suggestive of Copland and Gershwin), a brief second movement in baroque style, and a third movement (labeled “toccata con fuoco”) that is “a bit reminiscent of the music of Sergei Prokofiev in its fusion of percussive, dissonant chords with lyrical (albeit somewhat angular) melodies.” It is the 7-minute third movement that lingers in the memory, with its explosive piano flourishes, vivid orchestral sections with strings, brass, and tympani, and in particular the brilliant final theme, which Macan calls “a majestic, hymnlike melody,” all building to a stirring climax.432 Whatever the concerto’s possible shortcomings from the classical perspective, for prog-rock admirers, it was quite grand.

         
            
            Dreams (1977)—Fleetwood Mac (written by Stevie Nicks) 

         Warner 8371

         Chart debut on April 16, 1977 (1 week at #1); #1 (1 week) in Canada, #1 in France, and #24 in England; from the album Rumours (#31 weeks at #1)433 434 (GHF-album, Time, RS, BMI, DMDB, ACC)435

         The leadoff single from the blockbuster album Rumours, Lindsey Buckingham’s Go Your Own Way offered his perspective on his bitter recent romantic breakup with Stevie Nicks. Stevie offered her response with Dreams, a smoky ballad making clear her view on who the wronged party was. Go ahead and have your freedom, she says, noting the eternal rule of rock and roll romances: “Players only love you while they’re playing.” The eleven-month process of recording Rumours—constantly shifting between a half-dozen different studios, as members grappled with all the romantic and interpersonal turmoil—was “crucifyingly difficult at certain points,” Mick Fleetwood acknowledged, but the end result was a commercial juggernaut of historic proportions. Broadcast Music, Inc. (BMI) ranked Dreams as its #80 most-played song of the twentieth century. Certified for sales of twenty million copies, Rumours is topped by only seven other albums in history.

         
            May 25: The ultimate summer movie, George Lucas’ “Star Wars,” opens in theaters.

         
            
            Fanfare for the Common Man (1977)—Emerson, Lake, and Palmer (written by Aaron Copland) 

         Atlantic 3398

         Chart debut on June 4, 1977 (#115 in Record World); reached #2 in England; from the album Works, Volume 1

         Aaron Copland (born November 14, 1900 in Brooklyn) earned his status as one of the most widely popular and influential composers of the twentieth century through a combination of his extraordinary melodic gifts, and his knack for drawing inspiration from such deeply American sources that, although original, his works seemed wonderfully familiar from the first listen onward. His ballet scores Billy the Kid (1939), Rodeo (1942), and Appalachian Spring (1944) are all woven in traditional folk themes. These included his use of W. H. Stepp’s version of Bonaparte’s Retreat for the “Hoedown” section of Rodeo, and the old Shaker dance tune Simple Gifts for Appalachian Spring. He also found inspiration in U.S. heroes (1942’s A Lincoln Portrait), and speeches. Fanfare for the Common Man, written in 1942 for the Cincinnati Symphony Orchestra as a showcase for brass and percussion, was inspired partly by the U.S. entry into World War II, and in particular by Henry A. Wallace’s speech on the “Century of the Common Man.”

         Pianist Keith Emerson had long been a Copland admirer, and Emerson, Lake, and Palmer recorded an adaptation of Hoedown for the trio’s 1972 album Trilogy. Their rocking but respectful treatment of Fanfare began as an improvisation while recording in Montreaux, Switzerland: Emerson started by playing Copland “straight,” guitarist Greg Lake joined in with a shuffle bass line behind him, and drummer Carl Palmer followed suit. In the final version, Emerson is playing a Yamaha GX-1, a highly advanced analog polyphonic synthesizer (purchased for $50,000) weighing a mammoth 800 pounds. The instrument allows him to create, as ELP biographer Edward Macan notes, an “amazingly authentic” trumpet-like sound as well as “electric guitar” riffs that could easily be mistaken for the real thing. After ELP play Copland for just over 3 minutes, they enter into a blues jam with original variations for over 4 minutes, before returning to the familiar Fanfare for the conclusion. Emerson was relieved and thrilled that when he sent the composer a tape recording, he approved its use. “They’re a gifted group,” Copland remarked.436

         
            
            God Save the Queen (1977)—Sex Pistols 

         Virgin single, chart debut on June 4, 1977 (reached #2 in the United Kingdom); from the album Never Mind the Bullocks, Here’s the Sex Pistols (British debut on November 12, 1977, #1 for 2 weeks); U.S. debut on December 10, 1977 (#106 peak) (RHF, ACC-#23, VIL-#39, DM-#135, RS-#175, 1001, DMDB)

         The Sex Pistols were as much about generating maximum chaos as they were about music, but the bombshell they dropped on the British music industry generated shock waves that reverberated long after the group’s short-lived career had ended. The UK rock tabloids were aflame with breathless accounts of the Pistols from their April 1976 breakthrough and the release of Anarchy In the U.K. that December through their album nearly a year later. Caroline Coon explained her view of the group’s social significance: “Rock ‘n roll had systematically severed its working-class roots. Musicians, oozing self-congratulatory indulgence, flashed their wealthy lifestyle” and forgot where they came from. The Pistols, the Clash, and other punk rock bands “are important because they have brought rock back to earth again.” Instead of finding inspiration in American R&B like their predecessors, their music stemmed directly from angry, largely dispossessed British youth.437 
            God Save the Queen, their second single, was originally released on A&M in March 1977, but was swiftly withdrawn when the label terminated the band’s contract due to the members’ self-consciously “scandalous” antics in TV and print interviews (particularly singer Johnny Rotten), and cancellation of their tour. But the single became a smash when the group was picked up by Virgin; being banned by the BBC for “gross bad taste” only whetted fans’ appetite. The furious rocker savaged Queen Elizabeth II’s silver jubilee and the entire concept of the royal family against the background of a class-divided society. Its nihilistic chant: “No future / No future / No future for you.”

         
            
            One Love / People Get Ready (1977)—Bob Marley and the Wailers 

         From the Island album “Exodus” (chart debut on June 11, 1977, #20 peak)438; medley released as single in England (reached #5 in 1984); #2 peak, 275+ weeks on Reggae Digital Songs chart439 (World-#30, GHF, ACC)
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         Brotherhood was the dominant theme of Bob Marley’s music, and the simple but irresistible One Love is a perfect, concise statement of his hopes for the world. He built the song (which he’d originally recorded in 1965) on the melodic foundation of People Get Ready, the greatest declaration for human rights by Curtis Mayfield with The Impressions, so it was only natural that he would record the two songs as a medley. Kwame Dawes calls it “an anthem of love and faith. Here Marley manages to create a simple lyric that merges wonderfully some old blues ideas, a revolutionary ethic and a moral hopefulness that is rooted in Judeo-Christian traditions—and eventually Rastafarian traditions.”440 Following Marley’s death, it became a Top Five smash in England, and was inducted into the Grammy Hall of Fame in 2007 (see figure 8.5).

         
         
            
            Dey (c. 1977)—Toto Bissainthe 

         The music of Haiti has been shaped, in part, by its ancient history: Spanish rule from 1492 to 1697, French governance from 1697 until the Haitian revolution ended the colonial era by 1804, and over a century of slavery ending in the 1790s—it was the first and only country to launch a successful slave revolution. John Storm Roberts writes that Haiti has kept perhaps the most Africanisms in its music of any Caribbean island.441 Although French is the nation’s official language, elements of Kreyol—a mixture of several languages including French, various African languages, Spanish, Portuguese, and in modern times some English—are spoken by the majority of residents. A central feature in traditional Haitian life is also vodou (known to most Americans in distorted form as “voodoo”), the Haitian religion summarized by Michael Largey as a blending of “several West African spiritual traditions [particularly the Yoruba culture] with a veneer of Roman Catholicism … similar in many respects to other African-derived religious traditions in the Caribbean.”442 And during the modern era, Haitian music also existed under the shadow of the brutal Duvalier dynasty.443 All of this serves as the background to the music of Marie Clotilde “Toto” Bissainthe.

         Born in 1934 in Cap-Haitien, Haiti, Toto Bissainthe was an actress and singer who won renown for transforming many sacred songs of Haitian voudou into popular folk ballads. A Haitian counterpart to Nigeria’s Fela Kuti, Bissainthe courageously sang in protest of the Duvalier regime, such as a “Supermarket” production in which Haitians were depicted scavenging for food while Duvalier’s inner circle shopped at elegant supermarkets. Dey is a powerful song of mourning, opening with the cries of Haiti’s dead children: “Who will mourn for them? Your blood [Duvalier’s] and your people are scattered. Haiti corrupted. Haiti zombified. I beg you to call on me to gather your blood for the great konbit” (a rural agricultural assembly).444 The performance has a haunting quality with urgent lead and backing vocals and folk-based percussion on tom-tom/bongo-like instruments.445 The piece builds steadily to a stirring conclusion.

         
            
            The Highwayman (1977)—Jimmy Webb 

         From the Atlantic album El Mirage (released in July 1977)

         During the late 1960s, virtually no one other than Lennon and McCartney wrote more hits—or more high-quality songs—than Jimmy Webb. But they were always for other artists, most notably Glen Campbell, the Fifth Dimension, and Richard Harris. As the singer-songwriter era flowered in the early 1970s, the Oklahoma-born craftsman was itching to find some success as a performer. After Epic released a collection of his demo recordings in 1968, Words and Music in 1970 on Reprise was his first proper album, but both it and two subsequent LPs on that label sank with little trace. So Webb turned to the Beatles’ producer George Martin to change his luck with his first album for Atlantic.446 
            El Mirage was a gorgeous collection of first-rate songs on which Martin accompanied Webb’s modest though pleasant voice with tasteful orchestrations. Sadly, the album met the same commercial fate as its predecessors, but introduced a new Webb classic: The Highwayman.

         An account of reincarnation encompassing centuries, The Highwayman stands up even for nonbelievers as a ripping good yarn unfolded by a master storyteller. By the composer’s account, he wrote it in England after a dream about eighteenth-century outlaw Dick Turpin.447 In 2005, it became available again on the Rhino five-CD set The Moon’s a Harsh Mistress: Jimmy Webb In the Seventies. The song is special to Webb, partly because he believes in the possibility of reincarnation. When his protagonist speculates at the end that he may return as a single drop of rain—“something will remain”—it suggests the timelessness of life. “We are a part of eternity.”448

         
            
            I Feel Love (1977)—Donna Summer (written by Giorgio Moroder, Pete Bellotte, & Donna Summer) 

         Casablanca 884

         Chart debut on August 6, 1977 (reached #6 pop, #3 on dance chart, #9 R&B); #1 (6 weeks) in Europe, #1 (4 weeks) in the United Kingdom, and #1 (1 week) in Australia449 (RR, ACC-#73, RS, 1001, TM)

         Having established herself as a leading dance floor diva with Love to Love You Baby, Donna Summer further strengthened her position atop the disco world with the hypnotic I Feel Love. The four singles that followed her breakthrough hit had fallen short of the Top Forty; there would be no stopping this epic Giorgio Moroder production. The lyrics consist of just a few lines repeated several times, but Summer delivers them with such oozing sensuality that the listener is drawn in. Of course, it is the rhythm track, built around a Moog electronic synthesizer, that is its heart, as (in Tom Moon’s words) the keyboard parts and bass lines “move in cool, steady loops that cycle around at regular intervals.” He calls the groundbreaking track “a wickedly bouncy synthesized utopia that foreshadowed house, techno, and other forms of electronic dance music of the ’80s and ’90s.”450 The famous line about this song has been alternately attributed to either Brian Eno or John Lennon: proclaiming it “the future of music.”451

         
            September 5: NASA launches the space probe Voyager 1 to study the outer solar system. Many discoveries later, in 2012, it became the first craft to enter interstellar space.

         
            
            Some Enchanted Evening (1977)—Jane Olivor 

         Columbia 10527

         Chart debut on September 10, 1977 (reached #91); from the 1976 album “First Night”

         Jane Olivor brought an intimate, emotionally intense cabaret pop vocal style associated with French chanteuse Edith Piaf into a new era, and cultivated a passionate cult following during the late 1970s and early 1980s. Born Linda Cohen in Brooklyn on January 1, 1947 (although known as Jane), she spent a few years performing in New York clubs. The singer built a particular following in the gay community, which responded to her fervent vocal style, recalling Judy Garland and Barbra Streisand in addition to Piaf. That paved her way into the city’s cabaret scene in the early 1970s, and to her signing by Columbia. Her debut album, First Night, was named Album of the Year by Stereo Review. Although it didn’t make the Billboard chart, some months later a track from it did: Some Enchanted Evening. Olivor had made the Rodgers and Hammerstein classic from South Pacific one of the centerpieces of her act, and her recording achieves the very difficult task of taking a universally familiar song, and making it her own. It’s a slow, elegant arrangement, starting with just voice and piano, and the orchestration gradually builds. After a very quiet bridge (“once you have found him, never let him go”), everything kicks into overdrive for the final minute. It’s not just that Jane possesses a rich, powerful soprano; it’s that she digs deeply within herself. She doesn’t belt the song out; she pours her soul into it, and that’s a rare achievement.

         
            
            Dance Band On the Titanic (1977)—Harry Chapin 

         Elektra 45426 (released in September 1977, didn’t chart); from the album Dance Band On the Titanic (chart debut on September 17, 1977, reached #58)

         Starting in fall 1976, Harry Chapin taught six songwriting workshops as an artist-in-residence at the Performing Arts Foundation (PAF) of Long Island, New York. Biographer Peter Coan reports that this process stimulated a “torrid writing streak” in which he composed twenty-seven story songs, including the thirteen songs that comprised his eighth album, Dance Band on the Titanic. It was built around a cautionary theme that the 1970s “me generation” neglected crucial issues that still had to be addressed. In his view, the music industry and pop culture in general was functioning like the dance band on the Titanic, continuing to play while the ship went down. When the “unsinkable” ship carrying 1,502 passengers struck the massive North Atlantic iceberg on April 14, 1912 and was ripped apart, the band on the Titanic’s deck kept playing ragtime and waltzes from the collision at 11:40 P.M. until the last lifeboat was lowered into the water just after 2 A.M. Many of the wealthiest passengers on the top deck were able to crowd into the available lifeboats, while the less fortunate souls below were doomed. As Chapin told Coan, “that’s what’s happening now. The rich on the top deck are getting richer and richer, while the bottom two-thirds are in worse shape than ever.”452

         The most ambitious album of Chapin’s career was recorded at Secret Sound Studios on West Twenty-Fourth Street in New York City, with his brother Steve as producer. For years, Elektra had turned down his requests that he be permitted to do a double album, with the sole exception of the two-record “Greatest Stories Live” set, which was also his biggest seller. This time, the label gave in. The title track had the ingredients of a potential hit single: musically and rhythmically exciting and hard-driving with electric guitar more prominent than usual for Chapin, and several ear-grabbing tempo shifts; a compelling narrative that included dashes of dark humor to balance the somber story; and at “only” 5 minutes it was concise by Chapin standards. There was also a very recent precedent: Gordon Lightfoot’s Wreck of the Edmund Fitzgerald—a 6-minute-long account of another maritime tragedy—had been a #2 smash one year earlier. But—whether due to Elektra’s weak promotion or radio resistance to another lengthy single—the should-have-been hit didn’t happen. Nevertheless, as recognized by some (London’s Sunday Times called Dance Band the best album of the year, “a work of absolute inventive artistry”), it remains an exceptional performance.

         
            
            How Deep Is Your Love? (1977)—Bee Gees 

         RSO 882

         Chart debut on September 24, 1977 (3 weeks at #1)453; #1 (6 weeks) in Canada, #1 (2 weeks) in Australia, and #3 in England454; from the soundtrack album Saturday Night Fever (24 weeks at #1, sold 15 million copies) (BILLB-#20, RS, DMDB, GHF and RR-album, ACC)

         Barry, Robin, and Maurice Gibb wrote How Deep Is Your Love after producer Robert Stigwood told them he needed four new songs for a movie he was producing, but knowing little more about it than that “it’s about a bunch of guys that live in New York.” The ballad was originally to be sung by Yvonne Elliman, but on hearing it Stigwood insisted that the Bee Gees record it themselves. The first single from the Saturday Night Fever soundtrack that became one of the sensations of the decade (released before the film hit theaters), it not only became the brothers’ fourth chart-topping single, but remained in the Top Ten for seventeen straight weeks, the longest run of any single since the Jimmy Dorsey orchestra’s So Rare had an eighteen-week Top Ten run in 1957.455 
            How Deep was the Grammy winner for best pop group vocal, in addition to winning Album of the Year honors.

         
            
            Love Is the Answer (1977)—Todd Rundgren’s Utopia 

         Bearsville 0321 (released in October 1977, didn’t chart); from the album Oops! Wrong Planet (reached #73)

         When a solo rock star forms a group to record side-venture albums, typically the group is designed to explore the artist’s more experimental side (such as David Bowie’s Tin Machine), while the solo albums are more safely commercial. Singer-songwriter/multi-instrumentalist/producer Todd Rundgren (born June 22, 1948 in Upper Darby, Pennsylvania) followed the reverse approach: After his early hits like We Gotta Get You a Woman (1970) and I Saw the Light (1972), his subsequent solo albums were increasingly edgy, while his ten albums as leader of the group Utopia (1974–1985) tended to focus more on radio-friendly pop.456 457 By far, his best-known Utopia song is Love Is the Answer, a lovely, deeply idealistic ballad with soaring chorus (perfect for mass singalongs) and emotional performance that should have been one of the biggest hits of 1977, but somehow failed to chart. It would finally become a 1979 Top Ten smash as covered by England Dan and John Ford Coley (who wisely copied Rundgren’s arrangement). “Light of the world, shine on me—Love is the answer / Shine on us all, set us free—Love is the answer. …”

         
            
            We Will Rock You/We Are the Champions (1977)—Queen 

         Elektra 45441

         Chart debut on October 22, 1977 (#1 for 3 weeks in Record World, #4 in Billboard)458; #1 (2 weeks) in France, #2 in the United Kingdom, and #3 in Canada; from the album News of the World (#3 peak) (RIAA-#146, GHF, PW, RS-#338, DMDB)459

         After the massive productions in the albums A Night at the Opera (including the classic Bohemian Rhapsody) and A Day At the Races, the British rock group Queen wanted to scale downward on their sixth album to a more basic rock ‘n roll sound. We Will Rock You (written by guitarist Brian May) certainly fit that description, designed as more a group shout-along chant (with pounding handclap/foot-stomp percussion) than a song. It was matched with We Are the Champions, which moves from a reflective opening verse (as singer-songwriter Freddie Mercury considers how he moved through hard times to professional success) to ever-more-boastful declarations of greatness. (Technically, the songs were two sides of the single, but since they were also the album’s opening two tracks, nearly all radio stations played them together as one.) May told Mojo, “I was quite shocked when I heard the lyrics,” concerned that it was too outrageous. But even as Queen’s biographer Mark Blake notes that it builds to a “ridiculously overblown conclusion,” Mercury’s utter sense of conviction makes it work.460 Mercury remarked that he was inspired by crowd singalongs at UK football matches, and not surprisingly both parts of the medley have remained staples at football and baseball stadiums ever since. Paul Williams sees Rock You as a working-class cry of self-worth, and Champions as Mercury’s anthemic response to the challenge posed by punk rock.461

         
            
            My Song (1977)—Keith Jarrett and Jan Garbarek 

         Recorded on October 3 and in November 1977 in Oslo, Norway, for the ECM album “My Song”

         Keith Jarrett is the personification of a jazz keyboard virtuoso in the modern era, and some of his most celebrated performances have been one-man shows. However, he also works splendidly with other like-minded musicians, and his 1977 quartet album featuring saxophonist Jan Garbarek captures him at a peak. Born May 8, 1945 in Allentown, Pennsylvania, Jarrett was a prodigy who gave his first formal piano recital at age seven. He came to wide attention with the Charles Lloyd Quartet in 1966, made his first album as a leader the following year, joined Miles Davis’ star-studded ensemble in 1970–1971, and finally went on his own. Jarrett gained equal renown for his astonishing gifts on the keyboard, eccentric and temperamental demeanor on stage, and marathon-length recitals. The Sun Bear Concerts, recorded in Japan, covered ten LPs, and his double album The Koln Concert (1975) ranks among the best-selling pure jazz albums ever (a purported 4 million copies). Gary Giddins and Scott DeVeaux: “His improvisations range from the quietly meditative to the blindingly aggressive, but almost always reflect a powerful melodic sensibility.”462 
            My Song is a gorgeous performance of a Jarrett original with an alluringly serene quality. The thirty-two-bar ballad initially is played by Garbarek (born in Norway of Polish parentage) on soprano saxophone, then Jarrett explores the melody with wide-ranging imagination, the rhythm section dropping out for much of the solo. The final section of the piece features “almost telepathic interplay” (in Alyn Shipton’s words) between pianist and saxophonist, well supported by Palle Danielsson (bass) and Jon Christensen (drums).463

         
            
            Heroes (1977)—David Bowie (written by David Bowie & Brian Eno) 

         RCA 11121

         Chart debut on November 5, 1977 (#126 in Record World); #10 in France, #24 in England464; from the album Heroes (#35 peak) (ACC-#26, RS-#46, 1001, TC, DMDB)
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               Figure 8.6David Bowie. Photofest.
            

         

         After five consecutive Top Ten albums from 1974 to 1976 that produced a string of hit singles, David Bowie entered an experimental new phase in his ever-shapeshifting career, resulting in somewhat less imposing chart performances but compensating creative rewards. Part of the musical approach heard in the 1977 albums Low and Heroes, explains biographer Paul Trynka, was to “combine the glacial electronic instrumentation heard on Kraftwerk and Tangerine Dream records with a boisterous, vibrant R&B rhythm section.” Heroes was recorded at Hansa Studios in Berlin, West Germany, about 500 feet from the Berlin Wall with its barbed wire and armed soldiers.465 Bowie arrived at the studio with only “abstract shards” of songs that were slowly pieced together as the process unfolded. The title song was based on a three-note progression that Bowie had recently sung on the Iggy Pop tune Success, and fleshed out by his sometime musical partner during this period, Brian Eno. Carlos Alomar contributed an “insistent, unforgettable guitar line,” and the track’s instrumental centerpiece was Robert Fripp’s “majestic, yearning guitar that would underline the song’s monumental quality.”466 Producer Tony Visconti made maximum use of Hansa’s “unique” sound to create a distinctive atmosphere. Fripp recorded three takes of the classic solo, which Visconti skillfully melded together. Bowie, in a surge of inspiration, improvised the lyrics, a line or two at a time, and completed the song in an hour and a half, delivering one of his finest vocals. Heroes depicts two doomed lovers at the Wall, sharing a hazardous tryst underneath a gun turret; they “yearn for transcendence but will reach it only briefly.” Although not a hit single, Heroes would have a deeper meaning for the artist’s fans than perhaps any other.467 “We can be heroes, just for one day. …” (see figure 8.6)

         
            
            Just the Way You Are (1977)—Billy Joel 

         Columbia 10646

         Chart debut on November 12, 1977 (reached #3); #2 in Canada, #8 in Australia, and #19 in England468; from the album The Stranger (6 weeks at #2, sold 10 million copies) (GHF, RHF, WASH-#30)

         When Billy Joel first wrote and recorded the elegant ballad Just the Way You Are, he still saw himself as a tough-guy rocker and was wary of releasing such a soft “chick song,” even considering leaving it off his album The Stranger. Singers Linda Ronstadt and Phoebe Snow happened to be in the same recording studio that day, loved the song, and told him he would be crazy not to include such a certain hit on the album. After eliminating strings that had been included on the original arrangement, Joel followed their advice. “I’d like to thank them very much,” Joel told Rolling Stone with a chuckle.469 The song was written as a birthday present for his first wife Elizabeth; they divorced after nine years in 1982.

         
            The Stranger was the album that elevated Billy Joel permanently to superstar level after his two previous releases had fallen well short of the success enjoyed by Piano Man. Producer Phil Ramone was one reason, a seasoned pro who encouraged Joel to use his regular touring band instead of relying on outside “hired guns,” and helping the band achieve a comfort zone that enabled them to complete the album far more efficiently than its predecessors. It was Ramone who suggested a “backward samba” beat that took the song to another level.470 Alto saxophonist Phil Woods, whose resume included work with Quincy Jones (1959–1961), Benny Goodman’s celebrated 1962 tour of Russia, and leading his own quartet from 1974–1983, has extended and lyrical solos on Just the Way You Are.

         Al Kascha and Joel Hirschhorn declared that the tune represented a combination of lyrical and musical excellence to the extent that it “reads like a textbook on composing skill.”471 David Jenness and Don Velsey remark that compared with Joel’s previous work, its rhythm “is more pliable, more heartbeat in nature, still slightly tangolike, but in the relaxed rock universe. … The opening tune is ear-catching and convincing.”472 The Grammy winner as Record and Song of the Year, Just the Way You Are was inducted into the Grammy Hall of Fame in only its second year of eligibility.

         
            November 16, 1977: Steven Spielberg’s “Close Encounters of the Third Kind” premieres.

         
            
            Mull of Kintyre (1977)—Paul McCartney and Wings (written by Paul McCartney & Denny Laine)473 

         Capitol 4504, uncharted U.S. B side of #33 hit Girls’ School (chart debut on November 19, 1977); Mull of Kintyre debuted on British chart on November 19, 1977, #1 for 9 weeks; #1 (11 weeks) in Australia, #1 (10 weeks) in Germany474 (UK Alltime-#4)475

         The biggest-selling single in British history to that time in 1977 with 2.05 million copies in the United Kingdom alone (surpassing everything he had done with the Beatles, including the previous record-holders, She Loves You and I Want to Hold Your Hand), Paul McCartney’s Mull of Kintyre somehow managed to get overlooked in the United States as the seldom-played B side of an inferior song. Perhaps this shouldn’t have been surprising; it’s a deeply British folk song, slow and stately, with bagpipes as the featured instrument, not exactly the ingredients in a typical pop hit. (He hired a local band of bagpipers from Campbeltown.) But this is one of McCartney’s loveliest post-Beatles creations, possessing an elegance and a timeless, warmly nostalgic quality. The piece opens up to a choir-like singalong by the conclusion. The Mull of Kintyre is a peninsula located in southwestern coastal Scotland, a site renowned for its beauty and frequently visited by Paul and his wife Linda from their nearby Scottish farm. He told author Timothy White that he wrote the piece as a challenge: “I decided to see if I could write a Scottish folk song. I’ve got a lot of feeling for Scotland, which has this ancient Celtic thing before England was taken over by all the Romans. We were barbarians, you see, and it’s that connection I like.”476

         
            
            Alison (1977)—Elvis Costello 

         From the Columbia album My Aim Is True (chart debut on December 3, 1977, #32 peak); issued as single, Columbia 10705, B side of Watching the Detectives (Cash Box debut on March 11, 1978, reached #61)477 478 (RS-#323, ACC-#355, DM)

         Introducing himself on his universally acclaimed debut album as a brash British new-waver, Elvis Costello demonstrated that a gift for balladry (albeit of the stinging variety) was a part of his equation on the lovely Alison. The song is “about disappointing somebody,” Costello would later explain. “It’s a thin line between love and hate, as the Pretenders sang.” In another interview, he told Bill Flanagan that the tune was “as revealing as I was capable of being when I wrote it. The way it’s written avoids mawkish first-person revelation. It’s written into the technique of the song, the way it says, ‘I know this world is killing you.’ That ambiguity was something I used quite a lot to reinforce meaning way beyond what you’d get by saying something straight out.”479 In his memoir, Elvis called it “a song of dread that young lovers would be pulled apart.”480 481 Andy Schwartz noted that when one probed beneath the surface, “there were more powerful, more complex emotions at work here than mere pity. In a way, this world was killing them both, Alison and Elvis.”482 Costello’s performance, writes Dave Marsh, “is unusually redemptive, because it lets you feel the intensity with which Costello fights his jealousy and the anguish with which he observes the mess she’s made of her life.”483 The Village Voice 1978 critics’ poll anointed My Aim Is True as the #1 album of the year.

         
            
            Running on Empty (1978)—Jackson Browne 

         Asylum 45460

         Chart debut on February 11, 1978 (reached #11); #1 in Canada; from the album Running on Empty (#3 peak, sold 7 million copies) (DM-#385, RS)

         Recorded live at a Merriwether Post Pavilion concert in Columbia, Maryland, Running on Empty, the title track of Jackson Browne’s fifth album, became one of his defining triumphs. Dave Marsh writes that “it’s hard to think of another record that speaks so forthrightly to and about a world that was disintegrating before its own eyes in a cycle of denial and repression that took the shape of rampant hedonism.”484 The key line in the song—“I look around for the friends that I used to turn to pull me through / Lookin’ into their eyes, I see them runnin’ too”—refers to Browne’s southern California music pals who struggled through 1970s drug travails (David Crosby, Warren Zevon) or didn’t make it (Lowell George of Little Feat, dead of an overdose). The guitars of David Lindley (on lap steel slide) and Danny Kortchmar make it a rocking journey.485 “The night before, in this hotel, Danny Kortchmar and I stayed up all night trying to do something with Running on Empty,” Browne told Bill Flanagan. “We went to the sound check and arranged it. And that night we recorded it. That excites me.”486

         
            
            Flash Light (1978)—Parliament (written by George Clinton, William Collins, & Bernie Worrell) 

         Casablanca 909

         Chart debut on February 11, 1978 (3 weeks at #1 R&B, reached #16 pop); #4 in New Zealand (NPR, RS-#202, R&B-#232)

         If James Brown built the House of Funk, with key embellishments by Sly Stone,487 it was producer-songwriter-lead singer George Clinton who expanded on that foundation with his own brand of freaky brilliance. Born July 22, 1941 in Newark, New Jersey, he founded The Parliaments (originally in the plural) in 1955 as a doo-wop group that first recorded in 1958. Evolving into a soul combo, the Parliaments hit the national Top Twenty in 1967 with (I Wanna) Testify. In 1968, Clinton took his rhythm section as the core of a second group, Funkadelic, which soon began scoring minor chart successes. Although Funkadelic recorded for Westbound and Parliament (changing to singular) by 1974 for Casablanca, the groups shared the same personnel.488 During the 1970s, this core membership included members of Brown’s band the JBs: brothers Phelps “Catfish” and William “Bootsy” Collins (guitars), and horn players Maceo Parker and Fred Wesley. They hit their stride with Parliament’s Tear the Roof Off the Sucker (1976), Funkadelic’s One Nation Under a Groove (late 1978), and the funk classic Flash Light. Collins cut the original version as a demo for Bootsy’s Rubber Band, but it didn’t quite work; cowriter Bernie Worrell said he played keyboard bass on the track. The tune wound up with Parliament, and Clinton & company reworked it to powerful effect. Parliament/Funkadelic used dozens of musicians, so it’s hard to confirm who’s playing on a given track; other participants may be bassist Cordell Mosson, guitarist Eddie Hazel, and any of several different drummers. The silly lyrics don’t matter; it’s all about the energy and the groove. After the record hit, fans started bringing flashlights to the band’s legendary shows, and Parliament began selling its own licensed brand.489

         
            
            Baker Street (1978)—Gerry Rafferty 

         United Artists 1192

         Chart debut on April 22, 1978 (6 weeks at #2 in Billboard, reached #1 in Cash Box); also released on Liberty 1192; #1 (4 weeks) in Canada, #1 (1) in Australia, and #3 in England and Germany;490 from the album City to City (1 week at #1) (BMI)

         The first thing one instinctively listens for in a pop single is a quality enabling it to leap off the radio, and Gerry Rafferty’s Baker Street emphatically has it: Once you hear the huge, muscular saxophone soloing of Raphael Ravenscroft, you’re nailed to the wall, setting you up for the narrative crooning of Rafferty recounting a tale of disillusionment. Born April 16, 1947 in Paisley, Scotland, Rafferty released a little-heard solo album in 1971, then came to prominence as half of the duo Stealers Wheel (and its lead singer) with the 1973 Top Ten hit Stuck In the Middle With You. After recording his debut album for United Artists, he released one single in late 1977 before hitting it big with Baker Street. Raffety wrote the song during a period in which he had business problems with a former manager, and was considering his own “insignificance” while walking through the streets of London.491 The song’s original arrangement featured guitar and piano, but didn’t seem to work, so (inspired by a Joni Mitchell record) the saxophone was introduced. Indeed, Ravenscroft’s sax soloing takes up so much space on the record, and leaves such a vivid impression, that not a few listeners assumed it was his record.492 Remarkably, despite the record’s unmistakable quality, Rafferty and his producer Hugh Murphy had to “beg” the label to release it as a single.493 The song’s title, of course, was inspired, in part, by the famous London address of Sherlock Holmes, 221-B Baker Street (the street is real, even if the detective isn’t). Rafferty went on to score four more Top Forty singles. In 1997, the song was certified by BMI for over three million broadcast performances.

         
            
            Miss You (1978)—Rolling Stones 

         Rolling Stones 19307

         Chart debut on May 27, 1978 (#1 for 1 week, #6 on dance chart, #33 R&B); #1 (2 weeks) in Canada, #1 in France, and #3 in England494; from the album Some Girls (2 weeks at #1) (RHF, RS Polls-#19, TC, DMDB)

         Every rock group goes through peaks and valleys, and after the Rolling Stones’ golden period of 1964–1973, the next few years constituted a valley of less than memorable songs. But when the group recorded the album Some Girls in fall 1977, they seemed inspired once again. Miss You was Mick Jagger’s love song for model Jerry Hall (they’d started dating recently, and would marry in 1990). Drummer Charlie Watts recalled that it was one of several songs “heavily influenced by going to the discos. You can hear it in a lot of those ‘four on the floor’ rhythms and the Philadelphia-style drumming.” He and Jagger spent a lot of time in clubs (Mick danced, Charlie sat and watched), and loved bands such as Earth, Wind, and Fire.495 In addition to Keith Richards and Bill Wyman, the song had two other key contributors: Ian McLagan (formerly of the Faces) on keyboards, and a twenty-two-year-old Harlem-born harmonica virtuoso named James Whiting (“Sugar Blue”).496 The track’s deeply soulful feeling and compelling rhythms made it the Stones’ biggest R&B hit since Satisfaction. Rolling Stone named Some Girls the album of the year for 1978, “the hottest, nastiest album in recent memory, with a single by which we’ll remember the summer of ‘78.”497

         
         
            
            Saludo Celestial (1978)—Celia Cruz and Johnny Pacheco (written by Effrain Gonzalez) 

         From the Fania album “Eternos”

         The combination of singer Celia Cruz and bandleader Johnny Pacheco was magical in the world of salsa and Latin music, in general, during their 1970s collaboration. Four years after their landmark album “Celia & Johnny” came “Eternos,” another triumph. Saludo Celestial is their valentine to the modern history of Cuban music, paying tribute (by name) to its legends and evoking its rich legacy in musical presentation.

         Ned Sublette, writing of Cruz’s early work with the orchestra La Sonora Matancera: “She had a command of time like a drummer, an almost perfect sense of intonation, a panoply of phrasing tricks that seem to have been uniquely her own, an authoritative approach to a lyric, and powerful, durable contralto.”498 Johnny Pacheco was a perfect musical partner; the cofounder and CEO of Fania Records, he was also a brilliant bandleader, arranger, and multi-instrumentalist. Pacheco also formed the Fania All-Stars band, which at times included such legends as Ray Barretto and Willie Colon.

         
            Saludo Celestial specifically pays homage to three Cuban musical icons: Chano Pozo (the great conga player who teamed with Dizzy Gillespie for the Afro-Cuban jazz classic Manteca before his death in December 1948); Benny More’ (one of the most popular Cuban singers of the immediate postwar era, though he recorded primarily in Mexico), and Arsenio Rodriguez (an influential bandleader/percussionist during the 1940s and 1950s, and the creator of son mountuno, called by Sublette “a musical form that changed the way Cuban music was played”)499 It’s a delightfully danceable number featuring an elegant horn section arrangement.

         
            
            Badlands (1978)—Bruce Springsteen 

         Columbia 10801

         Chart debut on August 19, 1978 (reached #42); from the album Darkness on the Edge of Town (#5 peak, sold 3 million) (ACC)

         When Bruce Springsteen returned to the studio to record his fourth album after the artistic and commercial breakthrough of Born to Run, he said his objective was a collection whose heart lay “somewhere between Born to Run’s spiritual hopefulness and Seventies cynicism.” He felt the new album couldn’t be “innocent” like its predecessor, because “it wasn’t that way for me anymore. That’s why a lot of pain had to be there. … The sense of daily struggle in each song greatly increased. The possibility of transcendence or any sort of personal redemption had to be a lot harder to come by. I intentionally steered away from any hint of escapism and set my characters down in the middle of a community under siege.” A perfect symbol of that approach, and the centerpiece of Darkness On the Edge of Town, was its opening song, Badlands.

         One reason for that loss of innocence was a prolonged legal battle with Springsteen’s former manager Mike Appel, which kept him out of the studio for two years until the dispute was finally settled out of court in May 1977. The emotionally debilitating process inevitably darkened the tone of the songs he wrote and recorded in marathon sessions during the next several months. The title of Badlands was inspired by the 1973 movie directed by Terence Malick. Eric Alterman describes what drives the protagonist of the song and the album: “He may not understand the socio-economic structure that imprisoned his father, but he is determined not to let whatever it was that destroyed his spirit take control of his, as well.”500 “For Springsteen, survival is a matter of facing up to everything that saps psychic and physical strength; it means taking life on its own terms, and never giving in,” writes his biographer Dave Marsh. Marsh called Badlands “both an invocation and a benediction.”501

         Eric Burdon and the Animals were a big early influence on Springsteen, and in a 2011 Sirius/XM special on the music that shaped him, he said Badlands drew particularly on the inspiration of the Animals’ hit Don’t Let Me Be Misunderstood, above all through its chord structure and dramatic introduction. In adapting that approach to Badlands, Bruce says he changed chords from minor to major.

         On the night of November 5, 1980, the day after the election of Ronald Reagan, Mikal Gilmore relates in Night Beat, Springsteen stood onstage in Tempe at Arizona State University, quietly remarked on the “pretty frightening” event, and “vaulted into an enraged version of his most defiant song, Badlands. On that occasion, Badlands stood for everything it had always stood for—a refusal to accept life’s meanest fates or most painful limitations—but it also became something more: a warning about the spitefulness that was about to visit our land, as the social and political horizon turned dark and frightening.502 ‘I want to spit in the face of these badlands,’ Springsteen sang with an unprecedented fury on that night, and it was perhaps in that instant that he reconceived his role in rock & roll.”

         
            
            September 2: Billboard runs a feature on the first four studios to take delivery of the 3M Digital Audio Mastering System, paving the way for commercial digital recordings. Within the next year, the transition to the industry’s digital future begins.

         
            
            MacArthur Park (1978)—Donna Summer 

         Casablanca 939

         Chart debut on September 9, 1978 (3 weeks at #1 pop, 5 weeks at #1 dance chart, #8 R&B); #1 (2 weeks) in Canada, #5 in England503

         Ten years after Richard Harris’ love-it-or-hate-it original version of Jimmy Webb’s sprawling opus, Donna Summer switched it from symphonic pop to scintillating disco, and earned the first of her four #1 singles. The track came from her Live and More album, three sides of concert performances and the other a nonstop disco medley beginning with an eight-and-a-half-minute MacArthur Park, with Donna showing off her soaring vocal prowess.504 Producers Giorgio Moroder and Pete Bellotte trimmed it to just under 4 minutes for single release. Al Kascha and Joel Hirschhorn declared: “MacArthur Park is a remarkable work on many levels,” showing that “a superior piece of material can be handled in an entirely different way and still have relevance.” Summer’s treatment also demonstrated “that disco can have finely crafted lyrics, imaginative chord changes and colorful melodic intervals while still retaining its powerful dance beat.”505 Webb later declared Summer’s version of the tune to be definitive.506

         
            
            Time Passages (1978)—Al Stewart (written by Al Stewart & Peter White) 

         Arista 0362507

         Chart debut on September 30, 1978 (reached #7); from the album Time Passages (#10 peak)

         All the ingredients that made Al Stewart’s The Year of the Cat one of the most magical singles of the 1970s—a compelling narrative unfolded in the singer’s appealing light Scottish accent, gorgeous melody, saxophone solos (Phil Kenzie on alto sax) that heighten the sense of atmosphere, and impeccable production by Alan Parsons—coalesce again to make Time Passages comparably wonderful. Cowriter Peter White is on lead guitar and Peter Wood on keyboards. “Buy me a ticket on the last train home tonight. …”

         
            
            I Wanna Be Sedated (1978)—The Ramones (written by “Joey Ramone”) 

         From the Sire album Road to Ruin (chart debut on October 21, 1978, #103 peak) (NPR-100, RS-#145, Time, ACC)

         For those who felt rock music had got too complicated and intellectual in the 1970s, the Ramones stripped everything else away to focus on straight-ahead, three-chord, dumb-but-fun, crunching rock ‘n roll. In the process, they also paved the way for the brief explosion of punk rock. The band was formed in Brooklyn by lead singer Jeffrey “Joey Ramone” Hyman, “Johnny Ramone” Cummings, Douglas “Dee Dee Ramone” Colvin, and “Tommy Ramone” Erdelyi. Their first two albums in 1976–1977 charted modestly, but thrilled cult partisans; Rocket to Russia in late 1977 proved their top seller. I Wanna Be Sedated, from their fourth LP, is all about how much Joey Ramone (dealing with a host of ailments) hated touring. The track takes the band’s simple approach to extremes—Johnny’s guitar solo is a succession of eighth notes over and over again—but the tune is catchy and will rock any house.

         
            
            The Gambler (1978)—Kenny Rogers (written by Don Schlitz) 

         United Artists 1250

         Chart debut on October 28, 1978 (3 weeks at #1 C&W; #16 pop); from album The Gambler (#12 pop, 23 weeks at #1 C&W)508 (RIAA, C&W-#126, DMDB)

         His original career as a pop/rock star having run its course from 1968 to 1971, Kenny Rogers reinvented himself in country music and made it the avenue to a far higher and more enduring level of success, of which The Gambler is the brightest symbol. Born August 21, 1938 in Houston, Rogers as a high school senior played in a rockabilly band that cut three singles. After graduation, he made two solo singles for a small local label. After a brief stay at the University of Texas, he left to play bass in a jazz combo, the Bobby Doyle Trio, which released one album, played bass on a 1960 Mickey Gilley single, and finally landed his own record contract with Mercury. After several failed singles, he joined the folk group the New Christy Minstrels in 1966, and a year later left with other members of that group to form the First Edition. The psychedelic single Just Dropped In (to See What Condition My Condition Was In) gave the group a Top Ten single in 1968; more significant was their smash 1969 single Ruby (Don’t Take Your Love to Town), a Vietnam-veteran tale written by country star Mel Tillis that planted the seeds for Rogers’ future. After four years out of the limelight, Rogers returned with a 1976 album that produced the Top Ten hit Lucille, the Country Music Association’s Single of the Year. The Gambler, his fifth country #1, is (like Lucille) a simple but well-crafted story song structured like a satisfying short story, fit Rogers’ gruff, intimate vocal style. (It led to a series of made-for-TV movies in which he starred). Al Kascha and Joel Hirschhorn praise it for its believable dialog and a narrative approach that is “stunningly visual” and perfectly projecting the characters’ emotional state.509 The Grammy winner for best country song and best male country vocal, it was named country music’s #26 greatest song in 2003 by Country Music Television.

         
            
            Take Me to the River (1978)—Talking Heads (written by Al Green & Mabon Hodges) 

         Sire 1032

         Chart debut on November 4, 1978 (#26 peak); from the album More Songs About Buildings & Food (PW, AMOA-#25)

         
            Take Me to the River began as a song from the album Al Green Explores Your Mind in late 1974 and a staple of his live shows. Syl Johnson scored a Top Ten R&B hit with it in 1975, and then the song really took on a life of its own with four cover versions coming out around the same time three years later. It was the Talking Heads’ rendition that firmly established it as a blue-eyed rock/soul/gospel classic.

         Singer-guitarist David Byrne’s group had earned a devoted following for its 1977 debut album, which grew dramatically with the second album (produced by Brian Eno), above all, thanks to Take Me to the River. Paul Williams included the song in Rock and Roll: The 100 Best Singles. “It’s a weird song lyrically,” he remarks; “the singer seems to be referring obliquely to an affair with a sixteen-year-old girl, asking for redemption, spiritual cleansing, and an opportunity to go on with the relationship.” The Talking Heads focus almost entirely on the song’s spiritual element, making the refrains “take me to the river, drop me in the water … washing me down” through a ritual baptism a “hypnotic chant.”510 The group manages to tap into the spirit of Memphis blues from which Green forged the original, but filtered through its own slightly skewed perspective.

         
            1978: It’s another record-setting year for U.S. record sales: $4.1 billion, representing the sale of 762 million units (including 536 million LPs, plus cassettes and singles). However, after twenty-four consecutive years of income growth (1955–1978), this figure will slip in 1979 and 1980, with further declines in 1981–1982.

         
            
            What a Fool Believes (1979)—Doobie Brothers (written by Michael McDonald & Kenny Loggins) 

         Warner 8725

         Chart debut on January 20, 1979 (1 week at #1); #31 in England; from the album Minute by Minute (5 weeks at #1) (DM, ACC)

         In both their original Tom Johnston phase as a good-time rock and roll party band, and their subsequent Michael McDonald period as slick soul- and blues-tinged rockers, the Doobie Brothers reigned for more than a decade as one of the top bands in the business. Formed in 1970 under the leadership of singer-guitarist Johnston and guitarist Patrick Simmons as a biker bar band, the Doobies (named after a slang term for marijuana) built a southern California audience that didn’t show up for their unsuccessful 1971 debut album, but the following year’s second LP began their run of hits with Listen to the Music, a song that symbolized their boogie-oriented celebratory style. Singer-keyboardist McDonald joined the band in 1975, and following Johnston’s departure two years later his blue-eyed soul sound became the Doobies’ new trademark.

         McDonald conceived What a Fool Believes as a song about a man and woman who encounter one another in a restaurant years after their brief love affair, and he makes a fool of himself by confessing his undying love for a woman who’d put the affair behind her. He was stuck midway into the song, so at the suggestion of the group’s bassist Tiran Porter invited Kenny Loggins (recently on his own after his hit-making duo run with Jim Messina) to collaborate on the number. As soon as he heard the melody, Loggins came up with the missing bridge, and together they completed the number. When producer Ted Templeton heard the number, he hustled the group into the studio to record it. Driven by McDonald’s bluesy vocal (with powerful, gritty falsetto), it became their second chart-topping single (after 1975’s Black Water). Fool won Grammies for Record of the Year, Song of the Year, and (for McDonald) best arrangement accompanying a vocal. “Carefully crafted, gorgeously sung, beautifully arranged, and pristinely recorded, What a Fool Believes holds up as one of the finest samples of Seventies L.A. pop,” declares Dave Marsh.511

         
            
            January 21, 1979: Quarterback Terry Bradshaw leads the Pittsburgh Steelers to a 35-31 Super Bowl victory over the Dallas Cowboys, the Steelers’ third championship in five years (with another to follow a year later).

         
            
            Theme from “Superman” (1979)—John Williams and London Symphony Orchestra 

         Warner 8729

         Chart debut on January 27, 1979 (reached #65 in Record World, #81 in Billboard); from the soundtrack album (#44 peak)

         The era of modern comic book superhero movies, which have dominated cinematic box offices ever since, began with Superman. Credit to director Richard Donner for bringing the legend vividly to life on the big screen, and to star Christopher Reeve for making an iconic hero engagingly human. But the wonderful score by John Williams is also crucial to making it all work, especially the instant-classic main theme. Grand, soaring, majestic, and stirring—Williams delivered all the attributes needed to suggest the last son of Krypton. Williams was on an extraordinary roll during this period, after his indelible scores for some of the era’s biggest hits: Jaws (1975), Star Wars, and Close Encounters of the Third Kind (both 1977), each one providing precisely the unique qualities each film required. Superman cemented his position as Hollywood’s supreme composer, paving the way for the triumphs directly ahead with The Empire Strikes Back (1980) and Raiders of the Lost Ark (1981). Mervyn Cooke remarked that Williams “cultivated a new kind of thrilling dynamism” that was akin to one of his film composing idols, Erich Wolfgang Korngold (Adventures of Robin Hood).512

         
            
            Heart of Glass (1979)—Blondie (written by Debbie Harry & Chris Stein) 

         Chrysalis 2295

         Chart debut on February 17, 1979 (1 week at #1); #1 (6 weeks) in Germany, #1 (5 weeks) in Australia, 4 weeks in England, and 4 weeks in Canada513; from the album Parallel Lines (#6 peak, 103 weeks) (RHF, GHF, RIAA, RS, 1001, TM, DMDB)

         The new wave/techno-pop group Blondie was formed in Brooklyn by lead singer Debbie Harry (born July 1, 1945), guitarists Chris Stein and Frank Infante, keyboardist Jimmy Destri, bassist Nigel Harrison, and drummer Clem Burke. Its first two albums were musically tentative, then it all came together on Parallel Lines, on which (writes Tom Moon) the band “blows past the punk trappings in pursuit of a postmodern amalgam of the Dixie Cups and the Ronettes and David Bowie glam.”514 
            Heart of Glass, the album’s breakthrough single, was written by Harry and her then-boyfriend Stein in their New York apartment, with the synthesizer hook provided by Destri. Eric Olsen and Dawn Darling praise Mike Chapman’s “hard and tight” production.515 The song’s danceable disco element helped make it a worldwide smash, the first of Blondie’s four #1 hits.

         
            
            Roxanne (1979)—The Police (written by Sting) 

         A&M 2096

         Recorded on January 13, 1978; chart debut on February 24, 1979 (reached #32); #8 in France, #12 in England; from the album Outlandos d’Amour (#23 peak) (RHF, GHF, RS, ACC-#426, 1001, DMDB)

         The song that got it all started for the Police, Roxanne, was created while lead singer Gordon “Sting” Sumner was wandering around the red-light district of Paris after a cancelled show, fascinated by the sight of prostitutes openly plying their trade, and wondering what it would be like to be in love with one of these ladies. He’d written the rough outline for the song before the group left Paris. The name “Roxanne” was chosen after the fantasy heroine in Edmond Rostand’s 1897 novel Cyrano de Bergerac. Sting was very much under the spell of reggae king Bob Marley during the writing of the group’s debut album, and Marley’s influence here is unmistakable. After recording the number at Surrey Sound Studios in Leatherhead just outside London, the group didn’t know whether either the song or The Police had any future. When their primary investor Miles Copeland (brother of their drummer Stewart Copeland) came by the studio on March 21, 1978, he didn’t think much of the other numbers they’d recorded, asked whether they had anything else, and only then did they play Roxanne. The song earned them a shot with A&M Records, which released it as a single in both Britain and the United States in April, but at first it went nowhere. Finally, when A&M rereleased it the following February with little promotion, the band’s U.S. tour began to generate interest in the record starting in Austin, Texas, and a year later it became a hit.516 Sting’s desperately pleading falsetto above that churning reggae beat struck a chord with audiences, and even though the group would have many bigger hits, Roxanne would retain an especially powerful hold.

         
         
            
            Reunited (1979)—Peaches and Herb (written by Dino Fekaris & Freddie Perren) 

         Polydor/MVP 14547

         Chart debut on March 17, 1979 (4 weeks at #1 both pop and R&B); #1 (2 weeks) in Canada, #4 in England517

         One of the most gorgeous soul ballads of its time, Reunited showed that a well-crafted, snuggle-up-close love ballad can connect with a mass audience regardless of passing trends and eras. Herb Fame (born Herbert Feemster October 1, 1942 in Washington, D.C.) was signed to a record contract by Van McCoy (later of The Hustle fame), and teamed with Francine “Peaches” Barker (or her occasional fill-in, Marlene Mack) for his initial run of hits from 1966 to 1971, mostly with romantic ballads like Close Your Eyes (1967). When the hits ran out, he joined the Washington police force. But, determined to give music one more try, he formed a new Peaches & Herb with Linda Green in 1976. A McCoy-produced album flopped, but the duo then teamed with producer Freddie Perren, and hit the Top Ten in early 1979 with the disco number Shake Your Groove Thing. The follow-up returned Fame to his 1960s style with a timeless ballad cowritten by Perren and another Motown Records alumnus, Dino Fekaris. The track was recorded in Studio City, California, with a band including Larry Farrell (keyboards), David T. Walker (guitar), and Paulinho da Costa (percussion).518 
            Reunited was certified platinum for sales of two million copies. “Reunited, and it feels so good. …”

         
            
            Old-Time Rock & Roll (1979)—Bob Seger and the Silver Bullet Band (written by George Jackson & Thomas Jones) 

         Capitol 4702

         Chart debut on April 7, 1979 (reached #28); reissued as Capitol 5276, chart debut on September 17, 1983 (reached #48); from the album Stranger In Town (#4 peak, 110 weeks)519 (AMOA-#9, RIAA, AFI, DMDB)

         Tom Cruise boogied to it in his underwear in his breakthrough film Risky Business, and it became one of the most-heard songs at wedding receptions nationwide. The Amusement Machine Operators Association (AMOA) declared it the #9 jukebox single of all time in 1988. Old-Time Rock & Roll has proved to have exceptional staying power since it was initially a medium-level Top Thirty hit for Bob Seger in 1979. Although it’s one of only a few Seger hits that the artist did not (officially) have a hand in writing, it perfectly sums up the perspective of a longtime Midwestern rocker: disdainful of disco and other musical trends, holding fast to the rock and soul he had always loved.

         In liner notes for his greatest hits album, Seger recalled that the track for the song was sent to him by the famous Alabama-based Muscle Shoals Rhythm Section (which had backed up Aretha Franklin and many other top artists since the 1960s) with a different singer. The lead guitarist, however, was Howie McDonald, a Georgia musician who was not a member of the regular Muscle Shoals ensemble. When Risky Business became a hit with the scene featuring the song as one of its most-discussed sequences, Capitol reissued the single. “I rewrote the verses,” remarked the singer, “but asked for no writing credit (I wish I had).” Indeed, even shared songwriting royalties on this classic would amount to a small fortune.

         
            
            We Are Family (1979)—Sister Sledge (written by Bernard Edwards & Nile Rodgers) 

         Cotillion 44251

         Chart debut on April 28, 1979 (2 weeks at #2 pop, 1 week at #1 R&B)520 (RHF, GHF, R&B-#138, RIAA, VIL-#260, DMDB)521

         Ken Barnes declared the songs that Bernard Edwards and Nile Rodgers produced for Sister Sledge “the definitive disco manifesto,”522 and standing atop that monument is We Are Family. Sisters Debra, Joni, Kim, and Kathy Sledge, all born in Philadelphia, first recorded in 1971, made their chart debut at mid-decade, and hit the Top Ten in early 1979 with He’s the Greatest Dancer. We Are Family transcends the limitations of the disco world to take on a broader meaning in both its joyous performance and its message. Craig Werner, calling the song a “triumph,” remarks that it “reasserted a gospel vision of harmony and unity” at a time of national division.523 The track (recorded in a single take) is driven by a propulsive guitar riff that Edwards and Rodgers borrowed from a song by the Martha Velez-led band Children of God, Do What You Wanna Do.524 Lead singer Kathy Sledge and her sisters (with backing vocalists including Luther Vandross) carry it to the skies. The Pittsburgh Pirates made Family the theme song for their run to victory in the 1979 World Series.

         
         
            
            Good Timin’ (1979)—The Beach Boys (written by Brian Wilson & Carl Wilson) 

         Caribou 9029

         Chart debut on April 28, 1979 (reached #33 in Cash Box, #40 Billboard)

         When Good Timin’ came out in 1979, many Beach Boys fans became misty-eyed, because it seemed to epitomize much of what the group had represented over the previous seventeen years. Carl Wilson’s wonderful lead vocal and the backing track were recorded in 1974 at Jimmy Guercio’s Caribou ranch in Colorado; everything else was added in 1978.525 It’s 2 minutes and 10 seconds of absolutely glorious, intricate Beach Boys harmonies. The lyrics are simple, but convey a depth of feeling about the power of friendship. “We’re all goin’ places, sharing each other / A celebration of being together. / It takes good timin’. …”

         
            
            Good Times (1979)—Chic (written by Bernard Edwards & Nile Rodgers) 

         Atlantic 3584

         Chart debut on June 16, 1979 (1 week at #1 pop, 6 weeks at #1 R&B, #3 dance chart)526; #5 in England (NPR, DM-#74, ACC-#89, R&B-#112, RS-#229, 1001, DMDB)

         One of the rock era’s masters of rhythm, guitarist-producer Nile Rodgers (born September 19, 1952) formed the New York City group Chic in 1977 with bassist-producer Bernard Edwards. Disco ruled the pop marketplace, and Chic would assume a position at its epicenter. After the group’s initial Top Ten hit Dance, Dance, Dance, it followed with the chart-toppers Le Freak and Good Times. Dave Marsh writes that the instrumental heart of Chic was Edwards, “one of the half-dozen most inventive bassists ever.”527 Rodgers called Good Times “the ultimate Chic song.” It was built on a jam-session groove, and had a “unique string structure.” The string part alone has been “sampled thousands of times.” The most famous sample was by the Sugar Hill Gang for the first rap record to reach the national charts, Rapper’s Delight, and Rodgers was not happy about it. “It was theft,” he told Billboard in 2000.528 For disco haters, Chic was a symbol, with the records’ robotic vocals (Luci Martin and Norma Jean Wright) and minimal lyrics. But of course, Chic was all about killer dance grooves, and Edwards, Rodgers, and drummer Tony Thompson gave the people what they wanted, in impeccable style.529 Ian MacDonald: “Bleak but irresistible in its cold, seize-the-day realism, Good Times set the benchmark for rueful mood ambiguity in dance music.”530 By 1981, disco’s time had passed and Chic faded from the scene, but Rodgers would remain a major force, producing artists like Diana Ross (Upside Down), David Bowie (Let’s Dance), Duran Duran, and Madonna, and decades later featured on the massive 2013 hit Get Lucky by Daft Punk.

         
            
            Iya (1979)—Irakere 

         From the CBS album “Irakere” (recorded in 1978, released in 1979)

         Ever since the United States imposed an embargo on trade with Cuba in 1962, the vital and diverse realm of Cuban music, which had greatly invigorated U.S. jazz and popular music ever since Don Azpiazu’s Peanut Vendor in 1930 and the exciting Afro-Cuban jazz fusion of the 1940s and 1950s, had been unable to reach a U.S. audience. But in 1978, CBS Records entered into delicate negotiations with Cuban officials (given the consent of the U.S. government), and that June 28, the Cuban jazz/rock band Irakere performed at Carnegie Hall.531 About a week later, the band began recording an album at Columbia’s Thirtieth Street New York studio. Under the terms of the agreement, all CBS royalties (as per U.S. law) earned from the album were paid into a fund to support cultural exchange programs bringing Cuban artists to the United States.532

         Jesus “Chucho” Valdes (keyboards/synthesizer/composer/arranger) leads the ensemble, which also features Paquito D’Rivera and Carlos Averhoff (saxophones), Arturo Sandoval and Jorge Varona (trumpets), Carlos Emilio Mordes (electric guitar), Carlos del Puerto (bass), and multiple percussionists, including the bata, abacua, maracas, claves, and guiro.533 Founded in Havana in 1973 out of the larger, state-sponsored Orquesta Cubana de Musica Moderna, Irakere, which combined the traditional Cuban son with modern jazz, soon became the most influential of all Cuban bands. “Irakere” means “the forest” in Yoruba. Isaac Josephson: “The dense polyrhythms served as an underbrush teeming with a million different lifeforms, and the frenetic explorations” of the soloists—above all, future Latin-jazz stars Valdes, D’Rivera, and Sandoval—“evoked visions of powerful but invisible beasts calling out from behind the timber.”534 
            Iya is an exciting performance with furious multilayered percussion, blasting horns, rock-tinged wah-wah guitar, occasional shouted cries, some call-and-response vocals, and the ensemble driving to a big finish. The “Irakere” album—making them the first Cuban artists of the Castro era to have recorded products released by a U.S. company—won the Grammy for Best Latin Recording.

         
            July 2: The Walkman cassette player created by Norio Ohga is introduced by Sony Corporation, a pocket stereo with two pairs of earphones.

         
            
            After the Love Has Gone (1979)—Earth, Wind, and Fire (written by Bill Champlin, David Foster, & Jay Graydon) 

         ARC 11033

         Chart debut on July 7, 1979 (2 weeks at #2 on pop chart; also 2 weeks at #2 R&B); #4 in England and Canada; from the album “I Am” (#3 peak) (GR)

         Earth, Wind, and Fire cowrote most of its own material during its hit-making years, but After the Love Has Gone, a rare foray into outside material, provided one of the band’s most memorable hits. Cocomposer David Foster first offered the song to Daryl Hall and John Oates when he produced their album Along the Red Edge, and their manager Tommy Mottola, dazzled by its “incredible melody,” was certain it was going to be a gigantic hit. But the duo was determined to focus on originals, so the tune wound up with Earth, Wind, and Fire.535 It’s a gorgeous, sleek, sophisticated soul ballad showcasing Philip Bailey’s soaring falsetto and the group’s stellar musicianship. The number won Grammies for best R&B song and best R&B group vocal, and was nominated for record and song of the year.

         
            
            Don’t Stop ‘Til You Get Enough (1979)—Michael Jackson 

         Epic 50742

         Chart debut on July 28, 1979 (#1 for 1 week pop, 5 weeks at #1 R&B, #2 dance chart); #1 (3 weeks) in Australia, #3 in England536; from the album Off the Wall (#3 peak, 169 weeks on pop chart, 16 weeks at #1 R&B) (1001, DM, AHR, ACC-#262, DMDB)

         Michael Jackson’s solo career had cooled since 1972, with no singles charting higher than #23 over a six-year period. Then came Off the Wall—his first album for Epic after leaving Motown—and suddenly, once again, the sky was the limit. For the first time, Michael was able to record an album without concessions to his record label or (in the case of Jackson’s group albums) his family. Having worked with Quincy Jones on the music for the film The Wiz, he recruited Quincy to produce the album, and Jones’ combination of vast experience and keen commercial instincts (demonstrated on his 1960s productions for Lesley Gore and other Mercury artists) made them a perfect team. Quincy, writes J. Randy Taraborrelli, “hadn’t worked with unharnessed brilliance like Michael’s” since his 1950s collaborations with Dizzy Gillespie and other jazz greats. “In Michael, he’d finally found what he’d been looking for in a talent.”537 Michael’s irresistibly funky Don’t Stop ‘Til You Get Enough—which “means a lot to me because it was the first song I wrote as a whole,” noted Jackson in his book Moonwalk—gave the album a blockbuster leadoff single.538 It “blasts off [writes Matthew Oshinky] with a rhythmic symphony of strings and horns that dances around Jackson’s mischievous falsetto,” as his voice expresses “the flow of barely contained passion.”539 Nelson George hailed it as “an incredible dance record, an anthem of spiritual and physical liberation in a wonderful synthesis of disco, the Philly sound, and Quincy Jones’s own understanding of the drama in musical arrangement.”540 None of Michael’s solo Motown albums had sold a million; Off the Wall sold seven million. The road to Thriller was underway.

         
            September 23: Tom Wolfe’s “The Right Stuff” is published.

         
            
            Tusk (1979)—Fleetwood Mac (written by Lindsey Buckingham) 

         Warner 49077

         Chart debut on October 6, 1979 (#8 peak); #3 in Canada, #6 in England; from the album Tusk (#4 peak) (VIL-#342, ACC)

         Two and a half years after the release of Fleetwood Mac’s blockbuster album Rumours, filled to busting with radio-friendly pop gems, came the leadoff single of the anxiously awaited follow-up—and at first listen it sounded like music from another planet. Opening with distant animal noises that slowly grow into a cacophony, the piece proceeds with jungle-style tom-toming, and then ethereal, half-whispered vocals that initially seem utterly mysterious. “Why don’t you tell me what’s going on”—what, indeed! Stevie Nicks kicks up the volume by singing sharply, “Don’t say that you love me / Just tell me that you want me.” All of a sudden, her voice is cut off. Mick Fleetwood goes nuts on the drums with a frenzied blur of percussion, the animal noises rise to a frightening crescendo, and the U.S.C. Trojan Marching Band enters, its brass section blaring away while everyone chants, “Tusk!” The journey into Pop Bizarro Land moves to conclusion as the horns continue swaying over Fleetwood’s drumming and Lindsey Buckingham’s dark, layered guitars, with the repeated cries of the title word. It was a long, long way from the familiar pleasures of Dreams and Go Your Own Way.

         Buckingham, as Fleetwood Mac’s coproducer as well as a central songwriter and singer, had been listening to the new sounds in late 1970s rock, including the Clash and the emergence of punk rock, and, writes Mick Fleetwood in his memoir, “desperately wanted to make a contemporary artistic statement in our new album.” He was bored with standard pop songs, and was determined to try something different. With the band’s grudging consent, he spent considerable time recording wildly offbeat rhythm tracks in his home basement—banging on shoeboxes, overdubbing vocals on his hands and knees in his bathroom. He continued to work with the other members in the studio, then would go off to explore new ideas at home.

         The song Tusk, recalled Fleetwood, started as a riff that the band would play on taking the stage as the lights went off and the members were being announced, with Buckingham’s guitar accompanied by Fleetwood on drums. “We used to play it in the dark for a minute every night.” When work began on the new album they tried to do something with it, but at first it didn’t come together. “Months and months went by, but that riff just would not leave my head.” One night, coproducer Richard Dashut assembled a 20-second tape loop of the four-bar riff, and this was meticulously dubbed from one twenty-four-track recorder to another, then sped up and overdubs added. This became the basic track. Thinking about where to take it next, Fleetwood recalled a Sunday morning back at home near Normandy when he was awakened by the raucous music of the village brass band. So he offered the idea of achieving “an immense wall of sound” by recording a large brass band in Dodger Stadium.541

         Utterly hypnotic and stunningly bold as the first single from an album that the whole world was awaiting, Tusk—perhaps the strangest single ever to reach the Top Ten—was a delightfully mad experiment. (The song’s title is slang for the male sexual organ, a fact that managed to elude censors.)542 Buckingham designed the piece, in part, to provide a showcase for Fleetwood’s percussive prowess. The 125-member U.S.C. Trojan Marching Band recorded its part live at Dodger Stadium, and appropriately the song has become a staple for college marching bands. (With the band added to the 5 members of Fleetwood Mac, Tusk set the record for the most musicians playing on a Top 40 U.S. hit.) And the fact that Buckingham, like other members of the group during this turbulent period, was battling substance abuse problems may have had an impact; Stephen Thomas Erlewine remarked that the sprawling two-disk Tusk album partly consisted of “feverish cocaine fantasies.” But he hastened to add that it was, nonetheless, fascinating: “This is as weird as mainstream pop can get, pushing to the borders of the avant-garde.”543

         
            
            Chiquitita (1979)—ABBA 

         Atlantic 3629

         Chart debut on November 10, 1979 (#29 peak); #1 (2 weeks) in Europe, #2 in England, and #3 in Germany544

         ABBA was best known for bright and bouncy pop tunes, but the Swedish pop supergroup showed its versatility with this uplifting, life-affirming message about persevering in the face of sorrow, featuring a mighty, rousing singalong chorus. The voices of Frida Lyngstad and Agnetha Faltskog soared like never before on this composition by bandmates Bjorn Ulvaeus and Benny Andersson. Although its U.S. chart performance fell short of its ten Top Twenty hits, it was #1 across Europe and much of the world. For those of us who think of ABBA only in terms of lighter-than-air fluff, the depth of emotion in this performance is startling, very touching in its purity of feeling and hope. Sidney Falco: “As with the Everly Brothers or Carpenters, [Abba’s] arrangements may be flawless and their harmonies pitch-perfect, but there’s heartaches in them there grooves.”545

         
         
            
            With You I’m Born Again (1979)—Billy Preston and Syreeta (music by David Shire, lyrics by Carol Connors) 

         Motown 1477

         Chart debut on December 8, 1979 (reached #4 pop, 29 weeks); #2 in England546

         He’d played with legends from Mahalia Jackson to The Beatles and scored two chart-topping singles on his own, but the most enduring recording of Billy Preston’s long career was the stunning ballad With You I’m Born Again. Frighteningly precocious, Preston, born in Houston September 9, 1946, was playing keyboards behind the great Miss Jackson by age ten, and two years later in 1958 was seen in the film St. Louis Blues playing the young W. C. Handy. During the early 1960s, he recorded for Vee-Jay and toured with Little Richard, and was a mid-1960s regular on ABC’s Shindig as both pianist and singer. George Harrison brought him to a 1969 Beatles session, leading to his featured keyboardist role on Get Back that earned him a record label credit, and an album for the group’s label Apple, with two chart singles produced by Harrison. Preston’s string of solo hits began with the Grammy-winning 1972 instrumental Outa-Space, and including the #1 vocal singles Will It Go Round in Circles and Nothing from Nothing the following two years. At the end of 1979, it had been five years since his last Top Forty single, but the best was about to come.

         Syreeta Wright, born Rita Wright in Pittsburgh August 3, 1946, was a backup singer at Motown, married Stevie Wonder in September 1970, and collaborated with him on several hits, including It’s a Shame (written for the Spinners), Signed, Sealed, Delivered, and If You Really Love Me. They divorced in 1972, but Wonder still produced both her Motown albums released that year, and also a 1974 follow-up, “Stevie Wonder Presents Syreeta.”547

         
            With You I’m Born Again was written as the love theme for the Gabe Kaplan film Fast Break, by the superb musical theater composer David Shire (whose credits include the Oscar-winning It Goes Like It Goes from the film Norma Rae, sung by Jennifer Warnes) and lyricist Carol Connors. Carol began as lead singer (at age 17) under her real name Annette Kleinbard for the Teddy Bears on the 1958 #1 smash To Know Him Is to Love Him (whose fellow group member Phil Spector wrote it to showcase her voice), and cowrote the 1964 Rip Chords hit Hey Little Cobra. It was an unlikely pairing of writers, but together they produced a ballad of exceptional beauty and prayer-like qualities, working equally well on either a romantic or spiritual basis (“reaching through this world in need of one”). It begins quietly, with Preston’s slightly rough soulful voice given a perfect counterpoint in the pure sweetness of Syreeta’s soprano, particularly when her voice soars above his wordlessly. The orchestration becomes progressively more lavish, entirely appropriate to the material. By the time their voices meld in the breathless conclusion, the effect is spine-tingling.

         
            
            Longer (1979)—Dan Fogelberg 

         Full Moon 50824

         Chart debut on December 15, 1979 (2 weeks at #2); #9 in France; from the album Phoenix (reached #3)

         
            Call it corny; call it sentimental. But Dan Fogelberg’s Longer is a quietly classic love song with all the essential ingredients: gorgeous melody, simple but timeless lyrics, elegant arrangement, and his warm tenor vocal. He wrote it while on vacation on Maui in 1979 “lying in a hammock one night and looking up at the stars. It just seems this song was drifting around the universe, saw me, and decided I’d give it a good home.”

         The song works impeccably as pop romance. The final verse, with its metaphor of the mellowing fire “burning lines through the book of our lives” and love enduring even as the binding cracks, has just the right touch of poetry without going over the top. And with the flugelhorn solo by Jerry Hey, and Gail Levant on harp adding an extra touch of class atop the primarily acoustic production, it’s a perfect musical valentine.
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                Another Brick In the Wall (January 19, 1980)—Pink Floyd

            
                Refugee (January 26, 1980)—Tom Petty and the Heartbreakers

            
                Brass In Pocket (I’m Special) (February 16, 1980)—The Pretenders

            
                Sailing (June 14, 1980)—Christopher Cross

            
                The Breaks (June 14, 1980)—Kurtis Blow

            
                That Lovin’ You Feeling Again (June 28, 1980)—Roy Orbison and Emmylou Harris

            
                Love Will Tear Us Apart (June 28, 1980)—Joy Division

            
                Caballo Viejo (1980)—Simon Diaz

            
                It Hurts Too Much (July 12, 1980)—Eric Carmen

            
                Late In the Evening (August 9, 1980)—Paul Simon

            
                On the Road Again (August 30, 1980)—Willie Nelson

            
                Master Blaster (Jammin’) (September 20, 1980)—Stevie Wonder

            
                Celebration (October 25, 1980)—Kool and the Gang

            
                Point Blank (November 1, 1980)—Bruce Springsteen

            
                (Just Like) Starting Over (November 1, 1980)—John Lennon

            
                Back In Black (December 20, 1980)—AC/DC

            
                While You See a Chance (February 7, 1981)—Steve Winwood

            
                Seven Year Ache (February 21, 1981)—Rosanne Cash

            
                The Waiting (May 2, 1981)—Tom Petty and the Heartbreakers

            
                In the Air Tonight (May 30, 1981)—Phil Collins

            
                Ghost Town (June 20, 1981)—The Specials

            
                The Field Behind the Plow (1981)—Stan Rogers

            
                The Reach (September 12, 1981)—Dan Fogelberg

            
                Body and Soul (October 17, 1981)—Carly Simon

            
                Don’t Stop Believin’ (October 31, 1981)—Journey

            
                Centerfold (November 7, 1981)—J. Geils Band

            
                I Love Rock ‘n Roll (February 6, 1982)—Joan Jett and the Blackhearts

            
                Down Home Blues (February 13, 1982)—Z. Z. Hill

            
                Always On My Mind (March 6, 1982)—Willie Nelson

            
                Teach Me Tonight (April 3, 1982)—Al Jarreau

            
                Planet Rock (May 15, 1982)—Afrika Bambaataa and Soul Sonic Force

            
                Route 66 (May 29, 1982)—Manhattan Transfer

            
                Eye of the Tiger (June 5, 1982)—Survivor

            
                More Than This (June 19, 1982)—Roxy Music

            
                There’s a Light Beyond These Woods (1982)—Nanci Griffith

            
                Anima (1982)—Milton Nascimento

            
                Theme, E.T. (The Extra Terrestrial) (Flying) (July 17, 1982)—John Williams

            
            
                Steppin’ Out (August 21, 1982)—Joe Jackson

            
                Southern Cross (September 18, 1982)—Crosby, Stills, and Nash

            
                I.G.Y. (What a Beautiful World) (October 9, 1982)—Donald Fagen

            
                Atlantic City (October 9, 1982)—Bruce Springsteen

            
                Allentown (November 27, 1982)—Billy Joel

            
                Amarillo By Morning (February 12, 1983)—George Strait

            
                The Wall of Death (March 5, 1983)—Richard and Linda Thompson

            
                Pancho and Lefty (April 30, 1983)—Willie Nelson and Merle Haggard

            
                Sweet Dreams (Are Made of This) (May 14, 1983)—Eurythmics

            
                It’s Like That (May 21, 1983)—Run-DMC

            
                Buffalo Soldier (June 18, 1983)—Bob Marley and the Wailers

            
                Give Yourself to Love (1983)—Kate Wolf

            
                Total Eclipse of the Heart (July 16, 1983)—Bonnie Tyler

            
                Texas Flood (July 23, 1983)—Stevie Ray Vaughan

            
                Radio Free Europe (July 23, 1983)—R.E.M.

            
                Burning Down the House (July 30, 1983)—Talking Heads

            
                Pride and Joy (August 13, 1983)—Stevie Ray Vaughan and Double Trouble

            
                King of Pain (August 27, 1983)—The Police

            
                All Night Long (September 17, 1983)—Lionel Richie

            
                Uptown Girl (September 24, 1983)—Billy Joel

            
                What’s New? (October 29, 1983)—Linda Ronstadt with Nelson Riddle Orchestra

            
                White Lines (Don’t Do It) (October 29, 1983)—Grandmaster Flash and Melle Mel

            
                Phone Booth (late 1983)—Robert Cray Band

            
                Owner of a Lonely Heart (November 5, 1983)—Yes

            
                Karma Chameleon (December 3, 1983)—Culture Club

            
                Girls Just Want to Have Fun (December 17, 1983)—Cyndi Lauper

            
                Wrapped Around Your Finger (January 7, 1984)—The Police

            
                Thriller (February 11, 1984)—Michael Jackson

            
                What’s Love Got to Do With It? (May 19, 1984)—Tina Turner

            
                Dancing In the Dark (May 26, 1984)—Bruce Springsteen

            
                The Nancy (1984)—Stan Rogers

            
                Let’s Go Crazy (August 4, 1984)—Prince and the Revolution

            
                Move On (August 25, 1984)—Mandy Patinkin and Bernadette Peters

            
                On the Wings of a Nightingale (September 1, 1984)—The Everly Brothers

            
                Purple Rain (October 6, 1984)—Prince and the Revolution

            
                Like a Virgin (November 17, 1984)—Madonna

            
                Do They Know It’s Christmas? (December 15, 1984)—Band Aid

            
                I’m on Fire (February 16, 1985)—Bruce Springsteen

            
                Crazy for You (March 2, 1985)—Madonna

            
                Smooth Operator (March 2, 1985)—Sade

            
                How Soon is Now? (March 2, 1985)—The Smiths

            
                Walking on Sunshine (March 23, 1985)—Katrina and the Waves

            
                Highwayman (May 18, 1985)—Johnny Cash, Waylon Jennings, Willie Nelson, and Kris Kristofferson

            
                Shout (June 15, 1985)—Tears for Fears

            
                People Get Ready (June 15, 1985)—Jeff Beck and Rod Stewart

            
                Freeway of Love (June 22, 1985)—Aretha Franklin

            
                The Power of Love (June 29, 1985)—Huey Lewis and the News

            
                Summer of ‘69 (June 29, 1985)—Bryan Adams

            
                Money for Nothing (July 13, 1985)—Dire Straits

            
                Saving All My Love for You (August 17, 1985)—Whitney Houston

            
                Sunset Grill (August 31, 1985)—Don Henley

            
                You Belong to the City (September 14, 1985)—Glenn Frey

            
            
                Broken Wings (September 21, 1985)—Mr. Mister

            
                Conga (October 19, 1985)—Miami Sound Machine (featuring Gloria Estefan)

            
                My Hometown (December 7, 1985)—Bruce Springsteen

            
                Russians (January 18, 1986)—Sting

            
                Manic Monday (January 25, 1986)—The Bangles

            
                R.O.C.K. In the U.S.A. (A Salute to ’60s Rock) (February 1, 1986)—John Mellencamp

            
                Theme, “Out of Africa” (February 1, 1986)—John Barry

            
                Kiss (February 22, 1986)—Prince and the Revolution

            
                Nasty (April 19, 1986)—Janet Jackson

            
                Rain On the Scarecrow (April 26, 1986)—John Mellencamp

            
                On the Other Hand (April 26, 1986)—Randy Travis

            
                Like a Rock (May 24, 1986)—Bob Seger

            
                Higher Love (June 14, 1986)—Steve Winwood

            
                Papa Don’t Preach (June 28, 1986)—Madonna

            
                Levi Stubbs’ Tears (June 28, 1986)—Billy Bragg

            
                In Your Eyes (August 30, 1986)—Peter Gabriel

            
                Caught Up In the Rapture (October 18, 1986)—Anita Baker

            
                Land of Confusion (November 1, 1986)—Genesis

            
                Graceland (December 6, 1986)—Paul Simon

            
                Knozz-Moe-King (December 19–20, 1986)—Wynton Marsalis

            
                Song of Bernadette (February 14, 1987)—Jennifer Warnes

            
                Rhapsody In Blue (February 1987)—Maurice Peress and His Orchestra featuring Ivan Davis

            
                Theme, “The Mission” (February 21, 1987)—Ennio Morricone

            
                Sign o’ the Times (March 7, 1987)—Prince

            
                Something So Strong (May 2, 1987)—Crowded House

            
                Ever Since the World Ended (May 12, 1987)—Mose Allison

            
                La Bamba (June 27, 1987)—Los Lobos

            
                Memphis In the Meantime (July 4, 1987)—John Hiatt

            
                A Touch of Grey (July 25, 1987)—Grateful Dead

            
                I Need Love (August 1, 1987)—LL Cool J

            
                Where the Streets Have No Name (September 12, 1987)—U2

            
                Faith (October 24, 1987)—George Michael

            
                Father Figure (January 16, 1988)—George Michael

            
                Man In the Mirror (February 6, 1988)—Michael Jackson

            
                Bring the Noise (February 6, 1988)—Public Enemy

            
                Beds Are Burning (April 2, 1988)—Midnight Oil

            
                The Valley Road (April 30, 1988)—Bruce Hornsby and the Range

            
                Roll With It (June 11, 1988)—Steve Winwood

            
                Passionate Kisses (1988)—Lucinda Williams

            
                Runaway Train (August 13, 1988)—Rosanne Cash

            
                Don’t Be Afraid of the Dark (September 24, 1988)—Robert Cray Band

            
                Giving You the Best That I Got (September 24, 1988)—Anita Baker

            
                Djobi Djoba (December 17, 1988)—Gipsy Kings

            
                Veronica (February 11, 1989)—Elvis Costello

            
                F*** tha Police (March 4, 1989)—N.W.A.

            
                Cult of Personality (March 11, 1989)—Living Colour

            
                Spread Love (March 11, 1989)—Take 6

            
                Me, Myself, and I (April 1, 1989)—De La Soul

            
                Theme, “Field of Dreams” (April 20, 1989)—James Horner

            
                Too Long In the Wasteland (August 22, 1989)—James McMurtry

            
                Call It Love (August 26, 1989)—Poco

            
                Love Shack (September 2, 1989)—The B-52s

         

         
            
            Another Brick In the Wall (1980)—Pink Floyd (written by Roger Waters) 

         Columbia 11187

         Chart debut on January 19, 1980 (4 weeks at #1); #1 (11 weeks) in Europe, #1 (6 weeks) in Canada, #1 (5) in England, #1 (4) in Germany, and #2 in Australia1; from the album The Wall (15 weeks at #1, sold 23 million copies)2 (RHF, RIA, RS, ACC)

         The British progressive rockers Pink Floyd were proud to be an album band for which singles were a mere afterthought. In its first dozen-plus years of existence, filled with multi-million-selling LPs, it had only reached the Billboard pop singles chart once, with 1973s Top Twenty hit Money. But all of that changed with the massive success of the anthemic Another Brick In the Wall.

         Formed in London in 1965 by lead guitarist, singer-songwriter Syd Barrett, Pink Floyd was named for two obscure early bluesmen, Pink Anderson and Floyd Council. With Roger Waters (bass), Rick Wright (keyboards), and Nick Mason (drums), the group started as a conventional British rock band with R&B influences, but it quickly began to experiment with psychedelic musical and stage effects. Its 1967 British hit singles Arnold Layne and See Emily Play set the stage for its decidedly far-out debut album The Piper at the Gates of Dawn, a UK smash that was only released in butchered form in the United States. But as Barrett suffered a mental breakdown hastened by drug use that would force him to leave, the band brought in guitarist David Gilmour in early 1968. Recovering from the loss of its first leader, Pink Floyd gradually built a growing cult audience with ambitious albums featuring epic-length instrumental jamming. Still, before 1973 none of their albums had climbed higher than #46 in the United States. Then came The Dark Side of the Moon, which would sell more than fifteen million copies. From that point on, Pink Floyd was a commercial juggernaut with lavish sold-out concerts, and its next two LPs selling a combined ten million copies.

         Waters had emerged as the group’s primary creative force after Barrett’s departure, and by the time of The Wall he was all dominant, so accordingly the album reflected his bleak outlook on the world. The death of his father in World War II haunted him; the lack of a male authority figure in his childhood led to what Pink Floyd biographer John Harris calls “an instinctive mistrust of authority” that is unmistakable in Another Brick. The “wall” in the album’s title was Waters’ metaphor for isolation and rebellion, with feelings of the growing separation he felt between the band and its audience amid the sheer alienating scope of its popularity. He finished a demo of the songs in July 1978, and the band then took a year to make the sprawling double album.

         
            Another Brick began as a modest song with a single verse and chorus. Waters and Gilmour recorded the verse, then decided to have a group of teenagers join in the chorus. Gilmour (then based in Los Angeles) sent the tape to England and instructed an engineer to recruit an array of ten- to fifteen-year-olds, mostly boys, in North London, to sing in a wide variety of ways. The results knocked them out; instead of having the kids in the background behind Waters and Gilmour, the youngsters became a central component of the record. As they sing about the stifling, oppressive effect of the English school system, the song becomes an almost anarchic cry against authority in all forms.

         The “ominous” three-note theme central to the song’s chorus recurs in various contexts throughout the album. Waters told Brian Hiatt of Rolling Stone that the tune was a recasting of a riff he’d written a decade earlier in the 1968 Floyd song Set the Controls for the Heart of the Sun (which coincidentally happened to contain the line “Who is the man who arrives at the wall?”).3

         
            
            Refugee (1980)—Tom Petty and the Heartbreakers (written by Tom Petty & Mike Campbell) 

         Backstreet 411694

         Chart debut on January 26, 1980 (reached #15); from the album Damn the Torpedoes (7 weeks at #2)5 (DM)

         Even though the first two albums by Tom Petty and the Heartbreakers in 1977–1978 were solid successes including the group’s initial smash single Breakdown, Petty had to declare bankruptcy in 1979. Those early struggles were relegated to the past by the third Heartbreakers album Damn the Torpedoes, a complete triumph powered by its finest single, Refugee. Like nearly all of the songs on the album, Petty says it was inspired by the arduous lawsuit he filed against the company, Shelter, which had released his first two albums; that’s the background when he sings about being kicked around and his “fight to be free.” “Once I had the title, the chorus, it was very simple to do,” Petty told Bill Flanagan. “There’s a lot of straight-on anger in that song. The singer of that song was fairly frustrated.”6 A key factor in the success of both single and album was new producer Jimmy Iovine. The group did some seventy takes of Refugee, writes biographer Warren Zanes, “just trying to find the right feel for a song Petty instinctively believed worth the effort.” At Iovine’s insistence, at least three different drummers were used for various takes, and percussion overdubs were employed.7 The defiant “snarl of Petty’s nasal, Dylan-via-Jagger delivery and the bright, crunchy drive of Mike Campbell’s Telecaster rendered Refugee 1980’s most powerful radio anthem,” declared Mark Kemp8; Dave Marsh called it “classic … an anthem of resistance to life’s banalities.”9

         
            
            Brass In Pocket (I’m Special) (1980)—The Pretenders (written by Chrissie Hynde & James Honeyman-Scott) 

         Sire 49181

         Chart debut on February 16, 1980 (#14 peak); from the album “Pretenders” (#9 peak) (RHF, VIL-#122, 1001, AHR, TC, DMDB)

         One of the most formidable women in rock and roll, singer-songwriter Chrissie Hynde (born in Akron, Ohio, on September 7, 1951) moved to England in the early 1970s, and formed the Pretenders with James Honeyman-Scott (guitar), Pete Frandon (bass), and Martin Chambers (drums). The group hit it big almost immediately with its debut album, thanks in large part to Brass In Pocket. Produced by power-pop leader Nick Lowe (who helmed the single only, with Chris Thomas producing the album), the song is a woman’s swaggering, sexy declaration of self-worth. It soars, writes Toby Creswell, with Hynde’s “elegantly detached delivery. Hynde, sometimes bitchy, erotic, or wistful, told it like it was in the spirit of punk but without the alienated trappings.”10 “Besides being a memorable song, it overflows with personality and is a remarkable vehicle for Hynde’s sultry vitriol,” notes Thomas Ryan. “She could launch an avalanche of venom better than practically anybody, but this made it all the more rewarding when we could eke a glimpse of the gold that lay beneath the granite exterior.” The song may have been a bragging statement, “but it was a vulnerable and self-comforting one.”11

         
            February 22: In the “Miracle on Ice,” the United States’ men’s hockey team shocks the heavily favored Soviet team, 4-3, before going on to win the gold medal.

         
            May 21: “The Empire Strikes Back,” the second and perhaps greatest of the original “Star Wars” trilogy, premieres.

         
         
            
            Sailing (1980)—Christopher Cross 

         Warner 49507

         Chart debut on June 14, 1980 (1 week at #1); #48 in England; from the album “Christopher Cross” (chart debut on February 16, 1980; reached #6, 116 weeks, sold 5 million copies)

         Within the space of a year, Christopher Cross vaulted from being an obscure former member of an Austin, Texas, cover band called Flash to being one of the hottest artists in pop music, and the only Best New Artist Grammy winner in history ever to win all of the “big three” Grammy awards (best record, song, and album) in that same year. Born Christopher Geppert in San Antonio on May 3, 1951, Cross began writing songs in the early 1970s while performing with his cover band, started sending out audition tapes in 1975, and landed a recording contract after a live audition in Texas for Warner Brothers’ A&R man Michael Ostin. Warner put Cross and his band in the capable hands of producer Michael Omartian, who assembled for the artist’s debut album some of the best studio musicians in southern California and all-star help from the likes of Michael McDonald and Don Henley. The album’s leadoff single Ride Like the Wind was a #2 smash, and that set the stage for its blockbuster, Sailing.

         The song conveys to utter perfection the peace and serenity of being out on the water, away from the world’s problems and alone with one’s own thoughts, through the loveliness of the melody, the simple yet evocative quality of the lyrics, the pleasantly lulling nature of his vocal, and the arrangement featuring acoustic guitar and an unobtrusive string section. Cross would score an even bigger #1 single a year later with Arthur’s Theme, and his first eight singles made the Top Forty until the hits ran out. “Just a dream and the wind to carry me, and soon I will be free. …”

         
            
            The Breaks (1980)—Kurtis Blow 

         Mercury 76075

         Chart debut on June 14, 1980 (reached #4 R&B, #9 on dance chart, #87 pop) (RHF, VIL-#105, R&B-#222, ACC)

         The first rap single to be certified as a million-seller, The Breaks was a key step toward bringing hip-hop into mainstream pop music. Born Kurt Walker on August 9, 1959 in Harlem, Blow saw Pete DJ Jones, New York’s #1 DJ, at a dance club in midtown Manhattan in 1972, and recalled: “What I experienced that night … not only changed the course of my life, but would eventually revolutionize the music industry.” House parties and block parties sprang up all over New York during the next few years. “Something of a mutation of disco, hip-hop was also a rebellion against disco.” By 1977, Blow was a DJ and an MC, doing disco shows in and around New York; in 1978, he got to work with Grandmaster Flash and the Furious 5.12 Managed by up-and-coming hip-hop mogul Russell Simmons, Blow became the first major-label rap artist when he signed with Mercury, and he launched his recording career with the 1979 novelty Christmas Rappin’. That set the stage for The Breaks (issued as a 12-inch single), in which he raps about everyday misfortunes in life and love, over a powerfully danceable rhythm track. After reaching the R&B and dance charts in June 1980, it finally climbed onto the lower end of the Hot 100 September 6. Michael A. Gonzales praises the “popping bass lines, funky guitar/keyboard riffs, cowbell, fatback drumbeats, freestyling timbales, and call-and-response interaction with the ‘party people in the back.’”13 Tom Terrell calls it “possibly the most pivotal recording in the whole history of hip-hop.”14

         
            
            That Lovin’ You Feeling Again (1980)—Roy Orbison and Emmylou Harris (written by Roy Orbison & Chris Price)15 

         Warner 49262

         Chart debut on June 28, 1980 (reached #6 C&W, #55 pop)

         Two of the greatest voices in pop music history, a generation apart, came together in That Lovin’ You Feeling Again, and it was like a dream realized. Thirteen years after his last charted record, Roy Orbison’s voice remained miraculous in its power and range; Emmylou Harris’ gentle soprano provided a sweet, warm complement. Emmylou and her then-husband Brian Ahern (also the record’s producer) had first met Orbison a couple of years earlier when he came to their Los Angeles house and participated in singalongs. The song was written for the awful film Roadie, in which Roy has a brief cameo.16 Appropriately, this is a ballad brimming with nostalgia, with “yesterday haunting the way.” But as one recalls how Orbison’s musical protagonists in the 1960s so frequently lost the girl in the end (or at least feared her slipping away), it’s impossible to suppress a smile listening to this lovely performance with the knowledge that this time, he and his beloved are walking into the sunset together. That Lovin’ You Feeling Again won the Grammy—his first ever—for best country/western duo or group recording.17

         
         
            
            Love Will Tear Us Apart (1980)—Joy Division 

         Enigma single (uncharted in the United States); British chart debut on June 28, 1980 (reached #13); #19 peak in both 1983 and 1995 UK reissues18 (RHF, NME-#7, ACC-#11, DMDB-#89, VIL-#116, RS-#181, PW, Time, BL, DM, 1001, TC)

         Rock critics are often enamored of songs that are too dark or quirky to find much commercial success, but whose edginess is accentuated by a compelling backstory, and the definitive example is Love Will Tear Us Apart. The post-punk band Joy Division was formed in Manchester, England, led by singer and lyricist Ian Curtis, and won strong reviews for its 1979 debut album Unknown Pleasures. The group was about to release its second album Closer when Curtis, who suffered from chronic depression, hanged himself on May 18, 1980. While the tragedy ended the band’s brief career, it probably enhanced the critical stature of a decidedly gloomy record whose lyrics other than the title refrain are mostly inaudible. (The song was inspired by Curtis’ troubled marriage.) It also helped that the other members—guitarist Bernard Sumner, bassist Peter Hook, and drummer Stephen Morris—went on to form New Order, which enjoyed success melding rock with techno/dance elements. Joe Gross writes that the song “created a great, free-floating sense of doom, chaos, and uncertainty, yet you could dance to it.”19

         
            
            Caballo Viejo (1980)—Simon Diaz 

         Recorded in Caracas for album Tonadas

         The song that would become known to world-music aficionados across the globe as Bamboleo began as a simple, lovely composition by an artist who served a folk hero to generations of Venezuelans. Born August 8, 1928 in Barbacoas, Venezuela, Diaz (his first name pronounced “Simone”) won renown for assiduously collecting traditional songs of the nation’s plains region, and composing new songs in that tradition. Gravitating into theater in the 1960s, he became a popular comedian and educator, hosting for ten years a television show teaching popular culture to children as “Uncle Simon.” For twenty-five years, he had a daily radio program focused on folklore and Venezuelan music. Over the years, he recorded some seventy albums, and his compositions were widely recorded by artists including Caetano Veloso (the gorgeous Tonada de Luna Llena). His most enduring song, Caballo Viejo (“The Old Horse”), is a charming fable about a horse, using it as a metaphor for an older man’s ardor for a young woman. Several years later, the French flamenco-rock group Gipsy Kings took the gentle acoustic number (featuring two guitars, a mandolin, and a cello in the original) and turbo-charged it with five furiously strummed guitars, a vastly accelerated tempo, and a fiery passion that transcended language differences. The two performances could hardly be more different in style—the original had no true chorus, whereas the Kings designed their own thrilling chorus—but the beauty of Diaz’s creation shines through in both. Christine Charter remarks that Diaz’ forte was “cowboy music, songs of lonesome Venezuelan cattle herders.”20 Awarded the “Liberator’s Order” in honor of Simon Bolivar, founder of the modern independent Venezuelan state, in 2008, Diaz received a Lifetime Achievement Award from the Latin Grammys.

         
            July 5: In the most legendary tennis match ever, Bjorn Borg outduels John McEnroe to win his fifth consecutive Wimbledon championship.

         
            
            It Hurts Too Much (1980)—Eric Carmen 

         Arista 0506

         Chart debut on July 12, 1980 (#75 peak); reached #3 in South Africa21; from the album Tonight You’re Mine

         Four years after ex-Raspberries leader Eric Carmen scored three memorable pop hits from his debut solo album, 1980’s It Hurts Too Much should have surpassed all of them. This is quite simply an exceptional pop record, a soaring Phil Spector-like production (Harry Maslin can take a bow for its helming the session) on a rock ballad about a shattered love affair, overflowing with pain and bitterness. It opens with dramatic, ominous bass chords struck on piano accompanied by finger-snapping, then his anguished vocal enters and the band starts rocking. God only knows why it didn’t become a Top Ten hit, because few songs of the era leaped off the radio like this one.

         
            
            Late In the Evening (1980)—Paul Simon 

         Warner 49511

         Chart debut on August 9, 1980 (reached #6); #4 in Canada; from the soundtrack album One Trick Pony (#12 peak)

         After having no involvement with movies since providing the music for The Graduate, Paul Simon made a well-received cameo appearance in Woody Allen’s Annie Hall (1977), and began writing a screenplay about a rock musician grappling with declining popularity and a failed marriage. He had conceived the starring role of Jonah Levin for an established actor, but with his songs for the soundtrack all coming from Jonah’s perspective, Warner Brothers urged him to play the role himself; overcoming reluctance, he agreed. One-Trick Pony received an indifferent public reception as a movie, but Simon’s soundtrack was outstanding, especially Late In the Evening. Although the song’s story line traces that of Jonah, it’s rooted in Simon’s fond recollections of hearing a cappella groups on New York street corners and soaking up musical inspirations for a lifetime. The warm, festive mood is accentuated by the driving rhythm (particularly the compelling interplay between bass and percussion) and a killer horn section that blasts away, giving the piece an almost Mardi Gras feeling.

         (Produced by Simon and Phil Ramone; horn arrangement by Dave Grusin. Band includes Joe Beck, electric guitar; Michael Brecker and David Sanborn, saxophones; Randy Brecker, trumpet; Richard Tee, keyboards; Tony Levin, bass; and Ralph McDonald, percussion.)

         
            August 12: IBM introduces its first personal computer, and soon controls 75 percent of the commercial market.

         
            
            On the Road Again (1980)—Willie Nelson 

         Columbia 11351

         Chart debut on August 30, 1980 (#1 for 1 week C&W, #20 pop); from the soundtrack album Honeysuckle Rose (#11 peak) (RIAA-#72, C&W-#87, GHF, RS)

         After about twenty years of building a reputation as one of the United States’ greatest songwriters, Willie Nelson entered a new phase of his career in the mid-1970s in which his unique style of performing and laid-back persona helped catapult him to superstardom. Composing new original material became less important when his collections of pop and country standards were selling in the millions, and a side career as an actor was blossoming. His first major acting part, The Electric Horseman, did include a hit Nelson original, My Heroes Have Always Been Cowboys, and when director Sidney Pollack recruited him to star (as a country singer) in Honeysuckle Rose, he asked Willie to write a song for the film. “What do you want it to say?” Willie asked. “Make it about being on the road,” Pollack replied. Off the cuff, Nelson came up with the words of the chorus. A few weeks later, he finished the song, which (writes biographer Joe Nick Patoski) “captured the romance of wanderlust in a way that transcended mere movie filler. It became an anthem for America on the move, and one of his most enduring compositions ever.”22 23

         
            
            Master Blaster (Jammin’) (1980)—Stevie Wonder 

         Tamla 54317

         Chart debut on September 20, 1980 (7 weeks at #1 on R&B chart; reached #5 pop, #10 dance); #2 in England, #3 in Australia and France24; from the album Hotter Than July (#3 peak) (RHF, R&B-#157, VIL-#204)

         Having harmonized with Bob Marley on a rendition of I Shot the Sheriff at an October 1975 concert at the National Stadium in Kingston, Jamaica, plus another joint performance at June 1979’s Black Music Association convention in Philadelphia, Stevie Wonder loved the man’s music, and proved it with Master Blaster. It’s an exciting performance taking off from the foundation of Marley’s song Jamming (from the Jamaican master’s 1977 album Exodus).

         The lyrics find Stevie envisioning the world as he hoped it would be: “Peace has come to Zimbabwe. … Now’s the time for celebration!” Hotter Than July (one of the earliest major-artist albums to be recorded digitally)25 marked a powerful return to form for Wonder, and is widely regarded as his strongest album after 1976’s Songs In the Key of Life. Shortly after the single was released, Bob Marley was diagnosed with cancer, scuttling a planned tour with Wonder. Two days after Marley’s death the following May, Stevie dedicated his birthday show in Stockholm, Sweden, to the reggae legend. This and other classic tracks from this period, remarks Nelson George, has “the loose, flowing feel of improvised jams, even though Stevie played most or all of the instruments.”26

         Wonder on electric piano and clavinet, with Hank Redd (sax), Larry Gittens (trumpet), Ben Bridges and Rick Zunigar (guitars), Isaiah Sanders (organ), Nathan Watts (bass), and Dennis Davis (drums).

         
            September 28: Carl Sagan’s 13-hour PBS series “Cosmos” begins.

         
            
            Celebration (1980)—Kool and the Gang (written by Robert Bell and Kool & the Gang) 

         De-Lite 807

         Chart debut on October 25, 1980 (6 weeks at #1 on R&B chart, 5 weeks at #1 on dance chart, and 2 weeks at #1 pop); #7 in England (ASCAP-#30, R&B-#220, DM, RIAA, DMDB)

         Bassist Robert “Kool” Bell founded Kool and the Gang in Jersey City, New Jersey, in 1964, and five years later they made their chart debut as a funky, jazz-flavored combo that emphasized instrumentals with a hard-driving horn section and chunky guitar-and-bass sound inspired by James Brown and Sly and the Family Stone. The horns included Larry Gittens (who also played regularly with Stevie Wonder), Dennis Thomas led the saxophones, and Charles Smith provided the distinctive guitar. By 1974, the Gang was regularly scorching the R&B charts and heating up the dance floor. After years in which the vocals consisted mostly of group members chanting the chorus, James “J.T.” Taylor came aboard in 1979 as lead singer, and the band scored a new series of hits with smooth, melodic ballads that were interspersed with the dance workouts. Celebration, from the group’s second album with Eumir Deodato as producer, is one of the ultimate good-time party songs (expanding on a line in the group’s previous hit Ladies’ Night) with an irresistible rhythmic groove and high-spirited vocal. It became a theme song of the 1980 World Series, the 1981 Super Bowl, and the 1981 return of the Iranian hostages.

         
            
            Point Blank (1980)—Bruce Springsteen 

         From the Columbia album The River (chart debut on November 1, 1980, 4 weeks at #1); April 4, 1981 debut on Rock Tracks chart (#20 peak)

         The dark, melodramatic story song Point Blank was introduced in embryonic form on Bruce Springsteen’s 1978 tour that accompanied his album Darkness On the Edge of Town.27 It was one of the first round of songs tackled when he and the E Street Band hit the recording studio in March 1979 (the marathon sessions would drag on into summer 1980). Like one of the other new pieces, Independence Day, it carried forward the story of the partly autobiographical, partly idealized character of his previous album who has reached his personal mountaintop through a painful journey of self-discovery. As he described it to Dave Marsh: “The guy at the end of Darkness has reached a point where you just have to strip yourself of everything to get yourself together.” For the double album The River, says Marsh, The Hero “goes home again, bringing with him a new perspective. He’s felt smothered by this place, and he’s tried to escape it; he’s vowed to transform it, and he’s tried to live without it. Now he slips into the mainstream of its life so completely that he almost disappears.”28 The initial inspiration for Point Blank was a breakup with an ex-girlfriend that left him with a sense of betrayal, but he built it into a larger epic of a life that somehow took a fateful turn. Somber piano chords that strike with a foreboding of doom open the song and underlie it throughout. The final verse is a chiller, and in a 2015 documentary accompanying the boxed set The Ties That Bind on the making of The River, Springsteen recalled: “When I nailed that verse, I nailed the song.” The River was voted the #2 best album of the year in the Village Voice critics’ poll.

         
            
            (Just Like) Starting Over (1980)—John Lennon 

         Geffen 49604

         Chart debut on November 1, 1980 (5 weeks at #1); #1 (7 weeks) in Canada, #1 (4 weeks) in Australia, and #1 (1 week) in England29; from the album Double Fantasy (8 weeks at #1) (VIL-#238, DMDB)

         Following the birth of his second son and first with Yoko Ono in October 1975, John Lennon decided to retire from music, settling down in New York to raise Sean. Finally, approaching his fortieth birthday, he began writing new songs (completed in a 3-week period, starting with a family holiday in Bermuda), and set aside offers from other record companies to sign with David Geffen.30 He opted to make it a full partnership with his wife, each contributing seven songs to Double Fantasy. The album was recorded in August 1980 at the Hit Factory in New York, released on November 17 to enthusiastic reviews, and the leadoff single (Just Like) Starting Over began climbing the charts. On December 8, as John and Yoko returned home at 10:50 P.M. to the Dakota Building from recording a new song, Walking On Thin Ice, obsessed fan Mark David Chapman shot Lennon five times, and he died at the hospital shortly thereafter, leaving the world in shock. At Yoko’s request, there was a 10-minute silent vigil at 2 P.M. Eastern time on December 14.

         
            Starting Over, opening with the ringing of Yoko’s personal wishing bell, is a song reflecting Lennon’s feelings of happiness, contentment, and personal rejuvenation.31 “It had the Fifties-ish sound because I had never really written a song that sounded like that period, even though that was my period, the music I identified with,” John told David Sheff in Playboy. “So I just thought, why the hell not?” Paul Evans cites the track’s “easy, Fats Domino-like roll.”32 
            Double Fantasy won the Grammy for Album of the Year.

         
            November 4: Ronald Reagan is elected President.

         
            
            Back In Black (1980)—AC/DC (written by Brian Johnson, Angus Young, & Malcolm Young) 

         Atlantic 3787

         Chart debut on December 20, 1980 (reached #37)33; from the album Back In Black (reached #4, 267+ weeks)34 (RHF, GHF, AMOA-#18, RS-#190, ACC-#386, 1001, TM, DMDB)

         With a twenty-two million in sales, Back In Black is one of the six biggest selling albums in history, according to official Recording Industry of America certifications.35 The Sydney, Australia-based hard-rock band began its recording career in 1976 by lead singer Bon Scott, brothers Angus and Malcolm Young (both on guitar), and Phil Rudd (drums); Cliff Williams became the bassist in 1977. The band’s first three albums reached a cult of head-banging fans before 1979’s Highway to Hell (a 6 million-seller) took them to another level. After Scott died of asphyfixiation in early 1980, Brian Johnson became the new lead singer, and his shrieking performances helped carry the band still higher. The AC/DC sound, as heard on Back in Black, has never changed: It’s all about adolescent male lust and what Mark Coleman and Chris Ryan call a “granite-shattering beat” driven by Angus Young’s riffs and a “Godzilla-like rhythm section.”36 The production by Robert John “Mutt” Lange provided the “delicate balance of power and finesse” (in Tom Moon’s phrase) that made the band a commercial monster.37

         
            January 20, 1981: Iran releases all U.S. hostages after 444 days of captivity.

         
            
            While You See a Chance (1981)—Steve Winwood (music by Steve Winwood, lyrics by Will Jennings) 

         Island 49656

         Chart debut on February 7, 1981 (reached #7); reached #1 in Canada, #2 in France, and #45 in England; from the album Arc of a Diver (#3 peak) (AHR)

         After his years as lead singer of the Spencer Davis Group (1964–1967), Traffic (1967–1974), and a brief 1969 stint with Blind Faith, keyboardist-singer-songwriter Steve Winwood had left little impression with his 1977 solo album, then roared back into the pop mainstream with his triumphant set Arc of a Diver, not only writing and singing the songs but also playing all the instruments. While You See a Chance is a genuinely stirring pop-rock anthem about seizing opportunities in life. It was the first song he wrote with lyricist Will Jennings. When the artist told his song publisher that he needed a collaborator, Island Music put him together with Jennings, a former English professor from east Texas who had written hits for the Crusaders (Street Life) and later Whitney Houston (Didn’t We Almost Have It All). “When Steve played me the music that became While You See a Chance,” Jennings told Timothy White, “it was like looking right into his soul.”38 Winwood had been thinking of quitting music if this album didn’t make it; instead, he ushered in the peak years of his career.

         While the new technology of programmable keyboards, drum machines, and sampling equipment could be cold and lifeless in the wrong hands, Winwood uses them to maximum creative effect. Thomas Ryan calls it “some of the best and most consistent work Winwood has ever done … lyrically valid and musically captivating.”39 Ben Edmonds: “Winwood’s keyboards concoct gorgeous sound tapestries, through which his keening vocals shimmer coolly—and then take off.”40 And it has one of the best lyrical couplets of 1980s pop: “When there’s no one left to leave you, even you don’t quite believe you / That’s when nothing can deceive you.”

         
            
            Seven Year Ache (1981)—Rosanne Cash 

         Columbia 11426

         Recorded in north Hollywood, late 1980; chart debut on February 21, 1981 (#1 for 1 week C&W, #22 pop) (C&W-#317)

         The Memphis-born (May 24, 1955) daughter of Johnny Cash and his first wife, Vivian Liberto, Rosanne Cash has established her own unique career as a modern singer-songwriter of the highest order, with roots in country but also embracing folk and rock influences. She was a background singer on her father’s tours for three years in the 1970s, then made her own way, working with Rodney Crowell (to whom she was married) for a series of outstanding 1980s albums, and finally moving to more deeply personal music in the 1990s. This was her breakthrough first hit, a thoughtful and musically catchy observation of relationships.41 In her memoir, Rosanne called this “the best song I had written up to that point,” and recalled that “the album was an intensely collaborative experience.” Crowell, who was already emerging as one of country music’s most original talents as singer-songwriter, was “in his element as a producer.”42 Her backing band includes Albert Lee, Emory Gordy, Jr., Hank DeVito, and John Ware. “Tell me you’re trying to cure the seven-year ache / See what else your old heart can take / Boys say, ‘when is he gonna give us some room?’ / The girls say, ‘God, I hope he comes back soon. …’”

         
            March 31: President Reagan and three others are wounded in a Washington, D.C., assassination attempt.

         
            
            The Waiting (1981)—Tom Petty and the Heartbreakers 

         Backstreet 51100

         Chart debut on May 2, 1981 (reached #19); from the album Hard Promises (#5 peak)43

         Tom Petty endeared himself to a legion of fans in 1981 by fighting with his own record label, and winning, over the label’s plan to increase the list price of his band’s fourth album, Hard Promises. He strengthened those positive feelings with a potent batch of new songs, above all The Waiting. The album built on the foundation of the band’s first album with producer Jimmy Iovine, Damn the Torpedoes, and the mutual trust helped make the recording sessions flow easily. The Waiting, writes biographer Warren Zanes, “was as complete, as euphoric a love song as Petty would ever write.”44 A passionate admirer of The Byrds (he would later produce Roger McGuinn’s 1991 comeback album Back from Rio), Petty is at his most appealingly Bryds-like on this terrific folk-rocker, his voice ringing out with a reedy authority that perfectly evoked McGuinn. It’s all about trying to make a relationship last: “The waiting is the hardest part / Every day you get one more yard / You take it on faith, you take it to the heart / The waiting is the hardest part. …”

         
            
            In the Air Tonight (1981)—Phil Collins 

         Atlantic 3824

         Chart debut on May 30, 1981 (peak position #19); reached #1 (1 week) in Germany, #2 in England45; #3 in Canada46; from the album Face Value (chart debut on March 14, 1981, reached #7, 164 charted weeks) (BL-#41, ACC)

         Written about the 1978 breakup of his first marriage, Phil Collins’ In the Air Tonight is a dark, brooding, claustrophobic rock ballad that positively smolders, and it signaled that his solo career was going to be far more substantial than merely a side venture from his day job as lead singer of Genesis. Born January 30, 1951 in Chiswick, England, Collins was a child actor, playing the “Artful Dodger” in the 1964 London production of Oliver, and briefly appeared that year in the film A Hard Day’s Night. He became the drummer for Genesis in 1970, and when the group’s leader Peter Gabriel left in 1975 to begin his solo career, Collins beat out some four hundred auditioning aspirants to become its new lead singer. Already an admired and influential band with elaborate concept albums, Genesis became one of the best-selling groups in rock, thanks in large part to a new stripped-down sound and the appeal of his expressive voice and original songs.

         
            In the Air Tonight, the second hit from his debut solo album, was one of several songs written in the wake of his divorce from his first wife, Andrea. Because the tunes were all lyric driven and deeply personal, he decided that no one could sing them but him.47 The track opens very slowly with a droning, mysterious bass/guitar/organ/drums theme, and methodically opens up into an intense, mournful meditation. At about the 3:40 mark, writes Blender magazine, we’re startled by “the most titanic drum break ever recorded”48; Collins made this record a showcase for some of the most innovative drum work of the era. (Much credit to Hugh Padgham for his engineering.)49

         Making it all the more remarkable is that the basic track was intended by the artist to be merely a quickly recorded demo at his small home studio (with a Fender Rhodes electric piano, a Prophecy synthesizer, a Roland drum machine, and an 8-track recorder). Months later, he found he could not replicate the stark impact of the performance in the studio, so he simply reworked the demo. A final touch was a “tension-releasing” drum fill that was recorded, by accident, through the studio’s “reverse talkback” feed, resulting in a unique, highly compressed sound.50 By that point, it had built into an epic, burning with bitterness; its use on TV’s Miami Vice brought it back onto the charts in 1984.51

         
            
            June 1: Steven Spielberg’s “Raiders of the Lost Ark” (starring Harrison Ford) opens.

         
            
            Ghost Town (1981)—The Specials 

         British chart debut on June 20, 1981 (3 weeks at #1): U.S. single Two-Tone 2525 (didn’t chart) (World-#56, ACC-#77, RHF, 1001, DM, TC, Timeout)

         Ska, the Jamaican-born precursor to reggae with a shuffling afterbeat played on guitar or piano, had cultivated a British following ever since the early 1960s (with hits including Millie Small’s My Boy Lollipop), and enjoyed a big revival over fifteen years later. The Two-Tone label led the way with a roster of racially integrated bands, including Madness, the Beat, and the Specials. Lead singers Terry Hall and Neville Staples fronted the Specials, whose 1979 debut album was produced by rocker Elvis Costello. That association is explained, remarked Sasha Frere-Jones, by the band’s approach, treating ska as a form of punk. “Forget love songs—the Specials were all about average British citizens and their problems. Ska might have been their inspiration, but mastermind Jerry Dammers [the group’s keyboardist and founder of Two-Tone] always had Margaret Thatcher in the back of his mind.” After a second critically acclaimed album came “the best unemployment song ever [and] their last single ever: the Ghost Town twelve-inch, one of the most beautiful songs ever recorded.”52 It’s a lament about inner city violence that forced many British clubs to close, and the dismal Thatcher-era economy. After asking “why must the youth fight against themselves?” they note that there are no jobs to be found and “the people getting angry.” The group’s rhythm section (bassist Horace Gentleman, drummer John Bradbury) is tight, and trombonist Rico Rodriguez is also featured, as the 6-minute piece ranges from foreboding (the spooky opening theme) to wistfulness (recalling better times when “we danced and sang”) to defiance. Q magazine ranked it as the #11 all-time top song.

         
            
            The Field Behind the Plow (1981)—Stan Rogers 

         From the Fogarty’s Cove album Northwest Passage

         
         
            
               [image: ]

            
               Figure 9.1Stan Rogers. Courtesy of Borealis Records.
            

         

         During his too-short career, folk artist Stan Rogers chronicled through his songs the lives and workaday experiences of Canadian men and women. The album Northwest Passage specifically examined Western Canada, based on his band’s travels across that part of the country. In the 2013 Kensington TV documentary One Warm Line to mark the thirtieth anniversary of Stan’s death, his brother (and bandmate) Garnet Rogers recalled that as the band toured, Stan would make careful observations, and talk to people along the way. The Field behind the Plow, a beautiful folk narrative about the hard farming life, was inspired by seeing a farmer plow his field at 4:00 in the morning with the help of a car’s headlights. In his sturdy baritone, Stan describes with deep respect how the farmer’s long hours of toil can be ruined at any time by the vagaries of weather, and that he must take satisfaction where he can (“there’s victory in every quarter mile”). “Watch the field behind the plow turn to straight dark rows / Put another season’s promise in the ground”53 (see figure 9.1).

         
            August 1: MTV (Music Television) is broadcast to cable TV subscribers for the first time. Along with its sister station VH1 (January 1, 1985 premiere), it will have a huge impact on the decade’s pop music, helping to launch numerous hits and artist careers.

         
            
            The Reach (1981)—Dan Fogelberg 

         From the Full Moon album The Innocent Age (chart debut on September 12, 1981, #6 peak)

         A stunningly beautiful story song about the life of Maine lobstermen, The Reach was inspired by Dan Fogelberg’s 1978 purchase of a house on an island in that state. It’s from the Illinois-born acoustic singer-songwriter’s seventh album, following his massive success with Longer. In liner notes for his boxed set Portrait, he recalled that he was “completely enraptured with the sea. Summer in Maine is always special, but in autumn when the tourists retreat and an island returns to its quiet, isolated existence is when I find it most endearing.” The Innocent Age had originally been set for release in January 1981, but the artist felt “something was missing,” and it was delayed; during six months of writing new material to make it a double album, The Reach was one of the late additions.

         The melody is rich and compelling, the lyrics flow with seeming effortlessness but a fine poetic touch, the arrangement is lush without being overbearing (a French horn and piccolo trumpet add to its quietly classic feeling), and Fogelberg’s tenor soars.54 The six-and-a-half minute narrative doesn’t seem even one second too long, washing over the listener and painting a vivid sound picture of a pristine and timeless landscape. “I dearly love this song,” he remarked, with good reason.

         
            
            Body and Soul (1981)—Carly Simon 

         From the Warner album Torch (chart debut on October 17, 1981, reached #50)

         Before Linda Ronstadt and Rod Stewart reaped big commercial rewards for recording albums of traditional U.S. pop standards, Carly Simon did it in splendid style with her album Torch. With lush production values, outstanding arrangements and instrumental soloists, and Carly’s confident, dramatic vocal stylings, the album was a personal triumph, and its high point was a tremendous interpretation of the 1930 classic Body and Soul.

         Following her 1971 solo debut, Carly accumulated sixteen chart singles from 1971 to 1980, nearly all of which she at least cowrote. Married to pop star James Taylor from 1972 to 1983, Carly’s October 1980 onstage collapse from exhaustion heightened by anxiety led to her withdrawal from most live performances. Her next album was an evocation of timeless romantic torment through after-hours ballads, Torch.

         When she was a child, such great pop composers as Richard Rodgers and Arthur Schwartz had performed their songs at the piano in the living room of the Simon household. “I remember going to bed singing those songs instead of nursery rhymes,” she told Timothy White. “They were songs from the heart, emotions that were easily expressed.”55 She made the album during a time of great personal stress—her marital problems, the serious illness and recuperation of her son Ben—and pouring her heart into the great songs she loved provided a respite.56

         Very few songs in pop music history have received as many great recordings as Body and Soul. Simon couldn’t match the vocal firepower of the earlier Hall of Fame singers, but her performance is deeply satisfying. The sumptuous orchestration is by Marty Paich—one of the great jazz arrangers (born January 23, 1925 in Oakland, CA) whose work with Mel Torme (on several acclaimed 1950s albums), Peggy Lee, and Ray Charles among others made his name an automatic mark of quality. Phil Woods unleashes a spine-tingling alto sax solo, and also featured are Warren Bernhardt (piano) and Mike Mainieri (vibes). The production (helmed and arranged by Mainieri) builds to a grand finale: “My life a wreck you’re making, you know I’m yours just for the taking,” and when she sings “I’d gladly surrender myself to you, body and—soul,” and pauses dramatically before soaring upward for the last word and the lush orchestral ride-out, her voice is equal to the challenge. Carly’s subsequent successes included more collections of standards, including her album Moonlight Serenade that was a Top Twenty smash in 2004.

         
            
            Don’t Stop Believin’ (1981)—Journey 

         Columbia 02567

         Chart debut on October 31, 1981 (reached #9)57; from the album Escape (1 week at #1, 146 weeks)58 (ACC)

         The longest-running hit in the history of the Billboard Rock Digital Songs chart with over three hundred weeks and counting, Don’t Stop Believin’ is the trademark song of the San Francisco group Journey. With original core membership of Neal Schon (guitar), Gregg Rolie (keyboards), and Ross Valory (bass), Journey’s first three albums (1975–1977) were just modestly successful, but the addition of Steve Perry as lead vocalist in 1978, plus relentless touring, made the group a commercial juggernaut. Their eighth studio album Escape was a monster, selling nine million copies and producing four Top Twenty singles. The ballad Open Arms was the biggest, but the inspirational mid-tempo rocker Don’t Stop Believin’ has had the greatest staying power. Keyboardist Jonathan Cain—who had just joined the group, replacing Rolie—brought the song with him; Schon embellished it with additional chords while jamming, and Perry applied the finishing touches.59

         
            Believin’ was the first so-called “pop catalog” (oldie) track to sell two million digital downloads, all coming after the song was first made available to digital service providers in April 2003; by early 2016, that total had climbed above five million. A big factor in its remarkable latter-day popularity is the song’s numerous TV and movie placements, most notably in the June 2007 series finale of The Sopranos (after which its digital sales went up 482 percent).60 The Chicago White Sox adopted it as their unofficial theme song en route to the 2005 World Series championship.

         
            
            Centerfold (1981)—J. Geils Band (written by Seth Justman) 

         EMI America 8102

         Chart debut on November 7, 1981 (6 weeks at #1); from the album Freeze-Frame (4 weeks at #1) (DMDB)

         After more than a dozen years as a Boston bar band that had grown to achieve moderate success in the rock world, the J. Geils Band exploded to multi-million sales with the album Freeze-Frame, fueled by the chart-topping single Centerfold. Guitarist Jerome Geils, bassist Danny Klein, and mouth harpist Magic Dick formed an acoustic blues trio in the mid-1960s, which became the electric rock group J. Geils Blues Band in 1967 with the addition of charismatic singer Peter Wolf (born Peter Blankfield) and drummer Stephen Jo Bladd (they soon dropped the “Blues” from the name); organist Seth Justman joined a year later. With their mixture of Stones-style swaggering rock and roll and love for R&B, the band earned a steadily expanding audience and six Top Forty singles from 1971 to 1980. It was the irresistibly infectious Centerfold, a tale of the singer’s onetime high school fantasy girl grown up to become a Playboy Playmate (written and produced by Justman), that sent the band into the stratosphere, with the title song Freeze-Frame also reaching the Top Five. It wouldn’t last, as Wolf split for a solo career and the band soon fizzling out, but this remains a treat.

         
            January 10, 1982: A Joe Montana-to-Dwight Clark touchdown reception with 51 seconds left (“The Catch”) enables the San Francisco 49ers to defeat the Dallas Cowboys, 28-27, in the NFC championship game. The 49ers go on to win the Super Bowl over Cincinnati.

         
            
            I Love Rock ‘n Roll (1982)—Joan Jett and the Blackhearts (written by Jake Hooker & Alan Merrill) 

         Boardwalk 135

         Chart debut on February 6, 1982 (7 weeks at #1 pop, 5 weeks #1 on Rock Tracks); #1 (8 weeks) in Canada, #1 (5 weeks) in Australia, and #4 in England61 (RHF, DMDB-#50, BILLB-#56, RIAA-#177, ACC-#500, 1001, DM, RS, TC)

         A case study in the value of persistence, Joan Jett’s breakthrough record was rejected by twenty-three labels before Boardwalk Records took a chance, and was rewarded with a classic. Born Joan Larkin September 22, 1958 in Philadelphia, Joan tasted early fame as a member of the teen female rock group the Runaways from 1975 to 1978. Forming the Blackhearts as lead singer-guitarist, she was joined by Ricky Byrd (guitar), Gary Ryan (bass), and Lee Crystal (drums). I Love Rock ‘n Roll was first recorded by the Arrows as the B side of a 1975 British single, written by two of the band members. Joan saw them perform the song on TV while the Runaways were touring England, and loved it, but couldn’t persuade her bandmates to cut it. After the Runaways broke up, she recorded a version of the song that was released only in Holland. Cowriter Jake Hooker urged Jett to record it again with her new band the Blackhearts, and this time struck gold.62 As a rock ‘n roll anthem it could hardly be simpler, but conveys the title emotion with pulverizing power.

         
            
            Down Home Blues (1982)—Z. Z. Hill 

         From the Malaco album Down Home (chart debut on February 13, 1982, reached #17 on R&B chart, 93 weeks; #209 peak pop) (Blues-#164)

         Hard times are a central theme of the blues, but the musical genre itself was in dire straits at the outset of the 1980s. Its longtime stalwarts like B. B. King and Bobby Bland were still producing fine music, but their record sales had dwindled, and the next big blues acts, Robert Cray and Stevie Ray Vaughan, had not yet broken through. Z. Z. Hill not only revived the genre but also specifically pumped new life into the field of old-time, rural-based Southern soul. An unlikely savior, Hill (born September 30, 1935 in Naples, Texas) had been a journeyman performer since 1963, occasionally hitting the R&B charts (including 1971’s Don’t Make Me Pay for His Mistakes) but not exactly setting the world afire. Signed to Malaco Records out of Jackson, Mississippi, Hill’s 1981 debut for the label was by far his best work to date, but sold only twenty-five thousand copies. The Rhythm & the Blues (1982) stepped things up a level, and then came Down Home. That third Malaco release became an unexpected blockbuster, selling five hundred thousand copies.63 
            Cheating In the Next Room was the big single (Top 20 R&B), but it was Down Home Blues that became an anthem for traditional Southern soul/blues. It’s a simple tune—“play me another record or two of that down home blues,” he urges—but the combination of his heartfelt delivery, a crack studio band (produced by Tommy Couch and Wolf Stephenson), and uncompromising dedication to African-American musical tradition with no concessions to passing trends made it special. Hill died of a heart attack on April 27, 1984. Ron Weinstock declared that Down Home Blues “is the most influential single blues recording of the ’80s, and perhaps is the modern day blues anthem.”64

         
            
            Always On My Mind (1982)—Willie Nelson 

         Columbia 02741

         Chart debut on March 6, 1982 (#1 for 2 weeks C&W, #5 pop); #49 in England; from album Always On My Mind (4 weeks at #2 pop, 22 weeks at #1 C&W) (C&W-#40, GHF-#61, NPR, BBC-#44, BMI-#60, DMDB-#78)

         Originally known as the uncharted B side of Elvis Presley’s end-of-1972 hit Separate Ways, Always On My Mind was ideally suited to Presley’s soft spot for heart-tugging ballads of romantic regret or loss.65 (Cowriter Mark James’ other credits included the Elvis blockbuster Suspicious Minds and one of the final hits of his lifetime, Moody Blue.)66 It seemed an unlikely candidate for a massive and genre-crossing hit a decade later. But that’s precisely what it became for Willie Nelson, proving once again that his masterful touch with ballads was equaled by few performers. It was one of the song’s other coauthors, Johnny Christopher, who brought it to Nelson (who’d never heard it before) when producer Chips Moman hired Christopher as one of the guitarists at a Nelson session. The recording was made at the new Pederales Studio west of Austin, Texas, built by Moman’s crew for Willie.67 Nelson was on one of the greatest hot streaks of his career—from his landmark 1975 album Red Headed Stranger through his mega-selling 1978 album of pop standards Stardust, and the 1980 smash On the Road Again—and this record kept him at the pinnacle. His careful, tender treatment (assisted by Bobby Wood on piano) helps the listener feel the singer’s sense of sorrow at the love he’d allowed to slip away. Among the other honors for the song and album of the same name (3 Grammy Awards, a combined 6 trophies from the Country Music Association and Academy of Country Music), the tune was inducted into the Grammy Hall of Fame in its first year of eligibility.

         
            
            Teach Me Tonight (1982)—Al Jarreau (music by Gene de Paul, lyrics by Sammy Cahn)68 

         Warner 50032

         Chart debut on April 3, 1982 (reached #70 pop, #19 adult contemporary, #51 R&B); from the album Breakin’ Away (chart debut on August 22, 1981, #9 peak, 103 weeks; #1 for 17 weeks on jazz chart)

         A classic of romantic longing, Teach Me Tonight was first recorded in 1954 by Janet Brice, became a #2 pop smash for the DeCastro Sisters, and also recorded memorably by other artists such as Dinah Washington and Jo Stafford. But its definitive version would come twenty-eight years later through the golden pipes of Al Jarreau. Born March 12, 1940 in Milwaukee, Jarreau recorded his first album in 1965, which already showed him as a brilliantly talented jazz stylist, but that would be his only recording until a tenure with George Duke’s group led to a 1975 record deal with Reprise. It was the two-disk, Grammy-winning 1977 live album Look to the Rainbow that fully established him as a jazz vocalist with few equals, possessing great range, vocal flexibility and verbal dexterity (as on his dazzling version of Take Five), and a gift for vocally imitating musical instruments recalling the early Mills Brothers. But he soon shifted his primary attention to R&B and pop, which helped make his 1981 album Breakin’ Away a million-selling smash, including the Top Ten hit We’re In This Love Together. That album’s musical high point was his revival of Teach Me Tonight.

         Beginning the performance in slow crooning style, suggesting the shyness of the song’s student, his protagonist slowly gains confidence under the tutelage of his romantic teacher. After a mid-song alto sax solo by Lon Price, Jarreau unleashes his full vocal power for the final section: “I’ve lost all fear, my love / Teach me tonight.” Never had the pop standard achieved such sensuality and swooning romantic power. Credit goes to producer-arranger Jay Graydon, David Foster for the string arrangement, and his old mentor George Duke on piano, but above all to Jarreau for his own multitracked vocal arrangement and peerless performance.

         
         
            
            Planet Rock (1982)—Afrika Bambaataa and Soul Sonic Force 

         Tommy Boy 823

         Chart debut on May 15, 1982 (reached #3 on dance chart,69 #4 R&B, #48 pop) (RHF, R&B-#149, DM-#153, ACC-#228, VIL-#237, RS-#240, TM)70

         A landmark synthesis of hip-hop, electro, and dance music. Called (by Gail Mitchell) “the godfather of hip-hop,”71 Afrika Bambaataa was born Kevin Donovan on April 10, 1960 in South Bronx, NY. A devoted follower of Jamaican-born Kool DJ Herc (the key catalyst for New York hip-hop in the early 1970s), the former gang leader of the Black Spades turned away from violence to create the Zulu Nation in 1974, a collective of DJs, breakers, and graffiti artists that became an enduring cohesive force in the community.72 He began hosting local block parties and break-dancing contests in 1977, and produced his first record in 1980. Planet Rock, devised by the artist (with producers Arthur Baker and Tom Silverman) to appeal to the New Wave crowd as well as hip-hoppers, wove in the melody of Kraftwerk’s electro-dance hit Trans-Europe Express with Bambaataa’s raps. The piece also features fragments from Ennio Morricone’s The Good, the Bad, & the Ugly score, with keyboardist John Robie and a Roland TR 808 drum computer. Jeff Chang calls it a “polycultural pastiche” whose “swooping, synthesized orchestral stabs sucked the listener into another world. … Not only did it sound unlike anything that had ever come out of the Bronx, it sounded unlike anything else anywhere.”73 In addition to collaborations with other artists including James Brown, he served as a mentor to a new generation of hip-hop artists, notably De La Soul, Queen Latifah, and A Tribe Called Quest.

         
            
            Route 66 (1982)—Manhattan Transfer 

         Atlantic 4034

         Chart debut on May 29, 1982 (reached #78)

         The rich tradition of jazz-oriented postwar vocal groups—and Lambert, Hendricks, and Ross in particular—found new expression in the music of the Manhattan Transfer. Tim Hauser had formed an early version of the group in 1969, but the quartet we know came together in New York City in 1972, teaming Hauser with Laurel Masse’, Janis Siegel, and Alan Paul. The group’s first album for Atlantic in 1975 became a surprise smash, with the hit single Operator featuring Siegel’s soulful lead vocal. A car accident led Masse’ to leave in 1978, succeeded by Cheryl Bentyne, and the Transfer achieved new peaks of success with the 1981 Top Ten single Boy from New York City and perhaps its finest album, the Grammy-winning “Vocalese” (1985). Each member brought individual strengths—Hauser specializing in hipster material, Paul in smooth ballads, and the ladies handling everything from bop-tinged jazz to contemporary pop—and as a unit they reigned with few peers for three decades. The group’s treatment of the Bobby Troup classic Route 66 (immortalized in 1946 by the King Cole Trio), as featured in the Burt Reynolds film Sharky’s Machine, showcases Manhattan Transfer’s gorgeous, gently swinging harmonies in full flower.

         
            
            Eye of the Tiger (1982)—Survivor (written by Frankie Sullivan & Jim Peterik)74 

         Scotti Brothers 02912

         Chart debut on June 5, 1982 (6 weeks at #1)75; #1 (6 weeks) in Australia, #1 (6 weeks) in Canada, and #1 (4 weeks) in England (BILLB-#63, DMDB)76

         Just when Sylvester Stallone’s “Rocky” franchise seemed to have run out of steam with the not-so-great second film, the series gained new momentum with “Rocky III,” as Rocky Balboa—faced with the death of his beloved mentor and a crushing defeat at the fists of a frightening foe—was forced to reach down and rediscover his original sources of inspiration. In other words, he needed to find once again the eye of the tiger, the phrase used several times by Burgess Meredith’s doomed character. The film’s theme song is a dramatic, pounding, and inspirational rock ballad that is fully equal to Bill Conti’s theme for the first film, but has also endured as one of the most popular rock songs of the past four decades.77 Survivor was formed in Chicago, featuring singer Dave Bickler, guitarist Frankie Sullivan, keyboardist Jim Peterik (former lead singer of Ides of March, which hit #2 in 1970 with Vehicle), bassist Stephan Ellis, and drummer Marc Droubay. The group had earned one Top Forty single before this hit sent it skyward; Stallone (as the film’s director-producer as well as star) commissioned the band to write the song, after hearing its last album. Peterik and Sullivan had most of the song completed by the time they’d seen 90 minutes of the film’s rough cut.78 Survivor would enjoy four subsequent Top Tens, including the theme for “Rocky IV,” Burning Heart.

         
            
            More Than This (1982)—Roxy Music (written by Bryan Ferry) 

         From the album Avalon (chart debut on June 19, 1982, #53 peak)79; Warner Brothers single 7-29912 (chart debut on June 4, 1983, reached #102)80; reached #6 in England and Australia (TC, ACC)

         Roxy Music, declares Rob Sheffield, “made the most seductive glam rock of the ’70s. Bryan Ferry explored his obsessions—the allure of romantic delusion, the narcissism of ‘looking for love in a looking-glass world,’ the compulsion to dash his heart on the rocks of beauty over and over again—amid Phil Manzanera’s guitar, Andy MacKay’s sax, and Brian Eno’s synthesizer. Stranded in his own world, where music and passion are always the fashion, Ferry indulged his most pathetic romantic fantasies.”81 Formed in 1971, Roxy Music revolved around the talents of singer-songwriter-keyboardist Ferry, born in Washington, England, on September 26, 1945, and made a swift impression on UK listeners with its 1972 debut album. By 1975, Roxy had broken through in the United States as well, and just when the group appeared to have passed its prime, it delivered one of its most masterful albums with its final studio release, Avalon. Rolling Stone, ranking it one of the all-time five hundred best albums in 2003: “Their sound was now woozy and lush, horny yet mature. And also unabashedly, un-ironically romantic. A synth-soul landmark, Avalon was their biggest hit, their swan song and the pinnacle of rock elegance.”82

         
            More Than This, the ultimate Bryan Ferry song, is (writes Toby Creswell) a “dreamscape, with a sense of myths and phantoms.” A silky-smooth ballad sung mostly in falsetto, its “ethereal” quality is due in part to its stripped-down quality, crooning compellingly over shifting synthesizers.83 When Bill Murray sang it at a Tokyo karaoke bar to Scarlett Johansson in the film Lost In Translation, shifting suddenly in mid-song from ironic amusement to earnest feeling, the moment spoke to the power of the song.

         
            
            There’s a Light Beyond These Woods (Mary Margaret) (1982)—Nanci Griffith

         From the BF Deal album of the same title in 1978 (rereleased by MCA in 1982, and later by Rounder); new version issued as MCA single 53008 (B side of C&W hit Lone Star State of Mind, debut on January 17, 1987), from the album Lone Star State of Mind

         One of the most delightful acoustic performers to come on the music scene during the past forty years, Nanci Griffith was born on July 14, 1954 in Seguin, Texas, and made her debut on the Austin folk scene in the mid-1970s. There’s a Light Beyond These Woods (Mary Margaret), one of her first original compositions (written at age 21 or 22), is the song that first defined her as a writer and performer of great warmth and insight; it’s from her debut album for a small label, recorded live in an Austin studio. The album received little distribution (it was also the B side of her debut single), but as she traveled the country performing in festivals, her reputation spread; on its rerelease in 1982 on the much larger MCA label, she was on her way to the wide audience she would earn in years to come. Kathy Mattea scored a #3 country hit in 1986 with Nanci’s Love at the Five and Dime, paving the way for the success of the composer’s albums such as Storms (1989) and Flyer (1994). Light is a gorgeous story song recounting a deep girlhood friendship and the great power of youthful dreams and shared experiences over the years, given a special resonance by her endearing soprano voice; it’s still the song that draws the strongest emotional response from longtime fans. As she explained in concert, the two girls would ride their bicycles to the top of Mount Bonel in Austin, and dreamed of traveling to New York City where they’d “hide out in the subway and drink the poet’s wine.” The real-life Maggie (just as the song describes) stayed home and raised a family, while Nanci pursued her dream.84 “I guess there’s something about that particular song and friendships that’s just a universal concept,” she remarked to the UK magazine Folk Roots (May 1987). On the later version released in 1987, Lucy Kaplansky provides harmony vocals. “I never get tired of it.”

         
            
            Anima (1982)—Milton Nascimento 

         From the Verve album “Anima”

         One of the standout talents of modern Brazilian music, Milton Nascimento was born on October 26, 1942 in Rio de Janeiro, the adopted black son of a white family. He began performing in jazz clubs in 1963, and three years later his composition Cancao Do Sal was performed by the celebrated Brazilian singer Elis Regina. Voted best performer at the 1967 International Song Festival, Nascimento became a key part of the nueva cancion (“new song”) movement of the late 1960s and 1970s. The movement included not only music but also social activism for causes such as the environment and Amnesty International. His jazz-Brazilian fusion collaboration with saxophonist Wayne Shorter on the 1974 album Native Dancer brought new prominence in the United States. Anima is one of Nascimento’s most acclaimed albums, and the title song is a lilting, beautiful piece showing off his melodic gifts and remarkable, wide-ranging voice. (“Milton Nascimento’s falsetto is one of the most beautiful sounds produced by the human species today on this earth,” marvel his fellow Brazilian artists Caetano Veloso and Gilberto Gil.)85 Its theme is the search for spiritual meaning, with accompaniment by his group Uakti featuring flute and gentle rhythms led by vibes. Ted Gioia (on jazz.com) writes that in this song, “he somehow creates a music without passport or lineage. You can try to fit this into the history of Brazilian music, but it really sounds more African. … This is Milton’s universe, and he has created an individual soundscape out of his personal musical journey.” This “is magical stuff, the sonic equivalent of pixie dust.”

         
            
            Theme, E.T. “(The Extra Terrestrial)” (Flying) (1982)—John Williams 

         MCA 52072

         Chart debut on July 17, 1982 (#103 peak); from the E.T. soundtrack (#37 peak, 33 weeks) (AFI-#14)

         The fourth biggest motion picture ever in domestic box office gross adjusted for inflation86—and still with few equals for overall emotional impact—Steven Spielberg’s E.T. (The Extra Terrestrial) received a tremendous boost from the exceptional score composed by John Williams. Spielberg and Williams’ four-decade partnership had begun in 1973, and with a string of successes together (Jaws, Close Encounters of the Third Kind, Raiders of the Lost Ark), by 1982 they had developed the kind of complete mutual understanding and trust achieved by few if any director-composer teams in film history.87 Whereas his previous scores for Spielberg had called on his skills for accentuating fear, excitement, grandeur, and mystery, the story of a gentle other-worldly creature’s adventure on earth, and the profound bond he attained with the boy who found him, required a combination of awe and wonder with sadness and love. When E.T. enables Elliott, Michael, and their friends to soar across the setting sun on their bicycles, the exhilaration is magnified by Williams’ music. And when E.T. must bid goodbye at the end, the sense of loss turned to joy is deepened by his orchestral magic. In addition to its #14 American Film Institute rank among the greatest film scores, E.T. was the Grammy winner for best score.

         
            
            Steppin’ Out (1982)—Joe Jackson 

         A&M 2428

         Chart debut on August 21, 1982 (reached #6, 27 total weeks); #3 in Canada, #6 in England, and #10 in France; from the album Night and Day (#4 peak)

         A performer whose restless creativity and ever-changing musical styles have few parallels, singer-songwriter-keyboardist Joe Jackson was born on August 11, 1955 in Burton-on-Trent, England, studied composition at London’s Royal Academy of Music, and made an immediate splash as a New Wave rock artist with his 1979 debut album Look Sharp! featuring the hit single Is She Really Going Out With Him. After exploring reggae and late-1940s jump blues with his third and fourth albums, Jackson achieved his peak popular success with Night and Day, an album encompassing sleek ballads, Latin, and dance styles.88 The album—divided into a “day side” and a “night side” in those good old vinyl days—was recorded in New York City, and reflected what he’d seen since moving there, particularly in this song. “There is an amazing wealth and diversity of music going on there,” he told Billboard. “I was describing a mood, a feeling of optimism.”89 Its smash single Steppin’ Out is a gorgeous, sophisticated jazzy ballad built around his elegant piano, an urban narrative of a couple “tired of all the darkness in our lives” who get into a car in search of romance and adventure in the night; one could imagine Frank Sinatra singing it a quarter century earlier. Although Jackson would never again match the chart success he enjoyed with this album, he continued to follow his muse into ever more esoteric areas, including a classical album, an artistic song cycle, and (in 1999) a symphony, before returning to pop/rock.

         
            September 15: “USA Today” begins publication.

         
         
            
            Southern Cross (1982)—Crosby, Stills, and Nash (written by Stephen Stills, Richard Curtis, & Michael Curtis) 

         Atlantic 89969

         Chart debut on September 18, 1982 (reached #18); from the album Daylight Again (#8 peak)

         
            Southern Cross is testimony by a world-weary man who has known hard times in romance and in life, and while seeking temporary contentment out at sea begins to find some answers from within. One of those answers is a love of music that is strong enough to reawaken a larger faith in himself and in others. The song began under the title “Seven League Boots” by the Curtis Brothers. Stephen Stills (as discussed in Graham Nash’s memoir) liked it, then “transformed” it—“changed it musically, put the chorus in there, souping it up.” Stills’ lead vocal (on one of the finest songs he ever cowrote) is strong and sturdy, and those three-part harmonies alongside Nash and David Crosby that had first dazzled audiences at Woodstock thirteen years earlier seem as glorious as ever—but reaching that point was a struggle. As explored in Dave Zimmer’s authorized history of the group and Nash’s, Daylight Again had begun as a Stills-Nash duo album. Crosby was going through a particularly difficult period, with recurring drug use, multiple arrests, and failed attempts to get him into rehab. When he joined the project, he could only work for short stretches of time in the studio, making him just a supporting player.90 (His ongoing battle made the album’s leadoff smash single, Nash’s deeply reflective Wasted On the Way, poetically appropriate—and Crosby actually had to be replaced on that track by ex-Eagle Timothy Schmidt.)91 But after several arduous months, it came together, and the album was a fiercely earned triumph.

         
            
            I.G.Y. (What a Beautiful World) (1982)—Donald Fagen 

         Warner 29900

         Chart debut on October 9, 1982 (reached #19 in Cash Box, #26 in Billboard); from the album The Nightfly (#11 peak)

         Making a smooth transition from half of the postmodern rock duo Steely Dan to a solo career, Donald Fagen’s The Nightfly was the artist’s loose concept album about (in Sam Sutherland’s phrase) “growing up absurd” in the United States of the late 1950s and early 1960s. For some time, the artist had been intrigued by the idea of doing an entire album focused on a particular period of time, and here he realized that vision. This was (with some artistic license) Fagen’s own story, growing up in the suburbs of New Jersey, bored with the cultural barrenness while fascinated with the exotic world of jazzmen like Charles Mingus. His narrative mastery is matched by the album’s dazzling sonics. With his usual partners, producer Gary Katz and engineer Roger Nichols, Fagen made The Nightfly his first full immersion into digital recording (Steely Dan had previously experimented with it on Gaucho), and the album’s impeccable sound quality and stellar musicianship accentuates its other virtues.92 93 The album was nominated for five Grammies (though it came up empty), including nods for I.G.Y. as song of the year, best pop male vocal, and best instrumental arrangement accompanying a vocal.

         
            I.G.Y. is a brilliant, wonderfully ironic look back at the United States in 1957 (designated at the time as International Geophysical Year), filled with naive optimism about the presumed wonders that lay ahead for a prosperous and technologically advanced nation—innocent of how that vision would soon be tarnished. “What a beautiful world this will be / What a glorious time to be free.” Envisioning a time in which we would all work guided by machines programmed by “fellas with compassion and vision,” his protagonist predicts: “We’ll be eternally free and eternally young.” Decades later, having learned further rueful lessons about the dangers of relying on technology and trusting in the powers that be to protect our liberties, Fagen’s commentary is all the more haunting.

         
            
            Atlantic City (1982)—Bruce Springsteen 

         Rock Tracks chart debut on October 9, 1982 (#10 peak)94; from the Columbia album Nebraska (reached #3) (HBN-#68, RS Polls-#73, ACC)

         The album Nebraska—a collection of dark, often despairing acoustic folk songs unlike anything Bruce Springsteen released before—came from several primary sources. One was internal; a natural loner, he was still grappling with the downside of the celebrity he’d achieved. While some of the songs on his previous album The River had been about the desire to be a part of a group, he remarked: “But there’s also the other side, the need to be alone.” Dave Marsh writes that at this time in his life, “Springsteen was fighting the enemy within.” Another source was external, his revulsion at everything that he felt the new Reagan administration symbolized: smug self-satisfaction, comforting the comfortable and afflicting the afflicted. During the 1979–1981 period, he was listening to a lot of Woody Guthrie, Hank Williams, and Harry Smith’s Anthology of American Folk Music, and was drawn to the emotional directness of the songs. Also, from a practical standpoint, he was painfully conscious of his own perfectionism that had caused him to spend fifteen months working on 1978’s Darkness On the Edge of Town and nearly two years on The River. Suddenly, the idea of writing a bunch of songs, recording them at home, and getting them right out seemed very attractive.

         And so, having written a batch of intense, highly personal songs in late 1981, he began recording them on a little Teac four-track cassette machine in his bedroom; just his own voice and guitar, with some overdubbed guitar parts and harmonies. When he played the tape for his manager, Jon Landau was deeply moved by the songs, but found them so dark in tone “that it concerned me on a friendship level.” Up to this point, both men still assumed these were demos and that the E Street Band would ultimately record them. But after Springsteen finished work on his second album with Gary “U.S.” Bonds, it became clearer that Bruce’s low-tech solo performances were complete in themselves, that they packed a real emotional wallop. The band tried to record them over a two-week period, but couldn’t match what Springsteen had achieved on his own. Finally (with encouragement from his pal Steve Van Zandt), it was agreed to release the “demos” as they were, and to their surprise Columbia supported the daring notion.95

         
            Atlantic City, the undisputed classic of Nebraska, is a tale of an out-of-work husband with “debts that no honest man can pay,”96 trying in desperation to cut a deal to escape the bleakness of his life. Its story line was related to the earlier Springsteen song Meeting Across the River, but in its sense of precise narrative detail and understated emotion it seemed to come from a deeper place. Director Arnold Levine shot a highly unconventional black and white video for the song, panning from the window of a car in Atlantic City and contrasting the neon of the casinos to the dreariness off the boardwalk (with the artist never shown); it received heavy airplay on MTV over the Christmas season and a decade later was named one of the forty best music videos ever. Its look echoed the song’s ghostly, haunted sound. Springsteen remarked in the book Songs: “If there’s a theme that runs through the record, it’s the thin line between stability and that moment when time stops and everything goes to black, when the things that connect you to your world—your job, your family, your friends, your faith, the love and grace in your heart—fail you. I wanted the music to feel like a waking dream and the record to move like poetry. I wanted the blood on it to feel destined and fateful.”97

         
            
            Allentown (1982)—Billy Joel 

         Columbia 03413

         Chart debut on November 27, 1982 (reached #17); from the album The Nylon Curtain (#7 peak)98

         The early 1980s was a tough time for blue-collar America with rising unemployment, inflation, and anxiety about the future. The steel industry was particularly hard hit by the recession, with mass layoffs and plant closings. Billy Joel crafted a powerful narrative about the dilemma taken from the perspective of an Allentown, Pennsylvania second-generation steelworker, wondering what it all meant in the shadow of the American dream.

         Joel told Timothy White (in a Billboard interview later republished in Rock Lives) that he began to write the song’s original melody in the early 1970s while playing the college circuit in Pennsylvania’s Lehigh Valley. “Next to Allentown is Bethlehem, lying right off the Pennsylvania Turnpike on the Double Deuce, U.S. Route 22. I think Allentown is where everybody lives and Bethlehem is where they all work.” He came up with the opening couplet, “Well, we’re living here in Allentown, and they’re closing all the factories down.” But that’s all he had until returning to the song nearly a decade later. Then, when a series of plant shutdowns including Allentown swept the steel industry, “I suddenly knew what I was going to write about … it became a song about the solitary anguish of unemployment and the current environment of diminishing horizons.” Thematically, “I wanted Allentown to tie into the postwar baby boom and what happened to our generation in the aftermath—we grew up in the Fifties. Our parents had a sense of boundless possibilities and certain rewards for strivers. After World War II, it was wide open. Now it’s locked up tight. So the lyrics emerged naturally, almost organically.”99 100 Opening with a factory whistle and punctuated with the rhythms of industrial machinery, it’s a potent, urgently performed tale, and rocks strongly.

         
         
            
            Amarillo By Morning (1983)—George Strait (written by Terry Stafford & Paul Fraser) 

         MCA 52162

         Chart debut on February 12, 1983 (reached #4 C&W) (HBN-#89, C&W-#114)

         George Strait has taken more than thirty singles to #1 on the Billboard country chart, but it is a record that fell short of that mark, Amarillo By Morning, that stands as the finest work of his career to date. Born May 18, 1952 in Pearsall, Texas, Strait began playing country music while stationed on an Army base in Hawaii in 1971. After leaving the Army four years later, he enrolled at Southwest Texas State University, and formed a country band, Ace In the Hole, which made a few records for an independent Dallas-based label in the late 1970s. Strait landed a solo contract with MCA, and his debut single for the label became a Top Ten C&W hit in spring 1981. A champion of traditional honky-tonk and Western swing with a sturdy baritone, Strait enjoyed such enormous success—running off one streak of five straight country chart-toppers in 1983–1984, and a remarkable run of eleven straight Number Ones from 1986 to 1989—that he sparked a new wave of neo-traditionalist country singers that included Randy Travis and Dwight Yoakam.

         
            Amarillo By Morning, his fifth C&W Top Ten hit, is a classically structured story song (originally recorded by Terry Stafford in 1973) about a modern-day rodeo cowboy who’s lost his wife and his girlfriend, barely earns enough prize money to make it to the next town, and puts his body at risk again and again. He does it all, writes David Cantwell, for “the next eight seconds when he’ll feel most alive.” “I ain’t got a dime, but what I got is mine / I ain’t rich. But Lord I’m free,” he sings. As “the music rises up defiantly around him, he almost convinces you he believes it. But then he stops singing, a lone fiddle takes the melody, and this pop-inflected tune turns suddenly desolate. Eventually the rest of the band drops out until it’s just that lonely fiddle. When even that fades away, you know this oasis was just a mirage all along—the freedom to be broke and alone is no freedom at all.”101 102

         
            March 2: The release of sixteen titles by CBS, along with multiple models of compact disk players, marks the large-scale launch of compact disks following their initial introduction the previous October. The analog recording era is about to be replaced by a new digital age.

         
            
            The Wall of Death (1983)—Richard and Linda Thompson 

         Recorded in 1981; from the Hannibal album Shoot Out the Lights; released in 1982, chart debut on March 5, 1983 (reached #203)103

         Although the title song of Shoot Out the Lights (voted the #2 best album of 1982 in the Village Voice critics’ poll) by the British folk-rock genius Richard Thompson and his soon-to-be ex-wife Linda is the album’s acknowledged classic, running a strong second is the fascinating Wall of Death. Ostensibly about the ultimate carnival thrill ride, it’s also about finding in it the exhilaration and sense of escape and freedom that might not be so easily found in the outside world.104 “You can waste your time on the other rides / This is the nearest to being alive / Oh, let me take my chances on the Wall of Death. …” Patrick Humphries: “Wall of Death is quintessential Thompson: it’s living life on the edge, teetering on the brink … the belief that life is at its most illuminating staring down the barrel of a gun. [The song] is testament to Russian Roulette as the only game in town.”105

         
            
            Pancho and Lefty (1983)—Willie Nelson and Merle Haggard (written by Townes Van Zandt) 

         Epic 03842

         Chart debut on April 30, 1983 (1 week at #1 C&W)

         Regarded by his legion of admirers as one of the finest of all American songpoets, Townes Van Zandt was also a tortured soul who was never able to enjoy the fruits of his remarkable talent. Born the son of an oil executive in Fort Worth, Texas, on March 7, 1944, he began performing in Houston clubs, and was inspired by Jerry Jeff Walker to develop his skills as a songwriter. He recorded his first album in 1968, and after three more albums of steadily growing artistry, assembled his greatest work in 1972’s The Late Great Townes Van Zandt. Pancho and Lefty is the Van Zandt classic that is the most responsible for his reputation. It’s described by John Collis as “a dusty and mysterious narrative, both sentimental and ironic, a surreal story set somewhere out there on the highway.” The composer offered only this comment: “The only conscious thought I had was that it wasn’t about Pancho Villa.”106 Covered by many artists including Emmylou Harris and performed in a prime-time TV duet by Bob Dylan and Willie Nelson, it became a chart-topping country hit in 1983 for the duo of Nelson and Merle Haggard.

         The two men were kindred spirits, and recording the Pancho and Lefty duet album at Willie’s Pederales studio (located 29 miles west of downtown Austin) was a pleasurable experience. Chips Moman produced the sessions, with a band including his regular studio aces Reggie Young (electric guitar) and Mike Leech (bass) plus fiddler Johnny Gimble. They cut twenty-three tracks to be considered for the album, but hadn’t yet found the breakout song until Willie’s daughter Lana Nelson suggested Pancho and Lefty. At four in the morning, Haggard was sleeping on his bus in the parking lot outside the studio when Willie knocked on the door, insisting that they record “this great song” immediately. Bleary-eyed, Haggard nailed his vocal part in one take and returned to sleep.107 This was a big year for both men—Willie had seven country Top Tens in 1983, and the Hag six—and this is the performance that resonates most deeply.

         
            
            Sweet Dreams (Are Made of This) (1983)—Eurythmics (written by Annie Lennox & Dave Stewart) 

         RCA 13533

         Chart debut on May 14, 1983 (1 week at #1); #1 (2 weeks) in Canada, #2 in England, and #4 in Germany108; from the album Sweet Dreams (reached #15) (RHF, RS-#365, ACC-#389, DM)

         The British duo of producer-songwriter Dave Stewart and vocalist Annie Lennox made Eurythmics one of rock’s most innovative new acts of the 1980s. They met in London while she was studying at the Royal Academy of Music and began a romantic and musical relationship, forming a group that evolved into the Tourists in 1979. The band released three albums that fared well in England, before dissolving just as the duo’s romance did. But they carried forward musically under the name Eurythmics. Their 1981 debut album sold poorly, but then Stewart set up a home studio and came up with his best batch of original songs. The coolly sensuous Sweet Dreams, showcasing Lennox’s compelling vocal over Stewart’s multitracked synthesized backing on a mysterious minor-key melody with a great hook, became their breakthrough. The central riff was inspired by the notes chimed on a music box, replayed in reverse order.109 “Not just the smartest synth-pop riff; the smartest synth-pop song, too,” declared Dave Marsh.110

         
            
            It’s Like That (1983)—Run-DMC 

         Profile 5019

         Chart debut on May 21, 1983 (reached #15 R&B)111; 1997 remix: #1 (6 weeks) in Germany and England, #1 (1 week) in Australia112 (BL-#23, DM-#261, 1001, TC, VIL-#334, ACC)

         
            It’s Like That is the record that got it all started for Run-DMC, one of the seminal groups of hip-hop. Russell Simmons, then a fiercely ambitious twenty-two-year-old party promoter from the Hollis neighborhood in Queens who had promoted Kurtis Blow’s first hit and just begun producing rap and R&B records a few months earlier, teamed with Larry Smith to compose a basic track in his family’s attic, described by Dan Charnas as “a simple rhythm generated by a drum machine, with occasional stabs from a synthesizer,” and lyrics about the early 1980s economic hard times: “Unemployment at a record high / People coming, people going, people born to die.” Russell’s younger brother Joey Simmons (shortly to be known as “Run”) and his friend Darryl McDaniels (“DMC”) began trading verses atop that foundation, with the refrain: “It’s like that. And that’s the way it is.” Russell brought the demo to Cory Robbins, head of the tiny Profile label that had tasted a bit of success with rap releases. He liked it, and provided a small advance so that Russell could have the duo record it in a proper studio (Greene Street, the Soho studio used regularly by Kurtis Blow), with Blow helping out behind the boards. With Sucker MCs as the B side, It’s Like That overcame the resistance of radio station management to become a hit on New York’s powerful KRKS, and then—with intense promotional efforts—on black radio stations nationwide. The 12-inch disk sold 250,000 copies; Run-DMC was on its way, and rap continued its journey toward mainstream acceptance.113 
            Blender declared that the record “opened a new chapter in pop, abandoning the disco-flavored grooves and suave vocals of early rap for something far tougher: gruff rhymes bellowed over brute, minimalist beats. … The words hit hard, the stark sound was revolutionary, and the group’s star power was undeniable.”114 A dance-club remix became an international smash in 1998, bringing the sound of Run-DMC to a new audience.

         
         
            
            Buffalo Soldier (1983)—Bob Marley and the Wailers (written by Bob Marley & N. G. Williams) 

         Recorded in 1980; Island single 99882 (chart debut on June 18, 1983, #71 R&B); on the album “Confrontation” (#55 peak); single reached #4 in England; #6 peak, 340+ weeks on Reggae Digital Songs chart115

         Bob Marley had a deep interest in the history of racial oppression in the United States, and Buffalo Soldier is his powerful account of black men being conscripted into the ranks of the post–Civil War U.S. Army (the 9th and 10th Cavalry and the 24th and 25th Infantry) to kill American Indians. For a period of years, these black privates and noncommissioned officers fought under white commanders against the Cheyenne, Comanche, Kiowa, Apache, Ute, and Sioux; the Indians dubbed them “buffalo soldiers.” Marley began writing the song in 1978, and cut a demo with a band led by cowriter N. G. Williams (aka King Sporty). The commercially issued version of the song with the Wailers was one of the last songs recorded by Marley in 1980 before he fell ill from the brain cancer that would take his life. It was released two years following his death.116 Kwame Dawes calls it “a clear statement about blackness and about the African diaspora. … By declaring that the Buffalo Soldier is a dreadlock Rasta, Marley is reminding us that the spirit of Rasta is a spirit of resistance and anti-Babylon struggle above anything else.”117

         
            
            Give Yourself to Love (1983)—Kate Wolf 

         From the Kaleidoscope album Give Yourself to Love
            118

         One of the most beloved figures in modern folk music, Kate Wolf was born Kathryn Louise Allen on January 27, 1942 in San Francisco. She began to write and perform on a regular basis in the early 1970s, and recorded her debut album on her own Owl label in 1976. Within a few years, the purity of her voice and gentle loveliness of her compositions built a loyal audience. Give Yourself to Love (the title song of her fifth album, a double-disk live set) is a simple but stunning love song (with primary accompaniment as always by the gifted guitarist Nina Gerber, behind Kate’s own guitar) that’s become an enduring favorite at weddings.119 It was voted one of the ten all-time favorite folk songs in annual polls by the Washington, D.C., radio program “Music Americana” (1984–1989). In 2000, Sing Out selected it as one of the fifty classic songs of the past fifty years.120 After a long battle with leukemia, Kate died on December 30, 1986.121 “Love comes when you are ready, love comes when you’re afraid / It’ll be your greatest teacher, the best friend you ever made. … Open up your heart to the tears and laughter, give yourself to love.”

         
            1983: The rise of Tower Records as a chain of music mega-stores, with a selection of music that left all previous record stores in the shade, is symbolized by the launch of its monthly music magazine, Pulse. Founded in 1960, Tower expanded with stores across the country and worldwide in the 1980s and 1990s, until the end came in 2006.

         
            
            Total Eclipse of the Heart (1983)—Bonnie Tyler (written by Jim Steinman) 

         Columbia 03906

         Chart debut on July 16, 1983 (4 weeks at #1); #1 (6 weeks) in Australia, #1 (2 weeks) in England and Canada122

         Rock melodrama was the stock-in-trade of songwriter-producer Jim Steinman, and his formula reached a peak with the stirring power ballad Total Eclipse of the Heart. Born November 1, 1947 in Brooklyn, Steinman came to fame for writing and producing Meat Loaf’s fourteen-million-selling 1977 album Bat Out of Hell (and its chart-topping sequel 16 years later), and after scoring a Top Forty hit on his own in 1981 with Rock and Roll Dreams Come Through, he provided Air Supply with its 1983 smash Making Love Out of Nothing At All—which reached #2 while Total Eclipse stood at #1. Bonnie Tyler was born Gaynor Hopkins June 8, 1953 in Swansea, Wales, sang in local clubs during the early 1970s, and accidentally got her distinctively raspy “female Rod Stewart” voice due to a 1976 operation to remove throat modules. She enjoyed a #3 smash in 1978 with It’s a Heartache, then was off the charts for five years until joining forces with Steinman.

         A big fan of the Phil Spector sound, she realized that Steinman was “the only producer who can get that epic sound nowadays,” and sought the opportunity to work with him. When she flew to New York to meet Steinman, he played her Total Eclipse on grand piano, and she was overwhelmed. He assembled a stellar band for the recording session, including drummer Max Weinberg and keyboardist Roy Bittan (both from Bruce Springsteen’s E Street Band) and guitarist Rick Derringer of Rock & Roll Hoochie Koo fame.123 Playing a crucial role on the record was Rory Dodd, who sings the haunting male-soprano answering cries of “turn around, bright eyes” at several points, a fascinating counterpoint to the massive orchestral and percussive assault during the remainder of the song; Bonnie met the formidable challenge of singing above and through the huge production. Total Eclipse was released first in England in February 1983 and soared to #1, and after finally being issued in the United States five months later duplicated the feat.124 Tyler had another Top Forty hit with Steinman the following year, Holding Out for a Hero.

         
            
            Texas Flood (1983)—Stevie Ray Vaughan 

         From the album Texas Flood (chart debut on July 23, 1983, #38 peak); #2 peak, 300+ weeks on Blues Digital Songs chart (2010 through mid-2016)125 (Blues-#125)

         Arkansas-born bluesman Larry Davis cowrote and recorded Texas Flood in 1958 (with his coauthor Fenton Robinson on guitar), and the original version is hard to top. But Stevie Ray Vaughan equals it with his searing guitar work and effective vocal. As a Dallas native steeped in the Lone Star State’s vast blues tradition (including two of his primary influences, T-Bone Walker and Albert Collins), he had made the song part of his live repertoire in Texas bars, clubs, and roadhouses well before this debut album, and does the classic full justice.

         
            
            Radio Free Europe (1983)—R.E.M. (written by Bill Berry, Peter Buck Mike Mills, & Michael Stipe) 

         I.R.S. 9916126

         Chart debut on July 23, 1983 (reached #78); from the album Murmur (#36 peak) (RHF, NPR, ACC-#204, VIL-#286, RS, PW, 1001)

         During its first few years playing together in Athens, Georgia, R.E.M. was a rowdy, less than polished band under the influence of the B-52s, doing covers of rock standards like Hippy Hippy Shake. When they pulled together some original material, Peter Holsapple of the dB’s told them about Drive-In Studio in Winston-Salem, NC, which had recently been started by Mitch Easter. There in April 1981, they recorded Radio Free Europe and its B side, Sitting Still. After doing a remix (doubling the guitar parts) and adding some “ethereal” background vocals with the help of Johnny Hibbert, the sound was still rough—Easter later admitted, “none of us knew what we were doing in a way”—but the taped songs got an enthusiastic response on Athens-area radio. The single was released by the tiny Hib-Tone label in July; no more than seven thousand copies were pressed. Although its lyrics were nearly unintelligible, Radio Free Europe possessed a raw energy that generated a stir on the indie-pop scene.127 In January 1982, R.E.M. was signed by I.R.S. Records, the EP Chronic Town increased the band’s profile, and when a rerecorded version of Europe was issued nationally as part of the band’s debut full-length album a year later, Michael Stipe and company were on their way. Tony Fletcher: “A feast of ringing guitar lines, melodic bass inflections and refined backing vocals set to a stomping foursquare beat with a resoundingly simple chorus, Radio Free Europe was a great power pop song—but its shrouded vocal lines lent the track an indefinable edge that made it so much more.”128

         
            
            Burning Down the House (1983)—Talking Heads 

         Sire 29565

         Chart debut on July 30, 1983 (#9 peak); from the album Speaking In Tongues (reached #15) (RIAA, ACC)

         Drummer Chris Franz was inspired to kick off this song after seeing Parliament-Funkadelic at Madison Square Garden, at which “burn down the house” was chanted by the audience. Beginning as a jam tune, the song grew from there, building on the foundation of his multitracked drums that create a powerful rhythmic momentum. Singer-lyricist David Byrne and producer Brian Eno had long been enamored of African polyrhythms, as on their side-project album My Life In the Bush of Ghosts, and that vibe contributed strongly to the song. With contributions by Jerry Harrison (keyboards, guitar) and Tina Weymouth (bass), it became the Heads’ biggest hit.

         
            
            Pride and Joy (1983)—Stevie Ray Vaughan and Double Trouble 

         Rock Tracks chart debut on August 13, 1983; from the album Texas Flood (#38 peak); #1 (23 weeks), 300+ total weeks on Blues Digital Songs129 (RHF, Blues-#80)

         The man more responsible than any other for triggering the blues revival of the 1980s, Stevie Ray Vaughan was born in Dallas on October 3, 1954, began playing guitar in garage bands in junior high, and dropped out of high school to concentrate on music. After several years of playing Texas bars and clubs with a succession of groups, he and his group Double Trouble made a big impression at the 1982 Montreaux festival, and David Bowie hired him as lead guitarist for his smash album Let’s Dance. Legendary talent scout and producer John Hammond signed the band to a record deal with Epic, and they recorded their debut Texas Flood in three days at Jackson Browne’s Los Angeles studio Downtown. As Vaughan became the decade’s hottest new guitar hero, he grappled with alcoholism and drug addiction that were finally conquered through time in a rehabilitation clinic in 1987. Sober and playing better than ever, Vaughan had just left an all-star live blues jam including Eric Clapton, Buddy Guy, and Robert Cray when his helicopter crashed and killed the artist at age thirty-five on August 26, 1990.

         
            Pride and Joy—credited to Vaughan, Richard Mullen, and the other members of Vaughan’s band Double Trouble (keyboardist Reese Wynans, bassist Tommy Shannon, and drummer Chris Layton)—is a simple, straight-ahead blues rocker, enormously catchy and featuring his incendiary soloing. Robert Santelli: “Texas Flood had the guitar power and hair-raising volume of a rock record, plus an indelible blues passion. … When he wasn’t running the neck of his guitar, pumping notes onto the rhythm and melody of a song, he was arching, then striking with sudden brute force, the kind that rarely had been heard since the glory days of blues rock in the late Sixties.”130

         
            
            King of Pain (1983)—The Police (written by Sting) 

         A&M 2569

         Chart debut on August 27, 1983 (reached #3); from the album Synchronicity (17 weeks at #1, sold 4 million copies)

         As Gordon “Sting” Sumner’s first marriage dissolved during the making of his band The Police’s final and most monumentally successful album Synchronicity, he found artistic refuge in writing songs about the turmoil he was experiencing—a feeling accentuated by the fact that the band was falling apart at the same time. If that made him feel like the King of Pain, it all worked out for the best. Self-absorbed though it may be, the song is brimming with intense imagery and fervent rock and roll. “Art generally is the unconscious working through symbols,” Sting remarked to Bill Flanagan. “A song like King of Pain is just a shopping list of symbols for alienation: ‘A butterfly trapped in a spider’s web.’”131

         
            
            All Night Long (All Night) (1983)—Lionel Richie 

         Motown 1698

         Chart debut on September 17, 1983 (4 weeks at #1 pop, 7 weeks at #1 R&B); #1 (6 weeks) in Australia, #1 (3 weeks) in Canada, and #2 in England132; from the album Can’t Slow Down (3 weeks at #1 pop, 23 weeks at #1 R&B) (ASCAP-#62, BILLB-#76, R&B-#297, DMDB)

         One of the biggest-selling artists and songwriters of the 1980s, Lionel Richie was born on June 20, 1949 in Tuskegee, Alabama, and grew up on the campus of Tuskegee University where his grandfather worked. As lead singer and saxophonist, he cofounded the R&B group the Commodores in Alabama, and after signing with Motown in 1972 the group began hitting the charts in 1974; from 1976 to 1981, they accumulated nine Top Ten pop hits until Richie left to begin a solo career. Having already proved himself as a songwriter (in addition to the group’s hits) by penning Kenny Rogers’ chart-topping 1979 ballad Lady, and the massive 1981 movie theme Endless Love on which he dueted with Diana Ross, Richie’s 1982 solo debut album sold four million copies. His second, Can’t Slow Down, proved unstoppable, selling over ten million copies, winning the Grammy for Album of the Year, and generating five Top Ten singles.133 The first and biggest was All Night Long, a celebratory Caribbean-flavored dance song featuring a Jamaican group chant, smooth and infectious enough to draw in all categories of listeners.134 As discussed by Ben Ratliff, this is one of several 1970s and 1980s pop songs using the Afro-Cuban-derived tresillo rhythm.135 In 1984, he did an extended version of the song at the closing ceremonies of the Olympic Games in Los Angeles, surrounded on stage by a multinational contingent of athletes and two hundred break-dancers, and seen by an audience of 2.6 billion people in 120 countries.

         
            
            Uptown Girl (1983)—Billy Joel 

         Columbia 04149

         Chart debut on September 24, 1983 (reached #3); #1 (5 weeks) in England, #1 (1 week) in Australia, and #2 in Canada136; from the album An Innocent Man (#4 peak, sold 7 million copies)

         
            Uptown Girl is the greatest Four Seasons song not performed by the Four Seasons. Billy Joel created it as an homage to Frankie Valli and the boys—Joel’s from the Bronx, after all, feeling a kinship to New Jersey’s native sons—and he’s got it all down here from the surging group harmonies to lyrics pining for a high-class girl beyond the reach of a working-class boy. He didn’t try to match the Valli falsetto, of course, but captures the group’s spirit, above all with a tremendous aura of vitality and innocent optimism. “Whenever I hear a song like Sherry or Big Girls Don’t Cry,” he told Rolling Stone, “I remember the gang I was in, stomping down the street, dressed in sharp Italian suits, singing Four Seasons songs as we were going to a party.”137 The Uptown Girl story line was designed as the opposite of the Seasons’ Rag Doll.

         Although many assumed it was Billy’s valentine to blonde supermodel Christie Brinkley, whom he was then dating and would later marry, biographer Fred Shruers reveals that it “grew out of Billy’s social life before he met Christie.”138 Its classic music video (one of the era’s most delightful) pictured Joel and his boys as grease monkeys at a gas station and Christie as a long-legged goddess driving her limousine in for service; it’s staged as an old-fashioned musical production number, and—like the song itself—can’t help but leave you with a smile. Rolling Stone named it one of the Top Hundred singles of the past twenty-five years in 1988.

         
            
            What’s New? (1983)—Linda Ronstadt with Nelson Riddle Orchestra (music by Bob Haggart, lyrics by Johnny Burke) 

         Asylum 69880

         Chart debut on October 29, 1983 (reached #5 adult contemporary, #53 pop); from the album What’s New (#3 peak, sold 3 million copies)

         Conventional wisdom said that when country-rock princess Linda Ronstadt took a journey back in time with master arranger Nelson Riddle and his orchestra to record an album of 1930s and 1940s standards light years removed from the contemporary pop marketplace of 1983, she was indulging an artistic whim at the cost of commercial success. Instead, What’s New became the biggest-selling album of her career other than greatest-hits compilations, and its title song, in particular, was also a musical triumph.

         Linda’s six studio albums and a hits collection from 1974 to 1980 sold a combined fifteen million copies. But Get Closer in 1982 was less successful, and she decided it was time to take a few chances. She starred in a Broadway production of Gilbert and Sullivan’s Pirates of Penzance as well as an accompanying movie. Then she set out to fulfill a dream of putting her magnificent voice in the service of a Sinatra-styled standards album. Of course, other pop stars had taken the plunge before her with standards albums, such as Harry Nilsson, Bryan Ferry, and especially Carly Simon on her 1981 album Torch. But the combination of Linda’s mega-selling recent history, and recruiting Nelson Riddle—the man whose orchestrations for Frank Sinatra and Ella Fitzgerald in the 1950s and 1960s had defined the genre for all time—made What’s New a major event. This was actually “take two” of the project; Ronstadt had recorded a set of standards produced by Jerry Wexler, done in the small jazz combo style of Billie Holiday and Lester Young, but she decided to junk it. Going in a different direction with Riddle’s large orchestra, using many of the same songs, proved to be a winning formula.

         Bassist and arranger Bob Haggart composed the gorgeous ballad that he titled I’m Free for the Bob Crosby orchestra with which he played, and the band recorded it as an instrumental in 1938 with a celebrated trumpet solo by Billy Butterfield. With the addition of lyrics by Johnny Burke, it became What’s New, and a 1939 hit for Bob Crosby’s brother Bing. In American Popular Song, Alec Wilder praised its melody as showing “great elan” and Burke’s “wonderfully conversational” lyrics.139 Nineteen years later, the song was given an unforgettable rendition by Sinatra on his Only the Lonely album, with arrangement by Riddle. When Ronstadt told Riddle how much she had loved it, the arranger dug out his original written scores; for What’s New he uses basically the same arrangement, changing the keys for Linda’s voice. It works to perfection, and was the first song they recorded. Because of the enormous cost of working with a forty-piece orchestra, they had to be tightly focused, and her first take on the song proved the keeper. When her voice leaps up an octave to the heavens on the second statement of the title phrase, the effect is spine-tingling. In addition to the album’s massive success (despite critical brickbats) that led to two more Ronstadt-Riddle standards albums, Riddle won a Grammy for best arrangement accompanying a vocal. “Singing with Nelson’s sumptuous arrangements was like swimming in cream,” Linda happily recalls in her autobiography.140

         Album personnel: Plas Johnson and Bob Cooper (saxophones), Oscar Brashear and Tony Terran (trumpets), Chauncey Welsch (trombone), Don Grolnick (piano), Ray Brown and Jim Hughart (bass), Tommy Tedesco and Dennis Budimir (guitars), and John Guerin (drums). Produced by Peter Asher.

         
         
            
            White Lines (Don’t Do It) (1983)—Grandmaster Flash and Melle Mel 

         Sugar Hill 465

         Chart debut on October 29, 1983 (reached #47 R&B, #101 pop); #7 in England (DM-#77, VIL-#304, ACC-#492)

         A year after New York DJ Grandmaster Flash (Joseph Saddler) and his MC partner “Melle Mel” Glover stunned the music world with the Furious Five’s rap classic The Message, they delivered another gem. White Lines (Don’t Do It) is a warning against the spreading plague of free-base cocaine addiction. Featuring a funky bass line borrowed from the post-punk combo Liquid Liquid’s track Cavern, it is noteworthy (notes Steve Greenberg) as “the only Sugar Hill hit that featured melodic singing as an important component of its performance.” The early phase of rap had essentially eliminated melody, “with only the African-influenced rhythms remaining. But by the time White Lines was released, the need to experiment and push the boundaries of hip hop led to a cautious reintroduction of melody.”141 Flash himself was struggling with cocaine addiction, notes Andrew Purcell, and when he heard White Lines for the first time, “he thought Melle Mel was speaking to him personally.”142 Dave Marsh is dazzled by the song’s “jittery, obsessive bass/drum pattern … the effect is a little like having a supersonic jet pass over your house. Windows rattle, floors shake, children and small animals wail and head for cover.”143

         
            
            Phone Booth (1983)—Robert Cray Band 

         From the Hightone album Bad Influence (released in late 1983; reissued, chart debut on March 7, 1987, #143 peak) (NPR, Blues-#157)

         Dennis Walker was Bruce Bromberg’s producing and songwriting partner, and began working with the Robert Cray Band after Bromberg signed the group in 1978. After two albums for other labels, Cray moved to High Tone Records, a new label formed by Bromberg and Larry Sloven, Bad Influence, their third album, was the label’s first release, made on a $7,000 budget. It became the breakthrough, and its centerpiece was Phone Booth. Walker wrote most of the song in the middle of the night, and a final polish was applied the next day in the studio by Cray, bassist Richard Cousins, and keyboardist Mike Varrice.144 Cray’s voice and guitar (on his Fender Stratocaster) ring out powerfully as always on this tale of being broke, cold, and alone, in a phone booth and desperate, reaching out to a girl’s number scratched on the wall. “I’m new in Chicago, got no one else to call. …”

         
            
            Owner of a Lonely Heart (1983)—Yes (written by Trevor Rabin, Jon Anderson, Chris Squire, & Trevor Horn) 

         Atco 99817

         Chart debut on November 5, 1983 (2 weeks at #1); #2 in Canada, #4 in France, and #28 in England145; from the album “90125” (reached #5, sold 3 million copies)

         Ever since its 1968 founding in London, Yes had been one of the bands that defined the term “progressive rock.” It had been a huge force on the album charts, placing nine straight LPs in the Billboard Top Twenty. But given their penchant for epic-length suites with extended solos showcasing the members’ virtuosity, singles had always been secondary, with just one (1972’s Roundabout) cracking the Top Twenty. After the departures of lead singer Jon Anderson and keyboardist Rick Wakeman, Yes disbanded in 1980. They reformed in 1983, with a lineup of Anderson, fellow founding members Tony Kaye (keyboards) and Chris Squire (bass), Alan White (drums), and a new recruit, guitarist Trevor Rabin. The reunion album, “90125,” became the biggest seller in the band’s history, and produced this wonderfully unexpected #1 single. Trevor Horn, who had produced artists like ABC (Top 20 hit The Look of Love), gave the band more of a pop orientation, trimming the excesses and sharpening the melodic hooks.146 
            Owner of a Lonely Heart (written primarily by Rabin, with contributions from the other members) rocks strongly enough to satisfy longtime fans, but hammers home the title phrase in a manner that is more geared to Top Forty radio than their previous work.147 The record’s success was enhanced by a surrealistic music video (given heavy play on MTV) in which an Everyman going to work is abducted, and escapes by leaping off the roof of a tall building and magically transforming into an eagle.

         
            
            Karma Chameleon (1983)—Culture Club (written by George O’Dowd, Jon Moss, Roy Hay, Mikey Craig, & Phil Pickett) 

         Epic/Virgin 04221

         Chart debut on December 3, 1983 (3 weeks at #1); #1 (12 weeks) in Europe, #1 (6 weeks) in England148; 5 weeks in Australia, 3 weeks in Canada149; from the album Colour by Numbers (6 weeks at #2, sold 4 million copies) (DM, TC, DMDB)

         “Boy George” O’Dowd (born June 14, 1961) formed the pop group Culture Club in London, and with the leader’s smoothly soulful high tenor vocals and distinctive visual style, the quartet quickly shot to fame with their first eight singles reaching the Top Twenty in the United States (the first six hitting the Top 10), starting with Do You Really Want to Hurt Me at the end of 1982. Their biggest hit of all also happened to be their best, the irresistibly catchy Karma Chameleon. “Boy George sings as if in toying with the idea of a love that might last, a future that might actually come to exist, he’s found the greatest sorrow of his life,” writes Dave Marsh. “And the harmonica backs him up.”150 O’Dowd explained to the Los Angeles Times that the song is “about this terrible fear of alienation that people have, the fear of standing up for one thing. … What we’re saying is, if you aren’t true, if you don’t act like you feel, then you get karma—justice. That’s nature’s way of paying you back.” “Culture Club were affectionate,” writes Toby Creswell. “They felt in love and there was a sweetness and inclusiveness to their work rather than the ironic distance of much pop of the era.”151

         
            
            Girls Just Want to Have Fun (1983)—Cyndi Lauper (written by Robert Hazard) 

         Portrait 04120

         Chart debut on December 17, 1983 (2 weeks at #1 in Cash Box, 2 weeks at #2 in Billboard); #1 (2 weeks) in Australia and Canada, #1 (1 week) on Eurochart, and #2 in England;152 from the album She’s So Unusual (#4 peak, sold 6 million)153 (ASCAP-#89, DM-#98, RHF, RIAA, VIL-#393, ACC-#544, DMDB)

         Cyndi Lauper launched her hit-making career by taking a song by obscure Philadelphia new-wave artist Robert Hazard, and giving it a sex change for a female point of view. The bubbly dance tune may have seemed lighter than air, but her exuberant performance made it an anthem not only for women seeking the freedom to do (or to be) whatever they wished, but for anyone who feels different. During those first few years of MTV, music videos tended to feature only sexualized women from a male fantasy perspective. “I thought we needed videos that represented women better,” she recalled.154 She became the first woman to have four singles from one album reach the Billboard Top Five. The songs from She’s So Unusual “were about empowering all us freaks. We stood up and showed them how many of us there really were.”155 Cyndi would later carry forward this philosophy in her smash 2013 Broadway musical Kinky Boots, for which she won the Tony Award for best musical score.

         
            
            Wrapped Around Your Finger (1984)—The Police (written by Sting) 

         A&M 2614

         Chart debut on January 7, 1984 (reached #8); #7 in England; from the album Synchronicity (17 weeks at #1)

         The final original single by the Police before the band’s dissolution and the enduringly successful solo career of Gordon “Sting” Sumner, Wrapped Around Your Finger is a compelling, broiling portrait of a relationship in which the tables are dramatically turned between dominant teacher and submissive student. The highly literate lyrics (befitting the former real-life teacher) abound with references to mythology: Mephistopheles is frequently invoked in Christian mythology as an alternative form of Satan, appearing most prominently in the legend of Faustus, the man who sold his soul to the devil. In Greek mythology, Scylla was a sea monster who lived underneath a dangerous rock at one side of the Strait of Messia, opposite the whirlpool Charybdis, threatening passing ships and (in The Odyssey) eating six of Odysseus’ companions. Sting’s almost spooky intensity—inspired in part by the fact that his marriage to his first wife was in the process of ending (after his own infidelity)—served as a prelude to Fortress Around Your Heart from his first solo album. Band historian Chris Campion notes that the song depicts the fallout from the marital collapse as it unfolded in public, “casting his own relationship with the press in quasi-mystical terms that trace his own rise and fall.”156

         
            January 24: Apple introduces the Macintosh personal computer, whose superior graphics make it an industry trendsetter.

         
            
            Thriller (1984)—Michael Jackson (written by Rod Temperton) 

         Epic 04634

         
         
            
               [image: ]

            
               Figure 9.2Michael Jackson. Michael_XL.tif (on stage).
            

         

         Chart debut on February 11, 1984 (reached #4 pop, #3 R&B); from the album Thriller (chart debut on December 25, 1982, 37 weeks at #1)157 (1001, ACC; GHF and RR-album)

         
            The album Thriller was a pop culture phenomenon like no other: beyond its staggering sales (RIAA certified by 2016 for 32 million, topping the Eagles’ original greatest hits package as #1 all time), it cast a towering shadow over the pop music scene, and forced MTV to finally begin playing videos by black artists on a regular basis. After the album launched seven singles into the Top Ten, Michael Jackson decided to create the most outrageously lavish video ever for its title song. Michael had always loved horror movies, so producer Quincy Jones had Rod Temperton (whose credits included the Jackson hits Rock With You and Off the Wall) compose a song around that theme. Recruiting horror-flick icon Vincent Price to contribute ominous narration and evil, booming laughter was a perfect added touch. Director John Landis (Animal House, The Blues Brothers) was hired to make the video a full-blown Hollywood production, with a record $1.2 million budget. Essential to the success of the Thriller video was choreographer Michael Peters, whose work on the Broadway musical Dreamgirls led to his creation of the dance moves for Michael’s Beat It. For Thriller, Peters used the inspiration of zombie movies such as George Romero’s Dawn of the Dead to create stiff-legged zombie dancing, in Nelson George’s words making “hunched-back turns, creepy head jerks, and slide steps graceful in their clunkiness. Campy by definition, Peters’ dance was silly fun that transcended generations and national boundaries. … In many ways, this dance is Michael Jackson’s most perfect pop product.”158 It was Landis’ idea to create an instant documentary, The Making of Thriller, with funding from MTV and the Showtime cable network; marketed separately as a video cassette, it became the first music video to sell a million copies.159 The Landis/Jackson epic helped the album—more than a year old by then—sell as many as a million copies a week for the month following its widely-ballyhooed MTV premiere160 (see figure 9.2).

         The twenty-fifth anniversary relaunch of the album in 2008, dubbed “Thriller 25,” became one of the most successful reissues ever; in 2008 alone, the album (both its original release and “deluxe” version)—sold a combined 712,000. The song leaped briefly back into the Billboard Top Forty on November 15, 2014, thanks to Halloween airplay.161

         
            May 11: “The Natural” starring Robert Redford premieres.

         
            
            What’s Love Got to Do With It? (1984)—Tina Turner (written by Terry Britten & Graham Lyle) 

         Capitol 5354

         Chart debut on May 19, 1984 (3 weeks at #1; 5 weeks at #2 on R&B chart); #1 (3 weeks) in Canada, #1 (1 week) in Australia, #3 in England, and #7 in Germany162; from the album Private Dancer (reached #3, 106 total weeks, sold 5 million copies) (RIAA-#38, VIL-#101, GHF, R&B-#109, RS-#316, DM, DMDB)

         After eight long years of grinding it out in small clubs trying to repay debts and build a second career for herself following the decade and a half of public stardom and private pain with ex-husband, Ike, Tina Turner earned a comeback beyond the imagination of most with her 1984 album Private Dancer. The seed was planted in 1982 when the British band Heaven 17 asked Tina to sing on a remake of the Temptations’ Ball of Confusion, produced by Greg Walsh and Martyn Ware. When Tina signed with Capitol Records, she asked them to produce a single, a new version of Al Green’s Let’s Stay Together that hit the Top Thirty in the United States and the Top Five in England. That set the stage for a new album; her manager Roger Davies brought in several producers, including British songwriter Terry Britten, whose demo of a new song, What’s Love Got to Do With It, Tina hated for being “wimpy.” He quickly agreed to reshape it to her style, making it “a bit rougher, a bit more sharp around the edges,” as she described it. The result (as produced by Britten) was a rock/soul ballad looking back at shattered relationships and wondering whether it was worth it all; she sang it from the perspective of one who professes to be hardened by experience and trying to deny that love matters or even exists (“what’s love but a second-hand emotion?”), while we can hear in her anguished voice just how much it does mean to her. What’s Love Got to Do With It topped the U.S. charts, swept the Grammies as Record of the Year, Song of the Year, and best female pop vocal, and opened the doors for a new wave of hits, a best-selling autobiography, and a big-screen biopic titled after this, her biggest hit.

         
            
            Dancing In the Dark (1984)—Bruce Springsteen 

         Columbia 04463

         Chart debut on May 26, 1984 (4 weeks at #2 pop, 6 weeks at #1 on Rock Tracks chart)163; #1 in Canada, #4 in England, and #5 peak (40 charted weeks) in Australia164; from the album Born In the U.S.A. (7 weeks at #1, sold 15 million copies) (RHF, VIL-#22, DM-#281, AHR)

         After two years of work in which dozens of tracks were recorded, Bruce Springsteen’s new album was finally complete, a return to rock and roll after the stark folk tales of Nebraska. But his manager Jon Landau felt something was still missing, a leadoff single that would leap off the radio and clearly indicate an evolutionary shift from his previous work. He suggested something along the lines of Prince and the Revolution. At first, Springsteen was angered, kicking over a few chairs. Then he sat down to write a new song, about the process of writing (using the character of a novelist). The 11th-hour addition turned out to be Dancing In the Dark, an insidiously catchy rocker with a churning dance-floor beat (driven by synthesizers and drummer Max Weinberg) that was musically unlike anything he’d done before, while still being linked lyrically to classic Bruce themes such as the struggle for self-expression. For all its obvious commercial appeal, Mikal Gilmore calls Dancing “perhaps the most pointed and personal song Springsteen has ever written about isolation,” while simultaneously making it “a rousing dance tune that had the effect of working against isolation by pulling an audience together in a physical celebration.”165 It became the biggest single of his career, and launched the phenomenon of Born In the U.S.A. An unexpected fan of the song, folk artist Anna McGarrigle, declared it: “So poetic, sexy, and danceable.”

         
            
            The Nancy (1984)—Stan Rogers 

         From the Fogarty’s Cove album From Fresh Water

         A musical storyteller with few equals, Stan Rogers is in prime form on The Nancy, his rip-roaring account of a skirmish on the Great Lakes between U.S. and Canadian ships during the War of 1812. The Nancy was a 100-ton Canadian schooner owned by the Northwest Company. It was used by commander Brock as the pro–British Canadian forces crossed Long Point along the north shore of Lake Erie and took Detroit from the Americans when General Hull capitulated. In the battle depicted by Rogers nearly a year later on October 3, 1813, after the U.S. naval squadron under Commodore Perry defeated the British and regained control of Lake Erie, U.S. militia were sent to take the Nancy, but were defeated in an engagement on the Detroit River below Lake St. Claire. (The Whyandots mentioned in the song were one of the Indian tribes allied with the British to protect their territorial claims.) Finally, in July 1814, U.S. forces were able to blow up the Nancy en route to final victory in the war. Its hull was subsequently salvaged and now resides in an Ontario museum. As always, Rogers’ sympathy was with the common men—here, the sailors aboard the Nancy—with disdain for the British officers with powdered hair and the professional U.S. militia men. The gusto with which Rogers delivers the tale keeps listeners on the edge of their seats. Sadly, From Fresh Water would be Rogers’ final studio album; he died on June 2, 1983 in a fire on an Air Canada flight, and the album was released posthumously a year later. Pete Seeger called Rogers “one of the most talented singers and songwriters in North America.”166 Fellow Canadian folk troubador Gordon Lightfoot declared of Rogers: “His material has stood the test of time, and so has his legend.”167

         
            
            Let’s Go Crazy (1984)—Prince and the Revolution 

         Warner 29216

         Chart debut on August 4, 1984 (2 weeks at #1 on pop chart, 1 week at #1 R&B); #4 in Canada, #7 in England, and #10 in Australia; from the Purple Rain
            soundtrack (24 weeks at #1, sold 13 million copies) (VIL-#136, DM-#187, ACC)

         
            Let’s Go Crazy, which followed When Doves Cry as the second #1 single from Prince’s movie soundtrack for Purple Rain, is “the most concentrated dose of rock and roll Prince has ever delivered, making it an almost atomic package,” declares Dave Marsh.168 The original version of the song had an overtly religious message (the demo featured Prince’s church-style organ), but in its completed form is generally heard as a pure party track.169 Mark Brown’s funky bass part and Matt Fink’s piano solo contribute to the potency of the track, but mostly this is the multitalented singer-writer-producer-guitarist-actor cutting loose, including his Hendrix-style guitar soloing at the end.

         
            
            Move On (1984)—Mandy Patinkin and Bernadette Peters (written by Stephen Sondheim) 

         From the Broadway cast album, Sunday In the Park With George, chart debut on August 25, 1984 (#149 peak)

         After his series of classic 1970s musicals (Company, Follies, A Little Night Music, Sweeney Todd), Stephen Sondheim had an uncharacteristic stumble with 1981’s Merrily We Roll Along, a quick-closing flop despite outstanding songs. The master came roaring back with Sunday In the Park With George, based on French artist Georges Seurat in 1884, and flashing ahead a century to his U.S. great-grandson George (both played by Mandy Patinkin).170 Both men are obsessively trying to complete an ambitious work of art (a painting in 1884, a multimedia piece in 1984) while battling distractions and self-doubt. The focal point is the creation of Seurat’s Sunday Afternoon on the Island of La Grande Jatte, a monumental work of nineteenth-century post-Impressionism; at the conclusion of Act 1, describes Larry Stempel, he completes the painting “as the separate figures and objects in it, having appeared earlier only isolated and in fragments, all come together and take their places on the canvas of the stage.”171 Bernadette Peters portrays Seurat’s mistress (and mother of his child), and then in Act 2 as George’s grandmother.172 
            Move On is a stirring tribute to the arduous but rewarding creative process. “Stop worrying where you’re going—move on. / If you can know where you’re going, you’ve gone—just keep moving on. … Anything you do, let it come from you. / Then it will be new. Give us more to see. …” Opening May 2, 1984 and running for 604 performances, Sunday won the Pulitzer Prize for Drama, and the Grammy for best cast album.

         
            
            On the Wings of a Nightingale (1984)—The Everly Brothers (written by Paul McCartney) 

         Mercury 880213

         Chart debut on September 1, 1984 (#50 on pop chart, #49 C&W); #41 in England; from the album “EB 84” (#38 peak)

         Gone from the pop singles chart for seventeen long years since Bowling Green in 1967—and personally estranged for ten years after Phil threw his guitar down and stormed off stage at a 1973 concert—Phil and Don Everly made a warm, wonderful return with On the Wings of a Nightingale, a record guaranteed to put a huge grin on the face of everyone who had ever loved the dozens of memorable songs they had given us in the 1950s and 1960s. Everlys fan Paul McCartney wrote a bright, happy pop song perfectly suited to those still-fabulous voices, and Dave Edmunds wrapped them up in a sharp, streamlined production (recorded at London’s Maison Rouge Studios). Edmonds, McCartney, and Albert Lee are all on guitars, with Jeff Lynne on bass. It’s pop perfection, opening with a strongly percussive solo guitar, unfolding as their voices soar, and closing with the trill of a nightingale; two and a half minutes of pure pleasure. David McGee called it “one of their grandest singles”; so true.173

         
            
            Purple Rain (1984)—Prince and the Revolution 

         Warner Brothers 29174

         Chart debut on October 6, 1984 (2 weeks at #2 pop, #4 R&B)174; reached #8 in England; from the album Purple Rain (24 weeks at #1) (RS-#144, RIAA-#147, ACC-#220, R&B-#227, GHF-album, 1001, AHR)
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               Figure 9.3Prince. Photofest.
            

         

         Ballads had been mostly absent from Prince’s early repertoire, but he proved the master of this format (just like so many others) with the title song of his blockbuster soundtrack album, a guitar-driven power ballad that is (writes biographer Ronin Ro) “as expansive as any on [Jimi Hendrix’s] Electric Ladyland.” “While he spent years downplaying Jimi Hendrix as an influence, this majestic ballad finds Prince openly reveling in the free-form, winding sort of balladry” associated with Hendrix. The basic tracks were recorded live at a 1983 club date in Minneapolis (edited from 11 minutes down to 8), accompanied by Wendy Melvoin (rhythm guitar), Lisa Coleman (keyboards), and Bobby Z (thunderous on drums). His fervent performance features sky-high falsetto, powerful guitar soloing, skillful use of strings, and a lyric that’s “open and moving.”175 Kelly Clarkson ranked this as her personal #1 song: “It sounds like the guitars are underwater. The production is epic and ethereal.”176 Gerry Kiernan calls it “a true anthem”177 (see figure 9.3).

         
            
            Like a Virgin (1984)—Madonna (written by Billy Steinberg & Tom Kelly) 

         Sire 29177

         Chart debut on November 17, 1984 (#1 for 6 weeks pop, 4 weeks at #1 dance); #1 (5 weeks) in Australia, #1 (3 weeks) in Canada, and #3 in England178 (NPR, RHF, BILLB-#95, ACC-#172, TC, DMDB)

         After setting the stage with her debut album and its Top Twenty hits Holiday, Borderline and Lucky Star, Madonna exploded into the full pop culture superstardom that she would never relinquish with Like a Virgin. Nile Rodgers, who as coleader of the group Chic had scored a series of disco smashes, including Le Freak and Good Times (and had subsequently produced hits for other artists including Sister Sledge, Diana Ross, and David Bowie), was recruited by Madonna to produce her second album. Like a Virgin masterfully expanded on Madonna’s teasing sex-kitten image, with a lavish music video filmed in Italy that quickly attained saturation airplay on MTV. Before the single was released, she introduced it on the 1984 MTV Video Music Awards show—her first televised live performance—and it immediately became legend. Wearing a knee-length white wedding dress, garter belt, and lots of jewelry, she (as described by biographer J. Randy Taraborrelli) “worked the stage like a panther in heat, crawling on the floor seductively, playing right to the camera and flirting all the while with what she knew was an international audience.” Rodgers gave the song a slinky rhythmic groove, driven by a mechanical snare drum; whereas Madonna’s first album had used electronic synthesizers, Rodgers backed her with live musicians. Madonna “crafted a coy vocal that suggested she really was a virgin—excited, sexy, and willing.”179 It was ranked by Rolling Stone in 2000 as the #4 greatest pop song.

         
            
            Do They Know It’s Christmas? (1984)—Band Aid (written by Bob Geldof & Midge Ure) 

         Recorded on November 25, 1984; British chart debut on December 15, 1984 (#1 for 5 weeks); reissued in 1985 (#3 peak)180; the United States: Columbia 04749, chart debut on December 22, 1984 (reached #13) (UK Alltime-#2, Q-#10, DMDB)

         Founder of the Irish rock group the Boomtown Rats, Bob Geldof (born October 5, 1951 in Dublin) had a string of UK hits starting in 1977, most notably I Don’t Like Mondays (1979). Deeply disturbed after seeing a BBC report on African famine, he flew to Ethiopia to see for himself. Stunned by what he saw, Geldof returned to England and, with Midge Ure of the group Ultravox, wrote a song about the human disaster, Do They Know It’s Christmas. Then, with bulldog persistence, he assembled forty of the United Kingdom’s leading pop stars into SARM Studios in London to record it as a benefit record for famine relief. (The supergroup included Bananarama, Phil Collins, Culture Club, Duran Duran, Frankie Goes to Hollywood, Heaven 17, Kool & the Gang, Paul McCartney, Spandau Ballet, Status Quo, Sting, Style Council, Ultravox, U2, Wham!, and Paul Young.) The combination of the song’s emotional impact, star power, and humanitarian value made it a phenomenon, selling a total 3.55 million copies (including reissues), making it the biggest hit in UK history to that date; it would ultimately be nudged to the #2 spot by Elton John’s Candle In the Wind 1997.181 Its success led Geldof to help organize the epic Live Aid benefit concerts in Wembley Stadium and Philadelphia, watched by 1.5 billion people via satellite broadcasts. The record also inspired a U.S. counterpart, We Are the World by USA for Africa (written by Lionel Richie and Michael Jackson), raising millions more for famine relief. Q magazine in 2003 ranked Band Aid’s hit #10 among “Songs That Changed the World.”182

         
            
            I’m on Fire (1985)—Bruce Springsteen 

         Columbia 04772

         Chart debut on February 16, 1985 (reached #6); #5 in England; from the album Born In the U.S.A. (7 weeks at #1)183 (ACC, GHF-album)
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               Figure 9.4Bruce Springsteen. Photofest.
            

         

         Originally written and recorded in January 1982 shortly after completing the album Nebraska, I’m On Fire was set aside until Bruce Springsteen began assembling the songs for Born In the U.S.A., when it became apparent that this was a perfectly constructed story song that, very quietly, packed an emotional wallop. As the album developed into a commercial monster, the number became the fourth of its seven consecutive Top Ten singles, boosted by a memorable video starring Bruce as a service station attendant who silently pines for a rich married woman. Thomas Ryan: “Longing, alienation, and determination are common themes in Bruce Springsteen’s work, but this song can kill you at 20 paces. With utter simplicity and a lyrical directness that nails its target point-blank between the eyes, Springsteen’s passion becomes fearfully contagious. … I can’t listen to this song without getting a case of the chills. His moondog wail as the song fades away only adds to the skin-crawling nature of this nightmarish obsession. … With no vent for relief, Springsteen has constructed one of the most frighteningly obsessive and constrictive love songs that has ever been written.”184 Fellow singer-songwriter Jackson Browne says admiringly: “It’s about fundamental, deep-seated desire. But he lets the muscular playing fall away. It’s astonishing to hear somebody who relied so much on physical power be understated.”185 The record, suggests Peter Ames Carlin, “sounds like a Johnny Cash tune infused with neon”186 (see figure 9.4).

         
            
            Crazy for You (1985)—Madonna (written by John Bettis & Jon Lind) 

         Geffen 29051

         Chart debut on March 2, 1985 (1 week at #1); #1 (4 weeks) in Australia, #1 (1 week) in Canada, and #2 in England (DM-#148, AHR)

         Released in the first full flush of Madonna mania after Like a Virgin topped the charts, and while Material Girl was still climbing to its peak, Crazy for You demonstrated for the first time that the artist was just as capable a ballad singer as she was with dance-floor numbers. Written as a love theme for the cinematic high school football drama All the Right Moves, the song is given a sultry, emotionally direct, and altogether convincing performance. It was produced by John “Jellybean” Benitez (the first ballad he’d produced, after previous dance tracks like Madonna’s Holiday), and beautifully arranged by Rob Mounsey. Dave Marsh calls it “Then He Kissed Me brought up to date” by an acknowledgment of sexual desire that would have been “inconceivable for any female pop singer of the sixties.”187

         
            
            Smooth Operator (1985)—Sade (written by Helen Adu & Ray St. John) 

         Portrait 04807

         Chart debut on March 2, 1985 (reached #5 pop and R&B); #5 peak, 230+ weeks on Jazz Digital Songs188; #19 in England; from the album Diamond Life (#5 peak, 81 weeks, sold 4 million)189 (Jazz-#318, ACC)

         
            The epitome of cool, soulful sophistication, Sade (born Helen Folasade Adu on January 16, 1959 in Ibadan, Nigeria) has ruled serenely over her domain for three decades. Like only a few other artists, she can disappear from public view for years, then reemerge compelling as ever, her essential appeal impervious to passing trends. Raised in London, after studying fashion design and modeling, she began performing with local group Pride, was signed by Portrait Records (moving a few years later to its parent label Epic), and made her debut album Diamond Life a creative and commercial triumph. Smooth Operator epitomizes her virtues, with (in Edna Gunderson’s words) “creamy, dreamy vocals” that make the most of her modest, vibrato-free voice with skillful delivery of lyrics and mastery of nuance. The song spins a narrative of a mysterious character dealing in international intrigue, which becomes mesmerizing through both her performance and her stellar jazzy/Quiet Storm band featuring Stu Matthewman (sax, guitar), Andrew Hale (keyboards), and Paul Denman (bass).190 Stripping away any frills or gimmicks, she relies (notes Gunderson) on “natural mystique, unforced sultriness and silky vocals to deliver a seductive brand of balladry that places her in a pantheon of timeless cool alongside Billie Holiday and Miles Davis.”191

         
            
            How Soon Is Now? (1985)—The Smiths (written by Johnny Marr & Morrissey) 

         Sire 25269, released in February 1985 (didn’t chart); reached #24 on British chart (1985), and #16 in 1992 reissue; from the album Meat Is Murder (chart debut on March 2, 1985, #110 peak) (NME-#13, ACC-#83, 1001, RS, DMDB)

         A sensation in their native England (with nine Top 10 albums), The Smiths never quite penetrated beyond a devoted cult following in the United States, but few bands have exerted such enduring influence in the indie-rock field.192 Lead singer and chief songwriter Steven Patrick Morrissey (known professionally by his last name only) formed the group in Manchester with Johnny Marr (guitar), Andy Rourke (bass), and Mike Joyce (drums). The 1983–1984 singles This Charming Man and Heaven Knows I’m Miserable Now showed off Morrissey’s quirky charisma (carrying self-pity to pop glory) and skillful songcraft. Arguably the band’s finest song, How Soon Is Now is a mid-tempo rocker driven by one of the 1980’s great guitar themes, justifying Marr’s goal of creating (as he told Guitar Player in 1990) “an intro that was almost as potent as Layla.” Robert Palmer opined that the song is rooted in a Bo Diddley rhythm, yet “hardly anyone seemed to notice how much the song’s beat, tremolo guitar sound, and atmosphere owed to Papa Bo.”193 Louise Sugrue celebrates Marr’s “genius layering of sliding and oscillating vibrato guitar,” a descending instrumental riff that wraps Morrissey’s intriguing melody and off-kilter lyrics in an aura of mystery.194

         
            
            Walking On Sunshine (1985)—Katrina and the Waves (written by Kimberley Rew) 

         Capitol 5466195

         Chart debut on March 23, 1985 (reached #9)196; #3 in Canada, #8 in England

         
            Walking On Sunshine was a deliciously giddy ray of sunshine leaping off pop radio in 1985. The British-based band was fronted by Topeka, Kansas-born singer Katrina Leskanich (born in 1960), and their big song, all about the happy discovery that the object of your affection feels the same way about you, was written by guitarist Kimberley Rew (also known for writing the Bangles’ Going Down to Liverpool). The group had a couple of other Top Forty hits, the next biggest being That’s the Way (1989). Nelson George points out that key to the record’s success is that it’s “a delightful appropriation of ‘the Motown Sound,’” recapturing the rhythmic energy and brassy joy of the classic mid-1960s soul.197 Phil Mershon offered another Motown connection, suggesting that Katrina and the Waves were inspired by the 1970s Honey Cone hit One Monkey Don’t Stop No Show (for the Holland-Dozier-Holland label Invictus) and its between-line vocal trills.198 
            Walking On Sunshine (called “a masterpiece of guitar pop” by Rolling Stone) is a song that just makes the listener want to smile, with Katrina’s irresistible, ready-to-burst-out-of-her-skin enthusiasm: “I’m walking on sunshine. … And don’t it feel GOOD!”199

         
            
            Highwayman (1985)—Johnny Cash, Waylon Jennings, Willie Nelson, and Kris Kristofferson 

         Columbia 04881

         Chart debut on May 18, 1985 (1 week at #1 C&W)

         The four legends really nail Jimmy Webb’s epic tale of reincarnation through the ages, first recorded by Webb on his 1977 album El Mirage. After Glen Campbell heard Webb’s original performance, he promptly recorded his own version of the latest masterpiece by his favorite composer, but Capitol refused to let him release it as a single. He laid down rhythm guitar and vocal tracks to help Johnny Cash learn the song, which led to this chart-topping rendition from the first of the three albums that the superstar quartet would record. The album was originally slated as a solo set for Cash, but in 1984 when he was taping a Christmas TV special in Montreaux, Switzerland, he invited Jennings, Nelson, and Kristofferson as guests.200 Before the show aired, he persuaded them to record an album together at Chips Moman’s Nashville studio. Moman showed them The Highwayman, and Nelson was sold instantly.201 Webb says the song is symbolically about “the kind of people who built this country up. The first verse is the rogue, the outlaw nation. … The second verse is the seafaring nation, the growth of a nation. … Then the dam builder is a generation of construction and science and technology.” Finally, there’s the spacefarer flying a starship. “It’s an American allegory.”202 Through their treatment, remarks Michael Streissguth, the song “portrays four lives cut from the fabric of America and links them in an unending wire.”203

         
            June 1, 1985: Larry McMurtry’s “Lonesome Dove” is published.

         
            
            Shout (1985)—Tears for Fears (written by Roland Orzabal & Ian Stanley) 

         Mercury 880294

         Chart debut on June 15, 1985 (3 weeks at #1)204; #1 (4 weeks) in Canada, #1 (4 weeks) in Germany, #1 (3) in Europe, #1 (1) in Australia, and #4 in England205; from the album Songs from the Big Chair (5 weeks at #1; sold 5 million copies) (PW, ACC)

         The follow-up to the British rock group Tears for Fears’ breakthrough #1 single Everybody Wants to Rule the World, Shout matched the feat and, to some listeners, went to a still deeper place. The duo of Roland Orzabal and Curt Smith chose the name Tears for Fears from Arthur Janov’s book Prisoners of Pain, and Shout extended the theme of psychoanalysis and emotional release. The other inspiration for the song, according to Orzabal, was his feeling of outrage over the installation of U.S. nuclear missiles in Britain. “I love this record,” declares Paul Williams in Rock & Roll: The 100 Best Singles. “The words, ‘These are the things I can do without’ affirm that an important part of what needs to be let out is anger, but the song’s triumph is its union of anger with passion, with love, with the fiery need to communicate that is somehow essential to our survival.” With the release of visceral feelings “comes self-awareness. It comes in a wave … forceful and beautiful.” As a choir helps the chorus rise to a crescendo with a “cataclysmic” percussive support, this record “captures something. It makes a difference. It burns with a mysterious brightness.”206

         
            
            People Get Ready (1985)—Jeff Beck and Rod Stewart 

         Epic 05416

         Chart debut on June 15, 1985 (#48 pop, #5 on Rock Tracks); from the album “Flash” (reached #39)

         Rivaled only by Jimi Hendrix and Eric Clapton among the great rock guitar heroes, Jeff Beck (born June 24, 1944 in Wallington, Surrey, England) made his reputation with the Yardbirds (1965–1966) before forming the Jeff Beck Group, which featured Rod Stewart on vocals for its first two albums (1968–1969). Beck reached his commercial zenith with the 1975–1976 albums Blow by Blow and Wired, and has remained continually in demand, his guitar chops still breathtaking five decades after his debut. Curtis Mayfield’s People Get Ready, one of the definitive anthems of the civil rights movement and soul music as recorded by The Impressions in 1965, was given a thrilling new treatment by Beck. His central guitar riff is majestic and stirring, perfectly suited to the song, and his old bandmate Stewart’s vocal is equal to the classic material. The music video, too, is a picturesque treat: Beck spends most of it soloing while sitting in a train’s boxcar, while Stewart sings in a train station, and when they come together joyfully at the conclusion, it’s an emotionally satisfying reunion.

         
            
            Freeway of Love (1985)—Aretha Franklin (written by Jeff Cohen & Narada Michael Walden) 

         Arista 9354

         Chart debut on June 22, 1985 (5 weeks at #1 on R&B chart; reached #3 pop, 3 weeks at #1 on dance chart); #51 in England (VIL-#106, GR)

         Aretha Franklin hadn’t exactly been spinning her wheels during the late 1970s and early 1980s, a period that included one strong album produced by Curtis Mayfield and two by Luther Vandross. But it was, nonetheless, a thrill for all Aretha fans that her 1985 album 
            Who’s Zoomin’ Who (her fifth release on Arista following the glorious run on Atlantic) found her in revitalized form, and produced her first Top Ten single in twelve years, Freeway of Love. The record was produced and cowritten by Narada Michael Walden207; he had actively pursued the project by sending outlines for three songs (including Freeway) to Arista president Clive Davis, who forwarded them to the singer. Hot tenor sax soloing by Clarence Clemons of Bruce Springsteen’s E-Street Band helps further inspire her performance.208 It was voted the #2 best single of 1985 in the Village Voice critics’ poll, and won Grammies for best R&B song and best R&B female vocal. Aretha noted in her autobiography the fact that the song used “the magical metaphor of freeway driving,” connecting it to her native Detroit, and helped make it special.209 In the music video, she drove off at the conclusion in the same pink Cadillac once owned by the 1950s sex symbol Jayne Mansfield.

         
            
            The Power of Love (1985)—Huey Lewis and the News (written by John Colla, Chris Hayes, & Huey Lewis) 

         Chrysalis 42876

         Chart debut on June 29, 1985 (2 weeks at #1); #1 (2 weeks) in Australia, #1 (1 week) in Canada, and #9 in England (ASCAP-#50)

         The quintessential bar band that hit the jackpot, Huey Lewis and the News turned their breezy, good-natured brand of rock into one of the defining sounds of 1980s pop radio. Born Hugh Cregg III July 5, 1950 in New York and raised in Danville, California, Lewis got his start in the early 1970s as lead singer for Clover, a San Francisco country-rock band. The group moved to England in 1976 at the suggestion of Nick Lowe, who produced their debut single, and a year later the group (minus Lewis) backed Elvis Costello on his landmark debut album My Aim Is True. After two Clover albums flopped, the band broke up and returned to California. Lewis and fellow ex-Clover Sean Hopper (keyboards) formed American Express, which released an unsuccessful single. In 1980, with a revised lineup that also included Chris Hayes (lead guitar), Johnny Colla (sax & guitar), Mario Cipollina (bass), and Bill Gibson (drums), the band became Huey Lewis and the News and signed with Chrysalis. Their debut album that year was widely ignored, but in 1982 the LP Picture This became a hit on the strength of the Top Ten single If You Believe In Love. The third album by the News, Sports in late 1983 broke them wide open with sales of six million copies and five Top Twenty singles.

         Steven Spielberg’s Amblin Entertainment production company was preparing the fantasy adventure-comedy Back to the Future starring Michael J. Fox, and wanted the band to provide a theme song. The first song Lewis had in mind for the film, In the Nick of Time, he ended up giving to another picture, Brewster’s Millions (sung by Patti LaBelle). But he and bandmates Colla and Hayes were working on another song that was appropriate for Future. Director Robert Zemeckis needed it for a scene in which Fox as high schooler Marty McFly is auditioning a song with his rock band for the school dance. Lewis and the News had only completed the instrumental riff for the song by the time the scene was filmed, so they had Marty and his band get cut off after barely introducing the song—dismissed by Lewis himself, in an ironic cameo as a nerdy high school teacher running the auditions. The group completed The Power of Love in time to accompany Marty on the soundtrack as he leaves Doc Brown’s home for school. The optimistic, catchy rocker with an irresistible, driving guitar hook became the band’s first #1 single.

         
            
            Summer of ‘69 (1985)—Bryan Adams (written by Bryan Adams & Jim Vallance) 

         A&M 2739

         Chart debut on June 29, 1985 (reached #5); #9 in Canada210; from the album Reckless (2 weeks at #1) (DM, DMDB, ACC)

         Canadian rocker Bryan Adams’ fourth Top Ten hit was one of his most ingratiating, a baby boomer’s look back at good times, with a bright, catchy production. Born to British parents November 5, 1959 in Kingston, Ontario, Canada, the singer-songwriter-guitarist first hit it big in 1983 with Straight from the Heart, and Summer of ‘69 came in the middle of a streak of seven straight Top Twenty singles. Jim Vallance coauthored many of Adams’ early hits, and the artist credited him with writing most of this classic. “The year is immaterial, although it was a great year—I was only ten, of course, but I remember the moon landing, the Beatles … [and] Woodstock.”211 
            Billboard remarked that the song is “no wistful nostalgia,” but “more like a full-throttle celebration.”212 Adams, writes Dave Marsh, is “stalking a moment when time seemed to freeze, when simple things—good, right, and true—abounded, a moment that ought to be mythical but in many lives tangibly and persuasively presents itself as a yardstick for future and past alike.”213 
            Summer of ‘69
            ranked as the #16 favorite rock song in a 1997 British Virgin Radio poll.

         
            
            Money for Nothing (1985)—Dire Straits 

         Warner 28950

         Chart debut on July 13, 1985 (3 weeks at #1); #1 (1) in Canada, #4 in England214; from the album Brothers In Arms (#1 for 9 weeks) (VIL-#457, TC, AS)

         It’s a rock and roll song all about the ridiculousness of rock and roll stardom, and helping drive it to massive success was an MTV video poking fun at MTV. Mark Knopfler—inspired, he said, by the acidly witty character songs of Randy Newman—earned the biggest hit of his career with the funny and musically exciting Money for Nothing.

         Knopfler recounted that he got the idea for the song from a New York electrical shop owner denouncing the idiots who earned millions and got all the babes playing their guitars on MTV, while men who did real work barely scraped to get by. He captures the venom but it’s all in good fun, written from the bigoted clerk’s perspective (much as Newman writes in the persona of characters far from himself), and Knopfler unleashes some wicked guitar solos. Knopfler told Bill Flanagan that he started writing the song while in the store. “I borrowed a bit of paper and started to write the song down. … I wanted to use a lot of the language that the real guy used when I heard him, because it was more real.”215 Sting drops by to offer the “I want my MTV” falsetto cries. Money for Nothing won the Grammy for best rock duo or group performance, was named Song of the Year by American Songwriter, and Brothers In Arms sold nine million copies in the United States alone. “Money for nothing, and the chicks for free …”

         
            July 21: The death of actor Rock Hudson brings greater awareness of AIDS, a disease that is killing tens of thousands each year.

         
            
            Saving All My Love for You (1985)—Whitney Houston (music by Michael Masser, lyrics by Gerry Goffin) 

         Arista 9381

         Chart debut on August 17, 1985 (#1 for 1 week pop, #1 for 1 week R&B); #1 (2 weeks) in England, #1 (2 weeks) in Australia216; from the album “Whitney Houston” (14 weeks at #1) (ASCAP-#91, GHF-album)

         Blessed with one of the most remarkable voices of her generation, dazzling beauty, and great musical genes (mother Cissy Houston, cousin Dionne Warwick), Whitney Houston was destined for stardom from the outset of her career. As president of Arista Records, Clive Davis left nothing to chance for her debut album, carefully matching her with the right material and collaborators. Michael Masser, previously best known for writing the Diana Ross chart-toppers Touch Me In the Morning and Theme from “Mahagony,” cowrote and produced Saving All My Love for You, a sumptuous ballad about a woman’s hopeless affair with a married man.217 (His writing partner was no less than Gerry Goffin, who coauthored so many classic hits with Carole King.) The song had previously been recorded by the duo of Marilyn McCoo and Billy Davis, Jr. Masser made several changes in the song for Houston, and it served as the album’s second single, following the Top Five hit You Give Good Love. The tune became the first of her unprecedented seven consecutive #1 singles (with four others to follow later). Goffin was proud of the song’s timeless quality, telling Paul Zollo it “could have been written in the Thirties.”218 Whitney’s chapter is the longest in Davis’ autobiography The Soundtrack of My Life, and he notes that “we enjoyed one of the most extraordinary rides in the history of the music business.”219

         
            
            Sunset Grill (1985)—Don Henley (written by Don Henley, Danny Kortchmar, & Benmont Tench) 

         Geffen 28906

         Chart debut on August 31, 1985 (reached #22); from the album Building the Perfect Beast (chart debut on December 15, 1984, reached #13, sold 3 million copies)

         For his first solo album after the breakup of the Eagles, I Can’t Stand Still, Don Henley recruited guitarist Danny “Kootch” Kortchmar, a key contributor to Carole King’s early albums (including Tapestry) and those of James Taylor and Jackson Browne, cowriting such songs as Tender Is the Night with Browne. The partnership continued on Building the Perfect Beast. Portions of the album were recorded at Kortchmar’s home studio in the Hollywood hills. Kootch told Timothy White that the melody for Sunset Grill was taken from a number he’d written with a jazz-rock band called the Section, but the original was in 6/8 time. Henley wanted to write a song based on characters encountered at the Sunset Grill, a hamburger stand on Sunset and Gardner in Los Angeles, so Kootch pulled out the old melody and reworked it in 4/4 time. Henley explained to White: “Basically it’s a song about accountability in these nameless, faceless times in corporate America.” Grill owner Joe Froehlich became a warm, down-to-earth symbol of the antithesis.220 Although synthesizers were overused in 1980s pop, this is one song on which they are skillfully employed to add weight and depth to the musical atmosphere. Patty Smythe provides harmony vocals.221 “You see a lot more meanness in the city—It’s the kind that tears you up inside / Hard to come away with anything that feels like dignity, hard to get home with any pride. … There is no hiding place, down at the Sunset Grill. …”

         
            September 11: Pete Rose of the Cincinnati Reds breaks Ty Cobb’s record of 4,191 hits.

         
            
            You Belong to the City (1985)—Glenn Frey (written by Glenn Frey & Jack Tempchin) 

         MCA 52651

         Chart debut on September 14, 1985 (2 weeks at #2); from the TV soundtrack album Miami Vice (11 weeks at #1, sold 4 million copies)

         After nearly a decade as one of the biggest-selling acts in the music world, The Eagles broke up in 1981, but the band’s primary singers and songwriters, Glenn Frey and Don Henley, wasted little time in emerging as solo stars. Born in Detroit on November 6, 1948, Frey formed the group Longbranch Pennywhistle with J. D. Souther, played on various Los Angeles rock sessions, and in 1970 became part of the backup band for Linda Ronstadt on her Silk Purse album. He, Henley, Bernie Leadon, and Randy Meisner used that as the launching pad for the creation of The Eagles, and starting with the group’s 1972 debut album it became one of the dominant forces of 1970s pop radio, selling tens of millions of albums. Frey’s first two solo albums in 1982 and 1984 were solid successes, but his fortunes really soared after his recording of The Heat Is On from the Beverly Hills Cop soundtrack shot to #2 in early 1985. His song Smuggler’s Blues had provided the basis for an entire February 1985 episode of NBC’s Miami Vice (helping the song to become a Top 15 hit), and producer Michael Mann invited him to write a new song for the show’s fall 1985 second-season premiere. Together with his frequent writing partner Jack Tempchin, Frey created You Belong to the City, an intensely atmospheric narrative built around the program’s character of Detective Ricardo Tubbs, played by Philip Michael Thomas (opposite costar Don Johnson as Det. Sonny Crockett). With a quietly churning rhythm track and a jazzy wailing saxophone, this is a performance that brilliantly establishes a nocturnal urban mood and defines a character. Produced by the artist himself, it became the biggest solo hit of his career, from one of the 1980’s hottest-selling albums.

         
            
            Broken Wings (1985)—Mr. Mister (written by Steve George, John Lang, & Richard Page) 

         RCA 14136

         Chart debut on September 21, 1985 (2 weeks at #1); #1 (1 week) in Canada, #4 in England222

         The Los Angeles–based group Mr. Mister—singer-bassist Richard Page, Steve Farris (guitar), Steve George (keyboards), and Pat Mastelotto (drums)—had little success with their 1984 debut album. The moody, atmospheric ballad Broken Wings was written in 20 minutes by Page, George, and Page’s cousin John Lang.223 When it was released as the leadoff single from their second album, things didn’t look promising at first, as it attracted airplay in isolated markets without spreading. Finally, after more than three months, it crossed over to the national charts, and then the combination of its compelling narrative quality, Page’s expressive vocal, and a very striking music video carried it all the way to the top. The group followed it up strongly with another memorable and distinctive chart-topper, Kyrie.

         
            
            Conga (1985)—Miami Sound Machine (featuring Gloria Estefan) (written by Enrique Garcia) 

         Epic 05457

         Chart debut on October 19, 1985 (#10 peak, 27 weeks, #7 on dance chart)224; #1 (1 week) in Canada225; from the album Primitive Love (#21 peak, 75 weeks)

         Born in Havana on September 1, 1957, Gloria Estefan has carved out a spectacular pop music career without losing her Cuban roots. Having moved with her family to Miami in 1959, she was hired in 1975 as vocalist for keyboardist Emilio Estefan’s wedding band, and the renamed Miami Sound Machine became one of the city’s most popular. In 1978, after Gloria and Emilio married, the band began recording Spanish-language albums for CBS’ Hispanic label that became best-sellers in Latin markets. She cut her first song in English in 1984, and “Primitive Love”—their first all-English album—became a three-million-selling smash. Conga was the first and most memorable of its three Top Ten hits. For all of her many subsequent successes, this irresistible workout, the horns punctuating the multiple percussion instruments possessing an unmistakable Cuban character—how in the world could it not have reached #1 on the dance chart?—stands as her trademark number. The conga dance, with a kick on the fourth beat of every measure, is a longtime Cuban carnival tradition, and was popularized in the United States in the 1930s.226

         Tommy Mottola, who became president of CBS Records, with Estefan as one of his top artists, in 1988: “The essence of Gloria Estefan, if you asked anybody to define it, would be one single song: Conga. It was a distinct blend of Afro-Cuban rhythm with great orchestrations, some pop, and a beat that could pull anyone onto the dance floor anywhere in the world. When you hear it today it’s as current as the day it was recorded, and will be forever and ever.”227

         
            
            My Hometown (1985)—Bruce Springsteen 

         Columbia 05728

         Chart debut on December 7, 1985 (reached #6); from the album Born In the U.S.A.
            228

         The concluding song of Bruce Springsteen’s world-conquering, fifteen-million-selling album Born In the U.S.A., My Hometown is an intimate, moving father-and-son parable across two generations, set against the background of a dying industrial town. Based in part on his own adolescence in Asbury Park, New Jersey, and a racial incident that he witnessed in 1965, it became the album’s seventh consecutive Top Ten single, and possesses a quiet, lingering power.

         He recorded the song in February 1983 at New York’s Hit Factory, flying out from his then-California home to cut this one track. Biographer Dave Marsh notes that the song is emotionally connected to the somber, shadowy worlds of the characters in his previous acoustic album Nebraska, “but it was almost quiescent in its portrait of an American worker who witnesses the flower and the rot of post-World War II prosperity … fraught with fear and reconciliation and detailing defeat.”229

         
            
            Russians (1986)—Sting 

         A&M 2799

         Chart debut on January 18, 1986 (reached #16); reached #2 in France and Italy, #8 in Germany, and #12 in England230; from the album The Dream of the Blue Turtles (chart debut on July 13, 1985, 6 weeks at #2)

         Sting’s debut album after The Police parted ways was packed with a sense of musical adventure, exemplified by Russians. Set against a background of Cold War tensions, Sting crafted a lyric of yearning for peace shared by Russians and Americans, and constructed it atop a melody that sampled Russian composer Sergei Prokofiev’s majestic Romance from his Lieutenant Kije Suite, which the composer adapted in 1934 from his score for the satiric comedy “Lieutenant Kije”; four years later, Prokofiev created his classic score for Sergei Eisenstein’s Alexander Nevsky. The combined effect is powerful and haunting, even if the earnest lyrics are a tad awkward at times. Sting’s performance of Russians as the opening number at the February 1986 Grammies broadcast was among the most memorable in awards history. “We share the same biology, regardless of ideology / Believe me when I say to you / I hope the Russians love their children, too.”

         
            
            Manic Monday (1986)—The Bangles (written by Prince) 

         Columbia 05757

         Chart debut on January 25, 1986 (1 week at #2); reached #2 in England and Germany, #3 in Australia231; from the album Different Light (2 weeks at #2) (1001, DM, TC)
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               Figure 9.5The Bangles. Courtesy of The Bangles and Tamara Yajia.
            

         

         The Minneapolis wizard known as Prince had hit songs just pouring out of him in the 1980s, with enough to go around for other artists including Sheena Easton, Sinead O’Connor, and one of the decade’s top female bands, the Bangles. Singer-guitarist Susanna Hoffs, sisters Debbi and Vicki Peterson on drums and guitar, respectively, and Annette Zilinskas (bass) formed the group in Los Angeles in 1981 (Zilinskas was shortly replaced by Michael Steele, a former member of the Runaways), and after a single and a five-song EP released their first album in 1984, which earned strong reviews and promising sales. It was their second album Different Light that made the Bangles top-level headliners. Prince had originally written Manic Monday for his protégé Apollonia, but, having been impressed by the group’s first album, he gave it to the Bangles (he and Susanna Hoffs were often seen together during this period) under the pseudonym “Christopher,” and it was a perfect vehicle for the quartet’s talents.232 (Ironically, the record was kept out of the #1 spot in Billboard by Prince himself with Kiss.) It’s the tale of a gal scrambling to begin the work week and get through the 9 to 5 grind so she can come alive again on the weekend. Dave Marsh declares that it includes “some of the best imagery Prince has ever created.” Toby Creswell calls it “glistening pop; its straightforward lyrics deal with everyday people in their everyday worlds, but it gives these lives—and by extension our own—a beautiful glow”233 (see figure 9.5).

         
            January 28: The U.S. space shuttle Challenger explodes 73 seconds after liftoff, killing all seven astronauts aboard.

         
            
            R.O.C.K. In the U.S.A. (A Salute to ’60s Rock) (1986)—John Mellencamp 

         Riva 884455

         Chart debut on February 1, 1986 (1 week at #2); from the album Scarecrow (3 weeks at #2, sold 4 million copies)

         Putting aside populist concerns for some old-time rock and roll, John Mellencamp in R.O.C.K. In the U.S.A. celebrated the musical heroes of his youth, name-checking artists from James Brown and Mitch Ryder to Martha Reeves and Bobby Fuller. Mellencamp’s rock-solid band (guitarists Larry Crane and Mike Wanchic, bassist Toby Myers, and especially drummer Kenny Aronoff) really proves its mettle here. This is flat-out, party-time rock and roll with a relentless drive and everyone shouting out the title phrase; all the American Bandstand kids would have agreed it’s got a great beat and you sure can dance to it.

         
            
            Theme, “Out of Africa” (1986)—John Barry 

         From the MCA movie soundtrack; chart debut on February 1, 1986 (#38 peak) (AFI-#15)

         More than twenty years into his film-scoring career, John Barry enjoyed a remarkable hot streak in the 1980s with a succession of soundtracks that rank among the greatest of the era: his swooningly tragic/romantic score for Somewhere In Time (1980), the devastatingly sultry Body Heat (1981), and then one of his finest of all, Out of Africa. Director Sydney Pollack designed the tale of a Danish author (played by Meryl Streep) who runs a coffee plantation in Kenya, and discovers the full beauty of Africa through a hunter portrayed by Robert Redford, with the intent of making music an integral part of the story.234 Barry delivered precisely what Pollack needed. By the composer’s account, for part of the score he was “writing against what everyone was going to expect”—specifically, for the Streep-Redford romance, and “it just worked beautifully.”235 But on the central theme he plays it straight: It’s one of his most luxuriously gorgeous, particularly for the scene in which Redford flies Streep in his small plane across the Kenyan landscape, and she’s so moved by its beauty that all she can do is watch in awe and squeeze his hand. The score earned Barry his fourth Academy Award, and also a Grammy for the best instrumental composition.

         
            
            Kiss (1986)—Prince and the Revolution 

         Paisley Park 28751

         Chart debut on February 22, 1986 (2 weeks at #1 on pop chart, 4 weeks at #1 R&B)236; #2 in Australia, #4 in Canada and Germany, and #6 in England237; from the album Parade (reached #3) (VIL-#54, Time, R&B-#266, ACC, RS)

         Prince Roger Nelson was never more seductive than on the slinky, soulful workout Kiss. The song actually began (as described by Adam White & Fred Bronson) with a session for a group called Mazarati that was on Prince’s Paisley Park label and was recording in the Hollywood studio next door. When he learned the group needed another song, he took out an acoustic guitar, played around with a melody, and came up with Kiss, giving the group a cassette recording. Mazarati’s “David Z” (David Rivkin) came up with a keyboard part, the group did a drum program, and lead singer Casey Terry did the vocal. A couple of days later when they asked Prince to check out the not-quite-finished track, everyone agreed that it was a hit. Prince laughed and said, “I’m taking this back.” He recorded his vocal (completely in falsetto) over the group’s instrumental track, and added Wendy Melvoin’s wah-wah guitar part that contributes tremendously to the song’s sensual aura.238 Michaelangelo Matos of Rolling Stone called it his best single ever. The week that Kiss hit #1, sitting in the runner-up spot was the Bangles’ Manic Monday, penned by Prince.239

         “A brilliantly choreographed tryst between Prince and a veiled mystery woman, the [music video] mini-teleplay was so flawless, the physical interplay so effortlessly erotic that a video for once enhanced an already unforgettable piece of music,” writes Timothy White. “Not since When Doves Cry had a groove record been so fundamental in its components, the listener seduced into the experience of learning the rhythm’s mechanism as it unfurled. Kiss was a three-and-a half-minute miracle.”240

         
            
            Nasty (1986)—Janet Jackson (written by James Harris III, Terry Lewis, & Janet Jackson) 

         A&M 2830

         Chart debut on April 19, 1986241 (2 weeks at #1 on R&B chart; reached #3 pop); #19 in England; from the album Control (2 weeks at #1, sold 5 million) (VIL-#382)

         After Janet Jackson’s first two albums had expired with barely a trace, she called on the powerhouse production team of Jimmy Jam (James Harris III) and Terry Lewis, and together they came up with a blockbuster album that fully established her as a pop heavyweight in the family tradition. Born May 16, 1966 in Gary, Indiana, Janet, the ninth and last child in the family, performed with her brothers in Jackson 5 shows from the age of seven, at ten acted in the TV series Good Times and later in Diff’rent Strokes and Fame, and released her flop albums in 1982 and 1984. Jimmy Jam and Lewis (formerly of the Time) collaborated with Janet on the songs for Control, fashioned razor-sharp dance-pop productions around them, and the result was five Top Ten singles that drove the album to sales of more than five million. Nasty, the second single, was written (report Adam White and Fred Bronson) after Jimmy bought a new keyboard called a Mirage with a distinctive sound, and they built the melody around it. The song (like the rest of the album) was recorded at the production duo’s Flyte Tyme studios in Minneapolis. Before starting the album, they spent a week getting to know Janet, as she told them her life story (including the recent annulment of her marriage and getting out on her own for the first time), and quickly these conversations worked their way into the songs. Jimmy played keyboards and did the drum programming, while Lewis played percussion. It’s sassy and sexy, as Ms. Jackson makes clear over the pulsing rhythm track that she doesn’t like nasty boys, while coyly hinting that she’s not immune to their charms provided they pay her proper respect.242 
            Rolling Stone, citing the track’s “use of aggressive grooves and crisp electronics to symbolize brazen female strength,” named Nasty the #79 best pop single ever.243

         
            
            Rain On the Scarecrow (1986)—John Mellencamp (written by John Mellencamp & George Green) 

         Riva 884635

         Chart debut on April 26, 1986 (reached #21); from the album Scarecrow (chart debut on September 14, 1985, 3 weeks at #2, sold 4 million copies)

         He grew up in the farm country of Seymour, Indiana, and when John Mellencamp in 1985 saw what recession and national indifference had done to Midwestern farm families, with dreams shattered and a way of life in danger of disappearing, he was boiling mad.244 His practical response was to become (along with Willie Nelson and Neil Young) one of the cofounders of Farm Aid, which ever since 1985 has held benefit concerts to boost awareness of the plight of the U.S. family farmer. The artist also testified before a U.S. Senate committee on behalf of a bill to help family farms. His artistic response was to write Rain on the Scarecrow, a hard-rocking cry of anger and defiance. Rolling Stone said that the album is “brimming with music” that is “astonishingly eloquent.” The Mellencamp band is at its most taut and powerful here, driven by drummer Kenny Aronoff, with guitarists Mike Wanchic and Larry Crane and bassist Toby Myers.

         
            
            On the Other Hand (1986)—Randy Travis (written by Paul Overstreet & Don Schlitz) 

         Warner 28962

         Original chart debut on August 31, 1985 (#67 C&W); reissued chart debut on April 26, 1986 (1 week at #1 C&W); from the album Storms of Life (8 weeks at #1, 243 total weeks C&W245; #85 peak, 100 weeks on pop chart) (C&W-#118, HBN-#157, DM)

         “If Randy Travis hadn’t come along in the mid-eighties, country music would have done well to invent him,” remarks Thomas Goldsmith. Traditionalist country music was enduring hard times with a few exceptions like George Strait, and “the big crossover sales of the Urban Cowboy era were a memory.” Randy Travis came onto this troubled scene with a background of ten years singing hard-core country music, handsome, personable, fitting the classic cowboy image, and blessed with a deep, resonating baritone. “In short, the father of ‘hat acts.’” Born Randy Traywick on May 4, 1959 in Marshville, North Carolina, after years of playing in bars mostly in the Charlotte area, he moved to Nashville in 1981. The album Storms of Life “swept across radio and retail like a fresh wind off the ocean.” From the beginning, Travis “was just plain country—no apologies, no crossover sympathies, and no pop at all. The record introduced a major new country voice, one who carried as much heartache as George Jones, but knew the subtlety and control of a Sinatra.”246 
            On the Other Hand was written by Don Schlitz (best known for Kenny Rogers’ The Gambler) and Paul Overstreet, the tale of a man wrestling with temptation to stray from his wife. In its original release, the single got little circulation. But when its follow-up release 1982 became a hit, the song was reissued and shot to #1.247 
            Storms of Life would sell three million copies, and his successor LP Always & Forever topped five million. Schlitz and Overstreet would also write Travis’ 1987 smash Forever and Ever, Amen.

         
            
            Like a Rock (1986)—Bob Seger 

         Capitol 5592

         Chart debut on May 24, 1986 (reached #12); from the album Like a Rock (#3 peak)

         
            Like a Rock, Bob Seger told Timothy White, is “about the loss of innocence regarding ideals and what you make of it.” He wrote it in spring 1984 a few months after the conclusion of his previous tour behind his album The Distance, inspired by memories of the years of struggle playing bump-and-grind joints. When the album was released, he told Stephen Holden for the New York Times: “Like a Rock was inspired partly by the end of a relationship I had that had lasted for 11 years. You wonder where all that time went. But beyond that, it expresses my feeling that the best years of your life are in your late teens when you have no special commitments and no career. It’s your last blast of fun before heading into the cruel world.” More broadly, he explained, it’s “about the loss of innocence regarding ideals and what you make of it.”248 The singer expanded on the tune’s genesis in 1996 to USA Today: “I was thinking about when I was running cross-country. I was a distance runner—at 17, thinking, ‘I can do anything.’” The title song and entire album, writes Paul Evans, is “wise and confident music.”249

         It was in 1991 that General Motors (manufacturer of Chevy trucks) first made Like a Rock into one of the most unforgettable and longest-lasting theme songs for any television ad campaign. The automobile company was in rather desperate straits at the time, with declining sales and factories closing, and decided that one way to address the crisis was to convince consumers that Chevy trucks were durable and dependable. Charged with the responsibility of shaping the campaign, Don Gould of Campbell-Eward Advertising went through his music collection looking for inspiration, and as soon as he pulled out Seger’s Like a Rock album said to himself, “That is exactly what we need.” When they first approached the artist about acquiring the rights to use the song, he turned them down; he was deeply resistant to anything that smacked of “selling out.” After six months of rejections, Gould convinced Seger’s manager, Punch Andrews, to watch the proposed TV ad, which had generated extraordinary responses in consumer tests. Andrews was sold, but it was still tough to persuade Seger, despite his blue-collar Dearborn, Michigan roots, and the fact that his father had worked at Ford for nineteen years (and Bob spent 3 weeks himself on the Ford assembly line in 1963). Then one night (as recounted by Joe Urschel), the singer was dining with his wife at a Detroit restaurant when an autoworker came up to the table and politely asked Seger to do something to help the auto industry. “I had just read about how GM had lost over $1 billion in a single quarter, and I thought if I could do something to help I would.” Not long after he made the deal and the ad campaign began, sales of Chevy trucks improved significantly, and by mid-decade GM was producing the trucks at or near capacity. “The song has a brilliance to it—it has helped us internally and externally,” Kurt Ritter, manager for Chevy trucks, told USA Today. “It is not just a marketing campaign. It captures the soul of the brand.” Like a Rock remained the Chevy trucks’ theme until it was finally replaced in 2006 by another veteran Midwestern rocker, John Mellencamp, and his song This Is Our Country.

         
            
            Higher Love (1986)—Steve Winwood (music by Steve Winwood, lyrics by Will Jennings) 

         (RS Polls-#81, RIAA,VIL-#363, DMDB)

         Island 28710

         Chart debut on June 14, 1986 (1 week at #1); #1 (1 week) in Canada, #8 in Australia, and #13 in the United Kingdom; from the album Back In the High Life (reached #3)

         After Steve Winwood’s 1982 album following up his big comeback, Arc of a Diver was only modestly successful, and there was a four-year wait as the multitalented artist pooled his creative resources for what would become the most successful album of his career. Back In the High Life sold three million copies and produced four Top Twenty singles; Higher Love was the chart-topping smash that got it started. The song’s blue-eyed soul aura is greatly enhanced by the soaring backup vocals of Chaka Khan. Produced by Russ Titelman, the intricate percussion and horn arrangement may be slick, but Ben Edmonds of Rolling Stone noted, it “sounds amazing.” Higher Love won the Grammies for Record of the Year and best male pop vocal.

         
            
            Papa Don’t Preach (1986)—Madonna (written by Brian Elliot & Madonna) 

         Sire 28660

         Chart debut on June 28, 1986 (2 weeks at #1); #1 (3 weeks) in England, #1 (6 weeks) in Australia, and #1 (6) in Canada250 (DM-#282, ACC)

         As Madonna’s career unfolded at warp speed in the mid-1980s, it became evident that one of her many talents was convincingly delivering songs that told a story; whatever her deficiencies as a screen actress, within the confines of a 4-minute pop record (and music video) she could pour herself into a character and convey a narrative. A perfect example is Papa Don’t Preach, a tale of a young woman who suddenly finds herself pregnant and faced with having to break the news to her antagonistic father that she is “keeping my baby” and marrying the boy. The previously unknown Brian Elliot wrote the song, to which Madonna added some lyrics but (reports biographer J. Randy Taraborrelli) let him keep all the royalties. After triggering predictable controversy for the raciness of her previous hits and videos, this time Madonna kicked up a furor among some feminists for the perception that Papa was an antiabortion song. As she performs it, however, there is no agenda: just a story of a girl who’s in trouble and terrified. The quasi-classical string overture gives the piece a striking introduction, and she builds on that foundation.

         Dave Marsh called the record a “masterstroke. It’s a great record with a perfectly realized late-eighties dance groove and enough melodic coloration to get it over with nondancers, on which she sings with amazing intensity and just the right mixture of knowing rasp and innocent pleas.” When the reaches the mid-song verse in which she begs her father for “some good advice,” her voice constricts in a way “that suggests the heartbreak and pain it took her just to get this far.”251

         
            
            Levi Stubbs’ Tears (1986)—Billy Bragg 

         British chart debut on June 28, 1986 (reached #29); from the Go! Discs/Elektra album “Talking With the Taxman About Poetry”252 (ACC)

         
            Levi Stubbs’ Tears is a passionate folk narrative ballad about an abandoned wife who plays Motown classics to salve the pain of a bleak life. Born December 20, 1957 in Barking, Essex, England, Billy Bragg began performing with the punk group Riff Raff in the late 1970s, and after discovering his gifts as a songwriter began his solo career with a 1983 EP and first full-length album a year later. With an intense leftist political perspective (often performing at rallies and benefits) coupled with sharp, incisive, frequently witty lyrics and strong, flowing melodies, the Cockney songpoet rapidly built an audience that was expanded by his second full-length LP and its finest song, Levi Stubbs’ Tears. Left by her husband, the woman in the song comes alive only when she hears the emotion-packed vocals of the Four Tops’ lead singer, and the compositions and productions of Motown’s stalwarts. Bragg’s vocal mirrors the fervency of the story, accompanied by his fiercely percussive, driving acoustic guitar. In vividly describing the “catharsis” provided by soul classics, remarked David Handelman, the song “neatly sums up the power of Bragg’s own work.”253 A flugelhorn solo by Dave Woodhead brings an elegant conclusion.254 It was voted the #9 song of the year in the annual readers’ poll by the UK magazine Folk Roots (April 1987 issue). Bragg enjoyed some of his biggest success in the 1990s teaming with the group Wilco for two albums on which they wrote music for lyrics left behind by Woody Guthrie. “When the world falls apart, some things stay in place / Levi Stubbs’ tears run down his face. …”

         
            
            In Your Eyes (1986)—Peter Gabriel 

         Geffen 28622

         Chart debut on August 30, 1986 (reached #26); shorter version of song returned to chart after use in the film Say Anything on WTG 68936 (chart debut on May 20, 1989, #41 peak)255; from the album “So” (3 weeks at #2, sold 5 million copies) (AHR, ACC)

         A passionate love song (or song of devotion), In Your Eyes reflects the intensely introspective songwriting style of Peter Gabriel. It “benefits from the reedy and hollow rasp of Gabriel’s voice because it brings out overtones, both literally and figuratively,” writes Thomas Ryan. “Through an intricate weave, secular and religious imagery reinforce one another in his words, and the very sound of his voice strengthens the dual nature of the lyrics. It’s about need, but is it a need for gratification or salvation?”256

         Gabriel wrote the song as a by-product of marriage counseling sessions that he and his wife Jill had during a rough patch in their marriage. “I uncovered a lot” during these sessions, he told Timothy White, and these self-truths turned up in songs including In Your Eyes. “On two recent trips to Senegal, it was explained to me that many of their love songs are left ambiguous so that they could refer to love between a man and a woman or the love between man and God. That interested me … so I began playing in the lyric with a mixture of the two.”

         Writer Cameron Crowe (who had played the song at his wedding), making his first film as a director on 1989s Say Anything, desperately wanted to use In Your Eyes, but initially Gabriel declined because it was a deeply personal song to him. When Crowe sent a preliminary print of the movie, the singer changed his mind. It became the focal point of the picture’s most memorable scene, as John Cusack holds a boom box over his head playing the song to win the love of Ione Skye. Geffen released a special 7-minute mix of the song with extended vocals by the great Senegalese singer Youssou N’Dour. In 1991, Gabriel and N’Dour performed it together before a crowd of seventy thousand in Senegal.

         
            
            Caught Up In the Rapture (1986)—Anita Baker (music by Garry Glenn, lyrics by Dianne Quander) 

         Elektra 69511

         Chart debut on October 18, 1986 (reached #6 on R&B chart, #37 pop); from the album Rapture (#11 peak, 157 weeks, sold 5 million)

         The title song and second single from the definitive “quiet storm” soul album of the 1980s, Caught Up In the Rapture exemplified all the virtues of Anita Baker’s art. With sterling production by Michael J. Powell of her former group Chapter 8, and old-school R&B values, Jim Irvin and Colin McLear write that they created an album “with brooding, slow-burn minor tunes of romantic celebration and earthly longing.”257 One of Anita’s many musical attributes is her vocal range, as she explained to Caroline Sullivan: “When I’m singing in the lower register, apart from maybe somebody like Joan Armatrading, Sarah Vaughan is the only other woman who can sing in the alto and contralto range, which is like an octave deeper than alto.”258 The album won the Grammy for best R&B female vocal. David Nathan: “Anita didn’t sound like anyone else on the airwaves. … Anita was her own woman with a sound that fused jazz and soul with ease.”259

         
            
            Land of Confusion (1986)—Genesis (written by Phil Collins, Mike Rutherford, & Tony Banks) 

         Atlantic 89336

         Chart debut on November 1, 1986 (reached #4); #14 in England; from the album Invisible Touch (#3 peak, sold 6 million)

         After a decade and a half as a reliable album-rock group that scored occasional hit singles (one of which reached the Top 10), Genesis exploded as a hit-making dynamo with the Invisible Touch album, which generated five straight Top Five singles led by the chart-topping title song. The band was formed in England in 1966 as New Anon, emerging out of another band formed a year earlier by then-fifteen-year-olds Peter Gabriel and Tony Banks. Michael Rutherford, Anthony Phillips, and drummer Chris Stewart were the other charter members. After being renamed Genesis, the band made their recording debut in December 1967; after a few little-heard singles, their debut album came out in early 1969. Along with other personnel changes, Phil Collins became the new drummer in 1970. Gabriel soon emerged as one of the most charismatic singer-leaders in rock (with increasingly lavish stage productions) and his songs moved Genesis into the forefront of the progressive rock movement, culminating in the late-1974 double album The Lamb Lies Down on Broadway. Gabriel left for a solo career in 1975, and after many auditions the band went in-house to make Collins the new lead singer. Collins became an increasingly assured front man, and the group’s commercial fortunes steadily improved even as he pursued a lucrative parallel solo career.

         Mike Rutherford wrote the lyrics for Land of Confusion, the most overtly political song that ever became a hit for Genesis, and a churning rock ballad of great power. Written at a time of escalating Cold War tensions between the United States and Russia, the piece questions the wisdom of world leaders amid fears of war; Collins’ lead vocal is intense. Helping the song soar to the Top Five was a brilliant music video using puppets made by Fluck and Law, a duo that had a hit British TV show, The Spitting Image. With puppets depicting Ronald Reagan, Margaret Thatcher, and a wide range of pop-culture figures including Michael Jackson, the video (which won the Grammy for Best Concept Music Video) was both humorous and unsettling, and concluded with Reagan accidentally launching a nuclear missile.

         
            
            Graceland (1986)—Paul Simon 

         Warner 28522

         Chart debut on December 6, 1986 (reached #69 in Cash Box, #81 in Billboard); from the album Graceland (#3 peak)260 (GHF & RR for album, RHF, RIA, RS, TC)

         The title song of Paul Simon’s history-making album that introduced much of the Western world to the wonders of South African music, Graceland is a warm, reflective song that’s primarily about entering a state of grace with oneself, stimulated while making a father-and-son visit to Elvis Presley’s Memphis home. As Simon noted in his liner notes for the album, musically the piece owes as much to U.S. country music as to South African, but features exceptional work by two South African musicians, fretless bass player Baghiti Khumalo and guitarist Ray Phiri. The guitarist told Simon he used a relative minor chord, seldom heard in African music, because he thought it was more like the chord changes in Paul’s songs. Demola Adepoju, the pedal steel guitarist with the King Sunny Ade band of Nigeria, contributes a sterling solo. And two of Paul Simon’s original heroes, Don and Phil Everly, provide wonderful backing vocals. After the album won the Grammy as Album of the Year for 1986, Graceland itself was named Record of the Year for 1987.

         “Simon symbolizes Elvis’ Memphis home as a musical Canaan, a promised land for each successive generation which succumbs to rock and roll, where, one day, ‘we all will be received,’” writes biographer Patrick Humphries. Through its idea of Graceland “as a sanctuary for ghosts and pilgrims searching for salvation, the song is at once a tribute and a caution.” Simon told Vin Scelsa that repeatedly in the songs he wrote for the album, the theme emerged of a “kind of spiritual awakening, that search for tranquility or some kind of discovery of a greater idea than the self.”

         
            
            Knozz-Moe-King (1986)—Wynton Marsalis 

         Recorded on December 19 or 20, 1986, from the Columbia album “Live at Blues Alley”

         On Wynton Marsalis’ first four jazz albums from 1983 to 1985, the trumpet virtuoso and his combo achieved a technical perfection and sonic brilliance that dazzled most listeners, and made him the biggest star that jazz had produced in two decades. But some critics felt that this perfection came at the expense of emotional expression. In March 1985, this original group broke up, and Marsalis assembled a new quartet featuring the superb pianist Marcus Roberts, retaining only bassist Robert Hurst and drummer Jeff Watts. This quartet’s first album, “J Mood,” was partly in the vein of his previous work, but showed a deeper interest in exploring the blues, which would become increasingly important in his work. A year later came “Live at Blues Alley” (recorded at Washington, D.C.’s most celebrated jazz venue), and we heard a new side of the young jazz lion. One aspect of this was moving from the very heavy Miles Davis influence of his early albums toward more of a bebop flavor, most notably that of Thelonious Monk.261 Its opening track, Knozz-Moe-King (whose original version was on his second album Think of One), gets off to a powerful start with the leader’s horn soaring in peak form and interacting wonderfully with his bandmates for the first 3 minutes. Roberts then demonstrates the remarkable form that would make him one of the most admired jazz pianists after he went out on his own several years later. Stuart Nicholson remarks that “at last Marsalis appeared to have reconciled his virtuosity with an altogether more exuberant vision … it is this feeling of risk-taking that adds a humanizing factor that had been missing from much of his previous work.” It seemed that he was “reaching within himself and exposing more of the inner man” than ever before. Marsalis himself said in a 1991 interview: “Knozz-Moe-King, you can’t get any freer than that in terms of the structure of the music. It’s the most liberated I’ve ever been.”262

         
            
            Song of Bernadette (1987)—Jennifer Warnes (written by Leonard Cohen & Jennifer Warnes) 

         From the Cypress album Famous Blue Raincoat (chart debut on February 14, 1987, #72 peak, 21 weeks)
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               Figure 9.6Jennifer Warnes. Courtesy of Jennifer Warnes and Laurence Aston.
            

         

         The most acclaimed album of Jennifer Warnes’ career found the Seattle-born (March 3, 1947), California-raised singer with the angelic soprano tackling the songbook of Canadian poet-troubador Leonard Cohen. The lead actress in the Los Angeles production of Hair (she briefly charted with Easy to Be Hard in 1969 before Three Dog Night took it to the Top 10), Jennifer hit big in 1977 with Right Time of the Night and sang the Oscar-winning It Goes Like It Goes from the film Norma Rae (1979) before her chart-topping duets with Joe Cocker (Up Where We Belong, 1982) and Bill Medley (Time of My Life, 1987). In addition to rendering unforgettable performances of some indelible Cohen compositions, Warnes also collaborated with the legend in writing what became the album’s finest number, Song of Bernadette. Inspired by the true story of the woman who saw the Virgin Mary in a French grotto in 1858 (which led to the 1943 movie “Song of Bernadette” that earned an Oscar for Jennifer Jones), it’s a soaring, appropriately ethereal ballad, given a sensitive and moving performance.263 Linda Ronstadt (to whom Warnes has often been compared in vocal quality) later did a fine cover version, but the definitive Bernadette belongs to its coauthor. David McGee for Rolling Stone praised the album as “a haunting collection” possessing a “moody ambience” (see figure 9.6).

         
            
            Rhapsody In Blue (1987)—Maurice Peress and His Orchestra featuring Ivan Davis 

         From the Musicmasters album “The Birth of Rhapsody In Blue” (released in February 1987)

         After all these years, we thought we knew George Gershwin’s Rhapsody In Blue. We’ve heard Gershwin’s original June 1924 recording with Paul Whiteman’s orchestra just four months after the classic’s introduction at the legendary Aeolian Hall concert; the 1927 Gershwin/Whiteman electrically recorded version; and the many subsequent covers of one of the twentieth century’s defining musical works. But at least in one sense, we didn’t truly know it, because none of those recordings entirely recaptured the piece as Gershwin originally performed it on that snow-covered New York evening of February 12, 1924. Both the 1924 and 1927 recordings significantly edited the composition to fit on two sides of a 12-inch 78, and all latter-day versions relied on “modernized” arrangements. It was not until conductor and trumpeter Maurice Peress undertook a painstaking recreation of the entire Aeolian Hall concert (including other songs presented at the concert in addition to the Rhapsody) for a February 1984 concert at New York’s Town Hall, exactly sixty years after the original presentation, that a modern audience was able to hear the Rhapsody in the form that first made music history.

         Peress, born in 1930, served as music director of the Corpus Christi Symphony Orchestra (1962–1975), the Austin Symphony Orchestra (1970–1973), and the Kansas City Philharmonic Orchestra (1974–1980); conducted theatrical revivals of Leonard Bernstein’s Candide (1966) and West Side Story (1968); and led the first performance of Bernstein’s Mass at the 1971 opening of the Kennedy Center in Washington, D.C. In order to reconstruct the first Aeolian Hall concert, he drew on the original scores from the Whiteman archives, information from Whiteman musicians and scholars, and adaptations of 1920s stock orchestrations. Taking over the role as piano soloist for the Rhapsody was Texas-born Ivan Davis, with an impressive resume including performances with the New York Philharmonic, the Cleveland Orchestra, the Chicago Symphony and the Philadelphia Orchestra, as well as the National Orchestra of Spain and several top London orchestras. Davis had also recorded with Eugene Ormandy and the Philadelphia Orchestra and the Royal Philharmonic, among others.

         After the sold-out triumph of the February 1984 concert, Peress took the presentation on the road in both the United States and abroad, and finally recorded it for this two-disk Musicmasters album. The Rhapsody, which had run about 9 minutes in the 1920s Gershwin/Whiteman recordings, was restored here to its full February 1924 length of approximately 15 minutes. Peress noted that this arrangement is “leaner” than the version modern audiences have heard when played by full symphony orchestras. It also includes small touches that were deleted from the 1920s recordings, such as the use of the banjo in Ferde Grofe’s original orchestration for Whiteman, played in the Peress recording by Eddy Davis. But of course, the two central elements are Gershwin’s rich melodies and the impeccable piano soloing of Ivan Davis. It’s a spectacular and stirring performance. In February 2014, to mark the ninetieth anniversary, Peress again recreated the Aeolian Hall concert in performance at Town Hall (at West 43rd Street, within a block of the 1924 locale at West 42nd Street), conducting Vince Giordano (a participant in the 1984 event) and his Nighthawks orchestra.

         
            
            Theme, “The Mission” (1987)—Ennio Morricone 

         From the Virgin motion picture soundtrack, chart debut on February 21, 1987 (#132 peak) (AFI-#23)

         With a staggering list of credits totaling over 450 films and versatility ranging from Westerns, thrillers, and sprawling epics to more intimate dramas and comedies, Ennio Morricone has few rivals among film score composers of the modern era. Born October 11, 1928 in Rome, after graduating from Rome’s Santa Cecelia Conservatory, he began composing scores in 1961, and first came to wide attention outside Europe with his soundtracks for director Sergio Leone’s trilogy of “spaghetti Westerns” A Fistful of Dollars (1964), The Good, the Bad, and the Ugly (1966), and Once Upon a Time In the West (1968); the theme for the second film became iconic, and a smash hit for Hugo Montenegro. Among his most unforgettable subsequent scores have been his stirring anthems for Bernardo Bertolucci’s 1900 (1976), a 1984 reunion with Leone on Once Upon a Time In America, his pulse-pounding music for The Untouchables (1987), his touching themes for Cinema Paradiso (1989), and his lush evocation of an era in Bugsy (1991). All are wonderful, but it’s hard to top his central theme for The Mission—from the Golden Globe–winning score he considers his crowning achievement—in which director Roland Joffe (with stars Robert De Niro and Jeremy Irons) depicts the experiences of a Jesuit missionary in eighteenth-century South America. This is film scoring on its grandest scale, taking full advantage of his classical music background, as the woodwinds (led by clarinet) and strings carry the initial theme, followed by a subtheme featuring French horns, then a large chorus, singing wordlessly, adds an extra touch of majesty and drama. The horns become steadily more prominent, along with kettle drum, as it all builds to a sweeping finale. The Mission ranked first on the Australian Broadcasting Corporation’s “Classic 100 Music in the Movies.” After an inexplicable five decades of Oscar neglect, Morricone finally won his first (non-honorary) Academy Award at age eighty-seven for his 2015 score for Quentin Tarantino’s The Hateful Eight. Cinema Paradiso director Giuseppe Tornatore: “He’s not just a great film composer. He’s a great composer.”264

         
            
            Sign o’ the Times (1987)—Prince 

         Paisley Park 28399

         Chart debut on March 7, 1987 (reached #3 pop, 3 weeks at #1 R&B) (RHF, VIL-#13, ACC-#129, RS-#304)

         The Purple One in a socially conscious mood, citing AIDS, drug addiction, poverty, gun homicides, and militarism, all set to a funk backbeat (utilizing a pre-programmed synthesizer) and an eerie vibe. Seeing the impact of crack cocaine on a growing number of young people was one of the song’s grim inspirations. In a surge of inspiration, he wrote, recorded, and mixed it during a single 10-hour session at Hollywood Sunset Sound.265 Timothy White called the track “scalding, its harsh throb announcing the slow boil of underclass rage.”266 It was the overwhelming #1 song of 1987 in the Village Voice critics’ poll, and Rolling Stone remarked that it “brought Sly Stone-like realism to Eighties pop radio.”267 Craig Werner: “Combining crystalline realism and metaphorical density, Sign of the Times attacks Reaganism at its core.”268 “Sign o’ the times mess with your mind.”

         
            
            Something So Strong (1987)—Crowded House 

         Capitol 5695

         Chart debut on May 2, 1987 (reached #7)269 (DM)

         Few songwriters in 1980s and 1990s pop had such a keen sense for rich, hummable melodies as Crowded House leader Neil Finn, and one of his finest was Something So Strong. (Finn cowrote it with producer Mitchell Froom.) The Australian trio’s smash debut single, the instant classic Don’t Dream It’s Over, had a melancholic undertone that provided an intriguing complexity.270 This follow-up hit presents a blissful surface in its depiction of romance (“Something so strong could carry us away”)—and its music video is so giddy that it brings a smile with every viewing. But it, too, contains a lyrical undercurrent suggesting that the singer warily recognizes the hazards to every relationship (“Love can make you weep, can make you run for cover”). Still, it’s the warmth and sweetness that linger in memory. Chris Woodstra remarks that Finn’s “carefully crafted songs, meticulous eye for lyrical detail, and gift for melody are matched by few other songwriters.”271

         
         
            
            Ever Since the World Ended (1987)—Mose Allison 

         Recorded on May 12, 1987, title song of Blue Note album (chart debut on January 23, 1988, reached #10 on Jazz chart)

         A native of Tippo, Mississippi (born November 11, 1927), Mose Allison entertainingly straddled the fault lines between jazz and blues ever since he began his recording career in 1956. After college in Louisiana, he moved to New York City and wasted no time making his mark. Allison first became known for his jazz piano, playing with Stan Getz (1956–1957) and Gerry Mulligan before forming his own trio. Very quickly, his carelessly sensual vocals and incisive, witty lyrics became central to his appeal. This is a bitingly clever Allison original that exemplifies his gift for mixing serious thoughts with delicious, dry humor; with Arthur Blythe (alto sax) and Kenny Burrell (guitar). “Ever since the world ended, there’s no more black or white / Ever since we all got blended, there’s no more reason to fuss or fight / Dogmas that we once defended, no longer seem worthwhile / Ever since the world ended, I face the future with a smile.”272

         
            
            La Bamba (1987)—Los Lobos 

         Slash 28336

         Chart debut on June 27, 1987 (3 weeks at #1); #1 (7 weeks) in Canada, #1 (2) in England, and #9 in Germany273; from the soundtrack album La Bamba (2 weeks at #1) (VIL-#117)

         In selecting the artists to perform the songs of the 1950s Mexican-American rocker Ritchie Valens in the movie biography La Bamba (for actor Lou Diamond Phillips portraying Valens), there could have been no other choice than Los Lobos. Not only were they the foremost Mexican-American rockers of the 1980s, and very familiar with Valens’ classic 1958 performance of La Bamba (a song they had performed many times in concert), but they also knew the song’s deeper two-hundred-year-old roots, including the thrilling 1940s recording by Mexican artist Andres Huesca. The East L.A. band had won wide acclaim for its previous albums How Will the Wolf Survive and By the Light of the Moon, and La Bamba enabled them to reach a much larger audience. David Hidalgo’s lead vocal was electronically processed to a slightly higher pitch to more closely match Valens’ voice; also, the band recorded each instrument on a separate track so the film could perfectly match them to the on-screen performance by Phillips.274 The Village Voice critics’ poll selected this performance as the #3 best single of 1987.

         
            
            Memphis In the Meantime (1987)—John Hiatt 

         From the A&M album Bring the Family (chart debut on July 4, 1987, #107 peak)

         Building a career in the modern pop music marketplace is a particularly tough proposition for artists who are feisty and independent enough to defy categorization, but sometimes talent triumphs. That’s John Hiatt, who straddles the lines between rock and country, with occasional forays into R&B. Born August 20, 1952 in Indianapolis, he moved to Nashville after high school to write songs, and recorded his first two albums for Epic Records in 1974–1975 to positive notices but minimal sales. The same was true of his two albums for MCA (1979–1980), and three with Geffen (1982–1985). But in 1987, he cooked up the tastiest batch of songs he’d ever written, put together a killer band (with producer John Chelew), and his first album for A&M, Bring the Family, at last kicked into high gear a career that’s produced a steady stream of outstanding albums ever since. It was voted the #5 best album of the year in the Village Voice critics’ poll.

         
            Memphis In the Meantime shows off Hiatt’s rebellious spirit, sassy wit, and knack for deliciously infectious country-tinged rock and roll. It reflects his less than happy experiences in Nashville, and determination to find his own way. Ry Cooder’s guitar licks quietly sizzle, with Nick Lowe on bass, and ever-reliable Jim Keltner on drums.275 The performance exemplifies the wide scope of his music, a virtue that had been a commercial impediment, as different groups of listeners tried to place him into various “boxes” as a folkie, a country singer, or (according to a 1979 critic’s label) “the American Elvis Costello.” He told Bill Holdship: “I have pretty wide musical tastes, and I’ve always operated from the assumption that other music fans do as well.”276

         
            
            A Touch of Grey (1987)—Grateful Dead (written by Jerry Garcia & Robert Hunter) 

         Arista 9606

         Chart debut on July 25, 1987 (reached #9 pop, 3 weeks at #1 Rock Tracks); from the album In the Dark (#6 peak) (VIL-#308)

         Rock and roll’s definitive nonstop live concert phenomenon and a steady album seller for twenty years by 1987, the Grateful Dead had never scored a Top Forty single, and such an achievement by that point was considered as unlikely as it was unnecessary to its legendary status. So what a delightful surprise it was when the Dead came up with not only a hit but also a Top Ten smash, with a song perfectly capturing its enduring power and spirit, A Touch of Grey.

         It had been six long years since the Dead’s last album in 1981, after years of releasing one or more albums annually. While their appeal to a legion of intensely devoted followers in concert remained undeniable, there was every reason to believe that all that time as road warriors, with drugs and other forms of excess, had emptied their creative engines. It turned out that they had one more gem in them.

         
            A Touch of Grey is a sweet, wistful piece of mid-tempo rock that served as a valentine to everyone who had loved the band. Jerry Garcia, as quoted by Oliver Trager, said that Robert Hunter designed the song’s lyrics “as a sort of dry, satirical piece with an intimate feel, but I heard something else coming through it. ‘We will get by’ said something to me, so I set it to play big. My version still has the ironic bite in the lyrics, but what comes across is a more celebratory quality.” Hunter had written most of the song several years earlier, until “Jerry saw the possibilities in it for being more than I was realizing.” Garcia contributed the line “light a candle, curse the glare.”277 When Jerry is backed by the group’s harmonies in singing, “We will get by—we will survive,” it’s an undeniably moving, good-humored testament to survival and shared values. The song’s success also enabled In the Dark to become the Dead’s first Top Ten album, selling over two million copies. The Village Voice critics’ poll named it the #6 single of the year.

         
            
            I Need Love (1987)—LL Cool J (written by Bobby Ervin, Darryl Pierce, Dwayne Simon, & James Todd Smith) 

         Def Jam 07350

         Chart debut on August 1, 1987 (#1 for 1 week R&B, #14 pop); from the album Bigger and Deffer (#3 peak, sold 2 million copies)

         One of the first rappers to build an enduring career that has only grown stronger with time, LL Cool J was born James Todd Smith in Queens, NY, on August 16, 1968. He began making tapes at home with a DJ system, sent demos to record companies, and was signed by Def Jam—then a new label founded by New York University students Russell Simmons and Rick Rubin—when he was sixteen.278 Taking his stage name after the acronym for “Ladies Love Cool James,” his 1984 debut single I Need a Beat sold over 100,000 copies even though it went unnoticed by the Billboard Hot 100; his 1985 debut album Radio became a rap breakthrough hit, including I Can’t Live Without My Radio. This set the stage for his second album Bigger and Deffer, which provided his first giant crossover single, I Need Love. LL Cool J had already been adept at shaping raps into pop song structures, and I Need Love carried this to a new level as a rap ballad—the very first to make it big—possessing both poetry and genuine warmth. Smith would score many more and bigger hits, and also establish himself as an actor (in several movies, from 1995 to 1998 starring on the TV series In the House, and since 2009 on NCIS: Los Angeles); this record was a landmark for taking rap in a new direction.

         
            
            Where the Streets Have No Name (1987)—U2 (written by Adam Clayton, Dave Evans, Paul “Bono” Hewson, & Larry Mullen) 

         Island 99408

         Chart debut on September 12, 1987 (reached #13); from the album The Joshua Tree (9 weeks at #1, sold 10 million copies)279 (RS Polls-#105, ACC)

         
            Where the Streets Have No Name is one of U2’s anthems about its spiritual quest, lightened by its hard-rocking drive. “America’s the Promised land to a lot of Irish people,” lead singer Bono told Rolling Stone. “I’m one in a long line of Irishmen who made the trip.” Q magazine remarked of this song that it “builds from atmospheric, ambient synths into a motor-driven, chugging guitar frenzy while Bono, as ever, tries to articulate every human desire known to man, and roll the world into a question while he’s about it. Elsewhere, U2’s musical ambition can be a double-edged sword; here, it lifts them to the stars.”280 The music video was an attention grabber for the band’s unauthorized live performance of the song on a San Francisco rooftop.

         As related by Niall Stokes, the song took a maddeningly long time to come together, driving coproducer Brian Eno to the point where he wanted to abandon the piece; Steve Lillywhite and Daniel Lanois were finally able to bring the process to completion. The song was partly inspired by the time that Bono and his wife, Ali, spent in Ethiopia in 1985 as volunteers helping to distribute food and assist with health and educational measures. He returned home with admiration for the spirit of the impoverished Ethiopians, and the sense that Westerners were like spoiled children.281 
            Streets is simultaneously a song about the desire to run away and seek anonymity in those nameless streets, and also about the search for meaning. And of course, the streets could also represent heaven.

         
            
            Faith (1987)—George Michael 

         Columbia 07623

         Chart debut on October 24, 1987 (4 weeks at #1); #1 (4 weeks) in Canada, #2 in England, and #8 in Germany282; from the album Faith (12 weeks at #1) (RIAA, ACC)

         For the title track and leadoff single from his first solo album after three chart-topping singles as leader of Wham! (and another #1 in a duet with Aretha Franklin), George Michael cooked up a sassy, confident slice of 1950s-style rockabilly. Faith, wrote Rolling Stone in ranking it as the #53 greatest pop song in 2000, is “an inspired statement of purpose, an old-school rock & roll pledge with state-of-the-art production that helped define the sound of 1987.”283 Both its propulsive guitar sound and Michael’s energetic performance made it irresistible, helping the album of the same name to sell more than ten million copies. Tommy Mottola, who would become president of CBS/Sony Records in 1988, called the LP “one of the most outstanding pop albums of all time. … The sparseness and sonics with which he recorded it was brilliant. It was so spectacular and complete that it served as a reference model for me on how to make great pop music albums.”284

         
            December 7–9, 1987: The first treaty to reduce the size of nuclear arsenals is signed by President Reagan and Soviet Secretary Mikhail Gorbachev.

         
            
            Father Figure (1988)—George Michael 

         Columbia 07682

         Chart debut on January 16, 1988 (2 weeks at #1 pop, #6 R&B); #11 in England285; from the album Faith
            286 287

         After running off seven Top Ten singles as leader of the British pop duo Wham, George Michael stepped out on his own in style with Faith. Its second single, the dark, brooding ballad Father Figure, showed the former teeny-bopper as a mature artist. Born Yorgos Kyriatou Panayioutou on June 26, 1963 in Bushey, England, Michael and partner Andrew Ridgeley bolted right out of the gate in 1984 with the chart-toppers Wake Me Up Before You Go-Go and Careless Whisper; Michael stepped it up another level with his solo debut album, which sold ten million copies. The follow-up to the album’s title song was a daring departure. In the tradition of Every Breath You Take by the Police, it’s a song of romantic obsession, and if anything it has an even more disturbing undertone than its predecessor. “Sometimes love can be mistaken for a crime,” he sings, and (even without seeing the music video that further underlined the point) there can be no doubt that this is the love call of a stalker who hungers for nothing less than total possession of his loved one. The juxtaposition of Michael’s passionate tenor (peaking in the final chorus) and the deep coldness behind it is chilling.

         
            
            Man In the Mirror (1988)—Michael Jackson (written by Siedah Garrett & Glen Ballard) 

         Epic 07668

         Chart debut on February 6, 1988 (2 weeks at #1 pop, 1 week at #1 R&B); #21 in England; from the album “Bad” (6 weeks at #1) (ACC)

         Following up the biggest-selling album in pop music history (Thriller) was such a pressure-laden task that it took Michael Jackson nearly five years, and while Bad couldn’t hope to match its predecessor, it was still a monster, generating an unprecedented five straight #1 singles and selling over nine million copies. The fourth and best is Man In the Mirror, a potent inspirational ballad whose gospel feeling is underlined by the backing vocals of cowriter Siedah Garrett, the gospel group the Winans, and the Andrae Crouch Choir. Garrett (who had been a backup singer on Madonna’s Papa Don’t Preach among other records, and was also featured with Jackson on the 1987 chart-topping ballad I Just Can’t Stop Loving You) was invited to a meeting at producer Quincy Jones’ house, because, after eleven months of work, the album needed another big song. The next day (as told by Fred Bronson) she got together with Glen Ballard, he played a figure on the keyboard, she came up with the title phrase, and it flowed from there into a tale of seeing homelessness and suffering in the world, and deciding to no longer look away, vowing to “make a change.” Garrett called Jones on Friday night, too excited about the song to wait until after the weekend, and gave him the demo they’d recorded. Quincy loved it, and made it a full-blown production with a fervent performance by Jackson that by its climax evoked the flavor of We Are the World.288

         Mikal Gilmore remarked that his live version of Man In the Mirror was “an act of living passion. In fact, it now seems a more personal and heartfelt song for Jackson than Billie Jean.” With this song about accepting social and political responsibility, “Jackson may be trying to integrate his way back into the world, or at least to embrace his place in it a bit more. It is hardly an easy place that Jackson seeks. After all, at the end of the song he retreats back into his real world, a very private and isolated place.”289

         
            
            Bring the Noise (1988)—Public Enemy (written by Carlton Ridenour, Hank Shocklee, & Eric Sadler) 

         Def Jam 07491290

         Chart debut on February 6, 1988 (reached #56 on R&B chart); from the album It Takes a Nation of Millions to Hold Us Back (#42 peak, 51 weeks; 1 week at #1 R&B) (NPR, RS-#162, R&B-#244, ACC-#256, 1001, VIL, TC)

         The first single by rap innovators Public Enemy to reach the Billboard R&B chart, Bring the Noise helped make the album It Takes a Nation of Millions to Hold Us Back a phenomenon that influenced a generation of performers and producers. Hank Shocklee and his Bomb Squad took horn riffs from Marva Whitney’s It’s My Thing to lead the pounding instrumental track (including backward horns and looping siren squeals), while Chuck D’s rap draws from Louis Farrakhan, among others, in blasting the “corrupt as a senator” status quo. It Takes a Nation was named the #1 album of the year in the Village Voice critics’ poll.

         
            
            Beds Are Burning (1988)—Midnight Oil 

         Columbia 07344

         Chart debut on April 2, 1988 (reached #17); #1 (1 week) in Canada, #6 in England291; from the album Diesel and Dust (#21 peak) (RHF, VIL-#155, TC)

         A rock group with an emphatic point of view, Midnight Oil was formed in 1971 as Farm in Sydney, Australia, redubbed Midnight Oil four years later, comprising singer Peter Garrett, guitarist Martin Rotsey, keyboardist James Moginie, bassist Andrew James (replaced by Peter Gilford in 1980), and drummer Rob Hirst. Garrett—a former law school student standing 7 feet tall with a shaven head—enabled the group to stand out from the beginning. The band established its brand of impassioned, guitar-driven rock from its 1978 debut album issued on its own label. The 1981 album Place Without a Postcard was an international success, including the hit single Armistice Day, earning Midnight Oil a U.S. record deal. Following 1984’s Red Sails In the Sunset, Garrett—an intense political activist in support of impoverished workers, Greenpeace, and Save the Whales, among other causes—ran for the Australian Senate (on the Nuclear Disarmament Party ticket) and narrowly lost. After participating in the 1985 Artists United Against Apartheid record Sun City, the group immersed itself in the cause of Australia’s aboriginal settlers, including a series of shows in remote aboriginal communities in the Australian desert. That issue became the basis for Beds Are Burning, Midnight Oil’s first U.S. hit.292 293 This is anthemic rock and roll, bristling with anger at human suffering, exploitation, and corporate greed, with a hard-driving sound and a fervent message. David Fricke cites the “war-like” synthesized horns, Rob Hirst’s “monster” drumming, and Garrett’s “strangled howl.”294

         
            
            The Valley Road (1988)—Bruce Hornsby and the Range 

         RCA 7645

         Chart debut on April 30, 1988 (reached #5); from the album Scenes from the Southside (#5 peak)

         For Williamsburg, Virginia native Bruce Hornsby’s second album (following the chart-topping success of his single The Way It Is), he and his brother John Hornsby crafted a collection of songs inspired by their childhoods, drawing on personal experiences, acquaintances, and imagined tales rooted in Virginia. The result was the finest album of the pianist-singer-songwriter’s career to date. Its leadoff single, The Valley Road, is a wonderfully designed narrative of a teenage girl who becomes pregnant by a boy hailing from the wrong side of the tracks; she’s quietly sent away by her wealthy parents, returning several months later “like nothing really happened.” The story is quietly compelling, the melody rich, and Hornsby’s brilliant trademark right-hand piano runs enabled it to leap off the radio. He filmed the music video on the historic William and Mary campus in his hometown.

         
            
            Roll With It (1988)—Steve Winwood (music by Steve Winwood, lyrics by Will Jennings) 

         Virgin 99326

         Chart debut on June 11, 1988 (4 weeks at #1 pop, #30 R&B); #1 (1 week) in Canada, #53 in England; from the album Roll With It (1 week at #1)

         
            Roll With It was Steve Winwood’s journey back to his teenaged beginnings in the Spencer Davis Group and the 1967 rock classic that launched his career, Gimme Some Lovin’, creating a very similar powerfully soulful and danceable groove. Both songs also owed a great deal to the R&B powerhouse Shot Gun by Jr. Walker and the All-Stars. Indeed, Winwood told Timothy White that he’s such a fan of Walker that he originally based the group Traffic on the All-Stars with the identical lineup of sax, organ, guitar, and drums, with no bass.295 The formula still works musically, really working up a sweat while the dapper singer—as always—rises coolly above it all.

         After Winwood’s previous album Talking Back to the Night (recorded at his home studio) was criticized for being underproduced, the follow-up album was recorded at McClear Place Studios in Toronto and U2’s Windmill Lane in Dublin, with producer Tom Lord Alge, who had served as engineer on his album Back In the High Life. Wayne Jackson (trumpet) and Andrew Love (tenor saxophone), aka the Memphis Horns, veterans of the 1960s Stax and Atlantic soul classics Winwood loved, are featured. Winwood and collaborator Will Jennings spent weeks brainstorming over the artist’s demo tapes before entering the studio, and it paid off.

         
            June 22: “Who Framed Roger Rabbit?” is a box office blockbuster, and a landmark in merging animation and live action.

         
            
            Passionate Kisses (1988)—Lucinda Williams 

         From the Rough Trade/Koch album “Lucinda Williams” (TC)

         Mary Chapin Carpenter had the Grammy-winning hit with Lucinda Williams’ Passionate Kisses in 1993, and she did it by closely following the template of the composer’s own wonderful performance. The Lake Charles, Louisiana native, inspired by her poet father as well as Bob Dylan and 1930s Delta bluesmen, began performing in Austin and Houston folk clubs, and recorded her 1979 debut album for Folkways. After a second album a year later, it would be eight years before her next release, and by 1988 she had fully emerged as a vividly original songwriter with an expressive vocal style straddling the lines between country and blues. Initially released on the British label Rough Trade (home of The Smiths)—not long before the company went bankrupt—it was voted the #16 best album of 1988 in the Village Voice critics’ poll. Passionate Kisses is a rollicking, determined plea for the good things in life—a full house, a rock and roll band, and passionate kisses. The arrangement is the same that would be used to greater commercial effect by Carpenter (helping to earn Williams the Grammy for Country Song of the Year). In 2014, after being out of print for a decade, “Lucinda Williams” was reissued with a live bonus disk; Will Hermes remarked that “it deserves as much credit as any album for spearheading” the Americana movement.296 “The song is brimful of joyous energy,” writes Toby Creswell.297

         
            
            Runaway Train (1988)—Rosanne Cash (written by John Stewart) 

         Columbia 07988

         Chart debut on August 13, 1988 (#1 C&W); from the album King’s Record Shop
            298 (DM, C&W-#388)

         Former Kingston Trio member John Stewart penned this powerhouse song about a dangerous love, given a remarkable performance by Rosanne Cash.299 Dave Marsh: “Cash sings softly above crashing drums—a trick so hard that most vocalists won’t even attempt it. The melody is carried on Morse code guitars that perfectly set up the telegraphic imagery of love running off the rails. … Cash and [producer Rodney] Crowell bring a rare sense of rhythmic and vocal urgency to their version of California rock: It comes from the husk of Rosanne’s singing and the thrash of those drums, which evoke without flinching a million exhausted midnight fights between lovers too familiar with each other’s moves to be taken by surprise to learn anything new, too wrapped up in each other’s lives to know how to quit.”300

         Cash reminisces about the album in her memoir. Crowell came to her with the “vision” he had for the LP: “He described it—sonically, thematically, musically, and emotionally—in great detail, and the more he talked, the more I was drawn in, so contagious was his excitement. What he described was almost exactly what King’s Record Shop turned out to be … a more roots-sounding record, not just in reaction to the heavy pop vibe of [her previous album] Rhythm and Romance, but as something fresh and more suited to my natural instincts. I studied Bob Dylan’s Writings and Drawings as if it were the Dead Sea Scrolls, and I dissected Guy Clark and Townes Van Zandt songs as exercises to better myself as a songwriter. I should, I thought, make a record that reflected those sensibilities.”301 She describes the album’s backing band as “phenomenal,” with Barry Beckett on keyboards, Steuart Smith (guitar), Michael Rhodes (bass), Eddie Bayers (drums), and a brilliant young newcomer destined for stardom, Vince Gill, on lead guitar.

         
         
            
            Don’t Be Afraid of the Dark (1988)—Robert Cray Band 

         Mercury 870569

         Chart debut on September 24, 1988 (#74 pop); title song of album (#32 peak) (Blues-#303)

         This enormously sensuous rocking blues brimming with sexual confidence, written by Robert Cray’s frequent collaborator Dennis Walker (who coproduced the album with Bruce Bromberg), was a Grammy winner for best contemporary blues recording. Named Blues Song of the Year at the W. C. Handy Awards, it provided a powerful follow-up to his breakthrough smash Smoking Gun, although, like its predecessor, it weirdly was totally overlooked by black radio. Charles Shaar Murray rightly expressed mystification that some observers didn’t regard him as a “true” blues artist: “Cray’s is as coherent and fully realized a body of work as anything in the blues since Robert Johnson … ‘Young Bob’ (Cray’s on-disc alter ego) inhabits a moral universe as chill and hostile as ‘Po’ Bob’ did a half-century or so earlier.”302 The song was first recorded by blues artist Philip Walker, and Cray recalled, “we listened to his version to do ours for the album.”303 “You might tremble, you might shake / Scream out loud, you may even break. … I’m at my best in a pitch-black room / Hold on tight baby, you’ll feel the power soon / I’ll be there to hold you, don’t be afraid of the dark. …”

         (Cray, vocal and guitar; Richard Cousins, bass; Peter Boe, keyboards; David Olson, drums and horns arranged and played by the Memphis Horns; Wayne Jackson, trumpet/trombone; and Andrew Love, tenor sax)304

         
            
            Giving You the Best That I Got (1988)—Anita Baker (written by Skip Scarborough, Anita Baker, & Randy Holland) 

         Elektra 69371

         Chart debut on September 24, 1988 (#1 for 2 weeks on R&B chart, reached #3 pop); from album Giving You the Best That I Got (4 weeks at #1, sold 3 million copies)

         Not messing with a good thing, Anita Baker followed up the world-conquering success of her album Rapture with another sumptuously romantic song suite featuring her magnificently supple voice and the impeccable production of Michael J. Powell. Skip Scarborough originally intended to give this song to an act that never recorded, then sent it to Elektra artist Howard Hewett. Anita heard and loved it, and got Scarborough’s permission to make some lyric changes; engineer and studio owner Randy Holland also got cowriter credit. As detailed by Adam White and Fred Bronson, she also designed the song’s scatted intro from a passage in the middle of the composer’s demo. “Baker had long straddled the line between R&B and jazz, but here the line is all but obliterated.”305 The title song and leadoff single, Giving You the Best That I Got became the highest-charting single of Anita’s career.

         
            October 15: In one of the most electrifying moments in World Series history, Kirk Gibson, with injuries to both legs, hits a pinch-hit two-run homer in the bottom of the ninth inning to give the Detroit Tigers a walk-off Game 1 victory over the Los Angeles Dodgers. The Tigers win the Series, four games to one.

         
            Fall 1988: Network television’s finest in the 1988–1989 season includes “Star Trek: The Next Generation” and “The Wonder Years.”

         
            November 9: East Germany (the GDR) allows citizens to exit without visas, and millions take the long-desired opportunity to visit the West. Shortly thereafter, demolition of the Berlin Wall (built in 1961) begins.

         
            
            Djobi Djoba (1988)—Gipsy Kings 

         From the Elektra Musician album “Gipsy Kings” (U.S. chart debut on December 17, 1988, #57 peak, 42 weeks)

         The kings of flamenco-rock, the Gipsy Kings set an unbeatable standard with their debut U.S. album. The single Bamboleo is the group’s definitive standard, and Djobi Djoba is cut from the same pulse-pounding musical cloth: a passionate lead vocal by Nicolas Reyes crying out in gitane (the language spoken by the Gypsies of southern France), furiously strummed guitars by the ensemble (featuring the amazing Tonino Bailardo in particular), and a hand-clapping rhythm. Sure, it’s a formula, but at its best (as here), one that’s guaranteed to bring any crowd to its feet. Djobi Djoba, like Bamboleo, was a European hit single before the group broke big in the United States. Reyes, writes Tatiana Spencer, “has a wonderful voice capable of raw passion and deep emotion.”306

         
            1988: For the first time, sales of compact disks this year surpass those of vinyl albums; just one year after albums had narrowly outsold CDs (107 to 102 million), CDs have soared in 1988 to a 2-to-1 advantage (149 to 72 million), and the gap will widen with each subsequent year.

         
            
            Veronica (1989)—Elvis Costello (written by Elvis Costello & Paul McCartney) 

         Warner 22981

         Chart debut on February 11, 1989 (#19 peak); #31 in England; from the album Spike (#32 peak) (VIL-#440)

         For an artist widely regarded as one of the “angry young men” of the British new-wave movement of the late 1970s, Elvis Costello from the start actually had a strong element of thoughtfulness and empathy underneath the tough facade. These qualities shine through on the song that became his biggest hit single. Veronica, cowritten by Costello and Paul McCartney (with Paul playing bass), is a compassionate look at an elderly woman with Alzheimer’s disease, flashing back on key moments of her life as she settles into her final days. Working in a room above McCartney’s studio in East Sussex, both men arrived with half-completed songs to polish off. Elvis brought an early draft of Veronica; the lyrics were about his paternal grandmother, Molly, whose Catholic confirmation name, Veronica, provided the title. Costello writes in his autobiography that “we immediately got to work putting a better flow into the chorus and shifting the bridge into making that part of the song seem more like a dream.”307 308 Particularly touching is the way he uses the image of a child playing “hide & go seek” to convey the idea that the vital young Veronica who her friends had loved is still there, hiding under the surface of lost memories. The music video directed by Evan English wonderfully dramatized the theme. Costello packs a lifetime into two and a half minutes. In Veronica, says Elvis, “my wishful version of [Molly’s] life, I held on to those calmer, hallucinatory interludes that seemed to cushion her from her anguish, hoping there was some peace and comfort in those visitations to and from the past.”

         
            
            F*** tha Police (1989)—N.W.A. 

         From the Ruthless album Straight Outta Compton (chart debut on March 4, 1989, #37 peak, 81 weeks); issued as a 12-inch CD single in April 1991 (didn’t chart) (NPR, RHF, ACC-#343, RS, TC, DM)309

         Rivaled only by Public Enemy’s It Takes a Nation of Millions to Hold Us Back as an angry African-American hip-hop political statement, N.W.A.’s Straight Outta Compton was a groundbreaking album that made an enduring impact on the rap world. The group was formed in Los Angeles by Eric “Eazy-E” Wright, Lorenzo “M.C. Ren” Patterson, Andre “Dr. Dre” Young, O’Shea “Ice Cuce” Jackson, and DJ Antoine “Yella” Carraby. When Eazy played his manager Jerry Heller a rough demo of F*** tha Police (inspired by police brutality in their Compton community), Heller immediately signed the group. The music industry in the late 1980s remained leery of rap acts seen as too violent or “too street”; Dr. Dre declared the group’s intention to fly in the face of that resistance and make the track as profane and incendiary as possible.310 It was, as Jeff Chang remarks, “the aesthetics of excess.” Compton “democratized rap and allowed the world to rush in. It was as if N.W.A. overturned transnational pop culture like a police car, set the offending thing on fire … and danced to their own murder rap.”311 Not surprisingly, authorities were furious; the FBI sent the group’s record label a bulletin denouncing the song. With radio airplay out of the question, the album sold through word of mouth. Its lasting influence was demonstrated by the box office success of the 2015 biographical movie Straight Outta Compton.

         
            
            Cult of Personality (1989)—Living Colour 

         Epic 68611

         Chart debut on March 11, 1989 (reached #13); #67 in England312; from the album Vivid (chart debut on September 3, 1988, #6 peak, 76 weeks) (AHR, GR)

         Musically electrifying while conveying a thought-provoking if curiously muddled message, Cult of Personality made Living Colour a trail-blazing band. British-born, Brooklyn-raised guitar virtuoso Vernon Reid formed the band in 1984 with an ever-shifting lineup, emerging from a nonprofit organization that he cofounded, the Black Rock Coalition, for black musicians who played rock and roll. The basic concept was to mix hard rock in the Hendrix/Led Zeppelin tradition with a strong social conscience, plus hip-hop, jazz fusion, and other black musical influences.313 By 1986, the group had coalesced to include vocalist Corey Glover, bassist Muzz Skillings,314 and drummer Will Calhoun. Mick Jagger’s enthusiasm (he produced its demo recordings) encouraged Epic to sign the quartet. Its debut album, Vivid, was released in May 1988, but took awhile to find its audience, finally reaching the Billboard chart four months later. Album rock radio initially “didn’t want anything to with” the album’s standout song, Cult of Personality, according to an Epic spokesperson, due to its wildly unconventional structure, combining sound clips of famous speeches with social commentary lyrics and crunching hard-rock guitar. Another track, Middle Man, was the first one promoted to radio, but it drew a lukewarm response. By September 1988, Vivid had sold only one hundred thousand copies.

         Then MTV began playing the Cult of Personality video, and the album took off; the video remained in rotation for twenty-six weeks, the longest run of any track since the early 1980s.315 The MTV buzz persuaded album rock radio to get on board, and led Epic to release the song as a commercial single. It won the Grammy for best hard rock performance, and Reid’s slashing guitar solos fire off sparks in every direction. With sound bytes of political leaders both beloved (FDR, Gandhi, JFK) and notorious (Mussolini, Stalin), the lyrics cite the dangers of placing too much trust in would-be messiahs whose supporters believe “only you can set me free.” Thomas Ryan salutes the song’s “seamless” melding of progressive jazz-rock and post-punk styles over heavy metal rhythms.316

         
            
            Spread Love (1989)—Take 6 

         From the Reprise album “Take 6” (chart debut on March 11, 1989, #71 peak) (Gospel-#112)

         Artists who are able to carve out musical territory that can’t be pinned down to a single genre are often the most interesting, and that description fits Take 6. Although categorized as a gospel group, its sound owes just as much to jazz vocalists such as Lambert, Hendricks, and Ross, Manhattan Transfer, and Bobby McFerrin, and its richly blended vocal harmonies recall classic 1950s doo-wop. The group was formed as an a cappella sextet in 1980 at Oakwood College (a Seventh-Day Adventist university in Huntsville, Alabama) by Claude McKnight (older brother of R&B star Brian McKnight). Over the next few years—initially as Alliance, and with shifting membership—the group performed at local churches and on campus. By 1985, McKnight’s groupmates were Mark Kibble, Mervyn Warren, Cedric Dent, David Thomas, and bass singer Alvin Chea. Two years later, as Take 6, they were signed to Warner Brothers (through its subsidiary Reprise), and their 1988 debut album was, in Geoffrey Himes’ words, “astonishing. Applying sophisticated jazz arrangements to traditional hymns, the singers swung the rhythms crisply and spread the harmonies boldly, but instead of the hip detachment of jazz, they offered the passionate commitment of gospel.”317 
            Spread Love exemplifies the group’s gorgeous layered harmonies, hand-clapping rhythms, and positive message: “Spread love instead of spreading lies. … Love is what we need.” The album won two Grammies (with 8 more to follow in later years), and crossed over to pop while also making the Billboard Contemporary Jazz and Contemporary Christian charts.

         
            
            Me, Myself, and I (1989)—De La Soul 

         Tommy Boy 7926

         Chart debut on April 1, 1989318 (1 week at #1 R&B, #34 pop); from the album 3 Feet High and Rising (#24 peak) (RHF, 1001, R&B-#231, ACC-#529, VIL, DM)319

         A hip-hop group like no other, De La Soul was formed in Amityville, Long Island, NY, by Kevin Mercer, David Jolicoeur, and Vincent Mason. Jon Caramanica: “In their hip-hop, there were no drug dealers; no gangsters; no hoodlums.” As designed by the trio and producer Prince Paul, they were “a triumvirate of psychedelically dressed boho would-be’s,” and their debut album 3 Feet High and Rising was “a cluttered classic crammed wall-to-wall with bizarro concepts that set De La apart from almost all of their contemporaries.”320 
            Village Voice hailed it as “the Sgt. Pepper of hip-hop.” Joe Wood compared the album with Public Enemy’s It Takes a Nation of Millions to Hold Us Back: “Both works manifest a black consciousness more unapologetic than what is usually available in pop culture.” Also, both embodied a “distinctly middle-class sensibility” based on the members’ black suburban upbringing. However, in contrast to PE’s black militance, De La Soul “expressed a form of liberal humanism,” Instead of revolution, their focus was on “challenging everyone to respect and be true to themselves—and to respect blackness.” It was, therefore, immediately acceptable to white audiences.321 
            Me, Myself, and I is a declaration of nonconformist individuality, with brief samples of George Clinton and Philippe Wynne (of the Spinners) that explained their inclusion among the song’s credited authors. Tom Moon remarks that De La Soul “made it supremely cool to be a hip-hop iconoclast.”322

         
            
            Theme, “Field of Dreams” (1989)—James Horner 

         BMG/RCA track from the soundtrack album; film released on April 20, 1989

         Five years after The Natural, baseball provided the setting for another all-time classic film, director Phil Alden Robinson’s adaptation of W. P. Kinsella’s novel Shoeless Joe, Field of Dreams. The tale of a young Iowa farmer Ray Kinsella (Kevin Costner) taking a leap of faith by plowing under his cornfield to build a baseball field so that long-dead ballplayers can return to play once more—including Ray’s own deceased father for an unexpected reconciliation—required a very special musical score to underline his emotional and mystical journey, and it was provided by James Horner. Born August 14, 1953 in Los Angeles, Horner created more memorable film scores during the three-plus decades after his 1979 Hollywood debut than anyone besides John Williams. After Star Trek II: The Wrath of Khan (1982), Cocoon (1985), and Aliens (1986) established him as one of the finest young composers in the business, Field of Dreams took him to another level. Possessing the ability (writes Paul Bouthillier) to create scores with sentimentality and empathy without being maudlin, in this film he “manages to capture contemporary rural and nostalgic America: his palette ranges from acoustic piano [and] ethereal synth sounds” and touches of country-rock to “traditional scoring for full orchestra and synthesizer work that turns dissonantly dark and gritty.”323 But there’s nothing dissonant about the deeply moving main theme, especially at the film’s conclusion. Like Randy Newman for The Natural, Horner recorded a 3-minute suite from the theme for commercial single release; it didn’t chart, but he earned an Oscar nomination for best original score.324

         
            
            Too Long In the Wasteland (1989)—James McMurtry 

         Song released as MP3 on August 22, 1989; from the Columbia album Too Long In the Wasteland

         For his debut album, Texas singer-songwriter James McMurtry had no less than John Mellencamp, with whose heartland/populist rock McMurtry’s music he shares much in common, as producer. (They’d met when Mellencamp directed the film Falling from Grace with screenplay by James’ novelist father, Larry McMurtry.) The title song Too Long In the Wasteland is a compelling narrative country-rocker showcasing his keen sense of observation with dry, half-spoken vocals, and given an extra kick by Mellencamp’s regular drummer Kenny Aronoff. (The album’s coproducers are also featured: guitarist Larry Crane, and Michael Wanchic on electric guitar and other instruments.) Pamela Murray remarked that his lyrics “are among the finest I’ve read in a long time,” and that the “skill and thoughtfulness of his songs” easily compensates for his limited vocal range.325 Steeped in Southwestern atmosphere, the piece is coiled with tension like a rattlesnake ready to strike. “Bullet holes in the mailbox. …”

         
            
            Call It Love (1989)—Poco (written by Jim Messina, Ronnie Guilbeau, Billy Crain, & Rick Lonow) 

         RCA 9038

         Chart debut on August 26, 1989 (#18 peak); from the album Legacy (#40 peak)

         Exactly twenty years after their founding as a country-tinged rock group whose influence on the music of the 1970s exceeded their record sales, Poco had their most memorable hit of all with Call It Love. After the breakup of Buffalo Springfield, guitarist-singer Richie Furay and bassist Jim Messina—along with steel guitarist-singer Rusty Young, who’d guested on the final Springfield album—formed Poco with drummer George Grantham. Their 1969 debut album Pickin’ Up the Pieces was a solid success; bassist Timothy B. Schmidt made the group a quintet in 1970. Further personnel changes came in rapid succession—Messina left (for Loggins & Messina), then Furay, followed by Schmidt (to join the Eagles)—yet with strong replacements, Poco scored their biggest-selling album, Legend, in late 1978. Less successful albums were followed by a five-year hiatus. Then, the original quintet came together again in 1989 for Legacy.

         
            
            Call It Love is a richly satisfying representation of everything that Poco had meant to fans back in the beginning: the country/rock fusion, strong lead guitar by Furay, and potent harmonies. Rusty Young handles the lead vocal on a song expressing a suitably adult skepticism about love, as a man and woman who’d been through this before acknowledge their doubts and renounce any illusions, but decide to take the plunge anyway.

         
            
            Love Shack (1989)—The B-52s (written by Kate Pierson, Fred Schneider, Keith Strickland, & Cindy Wilson) 

         Reprise 22817

         Chart debut on September 2, 1989 (reached #3 pop, 4 weeks at #1 Modern Rock); #1 (8 weeks) in Australia, #2 in England326; from the album Cosmic Thing (#4 peak, sold 4 million) (RS-#246, ACC)

         Known for dance-oriented rock and roll, zany humor, and a manic stage show, the B-52s were formed in 1976 in Athens, Georgia, by Fred Schneider (vocals and keyboards), Kate Pierson (vocals and organ), Cindy Wilson (vocals and guitar), her brother Ricky Wilson (guitar), and Keith Strickland (drums); the group’s name was Southern slang for the high bouffant wigs sported by Kate and Cindy. The dance single Rock Lobster, originally released in 1978, became a national club hit two years later with a remixed version. Ricky Wilson’s 1985 death from AIDS was a huge blow (Strickland moved to guitar), and the group’s 1986 album was its least successful to date. After a three-year hiatus, Cosmic Thing brought their wacky sensibilities to a mass audience, aided by the production of Niles Rodgers (who produced 6 tracks) and Don Was (4 tracks, including this smash). Love Shack is a jubilant celebration of shared good times, with a pulsing dance beat, Schneider’s half-spoken lead with trademark humor, and the girls carrying the vocals behind him.
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                No Myth (January 6, 1990)—Michael Penn

            
                Rescue Mission (January 30, 1990)—Luka Bloom

            
                Ode to Life (March 1990)—Don Pullen

            
                Vogue (April 14, 1990)—Madonna

            
                Here’s Where the Story Ends (April 21, 1990)—The Sundays

            
                The Downeaster “Alexa” (May 5, 1990)—Billy Joel

            
                The Dance (May 5, 1990)—Garth Brooks

            
                Vision of Love (June 2, 1990)—Mariah Carey

            
                Diarabi (1990)—Boubacar Traore

            
                Tom’s Diner (October 6, 1990)—Suzanne Vega/DNA

            
                Further to Fly (November 3, 1990)—Paul Simon

            
                Get Here (November 10, 1990)—Oleta Adams

            
                Unfinished Sympathy (February 23, 1991)—Massive Attack

            
                Mama Said Knock You Out (March 2, 1991)—LL Cool J

            
                The Star-Spangled Banner (March 9, 1991)—Whitney Houston

            
                Series of Dreams (April 13, 1991)—Bob Dylan

            
                Blood Is Thicker Than Water (April 20, 1991)—The Triplets

            
                (Everything I Do) I Do It for You (June 29, 1991)—Bryan Adams

            
                Unforgettable (July 13, 1991)—Natalie Cole and Nat “King” Cole

            
                There She Goes (July 20, 1991)—The La’s

            
                Enter Sandman (August 24, 1991)—Metallica

            
                Beauty and the Beast (January 18, 1992)—Celine Dion and Peabo Bryson

            
                Hazard (February 15, 1992)—Richard Marx

            
                There Is Always One More Time (February 29, 1992)—B. B. King

            
                A Flower is a Lovesome Thing (March 7, 1992)—Joe Henderson

            
                Human Touch (March 21, 1992)—Bruce Springsteen

            
                Better Days (March 21, 1992)—Bruce Springsteen

            
                My Lovin’ (You’re Never Gonna Get It) (March 21, 1992)—En Vogue

            
                She’s Already Made Up Her Mind (April 18, 1992)—Lyle Lovett

            
                Here’s to Life (April 21, 1992)—Shirley Horn

            
                The Last Month of the Year (May 26, 1992)—Fairfield Four w/ Nashville Bluegrass Band

            
                This Used to Be My Playground (July 4, 1992)—Madonna

            
                Sodade (July–August 1992)—Cesaria Evora

            
                Constant Craving (August 1, 1992)—K. D. Lang

            
                Galileo (August 8, 1992)—Indigo Girls

            
                The Last Song (October 31, 1992)—Elton John

            
                Nuthin’ But a “G” Thang (January 23, 1993)—Dr. Dre and Snoop Dogg

            
                Hope of Deliverance (February 20, 1993)—Paul McCartney

            
            
                Cityscape: Hustle Bustle / City Beat (February 27, 1993)—Wynton Marsalis Septet

            
                Ain’t That Lonely Yet (March 13, 1993)—Dwight Yoakam

            
                The Hard Way (April 17, 1993)—Mary-Chapin Carpenter

            
                Chattahoochee (May 15, 1993)—Alan Jackson

            
                Runaway Train (June 12, 1993)—Soul Asylum

            
                Worlds Apart (July 17, 1993)—Jude Cole

            
                Over the Rainbow (September 1, 1993)—Israel Kamakawiwo’ole

            
                Bury My Lovely (October 12, 1993)—October Project

            
                Prayer In Open D (October 16, 1993)—Emmylou Harris

            
                Hero (October 23, 1993)—Mariah Carey

            
                Mr. Jones (January 22, 1994)—Counting Crows

            
                Loser (January 29, 1994)—Beck

            
                Come to My Window (February 26, 1994)—Melissa Etheridge

            
                Love Sneakin’ Up on You (March 12, 1994)—Bonnie Raitt

            
                Theme, “Schindler’s List” (April 9, 1994)—John Williams

            
                Independence Day (May 7, 1994)—Martina McBride

            
                Prayer for the Dying (June 11, 1994)—Seal

            
                All I Wanna Do (August 6, 1994)—Sheryl Crow

            
                Body and Soul (August 27, 1994)—Anita Baker

            
                You Gotta Be (September 3, 1994)—Des’ree

            
                7 Seconds (October 8, 1994)—Youssou N’Dour and Neneh Cherry

            
                Adru ku Adru (October 11, 1994)—Obo Addy

            
                Where Did You Sleep Last Night (November 19, 1994)—Nirvana

            
                I Know (January 28, 1995)—Dionne Farris

            
                When You Say Nothing At All (February 25, 1995)—Alison Krauss and Union Station

            
                Go Rest High on That Mountain (May 13, 1995)—Vince Gill

            
                Hallelujah (May 20, 1995)—Jeff Buckley

            
                Fake Plastic Trees (May 20, 1995)—Radiohead

            
                Waterfalls (June 10, 1995)—TLC

            
                Kiss from a Rose (June 24, 1995)—Seal

            
                Gallo del Cielo (August 29, 1995)—Joe Ely

            
                St. Teresa (September 9, 1995)—Joan Osborne

            
                Listen to My Heart (December 12, 1995)—Nancy LaMott

            
                Fields of Gold (January 3, 1996)—Eva Cassidy

            
                Wonderwall (January 27, 1996)—Oasis

            
                Closer to Free (March 9, 1996)—The BoDeans

            
                Blue (May 25, 1996)—LeAnn Rimes

            
                Cyar Take Dat (June 3, 1996)—Brother Resistance

            
                Franklin D. Roosevelt, the Poor Man’s Friend (1996)—Brother Willie Eason

            
                Change the World (July 20, 1996)—Eric Clapton

            
                Strawberry Wine (August 17, 1996)—Deana Carter

            
                Lulei Soros’cha (If Not for Your Torah) (September 22, 1996)—Andy Statman Quartet

            
                Lonely Bird (September 24, 1996)—Bulgarian Voices-Angelite and Huun-Huur-Tu

            
                That Thing You Do! (October 12, 1996)—The Wonders

            
                Un-break My Heart (October 26, 1996)—Toni Braxton

            
                Galaxie 500 (January 14, 1997)—Kate Campbell

            
                There’s a Train (April 1997)—Holmes Brothers

            
                You’ll Never Leave Harlan Alive (April 22, 1997)—Darrell Scott

            
                Stomp (May 3, 1997)—God’s Property featuring Kirk Franklin

            
                Stardust (May 10, 1997)—Doc Cheatham and Nicholas Payton

            
                I’ll Be Missing You (June 14, 1997)—Puff Daddy and Faith Evans featuring 112

            
                Mis Dos Patrias (My Two Countries) (July 5, 1997)—Los Tigres del Norte

            
                Let Down (July 19, 1997)—Radiohead

            
                Building a Mystery (September 6, 1997)—Sarah McLachlan

            
                Dos Gardenias (October 4, 1997)—Buena Vista Social Club featuring Ibrahim Ferrer

            
                A Child With the Blues (November 11, 1997)—Erykah Badu

            
                Time of Your Life (Good Riddance) (December 6, 1997)—Green Day

            
                You’re Still the One (February 14, 1998)—Shania Twain

            
                My Heart Will Go On (Love Theme from “Titanic”) (February 28, 1998)—Celine Dion

            
                The Mummers’ Dance (March 7, 1998)—Loreena McKennitt

            
                Iris (April 18, 1998)—Goo Goo Dolls

            
                Ray of Light (July 11, 1998)—Madonna

            
                Doo Wop (That Thing) (November 14, 1998)—Lauryn Hill

            
                Theme from “Chinatown” (March 27, 1999)—Terence Blanchard

            
                Livin’ La Vida Loca (April 17, 1999)—Ricky Martin

            
                Shenandoah (May 18, 1999)—Bill Frisell and Ry Cooder

            
                H’rabti (tu t’es detournee de moi) (You Turned Away from Me) (September 28, 1999)—Cheb Mami

            
                Embers of Eden (September 1999)—Bruce Cockburn

            
                Breathe (October 9, 1999)—Faith Hill

            
                Murder On Music Row (October 1999)—Larry Cordle and Lonesome Standard Time

            
                The Great Beyond (December 25, 1999)—R.E.M.

         

         
            
            No Myth (1990)—Michael Penn 

         RCA 9111

         Chart debut on January 6, 1990 (#13 peak); from the album “March” (#31 peak) (AHR)

         Like his wife Aimee Mann, Michael Penn (the brother of actor Sean Penn, born in New York City on August 1, 1958) is a literate, lyrically inventive singer-songwriter with a keen sense for Beatles-inspired pop melodies. The big hit from his debut album, No Myth, invokes romantic icons from Romeo to Heathcliff (of Wuthering Heights) as he takes us on a musically compelling journey with jumpy guitar-driven rhythms. “Penn is interested in how romantic relationships falter or deepen,” noted Ken Tucker, “and he [has] the ability to describe these venerable themes with elegantly sustained metaphors.”1 Thomas Ryan in American Hit Radio: “Penn denies the argument of fatalistic inevitability that his generation has become entrenched in, but he also remains warily realistic: ‘Maybe she’s just looking for someone to dance with.’”2

         
            
            Rescue Mission (1990)—Luka Bloom 

         From the Reprise album Riverside (released on January 30, 1990)3

         
            Riverside was one of the most dazzling pop debut albums of the past three decades, and Rescue Mission was perhaps the most thrilling out of a remarkable collection of songs.4 Luka Bloom was born Barry Moore in Newbridge, County Kildaire, Ireland, on May 23, 1955, the brother of popular Irish minstrel Christy Moore. After beginning his career in Dublin pubs, he moved to Washington, D.C., in 1987. There, writes Martin Connors, he “became Luka Bloom and a favorite on the Eastern Seaboard club circuit, perfecting an intense, explosively rhythmic guitar attack and a mix of introspective and socially aware folk-rock.”5 The artist plays both electro-acoustic six-string and twelve-string guitars; through open tunings and various effects pedals, he’s able (remarked Michael Azerrad) to create a one-man “guitar orchestra, with booming bass tones and high harmonies seemingly coming out of nowhere.”6 
            Rescue Mission is a perfect representation of his style: a dramatic, hard-driving, densely layered, moody folk-rock ballad, smoldering and emotional. T. G. McGrath remarked that the album “fairly bursts with unchecked speed and urgency. Luka Bloom can hardly wait to tell you the stories in his head, so … get ready to be blasted out of your living room.”7

         
            
            Ode to Life (1990)—Don Pullen 

         Recorded in March 1990; from the album Random Thoughts
            8; recorded again as title song of 1993 album Ode to Life (both on Blue Note)

         This stunningly lovely, elegiac piano solo has a pristine beauty that has been called “almost child-like” in its original 1990 performance. Born December 25, 1944 in Roanoke, Virginia, Don Pullen worked with artists including Nina Simone, Charles Mingus (1972–1975), and for several years co-led a quartet with George Adams. From the mid-1980s until his death in 1995, he was a solo artist, and won acclaim for his very rhythmic early 1990s work with his Afro-Brazilian Connection. When Pullen revisited the song in 1993, it took on a new context as a memorial to saxophonist Adams, who had died the previous year. Richard Cook and Brian Morton write that in its February 1993 performance, Ode to Life becomes “a gorgeous chorale that builds steadily into a set of complex variations.”9 The overall effect is restful and meditative, reflecting either on one man’s life or the beauty of life in general.

         
            
            Vogue (1990)—Madonna (written by Madonna & Shep Pettibone) 

         Sire 19863

         Chart debut on April 14, 1990 (#1 for 3 weeks pop, #1 for 2 weeks dance); #1 (8 weeks) in Europe, #1 (4 weeks) in England, five weeks in Australia, and three weeks in Canada10 (ASCAP-#49, RS Polls-#74, VIL-#185, DMDB, ACC)

         Madonna’s eighth #1 single became her biggest seller yet, with a million copies in two months and ultimately certified for sales of two million, and reconfirmed her status at the forefront of pop culture. It’s a tribute to the decades-old practice of “voguing” balls in which drag queens impersonated glamorous female celebrities. Madonna built it on the foundation of Shep Pettibone’s underground club song Love Break that was also about voguing, and he produced the track.11 “Beginning with an icy synthetic-sounding strand of strings dragged over a hot, strong bass line and ending with rhythmic spurts of panting exhaustion,” as described by Rolling Stone, the record is irresistibly infectious. Vogue was included in her album of songs otherwise related to the soundtrack of her film Dick Tracy. The song had originally been planned as the B side for Keep It Together, but on hearing the track executives at Warner (which owned Sire) immediately realized this was the hit side. Its ultra-stylish black and white music video (directed by future Oscar nominee David Fincher) became an instant classic as she paid tribute to glamour icons while striking poses: “Greta Garbo and Monroe, Dietrich and DiMaggio. …” Vogue was voted the #4 best single of 1990 in the Village Voice
            critics’ poll, and called the #19 greatest pop song by Rolling Stone in 2000.

         
            
            Here’s Where the Story Ends (1990)—The Sundays 

         DGC 24277

         Chart debut on April 21, 1990 (#1 for 1 week on Modern Rock chart); from the album Reading, Writing & Arithmetic (#39 peak)

         This wonderfully breezy folkish pop ballad with an intriguing melody and shimmering soprano vocal by Harriet Wheeler represents pure pop pleasure. The Sundays were formed in London in 1987 by Harriet and guitarist David Gavurin, and their 1990 debut album showcased a combination characterized by Stephen Thomas Erlewine as “the jangly guitar pop of the Smiths and the trance-like dream pop of bands like the Cocteau Twins.”12 
            Reading was a solid success in both the United States and England, driven by strong radio and MTV airplay for Here’s Where the Story Ends. The lyrics are cryptically intriguing, and the sheer warmth of Harriet’s vocal carrying that gorgeous melody is quite enveloping. Jim Irvin calls it a “record of great beauty and imagination,” with “Gavurin’s jangling guitar drones serving as glittering backdrops to Wheeler’s extraordinarily inventive vocal lines, her kewpie-doll, cut-glass voice … spin line after memorable line.”13 A 1992 follow-up was almost as well received, but the group faded from the scene thereafter.

         
            
            The Downeaster “Alexa” (1990)—Billy Joel 

         Columbia 73333

         Chart debut on May 5, 1990 (reached #57); from the album Storm Front (chart debut on November 4, 1989; 1 week at #1, sold 4 million)

         Among his other gifts as a songwriter, Billy Joel always had the capacity to create some ripping good yarns, and few can top The Downeaster Alexa. The album Storm Front was Joel’s first in twelve years not produced by Phil Ramone, based on the artist’s conclusion that their spectacularly successful partnership had run its course; Joel coproduced the album with Mick Jones of Foreigner. Inspired by the dilemma of lifelong professional fishermen who are faced with a combination of waters virtually emptied by chronic overfishing among other issues, Joel creates a vivid tale of men whose way of life is dying. Billy, then-wife Christie Brinkley, and Alexa had moved to East Hampton on the eastern end of Long Island shortly before he started work on the album, and this brought him into contact with the fishing industry of the East Bay. (It’s named after Joel’s daughter Alexa Ray. A downeaster is the type of boat used by East Bay fishermen.) “The Baymen are being put out of business by politicians, developers, industrial pollution, agricultural insecticide runoff, and the sport-fishing lobby,” the artist declared.14 He told biographer Fred Schruers: “I composed a song that reminded me of an old-time sea chantey, with the pounding cadences of shipboard work—hauling up rope or an anchor chain.”15 With rich documentary-like details, a relentless storytelling structure (with no chorus), some unusual instrumentation (including accordion played by Joel), and a deeply felt performance, this is one of his best ever.

         
            
            The Dance (1990)—Garth Brooks (written by Tony Arata) 

         Capitol 44629

         Chart debut on May 5, 1990 (#1 for 3 weeks C&W); from the album “Garth Brooks” (#13 peak, 224 weeks, 7 million sold)16 17 (C&W-#64, HBN-#160, AS)

         This was the breakthrough hit by the man whose mammoth record sales transformed country music during the 1990s. Born in Luba, Oklahoma, on February 7, 1962, Brooks started trying to break into Nashville in 1985 as a singer and songwriter, and after cutting a lot of demos, his 1989 debut album sent him into an orbit never achieved by a country artist. The Dance is a simple, lovely ballad about a brief but unforgettable romance; Brooks (an unknown hopeful at the time) saw Arata perform the number at Nashville’s legendary Bluebird Café, and sensed correctly that its emotional resonance would strike a chord with a national audience. If he ever got a record deal, he told the composer, he wanted to record it.18 David Cantwell remarks that this is “a pop record through and through” with its piano introduction and strings, yet it conveys “a message as old as the hills.” That was the combination that would enable Brooks—and 1990s country music—to reach a huge new suburban, middle-class audience.19 Readers of Country America magazine voted it the #3 country song of all time. Jim Beviglia remarks that American Songwriter’s Song of the Year “sends a potent message about the value of living life to the fullest even when doing so courts heartbreak.”20 “I’m glad I didn’t know the way it all would end, the way it all would go / Our lives are better left to chance / I could have missed the pain / But I’d have had to miss the dance.”

         
            
            Vision of Love (1990)—Mariah Carey 

         Columbia 73348

         Chart debut on June 2, 1990 (4 weeks at #1 pop, 2 weeks at #1 R&B); #1 (4 weeks) in Canada, #9 in England21; from the album “Mariah Carey” (11 weeks at #1, sold 9 million copies) (DMDB)22

         It was eighteen-year-old Mariah Carey’s stint as backup singer for R&B artist Brenda K. Starr that brought the stunning biracial singer with the five-octave voice to a CBS Records party, where Starr handed Mariah’s demo tape to the record company’s president Tommy Mottola; he was hooked after hearing just two songs. “Her voice was the Hope Diamond,” he recalled in his memoir.23 When he played the tape for Rhett Lawrence, who produced artists including Earth, Wind, and Fire, Lawrence told Fred Bronson, “I literally got goosebumps on my arms when I heard her sing.” Shortly after she signed with Columbia, Mariah wrote Vision of Love with Ben Margulies, and coproducer Lawrence (who teamed in the studio with Narada Michael Walden) used Carey’s vocals from her demo as a second vocal line to add an extra punch.24 The soaring pop ballad shot to the top of the charts along with her debut album, getting her career off to an extraordinary start. This record and Mariah’s earliest work, writes Ben Ratliff, “had a private hungering force all around it,” before she became a corporate entity with armies of producers and songwriters putting her voice “in a preexisting mold.”25 While every Mariah Carey record is slickly produced to within an inch of its life, on this first release both the power and passion of that remarkable instrument come through beneath all that polish, accompanied by a choir to accentuate the churchlike feeling. Devon Powers also cites “its most eye-popping moment: that note, so high it seemed humanly impossible, sung as effortlessly as if she were speaking her name.”26

         
            
            Diarabi (1990)—Boubacar Traore 

         From the Stern’s Records album Mariamba (recorded in 1990, reissued in 1994)

         The Republic of Mali is a landlocked nation in northwest Africa, its borders on the north reaching deep into the Sahara Desert; its heavily populated southern part includes the Niger and Senegal rivers. Mali has produced several noteworthy musicians in the modern era, the best known of whom are Ali Farka Toure’, Salif Keita, and Toumani Diabate’. Equally wonderful is Boubacar Traore, born in 1942 in Kayes, Mali. He began singing and playing guitar in the early 1960s, developing a style blending Arabic music, American blues, and pentatonic structures found in west Africa. But he made no recordings, although he sang on radio, and was a charismatic live performer. A 1987 television appearance brought new prominence, and he made the first of several albums in 1990. Frank Tenaille notes that in Africa “many melodies resemble those of the blues since they are composed in thirds (major, minor, neutral) and perfect fourths and fifths, and share the famous ‘blue note’ arising from the flattened third and seventh notes of the major scale … one can have a lot of fun establishing connections between Mali and the Mississippi Delta, and looking for the African cousins” of Son House and Charley Patton. He cites Traore as an example. A British journalist remarked of Traore: “If Ali Farka Toure’ is the John Lee Hooker of Mali, Boubacar Traore is the Robert Johnson.” Tenaille: “Suddenly, with his fluid melodies, melancholic Saharan chant, and superb swing, he achieved international recognition.”27 
            Diarabi, from his overdue debut album, demonstrates the magic of Traore, a hauntingly lovely minor-key ballad delivered in his soaring tenor accompanied by two acoustic guitars.

         
            
            Tom’s Diner (1987)—Suzanne VegaTom’s Diner (1990)—D.N.A. featuring Suzanne Vega 

         Originally A&M 2960, uncharted B side of Solitude Standing, chart debut on September 12, 1987; #58 in England; dance remix of her vocal, A&M 1529, chart debut on October 6, 1990 (reached #5); #1 (7 weeks) in Germany, #2 in England28 (VIL-#381)

         New York City–based poet-turned-folk singer Suzanne Vega made a huge impact with her 1987 album Solitude Standing, above all for its mesmerizing hit single Luka. Her poetic gift for elevating careful narrative observation into art showed another side with Tom’s Diner, which she recorded with no instrumental accompaniment whatever. Her tale of the comings and goings at Tom’s Restaurant in New York was given a new twist when two British DJs attached Vega’s vocal to a dance beat by the group Soul II Soul.29 Initially released without authorization on plain white labels, when the record began catching on with disk jockeys, Vega gave permission for the single to be officially issued on her label, A&M, and it became a delightfully unconventional smash. The record’s success encouraged Vega to weave elements of jazz and techno into her always original brand of folk-rock.

         
            
            Further to Fly (1990)—Paul Simon 

         From the Warner Brothers’ album The Rhythm of the Saints (chart debut on November 3, 1990, #4 peak)30

         Recorded at Transamerica Studios in Rio de Janeiro, Further to Fly exemplified the abundance of virtues found in Paul Simon’s Brazilian/West African–styled album Rhythm of the Saints. His intense, often poetic lyrics contemplating the possible end of a relationship are set against rich, stimulating Latin rhythms including Vincent Nguini (from Cameroon) multitracked on both guitar and bass, Brazilian jazzman Rafael Rabello on classical guitar, and additional percussion instruments including congas, bata, and gourds. The track also has Randy Brecker on trumpet and South African legend Hugh Masakela on flugelhorn. “The open palm of desire wants everything. …”

         
            
            Get Here (1990)—Oleta Adams (written by Brenda Russell) 

         Fontana 878476

         R&B chart debut on November 10, 1990 (reached #5 pop, #8 R&B); #4 in England; from the album Circle of One (#20 peak)

         Singer-songwriter-pianist Oleta Adams is one of those rare performers with a voice so rich and moving that she could stir the soul with virtually anything she sings. A native of Seattle (born May 4, 1962), Oleta began singing at the Baptist Church where her father served as minister, and by age eleven was directing and accompanying four choirs as a piano prodigy. With a lyric soprano that brought offers of an operatic career, she chose pop instead, starting at the ground level playing piano bars and lounges in Kansas City, where she soon became a local celebrity. Tears for Fears invited her to sing backup on their 1989 Sowing the Seeds of Love album and tour, and that high-profile gig led to a solo record deal.31 She broke through with the emotion-packed solo hit Get Here. The song had originally been recorded in 1988 by its writer, Brenda Russell.32 A deeply touching ballad of romantic longing, with a powerhouse vocal performance, it struck a particularly strong chord, because it was released during the buildup to the Gulf War with thousands of U.S. troops stationed abroad until Saddam Hussein’s agreement to a cease-fire on February 27, 1991.33 34 Although this was her only hit, Oleta’s soaring voice and writing skills (more than half her songs are originals) regularly produce solid albums. One of the best came when she returned to her roots for the 1997 gospel album Come Walk With Me.

         
            
            Unfinished Sympathy (1991)—Massive Attack 

         Wild Bunch single,35 British chart debut on February 23, 1991 (reached #13); uncharted in the United States36 (ACC-#50, 1001, DMDB)

         It never reached any U.S. Billboard chart (pop, rock, R&B, or even dance chart), but Unfinished Sympathy, nonetheless, left an enduring impact on the pop music scene. The electronic-dance band Massive Attack was formed in Bristol, England, by Robert “3-D” Del Naja, Andy “Mushroom” Vowles, and Grant “Daddy G” Marshall. Unfinished Sympathy started with a melody by singer Shara Nelson, to which the band’s three members plus coproducer Jonathan Sharp kept adding elements “like a jigsaw puzzle,” recalled Del Naja.37 Nelson, a London-born soul singer, delivers an anguished gospel-fired vocal, and is the star of the song’s video, shot in one continuous take as she walks the backstreets of Los Angeles; she would later score some UK solo hits. The track’s focal point is its lush orchestration (a 40-piece string section recorded at Abbey Road studios), slowed-down dance tempo, and moody melody conveying a compelling, rather disquieting vibe. Its near-symphonic sound underlines the title, a takeoff on Schubert’s Unfinished Symphony. The song became the foundation of the “trip-hop” genre, seen as a British response to hip-hop. Gerry Kiernan calls the record “cinematic” in scope and “a groundbreaking, beautiful soul classic.”38

         
         
            
            Mama Said Knock You Out (1991)—LL Cool J (written by James Todd Smith & Marlon Williams) 

         Def Jam 73706

         Chart debut on March 2, 1991 (reached #17 pop, #12 R&B); from the album Mama Said Knock You Out (chart debut on October 6, 1990, #16 peak, sold 2 million copies) (RHF, R&B-#217, VIL-#348, DM, ACC)

         After the wide acclaim for rapper LL Cool J’s pioneering early recordings as a teenager, some in the ultra-macho rap community didn’t react well to his smash 1987 ballad I Need Love (a rapper showing sensitivity was anathema to these folks). Even though his 1989 album Walking With a Panther was a Top Ten hit that received good notices, again the rather self-contained hip-hop hierarchy criticized it as a pop sellout. Queens-born James Todd Smith made the album Mama Said Knock You Out, led by its title track, as his response. It’s as tough, propulsive, and hard-edged as any rap performance to that time, but without relinquishing his trademark craftsmanship. “Don’t call it a comeback, I’ve been here for years,” he spits out over a driving beat. “Over competition, I’m towerin’.” Bruno MacDonald praises producer Marley Marl for keeping “the bass pumping and rhythms rolling throughout.”39 After the album was voted #9 best of 1990 and the single the #11 best of 1991 in the Village Voice critics’ polls, Mama Said won the Grammy for best solo rap performance.

         
            
            The Star-Spangled Banner (1991)—Whitney Houston 

         Arista 2207

         Chart debut on March 9, 1991 (reached #20); reissued as Arista 15054, debut on September 29, 2001 (#6 peak)40

         During the rock era, the interpretations of The Star-Spangled Banner that have received the widest attention have tended to be highly individualistic and even controversial treatments at high-profile events: Jose Feliciano’s soulful version at the 1968 World Series in Detroit; Jimi Hendrix’ anguished guitar outcry at Woodstock in 1969; and Marvin Gaye’s deeply meditative approach at the 1983 NBA All-Star Game. By contrast, Whitney Houston tackled the Francis Scott Key-penned national anthem head-on at the Super Bowl, January 27, 1991, without stylistic embellishment—but bringing to bear all the extraordinary vocal firepower that had made her a superstar. The performance created such a sensation that Arista rushed it out as a commercial single, with proceeds to the American Red Cross Gulf Crisis Fund (the B side: a gospel-flavored America the Beautiful). Despite Whitney’s traditionalist take, a bit of (manufactured) controversy briefly ensued. As is typical for performances at NFL games, she had done a prerecorded version a few days before the game at a Los Angeles studio as a precaution. Houston did, indeed, sing it live at the Super Bowl (into a dead microphone); unbeknownst to her at the time, it was her taped version that was heard by the world. According to Arista, the single, taken from the television feed, is a “blend” of her live vocal and the prerecording.41 No matter; it’s a spine-tingling performance, and it’s all Whitney.42 After the attack on the United States on September 11, 2001, the song returned to radio airwaves and the charts.

         
            
            Series of Dreams (1991)—Bob Dylan 

         Recorded in April 1989 in New Orleans; first appeared on Columbia album The Bootleg Series Volumes 1-3 (chart debut on April 13, 1991); released as single, Columbia 656707 (didn’t chart)

         Columbia’s first three-disk compilation of Bob Dylan rarities, The Bootleg Series, was a treasure trove for Dylan fanatics, above all for two extraordinary pieces that had not previously surfaced on record: Blind Willie McTell, and the mesmerizing Series of Dreams. The latter song had originally been designed for Dylan’s 1989 album Oh Mercy, but the artist—following his idiosyncratic tendency to sometimes hold back on his best material—decided to leave it off. In his memoir Chronicles, Dylan recalled that producer Daniel Lanois loved it but wanted the whole song to be like its bridge, while Bob “didn’t want to lose myself in thinking too much about changing it.”43 Lanois: “Series of Dreams was a fantastic, turbulent track that I felt should be on the record. [But] he had the last word.”44 Indeed, the combination of the song’s succession of disconnected, mysterious dream images and the rich, unrelentingly percussive soundscape (multitracked bass and drums) created by Lanois makes it an immediately unforgettable performance. “The song is on fire,” marveled John Bauldie in Bootleg Series liner notes.

         
            
            Blood Is Thicker Than Water (1991)—The Triplets (written by Diana, Sylvia, & Vicky Villegas) 

         From the PolyGram album Thicker Than Water (chart debut on April 20, 1991)45

         The rich, powerful voices of triplets Diana, Sylvia, and Vicky Villegas (born 7 minutes apart on April 18, 1965 and raised in Mexico by their U.S. mother and Mexican father) were introduced to pop music after winning an MTV “Basement Tapes” competition. Blessed not only with those glorious voices and alluring Latina beauty but also songwriting chops, their debut album Thicker Than Water was a genuine treat for anyone who appreciates melodic mainstream pop music with terrific harmony vocals. It produced a Top Fifteen pop hit, the up-tempo You Don’t Have to Go Home Tonight, and was brimming with other good songs, including a wonderful second single, Sunrise. This seemed to be a group with a real musical future. But sadly, it was not to be (at least for mainstream pop), and the girls subsequently focused on Spanish-language recordings. They did score three hits on the Billboard Hot Latin Tracks chart, most notably Algo Mas Que Amor (I’ve Been Waiting For You), which hit #2 in 1993. Citing the girls’ stirring harmonies (patterned after The Eagles’) and the overriding themes of “immigrant risk and hope and family,” Thom Duffy called them “one of the most notable new pop arrivals” of the year.46

         
            Blood Is Thicker Than Water is their finest work, an absolutely gorgeous original ballad paying tribute to the power of sisterhood. The lyrics are touching as they reflect on shared childhood memories, the pain of separation, the joy of coming together again, and the deep bonds connecting them. And the voices of the Villegas sisters send chills up the spine with their soaring, emotional quality. Due credit to the sympathetic production of Steve Barri and Tony Peluso, and to keyboardist Jim Lang who co-arranged the song (featuring flamenco guitar) with the Triplets. Listening to this performance, one feels a real sense of loss that this gifted group faded from the scene so soon.

         
            May 25, 1991: A new era in record chart compilation is launched as Billboard from this date onward bases its album charts on data for actual units sold collected though point-of-sale scanning machines by Nielsen SoundScan Inc. Artists in genres that had often been neglected in the old system, notably country and rap, are revealed as chart giants.

         
            
            (Everything I Do) I Do It for You (1991)—Bryan Adams (written by Adams, Robert John “Mutt” Lange, & Michael Kamen) 

         A&M 1567

         Chart debut on June 29, 1991 (7 weeks at #1); #1 (18 weeks) on Eurochart, #1 (16 weeks) in the United Kingdom,47 #1 (11 weeks) in Australia, #1 (9 weeks) in Canada, and #1 (5 weeks) in Germany48 (BILLB-#16, DMDB-#38, ASCAP-#61, BBC-#87, RS Polls-#118)49

         Bryan Adams’ mix of heartland-style straight-ahead rock and roll and ballads made him a hot-selling artist throughout the 1980s and 1990s, and he scored one of the biggest worldwide hits of the modern era with I Do It for You. He’d taken nearly a four-year break from recording until he accepted the assignment of cowriting and performing a song for the film “Robin Hood: Prince of Thieves” starring Kevin Costner. Composer Michael Kamen wrote the score for the film, and for the picture’s big ballad considered a number of singers (using different sets of lyrics), including Annie Lennox, Lisa Stansfield, and a duet between Peter Gabriel and Julia Fordham. Finally, he came to Adams, who was determined to make it a contemporary pop song, rather than something authentic to the twelfth century as Kamen originally intended. Because it proved impossible to make a smooth transition between the film’s narrative and Adams’ purely modern performance, the song was buried halfway through the picture’s end credits.50 No matter; the heartfelt rock ballad expressing Robin’s utter devotion to Marian became the biggest-selling single since We Are the World.

         
            
            Unforgettable (1991)—Natalie Cole and Nat “King” Cole 

         Elektra 64875

         Chart debut on July 13, 1991 (reached #14); #19 in England; from the album Unforgettable With Love (5 weeks at #1, sold 7 million copies) (ASCAP-#43, Trad-#201, Jazz-#288)

         Forty years after it was an indelible hit for Nat Cole, the shimmering ballad Unforgettable found a new life through a most unusual duet. Natalie Cole (born February 6, 1950 in Los Angeles) began her musical career a decade after her legendary father’s death with the 1975 smash This Will Be. With a powerful voice and admirable versatility, she compiled an array of hits including soulful performances, pop ballads (I’ve Got Love on My Mind), and even the occasional rocker (Bruce Springsteen’s Pink Cadillac). Determined to forge her own path, for some time she steered clear of her father’s classic repertoire, one exception being her 1988 version of When I Fall In Love. But once Natalie decided to do a full album interpreting Nat Cole classics, she did it in style. David Foster and Tommy LiPuma, who produced it with Natalie, recorded portions of the album at the same Capitol Records studio often used by her father, and included several musicians who had played on Nat Cole sessions. The title song’s ingenious arrangement was crafted by Johnny Mandel, staying as close as possible to Nat’s vocal (dubbing in portions of his 1961 version rather than the 1951 original), seeking to make the transition to a duet as “seamless” as possible. Master engineer Al Schmitt (an 11-time Grammy winner) told Billboard: “When we were ready to mix, we took Nat’s voice out in spots,” to allow room for a Natalie solo. “Then we sampled him in spots so he could answer her. … We changed the echo around a little bit so it all matched up.”51 It swept the Grammy Awards, winning Record, Song, and Album of the Year, plus two other trophies.52

         
            
            There She Goes (1991)—The La’s 

         London 869370

         Chart debut on July 20, 1991 (reached #49); #13 in England (RHF, Mojo-#13, ACC-#177)

         They recorded only one album, which spent exactly one week on the Billboard chart; their only hit single fell short of the Top Forty in the United States and (initially) their native England. But that song, the achingly lovely slice of happy 1960s-style pop There She Goes, cast a spell on nearly everyone who heard it. The La’s (named for the musical note, and secondarily as local slang for “lads”) were formed in 1984 in Liverpool by singer-guitarist-songwriter Lee Mavers and guitarist Mike Badger; Badger left two years later, and bassist John Power joined as the only permanent member other than Mavers. After a year of local gigs, the La’s (a quartet with an ever-changing list of drummers and guitarists) were signed to a record contract in 1987. As detailed in a profile of the band by John Walters, Mavers’ obsessive perfectionism and relentless musical experimentation made the sessions long and arduous.

         But in the midst of it all, Mavers in 1987, in a carriage house alongside Liverpool’s Strawberry Fields, wrote the 2-minute-and-42-second musical gem for which he would always be remembered. “There it was, that riff—it just swept me away,” Mavers recalled to Matthew Macefield. His bandmates immediately recognized the song’s hit potential. But as the recording sessions slogged on, it took producer Steve Lillywhite (known for his work with U2 and Peter Gabriel) to pull together what the group had recorded and remix it into a polished album—without (as directed by the group’s label “Go! Discs”) any involvement by Mavers. The artist was furious, and claimed to hate the finished product. There She Goes reached a modest #59 on the British chart in January 1989. The album finally hit U.S. stores in November 1990 (the single was rereleased that month in the United Kingdom and climbed to #13), and several months later, in the wake of enthusiastic reviews (voted the #17 top single of 1991 in the Village Voice critics’ poll), the song scored its moderate success on the U.S. charts. The band broke up in 1991, and that seemed to be the end; but for There She Goes, it was just the beginning.

         Mike Myers, who loved it (“I think it’s one of the greatest pop tunes ever”), featured the song repeatedly in his 1993 flop film So I Married an Axe Murderer. It turned up on the soundtrack of the 1998 Lindsay Lohan remake of The Parent Trap. In 1999, Sixpence None the Richer led by Leigh Nash made the warm, lilting number its follow-up to the massive hit Kiss Me. “It’s an unbelievable song,” Nash declared. “The perfect pop song.”53 In October 2000, the premiere of the WB series Gilmore Girls memorably used it as the warm, jangly accompaniment for its very first scene.

         The key to the song’s enduring appeal, writes Tom Moon (Rolling Stone), is Mavers’ “keen melodic sense—there’s an ethereal, floating-in the clouds effortlessness” to the music. The Liverpool band’s connection to the Beatles is undeniable, but Mavers attributed the jangling guitar sound to another source of inspiration: “Can’t you hear the church bells? That’s what that sound means to me. I grew up listening to that sound and it fascinates me and never fails to move me.”

         
            
            Enter Sandman (1991)—Metallica (written by James Hetfield, Lars Ulrich, & Kirk Hammett) 

         Elektra 64857

         Chart debut on August 24, 1991 (reached #16)54; #5 in England, #10 in Germany55; from the album “Metallica” (4 weeks at #1, 380+ total weeks)56 (RHF, VIL-#192, ACC-#310, RS, 1001, DM, TC, DMDB)

         Inspired by childhood legends of a supernatural villain suitable for bedtime nightmares, Enter Sandman builds from a sinister introduction to become one of the primary rock epics of its time, and provided Metallica with its career-long signature song. The hard rock band was formed in Los Angeles, and released its debut album in 1983 with the lineup of James Hetfield (vocals, guitar), Kirk Hammett (guitar), James Newsted (bass), and Lars Ulrich (drums). Its first few albums reached mainly a cult audience of metal fanatics, but by Master of Puppets (1986) and 1988s And Justice for All, that audience was expanding dramatically. J. D. Considine: “Innovative, incendiary and influential, Metallica almost single-handedly reinvented thrash, transforming it from monochromatic hyperspeed sludge into a music capable of remarkable depth, resonance and beauty.”57 Bruno MacDonald notes that for all the band’s early success, its songs were often so “convoluted” that they were difficult to reproduce onstage. So they enlisted “no-nonsense” producer Bob Rock to help shape the 1991 collection known colloquially as “The Black Album,” and the newly efficient, less indulgent approach can be heard here.58 While Enter Sandman is undeniably dark, brooding, and intense, it also possesses a melodic touch that was not a part of the band’s early work (although Ulrich noted that everything—the intro, bridge, and chorus—are all the same riff). The fact that Metallica has nine albums that have sold at least three million copies each (topped by this album’s 15 million) is impressive enough, but also look to the Billboard catalog album charts for further evidence of the group’s lasting appeal: Four of its albums have charted for four hundred-plus weeks.

         
            
            Beauty and the Beast (1992)—Celine Dion and Peabo Bryson (music by Alan Menken, lyrics by Howard Ashman) 

         Epic 74090

         Chart debut on January 18, 1992 (reached #9); #9 in England; from the soundtrack of Beauty and the Beast (#19 peak, 76 weeks, sold 2 million copies) (AFI-#62)

         After many years of slow decline from its glory days of the 1930s to the 1950s, Disney began the process of rebuilding its reputation for animated magic with the end-of-1989 smash The Little Mermaid, aided by the songs of Alan Menken and Howard Ashman. That comeback soared still higher with Beauty and the Beast, which not only became a massive box office hit but also became the first animated feature to earn an Oscar nomination for Best Picture. Once again, in addition to the classic story and the animators’ visual brilliance, crucial to this triumph were the songs of Menken (born July 22, 1949 in New Rochelle, NY) and Ashman (born May 17, 1950 in Baltimore). The two men began collaborating in 1979, had a Broadway hit in 1982 with Little Shop of Horrors (which Ashman also directed), and Ashman also directed and wrote with Marvin Hamlisch the 1986 Broadway musical Smile. Ashman died in March 1991 due to complications from AIDS while working on both Beauty and the next Disney hit, Aladdin. The title song to Beauty and the Beast represented the writers at their peak; performed in the film by Angela Lansbury, it was rendered for commercial single release by Canadian chanteuse Celine Dion and R&B ballad master Peabo Bryson (born Robert Peabo Bryson on April 13, 1951 in Greenville, South Carolina), a top R&B performer and producer since 1976 who broke through in the pop market with Tonight I Celebrate My Love (a 1983 duet with Roberta Flack) and If Ever You’re In My Arms Again (1984).59 His creamy-smooth baritone meshed well with her powerful soprano, and the performance (produced by Walter Afansieff, aka “Walter A.”) captured just the right feeling of timeless, elegant romance and wonder. Beauty won the Academy Award as the best original song (from the Oscar-winning best original score), and the song was also Grammy nominated for record and song of the year. Menken would go on to win seven more Oscars. “Tale as old as time. …”

         
            
            Hazard (1992)—Richard Marx 

         Capitol 44796

         Chart debut on February 15, 1992 (reached #9); #1 (3 weeks) in Australia, #3 in England60; from the album Rush Street (#35 peak, 58 weeks)

         Richard Marx hit the Billboard Top Twenty with his first twelve consecutive chart singles from 1987 to 1992, a hot streak that included three straight Number Ones. Most were pretty, if innocuous, ballads (the biggest being Right Here Waiting in 1989), with some up-tempo numbers for variety. But one was unlike anything else he ever did, and, indeed, has more in common with the likes of Bruce Springsteen than Marx’s own slick persona: the powerful, haunting narrative Hazard. Born September 16, 1963 in Chicago, Marx wrote commercial jingles and served as background singer for Lionel Richie before his hit-making career began.

         Marx’ musical inspiration for Hazard was a CD by noted producer (U2, Bob Dylan) and ambient music artist Daniel Lanois, “Acadie.” “It’s beautiful, ethereal music, and though I don’t think I stole anything from Daniel, his music certainly influenced my state of mind,” recalled Marx. “Add to that my lifelong love of mysteries, be it films or novels or just folklore, and the seed to Hazard was born.” He concocted a richly atmospheric tale from the perspective of a troubled young man in a small Nebraska town who may, or may not, have murdered the young woman who had been the only person to befriend him. Marx unfolds the quietly foreboding minor-key yarn with quiet intensity, and with the additional help of the pseudo-documentary black and white video given heavy VH1 airplay, he causes us to care about the characters and to wonder about the mystery. Although the murder in the song is fictional, Hazard is an actual Nebraska community with a population of seventy-eight. (Marx had asked the state’s Chamber of Commerce to Fax him a list of every town, village, and city in the state, and the name Hazard was irresistible.) When the record hit big, it brought the little burg more national publicity than it had ever enjoyed. Who really killed Mary? We’ll never know, but the song still lingers in the mind.

         
            
            There Is Always One More Time (1992)—B. B. King (written by Doc Pomus & Ken Hirsch) 

         From the MCA album There Is Always One More Time (R&B chart debut on February 29, 1992) (Blues-#434)

         A larger-than-life legend in both his bear-like physical stature and his career achievements, Doc Pomus got his start as a white blues singer in the late 1940s, and went on to become one of the foremost pop, rock, and soul songwriters of his generation, including cowriting hits for Ray Charles (Lonely Avenue), the Coasters (Young Blood), the Drifters (several hits including Save the Last Dance for Me), and Elvis Presley (Viva Las Vegas among others). B. B. King first worked with Doc on his 1981 album There Must Be a Better World Somewhere, and he had the honor of recording the best version of Pomus’ last important song before his death in 1991, There Is Always One More Time. Doc had been diagnosed with lung cancer, and this solemn, prayer-like ballad was his response. After B. B. recorded the track, it was rushed to Pomus; he died the day after he heard it. David McGee called it an “optimistic message arising out of despairing circumstances … one of (Pomus’) most hopeful but poignant tracts.” King “gives it a performance for the ages, honoring its composer with the forcefulness of his heartfelt reading.”61 “If your whole life somehow wasn’t much till now / And you’ve almost lost your will to live / No matter what you’ve been through / Long as there’s breath in you / There is always one more time. …”

         
            
            A Flower is a Lovesome Thing (1992)—Joe Henderson (written by Billy Strayhorn) 

         From the PolyGram album Lush Life: The Music of Billy Strayhorn; recorded in September 1991, Billboard Jazz albums chart debut on March 7, 1992 (#1 for 8 weeks)

         After three decades as a “musician’s musician”—universally admired by his peers, but little known to the general public—tenor saxophonist Joe Henderson emerged from the shadows in the 1990s to become one of the most celebrated stars in jazz. Lush Life was the album that reinvigorated his career. Having appeared on nearly thirty albums for Blue Note from 1963 to 1968—five under his own name, and as a sideman with Horace Silver, Herbie Hancock, and Lee Morgan among others—Henderson worked on various labels during the 1970s and 1980s. Producer Richard Seidel suggested a tribute album to Billy Strayhorn, Duke Ellington’s invaluable collaborator as composer (Take the “A” Train, Lotus Blossom, Something to Live For) and arranger for nearly thirty years until Strayhorn’s death in 1967. Strayhorn originally wrote A Flower is a Lovesome Thing in 1941 under the working title “Passion,” and it was performed live by the band periodically thereafter, but not commercially recorded until a Johnny Hodges small group cut it in 1949. Ellington recorded a version in 1960 that went unreleased until years later; the song finally came to prominence in 1965 when Ella Fitzgerald, with the Ellington orchestra, rendered it beautifully on the album “Ella at Duke’s Place” (with Strayhorn’s lyrics). Henderson gives the luscious ballad tender loving treatment in a quintet with Wynton Marsalis (trumpet), Stephen Scott (piano), Christian McBride (bass), and Gregory Hutchinson (drums). David Hadju, who would later write Strayhorn’s biography, noted that the leader “brings a fierce muscularity to this music that counterbalances Strayhorn’s angst—as exquisitely, in a new way, as Duke Ellington and his orchestra used to.”62 
            Lush Life was named album of the year in both Down Beat critics’ and readers’ awards, both of which also named Henderson Artist of the Year (a title he repeated in 1993). Fellow saxophonist Benny Golson: “Joe had one foot in the present, the other in the future, and he was just a step away from immortality.”63

         
            
            Human Touch (1992)—Bruce Springsteen 

         Columbia 74273

         Chart debut on March 21, 1992 (reached #16 pop, 3 weeks at #1 Rock Tracks); #1 (1 week) in Spain, #11 in England64; from the album Human Touch (2 weeks at #2)

         During most of the four and a half years after his last album Tunnel of Love, Bruce Springsteen’s top priority was his family, with wife Patti Sciafla, their first child born in 1990, and another late the following year. So it was a delightful surprise when he followed the example of Guns ‘n Roses by releasing two albums simultaneously: Human Touch and Lucky Town. The first CD’s title track gave us a single of glory-days Bruce attributes. Even without the E Street Band (the only holdover here is keyboardist Roy Bittan), this is a taut, muscular, and richly engaging slice of rock and roll, with lyrics that echo classic Springsteen themes such as shared values (“we’re all riders on this train”) that can help one achieve redemption by overcoming harsh obstacles. In this and other selections from the album, said Springsteen in the book Songs, “people search to find some emotional contact, some modest communion, some physical and sexual connection. But to receive what love delivers, they have to surrender themselves to each other and accept fate. This tension is at the heart of Human Touch.”65

         
            
            Better Days (1992)—Bruce Springsteen 

         B side of Human Touch (Columbia 74273, chart debut on March 21, 1992); reached #2 on Rock Tracks; from the album Lucky Town (#3 peak)

         After long months of laboring on the songs for the Human Touch album and feeling creatively tapped out, listening to Bob Dylan’s Series of Dreams suddenly stirred a second wind in Bruce Springsteen. In eight weeks, he wrote and recorded another album’s worth of songs, working by himself in the studio and playing most of the instruments. He decided to release both Human Touch and the new collection Lucky Town simultaneously; the first group of songs was about a man falling from grace, and Lucky Town saw his redemption. Its best song, Better Days, is a joyous rocker with a raw feeling we hadn’t heard from Bruce in years. Eric Alterman calls it “a thrilling evocation of a man fighting his way out of depression and self-loathing, backed by music as sweeping as that on Badlands.”66 This song, like others on the album, “were all songs about second chances,” Springsteen explains. “The characters return from broken love affairs and self-doubt and find the tempered optimism to take another shot.”67 The soaring chorus (with backing vocals by his wife Patti, Lisa Lowell, and Soozie Tyrell) is filled with such a feeling of emotional release that you want it to go on forever.

         
            
            My Lovin’ (You’re Never Gonna Get It) (1992)—En Vogue (written by Denzil Foster & Thomas McElroy) 

         EastWest 98586

         Chart debut on March 21, 1992 (2 weeks at #1 on R&B chart, 3 weeks at #2 pop); #4 in England; from the album Funky Divas (#8 peak, 86 weeks) (VIL-#166, DM, ACC)

         Sleek, sexy, and sophisticated, the Oakland-born quartet En Vogue set the standard for female R&B groups of the 1990s that would be closely followed by such successors as TLC and Destiny’s Child. Producers Denzil Foster and Thomas McElroy (former members of Club Nouveau) formed the group in 1988: Cindy Herron (a former Miss Black California), Dawn Robinson, Maxine Jones, and Terry Ellis. Their 1990 debut album produced the #2 pop single Hold On; it was their second LP Funky Divas that sent the group into a higher dimension with four straight Top Fifteen singles, starting with the delicious My Lovin’. “Before En Vogue, girl-group harmonies hadn’t been heard in such force on the pop charts for three decades,” declared Blender. The Village Voice critics’ poll selected it as the #4 best single of 1992. “With Dawn Robinson singing lead, this girl-power anthem would have done Lilith Fair proud—the repeated chant ‘you’re never gonna get it’ was a kiss-off par excellence, unprocessed feistiness and sass, just before hip-hop took out a monopoly on swagger.”68

         
            
            She’s Already Made Up Her Mind (1992)—Lyle Lovett 

         From the Curb album Joshua Judges Ruth (chart debut on April 18, 1992, #57 peak)

         Not just a goofy-looking guy with big hair who used to be married to Julia Roberts, Lyle Lovett is a true original, a proud member of the Texas singer-songwriter community who moves easily between country, folk, blues, and even jazz, Tin Pan Alley, and gospel. His deadpan wit is worthy of a stand-up comic, but he writes with a keen eye for detail, and sings with power and feeling.

         Born in the small town of Klein (named after his great-grandfather Adam Klein), a suburb of Houston, November 1, 1957, Lovett began writing songs while attending Texas A&M, and continued while in Germany as a graduate student. After his return, he began performing in Texas clubs; Nanci Griffith was the first to record one of his songs in 1984, and Lovett sang on two of her albums. His 1986 debut album produced five hit singles on the country charts, but it quickly became evident that his musical tastes ranged well beyond Nashville. Perhaps his finest original song to date is She’s Already Made Up Her Mind from his fourth LP. It’s a brooding, haunting ballad about an impending breakup that lingers in the mind long after its final strains. Roni Sarig wrote that the album “comes packed with joy and sadness, humor and heartbreak—the tales of life and death that make it something of an Americana masterpiece.”69

         
            
            Here’s to Life (1992)—Shirley Horn (written by Artie Butler & Phyllis Molinary) 

         From the Verve album Here’s to Life, recorded in 1991, and released on April 21, 1992 (#1 for 13 weeks on jazz chart, 56 total weeks) (Jazz-#525)

         A Washington, D.C., treasure (born May 2, 1934), Shirley Horn’s debut album was heard by few, but Miles Davis was so entranced that he persuaded her to come to New York in 1960 and open for him at the Village Vanguard. The resulting acclaim led to two albums for Mercury in 1963 and one for Impulse in 1965, but she was largely unknown outside her home base until her 1984 album The Garden of the Blues. That set the stage for the wonderful series of albums she made for Verve starting in 1987, showcasing her unique vocal style, as described by Richard Cook and Brian Morton: “reflective and sparsely evocative,” with a love for “intensely slow tempos.”70 Accompanying herself on piano, she typically worked in a trio. But occasionally, she performed in a larger setting, most unforgettably on the album Here’s to Life, with arrangements and orchestration by Johnny Mandel. (Horn was a major influence on Diana Krall, who has also teamed with Mandel as orchestrator.)

         The title song is a thing of beauty. In the hands of a less accomplished vocalist, Here’s to Life could seem overly sentimental, mawkish; but as rendered by Shirley—as a worldly wise woman who understands the pain that life can bring, yet still feels that goodness predominates—it is warm and inspirational. All her strengths as a performer come to the fore here, particularly in her skillful use of silence as a way to heighten the dramatic impact of key lyrical passages. Like Louis Armstrong’s What a Wonderful World, it almost demands to be sung by an artist of mature years, that life experience adding weight to each line. She relinquishes the piano chair to Allen Broadbent for this song, and Richard Todd French offers a lovely French horn solo. Here’s to Life is a song to lift one’s spirits at times of sadness.

         
            
            The Last Month of the Year (1992)—Fairfield Four w/ Nashville Bluegrass Band 

         From the Word Entertainment CD Standing In the Safety Zone (released on May 26, 1992)

         A group with deep roots in traditional gospel, the Fairfield Four began as a gospel duo in the 1920s, evolved into a quartet, and first recorded for the Library of Congress in 1942. The group subsequently recorded for RCA Victor and Columbia, and was featured on a daily 15-minute national radio program, but broke up in 1950. Exactly thirty years later, the surviving members of the group were reunited for a concert in Birmingham that led to revived interest. In 1989, after winning a National Endowment for the Arts award, they were signed by Warner Brothers Records. Their first-ever full album Standing In the Safety Zone won wide acclaim, with a highlight being their wonderful performance of the Christmas standard The Last Month of the Year, accompanied (on harmony vocals only; it’s a cappella by the combined eight voices) by the Nashville Bluegrass Band. The Fairfield Four at this time comprised longtime member Rev. Sam McCrary, Water Settles, W. L. Richardson, and Isaac Freeman. The song dates back on record to a 1941 performance as When Was Jesus Born? by the South Carolina–based Heavenly Gospel Singers.

         
            
            This Used to Be My Playground (1992)—Madonna (written by Madonna & Shep Pettibone)71 

         Sire 18822

         Chart debut on July 4, 1992 (1 week at #1); #1 (3 weeks) in Canada, #3 in England72

         The Penny Marshall film A League of Their Own about women’s professional baseball during World War II at last gave Madonna a role in a quality and popular film after several bombs (and the entertaining if weird Dick Tracy). Her most important contribution to the picture was cowriting (with her Vogue collaborator Shep Pettibone) and performing the gorgeous ballad This Used to Be My Playground for the closing credits of the film. It’s a poignant, touching song perfectly attuned to the movie’s theme of comradeship and nostalgia for a lost time. For New York baseball fans, there was the added bonus that its title evoked Frank Sinatra’s There Used to Be a Ballpark about the end of Ebbets Field when the Brooklyn Dodgers left for Los Angeles.

         
            
            Sodade (1992)—Cesaria Evora (written by Amandio Cabral & Luis Marais) 

         From the Lusafrica album Miss Perfumado (released in summer 1992; reissued in 1998 by Nonesuch) (World-#100, 1001)

         Cape Verde is an archipelago of ten volcanic islands located off the western coast of Africa (midway between Portugal and Brazil) in the North Atlantic, with a total population just under five hundred thousand. Historically poor, it gained independence from Portugal in 1975. Ellen Collison notes that “the convergence of cultures and races created an incredibly rich musical and poetic tradition.”73 Cesaria Evora—Cape Verde’s musical gift to the world—was born August 27, 1941 in the town of Mindelo, Sao Vicente. As a youngster, she joined her father and his cousin singing for tips in bars, absorbing the indigenous music of mornas and coladeiras, which (explains Garaud MacTaggart) “blend elements of bluesy Portuguese fado with subtle African rhythms.” After years of performing live and on local radio, she stopped singing in the 1970s to raise a family. Cesaria returned to make her first record in 1985, then in 1988 was invited to Paris where she recorded an album for Jose da Silva’s label Lusafrica. By the time of her second album in 1991, she was attracting French radio airplay and sellout crowds. Then came Miss Perfumado, which brought international acclaim.74 
            Sodade (Portuguese for “Nostalgic”) is a gentle, soothing number in minor key, accompanied by acoustic guitars and percussion including bongos; Evora’s elegant soprano underlines its haunting quality. The album sold over three hundred thousand copies worldwide. Tom Moon notes that the song title applies more broadly to “the bittersweet regret the Portuguese call saudade,” and that her music has a strongly European feeling in the manner of Edith Piaf.75 “Evora imbues her blues with a grace and depth of feeling that would make Billie Holiday proud,” remarked Billboard.76

         
            
            Constant Craving (1992)—K. D. Lang 

         Sire 18942

         Chart debut on August 1, 1992 (reached #38); #52 in England; from the album Ingenue (#18 peak, 90 weeks)

         The voice of K. D. (Kathryn Dawn) Lang has been one of the natural wonders of post-1980 pop music, and that stunning instrument soared the highest on Constant Craving. Born November 2, 1961 in the prairie town of Consort, Alberta, Canada, she attracted attention with two “postmodern country” albums starting in 1984, then dazzled with 1988’s Shadowland, channeling the spirit of Patsy Cline with the help of Cline’s legendary producer Owen Bradley. But Lang’s restless, ever-individualistic style could never be contained within one musical genre, and Ingenue brought her into a broader pop context, earning her a Top Forty single and a two-million-selling album. Constant Craving, written by K. D. and her regular collaborator, guitarist Ben Mink, is a ballad that achingly conveys the title emotion with her pristine soprano and the use of an instrument rarely heard on pop radio, the accordion.77 The lyric envisions “a great magnet” pulling “all souls towards the truth.”

         Peggy Lee, Julie London, and Carmen McRae were key inspirations for Lang’s sound on this album, she said. “Ingenue was sleek and dark, heavy with languor, knowing but bewildered by desire and the realization that, having found what you want, you can’t always make that thing want you,” write Jim Irvin and Colin McLear.78 The process of making the album gave her the confidence to come out publicly as a lesbian.79 In subsequent years, she’s further expanded her musical reach, including a generations-spanning tour and an album with Tony Bennett.

         
            
            Galileo (1992)—Indigo Girls 

         Epic 74326

         Chart debut on August 8, 1992 (#81 peak in Cash Box, #89 in Billboard); from the album Rites of Passage (#21 peak)

         Simultaneously an admiring look at intellectual achievement and courage, with a humorous nudge at the duo’s famed earnestness, Galileo put folk heroines the Indigo Girls back on the pop chart, and gave the gals from Georgia another rousing crowd-pleaser. Emily Sailers once again shows her knack for writing thought-provoking songs elevated by grand singalong choruses. In addition to fellow Indigo Amy Ray, background vocals are provided by Jackson Browne and David Crosby, with Lisa Germano (famed for her work with John Mellencamp) featured on fiddle. “How long till my soul gets it right? / Can any human being ever reach that kind of light? / I call on the resting soul of Galileo / King of night vision, king of insight. …”

         
            
            The Last Song (1992)—Elton John 

         MCA 54510

         Chart debut on October 31, 1992 (reached #23, 20 weeks); #21 in England; from the album The One (#8 peak)

         The fifty-first Top Forty single of Elton John’s singular career was unlike any that had come before. The tale of a man dying of AIDS being visited by his father, from whom he’d previously been estranged, The Last Song has a haunting melody, sensitive lyrics by Bernie Taupin, and a vocal whose emotional impact is all the more telling because of its restraint. The song was featured in the final scene of a documentary on the early years of the AIDS epidemic, And the Band Played On.

         
            
            Nuthin’ But a “G” Thang (1993)—Dr. Dre and Snoop Dogg (written by Calvin Broadus & Leon Haywood) 

         Death Row 53819

         Chart debut on January 23, 1993 (2 weeks at #1 R&B, 1 week at #2 pop); #31 in England; from the album The Chronic (#3 peak, 86 weeks) (RHF, BL-#25, VIL-#109, R&B-#185, ACC-#197, RS, DMDB, DM)

         One of the founding fathers of gangsta rap, Dr. Dre was born Andre Young on February 18, 1965 in Compton, California. He cofounded the pioneering rap group N.W.A., which created a big stir with its 1989 album Straight Outta Compton. His solo debut The Chronic became a hip-hop landmark. Dre’s protégé Snoop Dogg (born Cordozar Calvin Broadus on October 20, 1971 in Long Beach) made this record his public introduction, en route to an enduring career. Snoop composed the piece, built atop the bass line from Leon Haywood’s 1975 hit I Wanta Do Something Freaky to You. This borrowing underlines Dre’s creation of a new subgenre, “G-funk,” which Bruno MacDonald describes as “replacing rap’s brutality with laidback, Seventies-style soul.”80 81 Nelson George sums up the performance: “The power of street knowledge personified,” showcasing “the intense, spacious, funk-based production of Dre and the singing, sinister, melodic voice of Snoop.”82

         
            
            Hope of Deliverance (1993)—Paul McCartney 

         Capitol 44904

         Chart debut on February 20, 1993 (#83 peak); #1 (1 week) in Spain, #3 in Germany, and #18 in England83; from the album Off the Ground

         In one of the finest songs of his post-Beatles career, Paul McCartney offers an inspirational message in the face of sadness (“we live in hope of deliverance from the darkness that surrounds us”), in the tradition of Let It Be. He conceived Off the Ground as his first genuine band album (as opposed to the largely solo-with-session men LPs of the preceding decade) since Back to the Egg in 1979.84 Warmth and optimism permeate this gently up-tempo folk-like performance, which percolates breezily with Hamish Stuart on twelve-string guitar, and both Paul and Robbie McIntosh multitracked on acoustic and Spanish guitar. The stripped-down acoustic approach could be compared with the 1991 Extreme smash More Than Words, but more fundamentally recalled the simple beauty of some of his mid-1960s Beatles gems like I’ll Follow the Sun. Oddly, its chart performance in the United States and England was mediocre, but it proved a big international hit. “I will understand. …”

         
            
            Cityscape: Hustle Bustle / City Beat (1993)—Wynton Marsalis Septet 

         From the Columbia album Citi Movement

         Recorded on July 27–28, 1992; chart debut on February 27, 1993 (reached #2 on jazz chart)

         The 1990s was a decade of personal growth and sprawling musical ambition for Wynton Marsalis. The 1992 album Blue Interlude featured his first major long-form composition, the 37-minute title track. His 1997 jazz oratorio Blood on the Fields, covering no less than slavery, earned him the Pulitzer Prize. And he capped it all with a century-closing nine albums in 1999, a series called “Swinging into the 21st.” Perhaps his finest work of the decade was Citi Movement, written by Marsalis for Griot New York, a modern ballet choreographed by Garth Fagan. The ballet premiered in 1991 at the Brooklyn Academy of Music. The pace being set by the trumpet virtuoso in these years was almost unimaginable: a relentless schedule of recording and touring, then taking over the Lincoln Center Jazz Program, writing for the center’s jazz orchestra, and directing educational programs. Yet he found the time to compose and fully orchestrate such intricate works as Citi Movement. The score is divided into Cityscape and Transatlantic Echoes. The first portion of Cityscape, Hustle Bustle, depicts the constant movement of people and vehicles in the city. The longer (10-minute) City Beat expands on the theme, with brilliant soloing, and the whole piece really swings. Richard Cook and Brian Morton marvel that the septet “is playing with a greased precision of movement which makes it communicate like a single entity.” Cityscape “has an energy and drive that are reminiscent of Charles Mingus’s Jazz Workshop projects. … It’s a deeply stratified and textured piece, with an enormous inner propulsion.”85

         (Todd Williams, tenor and soprano saxophone; Wes Anderson, alto sax; Wycliffe Gordon, trombone; Eric Reed, piano; Reginald Veal, bass; and Herlin Riley, drums)

         
            
            Ain’t That Lonely Yet (1993)—Dwight Yoakam (written by Kostas Lazarides & James House) 

         Reprise 18590

         Chart debut on March 13, 1993 (3 weeks at #2 on C&W chart); from the album This Time (#25 pop, #4 on C&W chart, 108 weeks)

         The simultaneous emergence of Dwight Yoakam and Steve Earle in 1986 reinvigorated country music with their deep affection for country traditionalists (particularly Hank Williams and Buck Owens in Yoakam’s case), rock and roll chops, and proudly independent spirits. These guys weren’t marching to anyone’s beat but their own, and if that meant stepping on some toes in the Nashville establishment, so be it. Yoakam has compiled a substantial body of outstanding music since that time; none stands higher than Ain’t That Lonely Yet.

         Born on October 23, 1956 in Pikesville, Kentucky, and raised in Ohio, Yoakam played in various bands in high school, briefly attended Ohio State University, and finally sought a career in Nashville in the late 1970s. His updated honky-tonk style didn’t suit the town’s Urban Cowboy crossover tastes, so he moved to Los Angeles and got things started with an independent EP in 1984 that made clear his allegiance to Owens’ Bakersfield sound. This paved the way for his debut album two years later on the Reprise label. “In comparison to the polished music coming out of Nashville, Yoakam’s stripped-down, direct revivalism sounded radical,” writes Stephen Erlewine.86

         Yoakam’s fifth album (excluding compilations), This Time, proved his finest set of all to date, including two other memorable smashes, A Thousand Miles from Nowhere and Fast As You. Ain’t That Lonely Yet features a gorgeous melody and fervent performance from the perspective of a heartbroken man who’s determined not to fall back into the clutches of the gal who done him wrong. The combination of wounded pride and determination mingled with romantic longing is quite potent, driven home by a wonderful arrangement that’s understated yet soaring. Holly Gleason, naming This Time the #1 country album of 1993, marveled: “So raw, so hard, so country.”87

         
            
            The Hard Way (1993)—Mary-Chapin Carpenter 

         Columbia 74930

         Chart debut on April 17, 1993 (reached #11 on C&W chart); from the album Come On, Come On (chart debut on July 18, 1992, #31 peak); #6 peak, 201 weeks C&W

         
            Rolling Stone dubbed her “the only Grammy-winning country singer ever to graduate from an Ivy League school,” but that Brown University background (1981 graduate with a degree in U.S. civilization) never got in the way of delivering musical pleasures firmly in the Nashville country mainstream. Edward Morris declared: “How fortunate country music is to have Mary Chapin Carpenter! . … She speaks with an eloquence that melts away class and regional differences.”88 This Carpenter original, a powerhouse inspirational song, is the opening track on Chapin’s greatest album, with a soaring chorus featuring Amy Ray & Emily Sailers (the Indigo Girls) and Shawn Colvin. Carpenter’s combination of intelligence, heart, and unfailing tunefulness make her a priceless musical treasure. “The world won’t stop, and actions speak louder / Listen to your heart, and your heart might say / Everything we got, we got the hard way. …”

         (John Jennings, electric guitar; Carpenter, acoustic guitar; Matt Rollings, piano; Denny Dadmun-Bixby, bass; Jon Carroll, synthesizer; and Robbie Magruder, drums)

         
            
            Chattahoochee (1993)—Alan Jackson (written by Alan Jackson & Jim McBride) 

         Arista 12573

         Chart debut on May 15, 1993 (4 weeks at #1 on C&W chart; #46 pop); from the album A Lot About Livin’ (And a Little ‘Bout Love) (reached #13, 122 weeks on pop chart, 5 weeks at #1 C&W, sold 6 million copies) (C&W-#173)

         Already a country music superstar with six C&W chart-topping singles from 1991 to early 1993, Alan Jackson introduced himself to a broader pop audience with the irresistible Chattahoochee. It’s a delightful, happy reminiscence about learning of life and love along north Georgia’s Chattahoochee River, one of the region’s most popular sites for fishing, canoeing, and boating; local boy Jackson (born in Newton, Georgia) knew it well. It was named Song of the Year by the Country Music Association. Jackson was one of the reasons that country music climbed to 18.7 percent of all record purchases in 1993, nearly doubling its market share of three years earlier, and a figure that would not be matched for years thereafter.89 “Way down yonder on the Chattahoochee / Never knew how much that muddy water meant to me. / But I learned how to swim and I learned who I was / A lot about livin’ and a litttle ‘bout love.”

         
            
            Runaway Train (1993)—Soul Asylum (written by Dave Pirner) 

         Columbia 74966

         Chart debut on June 12, 1993 (reached #5); #37 in England; from the album Grave Dancers Union (#11 peak, 76 weeks) (RS Polls-#25, VIL-#289)

         The Minneapolis quartet of Dave Pirner (vocals & guitar), Dan Murphy (guitar), Karl Mueller (bass), and Grant Young (drums) began as a grungy alternative-rock group with five albums from 1984 to 1987 that reached only a narrow cult audience. By the time it moved to major-label territory with A&M in 1988 and then to Columbia, the band had evolved to a sleeker mainstream hard-rock round; Grave Dancers Union became not only its first charted album but also a two-million-selling smash thanks to the single Runaway Train. A potent, emotional rock ballad with a fervent vocal by Pirner, the song took on an extra resonance because of a music video that tied its story line of a restless lost soul to the dilemma of runaway children. It was voted the #6 best single of 1993 in the Village Voice critics’ poll.

         
            
            Worlds Apart (1993)—Jude Cole 

         Reprise 18509

         Chart debut on July 17, 1993 (#123 peak); from the album Start the Car (chart debut on October 17, 1992)

         Born in Carbon Cliff, Illinois (June 18, 1960), singer-songwriter-guitarist Jude Cole was a member of The Records from 1979 to 1981, and worked for years as a touring guitarist with Billy Thorpe, Del Shannon, and Dwight Twilley. After scoring two Top Forty hits on his own in 1990, he was poised and ready for a full pop breakthrough. Worlds Apart (a Cole original) is an exhilarating blast of Beatles-esque pop, recalling the Raspberries and Eric Carmen. Incredibly, although it received some radio airplay, it didn’t become a hit. Cole pours everything into an epic production, with multilayered vocals (with Shaw Blades on backing vocals), and multiple tracks of his guitar and mandolin. By the time the soaring, octave-leaping chorus (a la I Want to Hold Your Hand) comes around again, it’s hard to resist singing along and dancing in the aisles. Cole later enjoyed considerable success as a producer with the pop-rock trio Lifehouse (one of 2001’s biggest chart hits, Hanging By a Moment) and country artist Clay Davidson.90

         
            
            Over the Rainbow (1993)—Israel Kamakawiwo’ole 

         From the Mountain Apple Company album Facing Future (released on September 1, 1993); “Rainbow” has 255-plus weeks at #1, over 340 total weeks on Billboard World Music digital chart91 (World-#25)

         Known as “the Gentle Giant,” Israel Kamakawiwoíole was a beloved figure in Hawaiian music for his warm tenor voice and ukulele playing, and quite unmistakable for his sumo-like bulk. Born May 20, 1959 on the Hawaiian island of Niíihau, he and his older brother helped form the Makaha Sons of Niíihau, which released five albums from 1976 through the 1980s and toured widely including the continental United States. In 1990, he released his first solo album, and three years later came Facing Future, which included the medley for which he would be forever known, pairing the Wizard of Oz classic Over the Rainbow with the Louis Armstrong standard What a Wonderful World. (Subsequently, his treatments of the two songs would be separated.)92 The sheer sweetness of his voice and the inherently happy strains of the ukulele made the medley utterly irresistible; it would be included on the movie soundtrack of Meet Joe Black, TV shows (in the 2002 episode of “ER” featuring the death of Dr. Mark Greene), and on multiple TV commercials. Sadly, his health deteriorated as his weight climbed to more than 750 pounds, and he died of weight-related respiratory illness in June 1997. The Hawaii state flag flew at half-mast on the day of his funeral (attended by 10,000), and his coffin lay in state at the Capitol building in Honolulu, making him only the third person in Hawaii history to be given this honor. Although Facing Future never appeared on the Billboard pop album chart (it did reach #25 on the catalog chart), it was officially certified platinum in 2005 for selling over one million copies, the first album of Hawaiian music to achieve this. In another reflection of the track’s enduring appeal, in 2006, an abbreviated version spent eight weeks on the Billboard Hot Digital Songs Top Seventy-Five chart (listed as Somewhere Over the Rainbow). Israel’s recording jumped back up to #11 on the Nielsen SoundScan digital songs chart in April 2008 after American Idol finalist Jason Castro did a ukulele-accompanied version of the song directly inspired by that of the man known as “Iz.”93

         
            
            Bury My Lovely (1993)—October Project 

         From the Epic Records album “October Project” (released on October 12, 1993)

         This mysterious, dark, and powerful ballad from the New York City–based goth/cabaret pop group’s self-titled debut album was one of the musical highlights of the early 1990s, even though it didn’t reach any pop chart. This song could provide the basis for a treatise in Psychology 101, for it seems to concern years spent burying deep within the psyche a terrible secret from childhood, only to discover that the “shadow from another time” won’t let go. With lyrics by Julie Flanders, a minor-key melody by her husband, Emil Adler, and surging, keyboard-driven instrumentation, Bury My Lovely is given a gripping, emotional vocal by Mary Fahl, with harmonies by keyboardist Marina Belica. Lahri Bond called October Project “one of the best debut albums I’ve heard in recent times,” with Flanders’ “lean, image-rich poetry,” Fahl’s soaring vocals recalling Annie Haslam of Renaissance, and the rich instrumental soundscape.94 The group developed a passionate Internet cult following for its New Age–styled spiritual aura and vivid live performances, but sadly after its third album, it disbanded after being dropped by Epic in 1996.

         
            
            Prayer In Open D (1993)—Emmylou Harris 

         From the Asylum album Cowgirl’s Prayer (chart debut on October 16, 1993, reached #34 C&W, #152 pop)

         
            Prayer In Open D is an achingly beautiful, haunting ballad brimming with pain and unfulfilled longing, demonstrating anew that the extraordinary artistry that Emmylou Harris brings to her vocals is matched by the power of her songwriting. Its chord progression was borrowed from a tune she’d penned over twenty years earlier, Norfolk. Bill DeYoung notes that it is played in open D guitar tuning, and suggests that its story of a search for inner peace (“I can find no bridge for me to cross, no way to bring back what is lost”) may be connected “by some emotional thread” to her recent divorce.95 The “weariness down in the bone” is conveyed by her pristine yet weathered soprano. Like many of her best compositions, it harks back to the poetic, timeless simplicity of Biblical imagery and the generations of traditional folk songs she knows so well. The song’s emotions are accentuated by the subtle string arrangement by Emory Gordy, Jr., featuring cello, Sam Bush on violin, and viola; Emmylou is on acoustic guitar, along with the album’s coproducer Richard Bennett. Interviewing Emmy (as recipient of Billboard’s Century Award) in 1999, Timothy White called it “one of the finest things you’ve ever written.”96 “There’s a valley of sorrow in my soul / Where every night I hear the thunder roll / Like the sound of a distant gun / Over all the damage I have done. …”

         
            
            Hero (1993)—Mariah Carey (written by Mariah Carey & Walter Afanasieff) 

         Columbia 77224

         Chart debut on October 23, 1993 (4 weeks at #1 pop, #5 R&B); #7 in England97; from the album Music Box (8 weeks at #1, sold 10 million copies)

         Mariah Carey’s eighth #1 single in just her tenth release, the inspirational ballad Hero was originally designed as a possible theme for the Dustin Hoffman-Geena Davis movie Hero; Mariah and her writing partner Walter Afanasieff (“Walter A”) composed the song within 2 hours while they were in the studio working on her Music Box album. The plan was for Gloria Estefan to sing the number on the soundtrack. But once Tommy Mottola, president of Sony Music and Mariah’s fiancé, heard her rendition of the song in progress, he was overwhelmed. “For me, it was like being in the room the first time Frank Sinatra started to sing the outline to My Way … or Elton John finding the right melody to the lyrics of Candle In the Wind. It immediately gave me a sense that fifty years from that moment people would still be listening to Mariah sing that song.” She couldn’t give away such a powerful piece, he declared. “This will be part of your legacy. This song has to be on your next album.” While proud of her cocreation, Mariah at first insisted that she wanted someone else to sing it, because it was “too white-bread” for the R&B-based style that she felt was her performing hallmark. Finally, Mottola persuaded her, and with Afanasieff she completed the lyric with a more personal orientation.98 After the single was released and on its way to #1, Carey announced that she was donating its sale proceeds to the families of the victims of a December 7, 1993 shooting rampage on the Long Island Railroad, a line on which she had often been a passenger. Often accused of over-singing (not letting 3 notes suffice when she can unleash a dozen), Mariah sings the unabashedly emotional ballad with a measure of restraint that enhances its impact.

         
            
            Mr. Jones (1994)—Counting Crows 

         Album cut, debuted on January 22, 1994 (reached #5 in radio airplay, 47 weeks)99; #1 (1 week) in Canada, #28 in England100; from the DGC album August and Everything After (#4 peak, 93 weeks)

         The one upbeat song from the San Francisco–based rock band’s blockbuster debut album, the rambling, free-flowing narrative Mr. Jones, got it all started, boosted by saturation video airplay on MTV. It established singer-songwriter Adam Duritz as an important new talent.

         The song’s title character is based on Marty Jones, an old friend of Duritz’s with whom he had played in several bands before Counting Crows. At the suggestion of no less than Robbie Robertson of The Band, the Crows recorded the album not in a traditional studio but in a house—a big mansion in the Santa Monica Mountains that they rented and in which they sometimes slept during the sessions—to give the album a “sense of place.” The buoyant “sha-la-la” opening reflects the fact that Duritz had been listening to a lot of early Van Morrison when they recorded the number; many fans’ first glimpse of the band was performing Morrison’s Caravan at the Rock and Roll Hall of Fame induction ceremonies.

         
            Rolling Stone, in its review of the album, declared Duritz the “lyricist discovery of the year. … Something reminiscent of the imagistic daring of Tim Buckley marks [his] word work; his songs recall, too, Springsteen’s sureness with anecdote and dramatic detail. But Duritz’s vision is his own.”101

         
            
            Loser (1994)—Beck (written by Beck Hansen & Karl Stephenson) 

         DGC/Bong Load 19270

         Chart debut on January 29, 1994 (#10 peak); #15 in England102; from the album Mellow Gold (#13 peak) (RHF, NPR, VIL-#30, ACC-#61, RS-#203, 1001, TC)

         The artist known as Beck was born Beck David Campbell (later known as Beck Hansen) on July 8, 1970 in Los Angeles, and has skillfully mixed rock, folk, punk, blues, country, hip-hop, and assorted other elements. His debut hit Loser was by any definition a fluke, an oddball slacker anthem that’s mostly sung, partly semi-rapped, with the tag line “I’m a loser, baby, so why don’t you kill me.” Recorded on a home eight-track machine with friend and cowriter Karl Stephenson, it was released on an indie label and given wider distribution by Geffen Records. Although its novelty-tune nature led some to assume he’d be a one-hit wonder, Beck’s wide-ranging versatility as both writer and performer has proved he has far more to offer. The artist himself chuckled that Loser is “a completely silly song, just a takeoff on rap,” turning that genre’s stereotypical braggadocio upside down.103

         
            
            Come to My Window (1994)—Melissa Etheridge 

         Island 858028

         Chart debut on February 26, 1994 (reached #25, 44 weeks); from the album Yes I Am (#15 peak, 138 total weeks, sold 6 million copies)

         After her first three albums and her incendiary live shows established Melissa Etheridge as one of the most thrilling performers in modern rock and roll, she scored her first major hit single with the sultry Come to My Window. The come-hither quality of the lyrics, and, even more, of her vocal, is irresistibly inviting. After the sales of her previous album were “underwhelming,” Island insisted that she get a new producer, and she chose Hugh Padgham, who’d scored hits with the Police, Sting, and XTC.104 In her memoir, Melissa revealed that although everyone thought it was a love song, in fact it was a carefully veiled account of the troubles she was experiencing with her girlfriend Julie, expressing the hope that things would work out.105 At a time when populist rockers Bruce Springsteen and John Mellencamp were scaling down to a more acoustic, less anthemic sound in the 1990s, it was Etheridge, perhaps more than any other artist, who carried forward the tradition of big, inspirational rock. “Come to my window / Crawl inside, wait by the light of the moon / Come to my window—I’ll be home soon. …”

         
            
            Love Sneakin’ Up On You (1994)—Bonnie Raitt (written by Jimmy Scott & Tom Snow) 

         Capitol 58125

         Chart debut on March 12, 1994 (#19 peak); from the album Longing In Their Hearts (1 week at #1)
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               Figure 10.1Bonnie Raitt. Photofest.
            

         

         Bonnie’s in classic form on this highly sensuous blues-rock love song, her saucy vocal and wicked slide guitar adding layers of meaning to each line. Coproducer Don Was is able as always to capture the emotional honesty required for great roots-rock—but then Bonnie Raitt is probably incapable of a performance without this quality. It was the leadoff single from the follow-up to her 1989 and 1991 Grammy winners Nick of Time and Luck of the Draw, and the album earned Raitt another Grammy for female rock vocal. Cowriter Tom Snow’s long list of credits includes He’s So Shy, Let’s Hear It for the Boy, and You Should Hear How She Talks About You. The band includes George Marinelli (electric guitar), James Hutchinson (bass), Scott Thurston (bass), and Paulinho da Costa (percussion) (see figure 10.1).

         
            
            Theme, “Schindler’s List” (1994)—John Williams 

         From the MCA soundtrack album (chart debut on April 9, 1994, #45 peak)

         Throughout the first quarter century of John Williams’ film-scoring career, he had been most associated with blockbuster fantasy and adventure productions, particularly for director Steven Spielberg (including the Indiana Jones franchise, E.T., and Jurassic Park). But he had also demonstrated the ability to compose more contemplative scores, including Presumed Innocent (1990) and later Spielberg’s The Terminal (2004). Schindler’s List presented him with perhaps his most formidable challenge yet: the tale of Oskar Schindler, a war profiteer who saved the lives of over a thousand Polish Jews—and by extension, thousands of their descendants—from the Holocaust. Seeing a rough cut of the film, Williams was so moved that he took a long walk to recover his equilibrium. When he returned, he told Spielberg, “You need a better composer than I am for this film.” The director replied, “I know, but they’re all dead!”106 Williams proceeded to create the most profoundly touching score of his career, the music carried by strings and led by the intense violin playing of Itzhak Perlman. Mervyn Cooke notes that by drawing on folk-based traditional Jewish motifs in his score (such as minor mode with flattened fifth), he achieves—just as Spielberg attained—“a new depth and seriousness.”107 The film swept the Academy Awards, including best picture, director, and original score.

         
            
            Independence Day (1994)—Martina McBride (written by Gretchen Peters) 

         RCA 62828

         Chart debut on May 7, 1994 (reached #12 on C&W chart); from the album The Way That I Am (#106 peak, sold 1 million) (HBN-#69, C&W-#195)108

         One year after Martina McBride emerged as a country music hit-maker, she firmly established herself as an important artist with Independence Day, a superficially soaring declaration of freedom from an abusive relationship with somber consequences. Born Martina Mariea Schiff on July 29, 1966 in Medicine Lodge, Kansas, she was singing and playing keyboards in her teens with her father’s country band the Schifters, and after high school played with various local bands. After marrying soundman John McBride, in 1990 the couple moved to Nashville, and he produced her demo tape, which earned a contract with RCA. Her 1992 debut album was a promising start, and its successor The Way That I Am took her to the next level.

         
            Independence Day is a story told from the perspective of the abused woman’s daughter. David Cantwell notes that the daughter, “in the years since the tragedy, has experienced not sweet-dream happy endings but pained ambivalence at the terrifying cost of her mother’s independence. Was the mother arrested or committed? Did she die in the fire. … The song leaves the details unclear, keeping the song’s narrative tension alive. All the singer reveals before blasting back into the song’s anthemic chorus is one hell of a complex truth: ‘Now I ain’t sayin’ it’s right or wrong, but maybe it’s the only way.’ You wonder if she’ll ever sleep peacefully again.”109

         
            
            Prayer for the Dying (1994)—Seal (written by Gus Isidore & Seal) 

         ZTT/Sire 18138

         Chart debut on June 11, 1994 (reached #21, 20 total weeks); #14 in England110; from the album “Seal” (#15 peak, 118 weeks, sold 4 million copies)

         The son of Nigerian and Brazilian parents, Seal was born Sealhenry Samuel February 19, 1963 in the Paddington section of London. He soon began singing in local clubs, joined a funk band called Push that toured Asia, and did a stint with a Thailand-based blues group. After returning to England, he began working with dance record producer Adam Tinley, known professionally as Adamski, and their collaboration on Killer provided Seal with a chart-topping UK hit in 1990. This paved the way for his 1991 debut album, which generated the Top Ten U.S. hit Crazy. Taking three years to work on his second album paid off as the new LP provided a mature, diverse collection of songs including not only elements of the techno/house dance scene in which he had previously worked but also rock, soul, folk, and adult contemporary strains. The album’s leadoff single (again produced by Trevor Horn), Prayer for the Dying, is a powerful, soulful ballad lamenting lives ruined or lost, and urging hope in the face of despair, because “life carries on.” James Hunter raved: “The pianos sail; the acoustic guitars fly around vibrantly; Seal testifies with the grace and fire of a great contemporary soulman; and Ann Dudley, the finest string arranger at work in pop music today, provides gorgeous symphonic drifts and lifts.”111

         
            
            All I Wanna Do (1994)—Sheryl Crow (written by Wyn Cooper & Sheryl Crow) 

         A&M 0702

         Chart debut on August 6, 1994 (6 weeks at #2); #1 (4 weeks) in Canada, #1 (1 week) in Australia, and #4 in England112; from the album Tuesday Night Music Club (chart debut on March 19, 1994, reached #3, 100 total weeks, sold 7 million copies) (RIA, TC, DM, VIL-#439, DMDB)

         Sheryl Crow’s career constitutes an inspirational tale for journeyman performers who go through years of climbing the showbiz ladder and ultimately make it big. Born February 11, 1962 in Kennett, Missouri (population 10,000), to a musical family, Crow studied classical piano, and graduated as a music major from the University of Missouri. After playing with St. Louis bar bands, she got her first break as a backup singer on Michael Jackson’s worldwide Bad tour for two years, then sang behind Don Henley, Eric Clapton, and Rod Stewart, and wrote songs for Clapton and Celine Dion before getting the opportunity to make her own album. The original version made in 1991 (produced by Hugh Padgham, who had discovered her and secured her record contract) so distressed her that she begged A&M to let her rerecord it; the company agreed. A year and a half later, she made the most of the second chance on Tuesday Night Music Club, a strong collection of country-flavored blues-rock numbers that grew out of a loose collective of musicians (the Tuesday Night Music Club) that gathered together at producer Bill Bottrell’s Toad Hall studio in Pasadena and jammed. The album started slowly (released in August 1993, it didn’t debut on the charts until seven months later) and grew into a massive hit thanks to its second single (following Leaving Las Vegas), All I Wanna Do. The song began as a poem by Wyn Cooper about two early morning boozers in a Los Angeles bar making fun of the people they observed, and Crow built it into a breezy romp with a great singalong chorus; its sunny surface only partly conceals a darker undercurrent. All I Wanna Do won Grammies for Record of the Year and the best female pop vocal, and Crow’s career has continued to thrive ever since.

         
            
            Body and Soul (1994)—Anita Baker (written by Ellen Shipley & Rick Nowels) 

         Elektra 64520

         Chart debut on August 27, 1994 (#4 R&B, #36 pop)113; #48 in England; from the album Rhythm of Love (#3 peak)

         Eight years after she became R&B music’s foremost ballad singer, Anita Baker unleashed what may be her finest performance. An original song bearing no relationship to the 1930s pop standard of the same title, Body and Soul features an intricate, demanding minor-key melody to which Anita’s voice is more than equal. With a stripped-down arrangement built around Eddie Howard’s gospel-like piano, Anita (who produced this track herself) soars and swoops in thrillingly soulful fashion as she cries out about an all-consuming love, a performance reminiscent of Aretha Franklin at her best, and builds to a powerful climax.

         
         
            
            You Gotta Be (1994)—Des’ree (written by Des’ree Weeks & Ashley Ingram)114 

         550 Music/Epic 77551

         Chart debut on September 3, 1994 (reached #5, 44 weeks)115; #20 in the United Kingdom (1994), #14 in 1995 reissue, and #10 in 1999 remix; #1 (2 weeks) in Spain (1999); from the album I Ain’t Movin’ (#27 peak)

         A self-help class teaching students to trust their instincts and be true to themselves could hardly find a better theme song than Desíree’s spiritually uplifting You Gotta Be. Born Des’ree Weeks on November 30, 1968 in a small village outside London to West Indian parents, she lived in Barbados from age eleven to fourteen, and on returning to England began writing poetry. The artist first made a splash with a 1992 duet with Terence Trent D’Arby, Delicate, that was a Top Ten UK hit; her debut album also came that year. For her second album, Des’ree cowrote all the songs, and You Gotta Be emerged as one of the biggest hits of 1994—but only after a long struggle to penetrate pop radio, helped by heavy play for its video on VH1. It’s an intensely earnest declaration of self-confidence that in the face of hard times or just day-to-day living, stick to your principles; love will prevail and you will survive. Her hushed, intimate vocal is accompanied by a gently rhythmic acoustic arrangement. You Gotta Be was included on a tribute album to Princess Diana. In 1995, Des’ree performed at the first-ever secular concert at the Vatican, and her songs subsequently appeared in Spike Lee’s film Clockers and Baz Luhrmann’s version of Romeo & Juliet.

         
            
            7 Seconds (1994)—Youssou N’Dour and Neneh Cherry (music by N’Dour, lyrics by N’Dour & Cherry) 

         Chaos/Columbia 77483

         Chart debut on October 8, 1994 (reached #98); #1 (9 weeks) in Italy, #1 (1 week) in Spain, #3 in the United Kingdom, #4 in Germany, and #5 in France116; from the album The Guide (Wommat) (chart debut on July 23, 1994, 10 weeks at #2 on World Music chart)117

         For many U.S. and UK fans since the 1980s, Youssou N’Dour is a living embodiment of world music. Born October 1, 1959 in Dakar, Senegal (in West Africa, bounded by the Atlantic Ocean to the west, Mali to the east), he is the descendant of griots (oral historians), and made his professional debut at age twelve. After a stint with a popular Senegal group, the Star Band, he launched his solo career in 1979, and became known as the originator of Mbalax, a danceable blend of African, Afro-Cuban, Caribbean, and Western pop elements. It was his original song Immigres (a French hit in 1983) that so touched Peter Gabriel that he recruited N’Dour to sing harmony on his 1986 hit In Your Eyes, and to open for Gabriel on his 1987 world tour.118 This led to N’Dour’s participation on Amnesty International’s Human Rights Tour in 1988 with Gabriel, Bruce Springsteen, Sting, and Tracy Chapman, exposing Western listeners to his compelling, ululating vocal style. N’Dour’s albums Eyes Open (1992) and Gathering of Shamen (1993) won wide acclaim but modest sales, then The Guide (Wommat)—his eighteenth album, counting local releases—took him a bit closer to the pop mainstream (without losing his African roots), thanks to the international hit single 7 Seconds.119 Neneh Cherry, the Stockholm, Sweden-born (March 10, 1964), Brooklyn-raised stepdaughter of jazz trumpeter Don Cherry, had scored with the 1989 pop/R&B hits Buffalo Stance and Kisses On the Wind, and makes a perfect duet partner for this thoughtful exploration of the need for people to set aside skin color and find ways to live together. N’Dour opens in the West African language Wolof, followed by Cherry in English; he also offers lines in French, and joins in the English chorus with Neneh. An emotional violin solo by Sacha Skarbek adds to the intense mood; the instrumental mix also includes synthesized keyboards and percussion. 7 Seconds was named Best Song at MTV Europe’s inaugural awards, after hitting #1 in eight countries. The 2009 documentary Youssou N’Dour: I Bring What I Love presented his remarkable music along with his Sufi Islam faith and message of reconciliation.

         
            
            Adru ku Adru (1994)—Obo Addy 

         From the Warner Bros/WEA album “The Rhythm of Which a Chief Walks Gracefully” (released on October 11, 1994)

         A renowned drum master of Ghana (a small coastal nation located in western Africa to the west of Nigeria), Obo Addy is equally skilled on hand drums and the African xylophone (made of wood) known as the giri; he’s also a songwriter and singer. Addy began performing at eighteen in 1954, sometimes with his brothers, settled in the United States in 1978, and reached his widest audience with the rise of “world music.” On this, his greatest album, Addy composed a suite of songs that painted vivid musical pictures depicting different scenes in Ghana—sunrise, evening, Acropong Waterfalls—using multitracked instruments and sounds of nature (wind, waves, birds) to create an aural collage. Adru ku Adru is compelling and mysterious, with hypnotic drumming by Addy plus flute and giri.

         
            
            Where Did You Sleep Last Night (1994)—Nirvana 

         Recorded on November 18, 1993; from DGC album MTV Unplugged in New York (chart debut on November 19, 1994, 1 week at #1)

         Kurt Cobain became a devoted fan of Huddie Ledbetter when he got a copy of Leadbelly’s Last Sessions while living in Olympia, Washington, in 1988. Chuck Crisafulli: “Leadbelly’s ability to combine simple words with just the right unexpected melodic turns provided a lesson Cobain quickly took to  heart and mastered in his own compositions.”120 His devotion to the black folk music master is reflected in the fact that when he met William S. Burroughs in late 1993, he gave the author the gift of a Leadbelly biography. As detailed in our entry on Bill Monroe’s In the Pines (the song’s other best known title), the tune was first collected in 1917, but elements of it seem to date back to the Civil War era. Ledbetter recorded Where Did You Sleep Last Night in 1944 (Musicraft 312), and twice more in the late 1940s as Black Girl.121 Cobain first recorded it in 1990 accompanying his friend Mark Lanegan (unreleased at the time). His live version with Nirvana on “MTV Unplugged” (the program’s final song) is a wonder, passionate and anguished. Crisafulli notes that “the ominous cello lines are a beautiful touch, and when Cobain’s voice rockets raggedly into an upper register, as he growls out the final verses, it raises goosebumps and freezes the blood.” Jake Kennedy sees the performance as “an inspired and emotional exorcism. … When he sighs, in a moment of silence just before the climactic closing section, it seems the weight of the world is crushing him.”122 He clearly saw the song as an anthem of betrayal, utterly immersing himself in the tune’s fury and pain. Just over four months after this performance and before its release, Kurt Cobain was dead.

         
            
            I Know (1995)—Dionne Farris (music by Milton Davis & William DuVall, lyrics by Milton Davis) 

         Columbia 77750

         Chart debut on January 28, 1995 (reached #4, 38 total weeks); #1 (1 week) in Canada, #41 in England (VIL-#440)

         Born December 4, 1968 in Bordentown, New Jersey, Dionne Farris began performing on the New York club circuit, then moved to Atlanta in 1990. She first gained prominence as lead female singer for the hip-hop group Arrested Development, most notably on their 1992 smash Tennessee. I Know, the Top Ten single from her debut solo album, is a tough kiss-off number telling a guy whom she’d dated that it’s over: “I know what you’re doing and it’s not going to work this time.” It’s driven by her fiercely soulful, soaring vocal and the hard-rocking multitracked guitars of David Harris. It was voted the #9 best single of 1995 in the Village Voice critics’ poll. Dionne toured with the Dave Matthews Band and performed on the 1997 soundtrack of Love Jones. Billboard marveled that she “demonstrates a rich musical palette that makes her music as difficult to categorize as it is irresistible.”123 “Farris has the gospel fire of Aretha, the easy wail and swoop of Chaka Khan, and the genial grit of Bonnie Raitt,” raved the San Francisco Chronicle. “It all adds up to soul.”

         
            
            When You Say Nothing At All (1995)—Alison Krauss and Union Station (written by Paul Overstreet & Don Schlitz) 

         BNA 64277

         Chart debut on February 25, 1995 (reached #3 C&W); originally from Rounder’s Keith Whitley: A Tribute Album (released on September 27, 1994), then on Now That I’ve Found You: A Collection (#13 peak on pop chart) (C&W-#391)

         The astonishingly gifted bluegrass/country fiddler and singer Alison Krauss (born July 23, 1971) began entering talent contests near her native Champlain, Illinois, when she was eight years old, and had a roomful of trophies within a few years. She released her first album in 1985 just after turning fourteen. Soon Alison’s dazzling instrumental virtuosity was sharing attention with her angelic soprano, with echoes of Emmylou Harris and Dolly Parton. Richard Harrington: “Listening to Alison Krauss sing is like having rivulets of chilled water trickle down your back on a hot day.”124 Backed by her splendid band Union Station, I’ve Got That Old Feeling in 1991 was a breakthrough to a national audience. But no one could be prepared for the extraordinary success of her 1995 compilation album Now That I’ve Found You, which at two million copies became the biggest-selling bluegrass-styled album ever (until the O Brother, Where Art Thou? soundtrack, to which Alison also contributed). She also became the first bluegrass artist to be accepted as a member of the Grand Ole Opry in three decades.

         
            When You Say Nothing At All was originally a #1 country hit in 1988 for Keith Whitley, whose star blazed brightly from his first C&W Top Ten hit in 1986 until his tragic death of alcoholism just three years later. The song’s composers, Paul Overstreet and Don Schlitz, had penned two previous country chart-toppers, Nobody In His Right Mind Would’ve Left Her (for George Strait) and On the Other Hand (Randy Travis). Alison took the song to still greater heights with an exquisite ballad performance, which was honored by the Country Music Association as Single of the Year. When black folk/blues artist Valerie June first heard this performance, it stunned her: “Her voice was so crystal clear, and it was so beautiful, and I was like, ‘Oh my God, that voice is like glass. … I want to sing.’”125

         (Ron Block, guitar and tenor vocal; Dan Tyminkski, acoustic guitar and baritone vocal; Adam Steffey, mandolin; Barry Bales, bass; Pete Wasner, piano; and Larry Atamanuik)

         
            
            Go Rest High On That Mountain (1995)—Vince Gill 

         MCA 55098

         Chart debut on May 13, 1995 (reached #14 on C&W chart); from the album When Love Finds You (chart debut on June 25, 1994, #6 on pop chart, sold 4 million copies) (C&W-#240, DM)

         The Country Music Association’s Song of the Year for 1995,126 
            Go Rest High On That Mountain is a moving tribute by one of the purest singers in country music, Vince Gill, to his late brother, who had died of a heart attack. (He had begun writing the song after the 1989 death of country star Keith Whitley, and finished it following his brother Bob’s passing in 1993.) Born April 12, 1957 in Norman, Oklahoma, Gill played guitar and banjo with the Bluegrass Alliance at age eighteen, and after a stint with the band Sundance, joined the pop-country group Pure Prairie League from 1979 to 1983, including his lead vocal on their 1980 Top Ten hit Let Me Love You Tonight. Following a brief period as guitarist with Rodney Crowell’s band, Gill signed a solo contract with RCA, and began hitting the country charts in 1984. His crystal-clear tenor voice also kept him busy singing harmonies on many records by other artists, and he toured with Emmylou Harris’ band in the late 1980s. It was his move to MCA Records in 1989 that kicked off Gill’s blazing hot streak with more than twenty Top Ten country hits during the next decade. Bobby Braddock on both the song and Tony Brown’s production: “If I had to pick my favorite best produced country record, it would be a contest between [George Jones’] He Stopped Loving Her Today and … Go Rest High on That Mountain. That is an absolutely great record.”127 The song represents perhaps Gill’s finest work, with soaring lead vocal, shimmering harmonies, and depth of feeling.

         
            
            Hallelujah (1995)—Jeff Buckley (written by Leonard Cohen) 

         From the Columbia album Grace (chart debut on May 20, 1995, reached #149)128; song reached #2 in the United Kingdom (2007)129 (RS-#264, ACC-#352, 1001, TM)

         Although he tried for years to escape the legacy of his folk singer-songwriter father Tim Buckley, who had died in 1975 (and whom he barely knew), Jeff Buckley possessed similar musical gifts as his father: a soaring tenor voice and a bold, adventurous spirit as both singer and composer. Born November 17, 1966 in Los Angeles, he had only begun to fully explore those gifts, with his debut album Grace (produced by Andy Wallace) and work underway on a second album, when he drowned in the Mississippi River off Memphis on May 29, 1997.

         Poet-novelist-songwriter-singer Leonard Cohen introduced Hallelujah on his 1984 album Various Positions. Like many Cohen songs, it has a poetic intensity and obscure meaning left up to the listener’s interpretation. Cohen’s biographer Sylvie Simmons writes that the song is, among other things, about “the power of the word and of the Word, about wanting sex, about having sex, and about the war of the sexes.” It is also a song, as Cohen explained it, about “total surrender [and] total affirmation … there are moments when we can transcend the dualistic system [of conflicts] and reconcile and embrace the whole mess. … Regardless of what the impossibility of the situation is, there is a moment when you can open your mouth and you throw open your arms … and you just say ‘Hallelujah!’ Blessed is the name.” The song took five years to write.130 131

         Buckley took it as a homage to “the hallelujah of the orgasm,” and his passionately sensuous performances of the song became a centerpiece of his shows at the New York club Cin-e before he recorded it for Grace. Buckley’s voice is a marvel, inspired by Edith Piaf, Van Morrison, and India’s quwwali master Nusrat Fateh Ali Khan, and bearing remarkable similarities to that of his father. The song opens with the sound of Buckley inhaling, a hint of the singer’s vulnerability to be revealed. Just singing the word “hallelujah” over and over again, first with hushed intimacy, soaring to the skies and then swooping down, with varying durations and emotion, has a hypnotic effect. Tom Moon for Rolling Stone writes that his voice “had supernatural shapeshifting powers—he could sing like angels in rapture on minute and moan with the anguished deprivation of ’60s soulmen the next, or lash out like an ornery cornered cat.” Jon Pareles declared that “with his voice, a world of tumult and obsession becomes almost seductive.”132

         After “American Idol” contestant Jason Castro performed Hallelujah in emotional Buckley style on the popular Fox program, Buckley’s own recording skyrocketed to #1 on the March 22, 2008 Billboard Hot Digital Songs chart (having made one previous appearance on the digital tracks chart at #42 in May 2004 after it was used on the TV drama “The OC”). Greil Marcus calls the composition “the closest a mere song has ever come to sainthood.”133

         
            
            Fake Plastic Trees (1995)—Radiohead 

         Capitol 18728

         Chart debut on May 20, 1995 (reached #65 pop, #11 Modern Rock); #20 in England; from the album The Bends (#88 peak) (RS-#385)

         Most of Radiohead’s best songs convey a mysterious, off-kilter aura, and this is certainly the case with Fake Plastic Trees, the standout track from the band’s second album. Frontman Thom Yorke recorded the vocal in one take accompanying himself on acoustic guitar, then the band filled in the parts around him.134 The piece has a quietly compelling structure that draws the listener inexorably inside. David Sinclair named The Bends his #1 best record of 1995: “An album that distilled the frightening emotional climate of the ’90s and turned it into something beautiful and uplifting.”135 With its “wild sweep of sound colors and exploded emotional palette,” remarked Will Hermes, The Bends took Radiohead to a level matched by few 1990s groups.136

         
            
            Waterfalls (1995)—TLC (written by Marqueze Etheridge, Lisa “Left Eye” Lopes, & Organized Noize) 

         LaFace 24107

         Chart debut on June 10, 1995 (7 weeks at #1 on pop chart, #4 R&B); #4 in England, #5 in Europe and Germany137; from the album Crazysexycool (#3 peak, 99 weeks, sold 10 million copies) (1001, VIL-#186, ACC, DMDB)

         Formed in Atlanta in 1991, the R&B/hip-hop trio of Tionne “T-Boz” Watkins, Rozonda “Chilli” Thomas, and Lisa “Left Eye” Lopes exploded right out of the gates with its 1992 debut album, which generated three Top Ten pop singles. That auspicious premiere was surpassed by the follow-up album Crazysexycool, which produced four Top Tens, including two Number Ones, Creep and Waterfalls. The producing team Organized Noize (Rico Wade, Patrick Brown, and Raymon Murray), along with Marqueeze Etheridge (who sang with Organized Noize at Atlanta clubs) designed Waterfalls specifically for TLC. Etheridge said the song was partly based on personal experiences (having his first child); he used the aquatic imagery, because a waterfall “is wonderful to see but it’s a dangerous force of nature.” Lopes was serving time after pleading guilty to arson charges (setting ablaze the mansion of her then-boyfriend, football player Andre Rison), and was given a 6-hour pass to go to the Atlanta studio to record the song. On the way, there was a rainbow. It inspired her rap on the record (“I seen a rainbow yesterday / But too many storms have come and gone.”)138 The record has “a memorable chorus and happy-sounding harmonies,” noted Rolling Stone in ranking it the #36 best pop song in 2000, but “it was the song’s serious subject matter that made it resonate with so many fans.”139

         
            
            Kiss from a Rose (1995)—Seal 

         ZTT/Sire 17896

         Chart debut on June 24, 1995 (1 week at #1 pop, 36 total weeks; #52 R&B); #1 (6 weeks) in Australia, #4 in England140; from the album “Seal” (chart debut on June 18, 1994, reached #15, 118 weeks) (GR)

         
            On the second album by British-born soul/pop singer Seal (born Sealhenry Samuel) with his producer Trevor Horn, they unveiled (remarked James Hunter) “a rare kind of ultraslick and scrupulously arranged studio craft that combines the London sonic-luxury tradition of late Roxy Music with the superpro sessions of ’80s Los Angeles. The result suggests Roxy with an open heart.”141 The exceptional Prayer for the Dying was the album’s first hit, but another song would soar still higher exactly a year later. The brooding, atmospheric ballad Kiss from a Rose was one of the earliest songs that Seal had written even before he landed a recording contract in 1990, and he used it to experiment with multiple vocal overdubs. But he almost didn’t include it on his second LP, feeling that it was too different from the other tracks. It was, the artist notes, “a waltz with a strange type of English medieval baroque and a kind of R&B feel to it. It has got all the things that shouldn’t make it a hit.”142 It was only at the eleventh hour that the decision was made to include it. When Steve Baker of Warner Brothers Records played the song for Gary LeMel, president of music for Warner Brothers’ movie division, he loved it, convinced that it was perfect for Batman Forever, and played it for the film’s director Joel Schumacher, who agreed. Featured at the end of the movie (starring Val Kilmer), Kiss from a Rose was the second single released from the soundtrack, but became its biggest hit, soaring to #1. Christopher John Farley cited it as one of the artist’s “intricate pop hymns.”143 The track was honored at the Grammy Awards as Record of the Year.

         
            
            Gallo del Cielo (1995)—Joe Ely (written by Tom Russell) 

         From the MCA album Letter to Laredo (released on August 29, 1995)

         The sordid sport of cock fighting might seem an unlikely subject for an exceptional song, but Gallo del Cielo is precisely that. It is a vividly crafted, powerfully performed corrido-like tale of Carlos Saragosa, a man desperately striving to reach a dream and achieve family redemption against all odds, only to face a bitter ending. Composer Tom Russell, born February 8, 1955 in Oklahoma City and raised in California, toured Europe as a cowboy singer and recorded three albums there before making a U.S. career in the 1980s with his strongly narrative songs; Outbound Plane (cowritten with Nanci Griffith and a 1993 hit for Suzy Bogguss) has been his biggest success. This was one of the first songs he ever wrote, inspired by corridos and Marty Robbins’ El Paso.144 145

         Joe Ely, one of the heroes of the Americana genre, was born February 9, 1947 in Amarillo, Texas, and made his reputation in the west Texas plains town of Lubbock (Buddy Holly’s home town), first with the short-lived but legendary group the Flatlanders (alongside Jimmie Dale Gilmore and Butch Hancock) in the early 1970s and then on his own. “Too rock for country and too country for rock,” he emerged on his 1977 solo debut album as a songwriter with a distinctive voice, telling tales of bandits, drifters, and doomed lovers, most set against the background of Rio Grande territory. Steadily growing as both a writer and performer, he did some of his finest work in the 1990s. And as on Gallo del Cielo, Ely has memorably championed the work of other like-minded songwriters. This gripping performance (the high point of an album largely devoted to Tex-Mex culture) features “Teye” (born Teije Wijnterp in the Netherlands) on flamenco guitar, Lloyd Maines (father of the Dixie Chicks’ Natalie Maines) on dobro, slide, and steel guitar, Ponty Bone on accordion, and Raul Malo (of the Mavericks) on harmony vocal.146

         
            
            St. Teresa (1995)—Joan Osborne (written by Joan Osborne, Eric Bazilian, Rob Hyman, & Rick Chertoff) 

         From the Blue Gorilla album Relish (chart debut on September 9, 1995, #9 peak)

         Anyone who considers Joan Osborne a one-shot artist for her Grammy-winning hit One of Us is in for a revelation on hearing St. Teresa. The Anchorage, Kentucky-born artist had earned a devoted local following long before her big-label breakthrough on Mercury/PolyGram imprint Blue Gorilla, as discussed by Mitch Ritter: “Folks have been carrying cassettes of Joan Osborne’s ferocious New York City cabaret and club gigs to the far ends of the globe for years. Not since Martha Velez wedded Rasta mysticism and reggae roots in the early 1970s has a post-R&B diva commanded this sort of crossover cult attention.”147

         A cut from the same three-million-selling album, St. Teresa is a broiling, intense, and quite unforgettable slice of blues-rock. The narrative is compelling; coauthor Eric Bazilian’s mandolin and guitar provide a vivid rhythmic underpinning; and Osborne’s vocal is powerfully sensual. “The best thing about writing lyrics was the act of empathy with the characters in the stories,” Joan remarked. “You try to crawl inside their skin, see what they’re seeing, hear what they’re hearing. If you can succeed it’s almost a political thing because it breaks down all the barriers between people.”148 One of the standout guest artists on the 2002 documentary about Berry Gordy’s legendary house band the Funk Brothers, Standing in the Shadow of Motown, Osborne’s fiery vocal prowess came as no surprise to anyone familiar with this performance. “Show me, my Teresa, feel it rise in me / Every stone a story, like a rosary.”

         
            
            Listen to My Heart (1995)—Nancy LaMott (written by David Friedman) 

         From the Midder Music album Listen to My Heart (released on December 12, 1995)

         Blessed with a rich, powerful soprano and a circle of admirers that included the President of the United States, Nancy LaMott had too short a life, but time enough to make some memorable recordings, none more so than the title song of her final album. Born in 1951 in Midland, Michigan, she sang with her father’s local dance band, moved to San Francisco and performed at clubs there in the 1970s, and finally came to New York in the mid-1980s. Besides the difficulty that nearly all cabaret singers experienced trying to make a living in the rock era, Nancy carried the far heavier burden of dealing with constant pain from a serious disorder, Crohn’s disease, which led to periodic hospital stays and crushing medical bills. When she met composer-conductor David Friedman in 1989, he was dazzled at her musical gifts, and offered to produce recordings for her. Nancy’s reputation spread, and cabaret bookings became more prestigious; she sang at the White House twice, on Good Morning America and other network programs, and her ardent fans included Bill and Hillary Clinton, and New York’s influential WQEW disk jockey Jonathan Schwartz. But in March 1995, she was diagnosed with uterine cancer; nine months later, about an hour after being married in a bedside ceremony, she passed away.

         When Nancy received her cancer diagnosis, she opted for hormone therapy instead of surgery so she could record her final album, regarded by many as her best, with a full orchestra conducted by Peter Matz (best known for his work on Barbra Streisand’s early albums). Listen to My Heart is a gorgeous ballad, given a big, dramatic performance that holds nothing back, all building to a soaring, show-stopping finish. Even if one didn’t know the story behind it, a listener could hardly fail to be moved. “Listen to my heart / Listen to it sing / Listen to my voice, it wants to tell you everything / All about the life / That’s just about to start / For if you want to know how much I love you / Listen to my heart.”

         
            
            Fields of Gold (1996)—Eva Cassidy 

         Recorded on January 2 and 3, 1996, originally on album Live At Blues Alley; later included in her Blix Street compilation album Songbird (released in 1998; chart debut on April 7, 2001, #1 for 9 weeks on Billboard Catalog chart)149
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               Figure 10.2Eva Cassidy. Photofest.
            

         

         Eva Cassidy, in the words of Joel E. Siegel, “was one of the great voices of her generation.”150 In her too-short lifetime, she was beloved in her native Washington, D.C., area but unknown outside it; in the years after cancer took her life on November 2, 1996 at age thirty-three, the rest of the world discovered her singular talent. Keith Grimes, her longtime electric guitarist: “I think what she did comes from a really deep spiritual place, and that’s what I think people connected with.”151 That spiritual quality comes across in her gentle, haunting rendition of Sting’s classic ballad Fields of Gold. Accompanied only by Grimes and her own acoustic guitar, she captures the timeless, dreamlike feeling of the original, but in her own distinctive way. When the British artist first heard Cassidy’s treatment of his composition, he was touched: “it was so beautiful, so pure.”152 Bill Straw, head of Blix Street Records, says that after just “five seconds” of listening to this performance, he knew “there wasn’t a pop singer out there who could touch her.” When he assembled the album Songbird to introduce Cassidy to other listeners, “I knew we had to start with Fields of Gold and end it with Over the Rainbow,” the only version of the latter song that could ever stand as an equal to the Judy Garland original153 (see figure 10.2).

         
            
            Wonderwall (1996)—Oasis (written by Noel Gallagher) 

         Epic 78216

         Chart debut on January 27, 1996 (reached #8); #2 peak in the United Kingdom (November 11, 1995 debut); from the album (What’s the Story) Morning Glory? (#4 peak) (RHF, BL-#52, ACC-#116, VIL-#179, DMDB)

         The 1930s had “the battling Dorseys”; the 1960s and 1970s had the feuding Davies brothers from the Kinks; and for 1990s pop music, the foremost bickering siblings were the Gallagher brothers of Oasis. Liam (vocals) and Noel Gallagher (guitarist, songwriter, and creative leader) formed the rock band Oasis in Manchester, England, with Paul Arthurs (guitar), Paul McGuigan (bass), and Tony McCarroll; Alan White replaced McCarroll in 1995. Oasis began hitting the UK charts in 1994, and within a year the group was one of the dominant forces in British pop. Although its U.S. audience would never approach its massive following back home (where it enjoyed six #1 singles), the band did earn a devoted U.S. fan base, especially for this smash. Named Song of the Year by American Songwriter, Wonderwall—its title inspired by the 1969 George Harrison instrumental album designed as a soundtrack for an unreleased movie—is a strong, crisp pop-rock number showcasing the group’s acknowledged Beatles influence in melodic songcraft. Blender called it “a convincing declaration of adoration”:154 “Maybe you’re the one that saves me. …” Five years after Oasis broke up and Noel Gallagher began a solo career, a 2014 three-disk deluxe reissue of Morning Glory included fourteen B sides and other rarities. Kyle Anderson called it one of the best releases of 2014, demonstrating the band’s ability to create “definitive Britpop statements.”155

         
            
            Closer to Free (1996)—The BoDeans (written by Sam Llanas & Kurt Neumann) 

         Slash 17674

         Chart debut on March 9, 1996 (#16 pop); from the album Blend (DM)

         The roots-rock band from Waukesha, Wisconsin, had been making critically praised albums since 1986 (particularly its exciting debut album Love & Hope & Sex & Dreams), and when this rousing, exuberant, anthemic song was used as the theme for the Fox TV series Party of Five starring Matthew Fox, it became their first (and only) pop smash. The group features Sam Llanas and Kurt Neumann (vocals & guitars), Michael Ramos (keyboards), Bob Griffin (bass), and Nick Kitsos (drums). “Everybody wants respect, just a little bit / And everybody needs a chance, once in a while / Everybody wants to be closer to free. …”

         
            
            Blue (1996)—LeAnn Rimes (written by Bill Mack) 

         Curb 76959

         Chart debut on May 25, 1996 (reached #10 on C&W chart, #26 pop); from the album Blue (reached #3, sold 7 million copies) (C&W-#167, HBN)

         It’s not just that Blue had been written for country icon Patsy Cline who died before she could record it—at least so composer Bill Mack said—or that LeAnn Rimes was just thirteen years old when she opened her mouth and out poured that fully developed, heart-tugging soprano. Equally remarkable is that such a self-consciously retro country music recording, with all the trappings of an Owen Bradley production like Cline’s performances of the early 1960s, could create an immediate sensation on both country and pop radio in 1996. Born Margaret LeAnn Rimes on August 28, 1982 in Jackson, Mississippi, and raised in Garland, Texas, she began performing in talent contests as a child, and at age eleven released her first album in an independent label. That year, she met Dallas disk jockey and record promoter Bill Mack, who cultivated her precocious talent, and helped her get a contract with Curb.

         
            Blue had been recorded by Mack and Kenny Roberts, both versions released on Starday in the 1960s, and Australian singer Kathryn Pitt who issued it as a single in her homeland in 1993. But the fact that LeAnn seemed to be channeling the legendary Patsy in her powerful performance of the ballad made both the single and her debut Curb album a phenomenon; the LP sold 123,000 copies in its first week and ultimately sold over seven million. It also spent an amazing twenty consecutive weeks at #1 on the Billboard Country Single Sales chart.156 David Cantwell notes that the record’s pedal steel guitar, Texas shuffle arrangement, and soaring, swooping Rimes yodels were designed to evoke a nostalgia-filled distant era (as produced by her dad Wilbur Rimes)—but her emotionally evocative performance is timeless.157

         
            
            Cyar Take Dat (1996)—Brother Resistance 

         From the Craze Productions album “The Power of Resistance” (released on June 3, 1996)

         Known as the founder of the “raspo” movement merging soca (a Trinidadian offshoot of calypso geared directly for dance accompaniment) and rap, “Brother Resistance” was born Roy Lewis in Trinidad, and has also been known as Lutalo Masimba. He gained prominence in 1979 as lead singer of the Network Riddim Band, soon after soca began to take hold as the dominant form of calypso. “Raspo” in its origins is credited to Lancelot Layne, and Brother Resistance became one of its foremost popularizers, starting with his 1981 solo album “Busting Out.” Viewed with suspicion by authorities as “subversive,” the Riddim Band released its first album, “Roots of de Raspo Rhythm,” in 1984. By decade’s end, he was one of the island nation’s best-known performers, and gained an international reputation. Cyar take Dat, one of his most powerful performances, is perhaps closer to reggae than to calypso in both musical feeling and content. Unlike the generally carefree dance music of soca, this is a fervently political track, rooted in rampant unemployment and working-class frustration. Its combination of mostly rapped lyrics in highly rhythmic staccato fashion, palpable anger, and danceable beat is comparable to a classic political rap from several years later, Mass Destruction by the group Faithless. It’s included on the multi-artist compilation Calypso and Soca: The Rough Guide. “I wake up in the morning and there’s more frustration, and I ain’t taking that. …”

         
            
            Franklin D. Roosevelt, the Poor Man’s Friend (1996)—Brother Willie Eason 

         From the Arhoolie album “The Best of Sacred Steel”

         Created in two small, rival black House of God/Pentecostal denominations, the Dominion and the Jewell Dominion, during the early 1900s, “sacred steel” is a subgenre of emotionally intense gospel featuring electric steel guitar.158 The Hawaiian guitar craze of the 1910s and 1920s was a key musical inspiration. Troman Eason (1905–1949) of Philadelphia was one of the earliest House of God musicians to develop a steel guitar technique drawing explicitly on the island sound, leading his younger brother Willie (born in 1921) to take up the instrument. It was largely unknown outside those congregations until Brother Willie began to build a wider reputation in the early 1940s.159 Eason originated this touching tribute to FDR, and recorded it as guest star with the Soul Stirrers in June 1947 as Why I Like Roosevelt, issued as a two-part performance on Aladdin.160 In 1949, Otis Jackson and the Natural Clouds of Joy covered it as Tell Me Why You Like Roosevelt. This stirring live version was delivered nearly a half century later, accompanied by vigorous steel guitar. It begins as a very precise account of the day of FDR’s death, and proudly recounts his achievements on behalf of equality, such as the Fair Labor Protection Act, contrasting his record with the “rich man’s” Hoover administration. “After Hoover had made the poor man moan, Roosevelt stepped in and gave us a comfortable home. … I cried about Roosevelt, I cried about Roosevelt / Good God almighty, he was the poor man’s friend. … Keep on fighting for victory.”161

         
            
            Change the World (1996)—Eric Clapton (written by Gordon Kennedy, Wayne Kirkpatrick, & Tommy Sims) 

         Reprise 17621

         Chart debut on July 20, 1996 (reached #5, 43 weeks)162; #1 (5 weeks) in Canada, #18 in England163 (RIA, GR)

         The Grammy Awards had already demonstrated their love for rock legend Eric Clapton with six awards in 1992, including Album, Song, and Record of the Year (Tears In Heaven); four years later, the man they called Slowhand received his second Record of the Year trophy for the soulful ballad Change the World. Selected for the soundtrack of the John Travolta film Phenomenon, the song (which had first been recorded earlier in 1996 by Wynonna Judd) captured the soaring, optimistic spirit of a character who suddenly discovers that he had miraculous abilities that he seeks to use for others’ benefit before the powers take his own life. The performance demonstrated again Clapton’s underrated prowess as a vocalist, especially using the falsetto inspired by his blues heroes. On the chorus, he duets with R&B singer-songwriter Babyface (Kenneth Edmonds), who produced the record.

         
            
            Strawberry Wine (1996)—Deana Carter (written by Matraca Berg & Gary Harrison)164 

         Capitol 58585

         Chart debut on August 17, 1996 (#1 for 2 weeks C&W, #65 pop)165 (C&W-#214, DM)

         Alt-country singer-songwriter Matraca Berg cowrote this narrative recollection of first love, which became an unforgettable debut hit for Deana (pronounced “DEE-na”) Carter. The daughter of the great Nashville studio guitarist Fred Carter, Jr. (who played for artists ranging from Marty Robbins and Willie Nelson to Bob Dylan),166 Deana (born January 4, 1966 in Nashville) was signed to Liberty Records by producer Jimmy Bowen in 1991, but when Bowen left and the label became Capitol Nashville with other management changes, her recordings were left on the shelf as the new leadership decided which artists to keep. Meanwhile, Nelson was impressed by one of her demo tapes and asked her to perform at Farm Aid VII in 1994. Having “survived the cut,” the gorgeous and talented blonde rerecorded what she had done for Bowen (with producer Chris Farren), and the five-year journey culminated with the release of the debut album that would become a four-million-selling smash, Did I Shave My Legs for This?
            167 The artist noted that it “was just an exceptional song. It’s a real honest song and it came out at a time when country radio’s format was changing just a bit.” But they “weren’t prepared for it to be as big as it became.”168 Carter had heard Berg’s demo for the semiautobiographical number, and recorded it. Berg was proud of the song but had never envisioned it as hit material, as she told Chet Flippo: “Recording a five-minute waltz about a teenager’s loss of virginity as an album cut is one thing, releasing it to country radio as a single is another.” She even called Deana to warn her that it was a risk—one that proved well worth taking.169 170 It was named the Country Music Association’s Single of the Year. “Funny how those memories, they last / Like strawberry wine and seventeen / The hot July moon saw everything / My first taste of love, oh bittersweet / Green on the vine, like strawberry wine. …”

         
            
            Lulei Soros’cha (If Not for Your Torah) (1996)—Andy Statman Quartet 

         From the Shanachie album Between Heaven & Earth: Music of the Jewish Mystics; recorded on September 22, 1996

         Andy Statman’s career has been a fascinating journey across musical genres. Born in Brooklyn in 1950, he was a teenage prodigy as a bluegrass mandolinist, with David Grisman as his mentor, and played on sessions for artists including Bob Dylan. Then, inspired by John Coltrane, he switched gears to become an equally accomplished jazz saxophonist and clarinetist, while simultaneously exploring the spirituality of his Jewish heritage. In both respects, he had an ideal new mentor in Dave Tarras, one of the legends of klezmer clarinet since the 1920s. Statman’s debut album as a leader in 1979 drew on Tarras’ lessons, Jewish Klezmer Music. Ever since then, he’s moved easily back and forth between the genres and instruments.171 
            Between Heaven & Earth plunges into the eastern European Jewish instrumental tradition, Chassidic music composed primarily during the 1700s. Lulei Soros’cha, the album’s final track, is its most modern selection, composed by Shlomo Carlebach (1925–1994), known as “The Singing Rabbi,” and inspired by the verse, “If not for your Torah in which I took delight, I would have perished in my affliction” (Psalms 119:92). It’s a slow, haunting meditation in which Statman on clarinet is accompanied by Grisman on mandolin and bassist Harvie Swartz. Michael Parrish called the album “nothing less than a masterpiece, destined to transport the attentive listener into previously unexplored realms.”172

         
         
            
            Lonely Bird (1996)—Bulgarian Voices-Angelite and Huun-Huur-Tu (traditional, arranged by Mikhail Alperin) 

         Recorded in November–December 1995; from the Shanachie album Fly, Fly, My Sadness (released on September 24, 1996)

         Almost a decade after the international success of the album “Le Mystere des Voix Bulgares” created a broad new audience for Bulgarian vocal music, the album “Fly, Fly, My Sadness” showed that the musical possibilities of this music are vast indeed. The project was the brainchild of composer-arranger Mikhail Alperin (born in the Ukraine and raised in Moldavia), who envisioned a collection of original songs based on traditional themes drawing on Bulgarian, Russian, and Jewish themes, performed by a Bulgarian women’s choir. When he discovered the wonders of throat-singing, developed by the steppe people of Tuva (a section of ancient Bulgaria conquered by Genghis Khan in 1207 and occupied by Mongolia and China before coming under Russian control in 1912), he had the final ingredient in his dream venture.

         The Bulgarian Voices-Angelite is a twenty-five-member women’s choir that had been touring for years before adopting in 1995 the Bulgarian word for “angel.” The Tuvan male ensemble Huun-Huur-Tu are masters of throat-singing, a technique enabling one to sing up to three tones (from low to high) simultaneously. They worked in the United States and abroad with artists including the Kronos Quartet, Frank Zappa, and the Chieftains. Lonely Bird, perhaps the standout track on the superb album, opens with Anatoly Kuvar singing a “straight” male tenor vocal part, before he switches to guttural throat-singing, reminding the Western listener of Clarence “Frogman” Henry singing like a frog on Ain’t Got No Home, but with considerably more variety; it’s fascinatingly strange. Then soprano Sonja Iovkova soars to the heavens above his deep bass, and interspersed between the two soloists’ passages are mixed choir vocals. Alperin described the piece as “a tribute to the human voice and to the human notion of loneliness.” Certainly, the interplay of all these exceptional performers demonstrates the vast possibilities of the human voice; even across its length of 11 minutes, it’s never less than compelling.

         
            
            That Thing You Do! (1996)—The Wonders (written by Adam Schlesinger) 

         Play-Tone/Epic 78401173

         Chart debut on October 12, 1996 (reached #41); soundtrack album reached #21 (30 total weeks)

         
            That Thing You Do!, one of the most delightful films of the 1990s, was Tom Hanks’ valentine to the pop music of the 1960s that he loved, and the first film for which the two-time Oscar winner served as director. It’s all about a fictional rock band in a small Pennsylvania town in 1964 that takes an overnight rocket ride to stardom through this one record, and almost as quickly falls apart. With Tom Everett Scott as the drummer and the soul of the band (“Guy”), Jonathan Schaech as the lead singer-songwriter, Liv Tyler as the angelic love interest, and Hanks as the A&R man who signs and guides them, it’s a joyous journey; the scene in which they hear their record played on the radio for the first time makes every viewer feel their exhilaration. Adam Schlesinger, bassist and songwriter for the pop group Fountains of Wayne (of Stacy’s Mom fame), recalled that the picture’s producers “asked for a song that sounded like an American band obviously imitating the Beatles. I submitted mine and got lucky.” Mike Viola (of the duo Candy Butchers) is the actual lead vocalist. The tune is such a delicious evocation of 1964 pop at its most infectious that even as we see the group perform it several times, each one is a treat; it earned an Oscar nomination. Fred Bronson named the soundtrack his #1 best record of 1996: “A specific slice of time gone forever, but faithfully recreated in song.”174

         
            
            Un-break My Heart (1996)—Toni Braxton (written by Diane Warren) 

         LaFace 24200

         Chart debut on October 26, 1996 (11 weeks at #1 pop, 4 weeks at #2 R&B)175; #1 (2 weeks) in Europe, #2 in England and Germany176 (BILLB-#14, DMDB)
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               Figure 10.3Toni Braxton. Photofest.
            

         

         
            Un-break My Heart brought together three of the unstoppable forces in 1990s pop music: songwriter Diane Warren, producer David Foster, and singer Toni Braxton. Born September 7, 1956 in Van Nuys, CA, Diane Warren wrote the first of more than thirty Top Ten hits with Laura Branigan’s Solitaire in 1983, dominated by soaring, big-chorus ballads like How Do I Live and I Don’t Want to Miss a Thing. Foster’s long array of chart-topping productions included Chicago’s Hard to Say I’m Sorry, Whitney Houston’s I Will Always Love You, and All-4-One’s I Swear. Ten months after they hit the top with Celine Dion’s Because You Loved Me, Warren and Foster teamed again for Un-break My Heart. It began with the clever twist of the title, then Warren came up with the Spanish-flavored key change. Clive Davis, president of Arista Records (distributor for LaFace), loved it, and suggested giving it to Braxton. With a succession of hits including Another Sad Love Song, Breathe Again, and You’re Makin’ Me High, Toni’s ability to convey sadness made the song a perfect fit. At the suggestion of LaFace cofounder Kenny “Babyface” Edmonds, Foster had Toni sing it in the same low key as the demo, which maximized the deeply sultry quality of her voice.177 The Grammy winner for pop female vocal, the record features a backing vocal by Shanice Wilson (see figure 10.3).

         
            
            Galaxie 500 (1997)—Kate Campbell (written by Kate Campbell & Ira Campbell) 

         From the Compass Records album Moonpie Dreams (released on January 14, 1997)178

         The songs of Kate Campbell are all about storytelling, deeply personal accounts often drawn from growing up as a preacher’s daughter in Mississippi, and, notes Colleen Moore, “the steamy, mysterious internal and external landscape of the South. The songs she writes are short stories with character, setting, and plot neatly drawn in spare, well-chosen words and music set to the perfect backdrop.”179 
            Galaxie 500, from her second album, is a perfect representation: an enormously touching tale using memories of her family’s car during her childhood as a metaphor for broader lessons. “I could go anywhere in that automobile / My dreams came true behind the wheel / No road was too long, no mountain too steep / For me and my Galaxie 500.” And it was on her car radio in April 1968 that she heard the awful news of Martin Luther King’s murder: “So late that night I sat alone / Feet propped up on the big dashboard / And I cried myself to sleep again. …” Rich in narrative detail and with harmony vocals by Nanci Griffith, it’s a story that lingers in memory.

         
            January 18, 1997: Billboard makes its first mention of MP3 technology as the leading edge in downloading music online. The record industry will remain wary of it until 1999, as all record companies and retailers scramble to adapt to a swiftly changing marketplace.180
            

         
            
            There’s a Train (1997)—Holmes Brothers (written by Sherman Holmes) 

         From the Rounder album Promised Land (released in April 1997)181 182

         Anyone concerned about the continued musical vibrancy of the blues in the digital era need only explore the discography of the Holmes Brothers for reassurance. Sherman and Wendell Holmes, originally from Christchurch, Virginia, performed in Harlem for nearly two decades before forming a full-time group (with singer-drummer Popsy Dixon the other core member) and releasing their debut album for Rounder in 1990.183 With powerful gospel-trained voices, a mixture of secular and sacred material, and an approach rooted in the 1960s Southern soul, their 1990 album In the Spirit made the group a sensation on the blues circuit, a status that deepened with each succeeding album. While tackling a range of songs from other sources over the years—their 1990 cover of the Rosetta Tharpe gospel classic Up Above My Head was a thriller, and this album’s version of Tom Waits’ Train Song (with Dixon’s lead vocal) is a delight—the brothers are also first-rate songwriters, as heard on Sherman’s There’s a Train. It’s a mid-tempo blues that begins in sorrow—a train going nowhere in his life, dreams and aspirations slipping away, a girl who loved him now gone—but concludes in determined hope: “There’s a change I need to make in my life.” Sherman’s lead vocal is deeply felt, and brother Wendell contributes tasty electric guitar licks.

         
         
            
            You’ll Never Leave Harlan Alive (1997)—Darrell Scott 

         From the Sugar Hill album Aloha from Nashville (released on April 22, 1997)

         Every fan of the FX television series Justified knows the song by heart: “In the deep, dark hills of eastern Kentucky / There’s a place where I trace my bloodline / And it’s there I read on a hillside grave / ‘You will never leave Harlan alive’. …” Four of the program’s five season finales ended with different versions of the brooding, mesmerizing song—perfectly suited for a federal lawman who had left his native Harlan County (where, like so many others, he had spent time in the coal mines), but winds up dealing with adversaries back on the old home turf. It is the creation of London, Kentucky, native Darrell Scott. Although he grew up in the Midwest, began his performing career in southern California, and finally settled in Nashville, he never forgot his Kentucky roots. Those roots included the long history of battles over conditions for workers in Harlan County mines; it was the Harlan County strike of 1931 (with coal companies crushing efforts to organize) that inspired Florence Reece to write the iconic union anthem Which Side Are You On?184 You’ll Never Leave Harlan Alive was featured on his 1997 debut album, and was given an extraordinary performance by Patty Loveless from her 2001 album Mountain Soul. From that point onward, the song has been a folk/country/bluegrass standard, covered by many artists including Brad Paisley (2001), Kathy Mattea (2008), and Dave Alvin (2013). Winner of Song of the Year honors from the Americana Music Association for his 2006 composition Hank Williams’ Ghost, Scott cowrote Sara Evans’ 2001 hit Born to Fly, and earned his greatest commercial hit with the Dixie Chicks’ 2002 smash Long Time Gone. His skills on guitar and mandolin have also kept him in demand as a session musician, and in 2012–2013 he had two well-received bluegrass albums teaming with Tim O’Brien. But it is his intense, documentary-like account of the generations-old tale of human exploitation in the Kentucky coalmines that will be his legacy.

         
            
            Stomp (1997)—God’s Property featuring Kirk Franklin 

         Interscope track, chart debut on May 3, 1997 (2 weeks at #1 on R&B chart, 42 weeks, reached #52 pop); from the album God’s Property (#3 on pop chart, 54 weeks) (GOSP-#140)

         Gospel music’s reigning king ever since his 1993 breakthrough album Kirk Franklin and the Family, Fort Worth, Texas-born Kirk Franklin took the genre into new territory with the crossover smash Stomp. It opens with his spoken declaration: “For those of you who think gospel music has gone too far—you think we’ve gotten too radical with our message—well, I got news for ya—ya ain’t heard nothing yet!” Stomp then launches into 4 minutes of house-rocking music, a slice of George Clinton–inspired funk delivered by fifty young singers from Dallas, members of Franklin’s Nu Nation ensemble. Franklin offers spoken interjections between verses, and Cheryl James (“Salt” of the rap act Salt-N-Pepa) contributes a mid-song rap. Although the track’s spiritual component is a bit overwhelmed by the pounding dance tempo (its simple message is that thinking about God makes them want to dance), Stomp was the biggest gospel hit since the Edwin Hawkins Singers’ Oh Happy Day in 1969. The album was a three-million-seller, and won two Grammy Awards. Abandoned by his parents shortly after birth and raised by a great-aunt, Franklin channeled everything into his music. Neely Tucker: “This anger and defiance and fear and hope are the creative well he draws from.”185

         
            
            Stardust (1997)—Doc Cheatham and Nicholas Payton 

         From the Verve/Polygram album “Doc Cheatham & Nicholas Payton” (recorded in September 1996, chart debut on May 10, 1997, reached #2 on Jazz chart)186

         One of the longest, quietest journeys in jazz ended with one of the sweetest stories. Adolphus Anthony Cheatham (born in Nashville on June 13, 1906) spent most of his life as a respected trumpet-playing session man largely unknown to the public. During the 1920s, he worked in New York’s Bijiou Theater pit bands backing blues greats Bessie and Mamie Smith, and Ethel Waters. Moving to Chicago, he played with John Williams’ band, and sometimes stood in for Louis Armstrong when Satch couldn’t make a club date. After a 1930 stint with McKinney’s Cotton Pickers, he was first trumpet in Cab Calloway’s orchestra from 1931 to 1939 (leading the horn section but rarely soloing), and also worked with Fletcher Henderson and Benny Carter, among others. He played sympathetically behind Billie Holiday in the 1940s with Eddie Heywood’s combo, and again a decade later on some of her final sessions; in the 1960s and 1970s, he worked with Benny Goodman and Dizzy Gillespie. It was only in the years after he turned age seventy in 1975 that the spotlight began to shine on Cheatham as a soloist and an occasional singer. Not only was he a survivor, amazingly he did some of his finest playing in the 1980s and 1990s.

         In 1996, at age ninety-one, Doc had the opportunity to record an album with Nicholas Payton, a “young lion” (New Orleans–born, September 26, 1973) whose big trumpet tone was sometimes compared with Armstrong’s. Doc’s favorite song of all time was Stardust, and he and Payton cut two versions of the song: an extended version running more than 8 minutes, and one barely over half that length. When Verve Records said they wanted to use the shorter version, Cheatham used all his powers of persuasion to change their minds, even offering to give up his fee if they would use the 8-minute track; he felt it was the best work he had ever done on his most cherished song. To his relief, Verve relented. In June 1997, soon after the album’s release, Doc was playing a gig at Washington, D.C.’s Blues Alley when he suffered a stroke. He was taken to the hospital, in a coma, and for some time doctors tried to revive him. Then someone had the idea of playing Doc’s latest album to see whether it would draw a response. When they played Stardust, a witness (as reported by Washington jazz DJ Tim Masters) reported the trace of a smile on Doc’s face and a tear of joy rolling down his cheek. Doc Cheatham died shortly thereafter, at peace with a remarkable life and gorgeous final musical testament.

         
            
            I’ll Be Missing You (1997)—Puff Daddy and Faith Evans featuring 112 (written by Sean Combs, Faith Evans, & Sting) 

         Bad Boy 79097

         Chart debut on June 14, 1997 (11 weeks at #1 pop, 8 weeks #1 R&B); #1 (11 weeks) in Germany, #1 (10 weeks) in Europe, five weeks in Australia, and three weeks in England187 (DMDB)

         One of the prime movers of modern hip-hop, Sean Combs was born on November 4, 1969 in Harlem. After getting his start as A&R man at Uptown Records in 1991, devising inventive remixes for acts like Jodeci, Combs produced Mary J. Blige’s 1992 debut album What’s the 411? That made his reputation, and in 1993 he founded Bad Boy Entertainment, with the Notorious B.I.G. (Christopher Wallace) as the label’s first big act.188 Branching out from behind-the-scenes entrepreneur to a rapper himself, Combs—as Puff Daddy—made an auspicious performing debut with Can’t Nobody Hold Me Down, and followed up with I’ll Be Missing You. The record was a memorial to Wallace, who had been fatally shot in Los Angeles while Combs was with him; after dealing with the funeral arrangements, Combs described the record as an emotional “catharsis.”189 Lifting the main chord progression and chorus vocal melody from one of his favorite songs, The Police’s Every Breath You Take (hence the writing cocredit for Sting), Combs added a rap, plus a vocal refrain by Florida-born singer Faith Evans, then his wife (from 1994 to 1997). The musical recycling stirred controversy, but produced a massive hit and Grammy winner.

         
            June 30: Author J. K. Rowling introduces a cast of beloved characters with her book “Harry Potter and the Philosopher’s Stone.”

         
            
            Mis Dos Patrias (My Two Countries) (1997)—Los Tigres Del Norte 

         From the Fonovista album Jefe de Jefes (chart debut on July 5, 1997, #149 pop; #1 for 7 weeks on Latin Albums chart)

         During its early years of fame from the 1970s to the 1990s, the most important of all Mexican-American bands (with more than 50 albums in 45-plus years together), Los Tigres del Norte (“the tigers of the north”) were best known for their vivid narcocorridos, tales of drug trafficking like their breakthrough hit Contrabando y Traicion (“smuggling and betrayal”). In contrast to latter-day narcocorridos that glorify drug lords, Los Tigres’ songs were realistic and, Jorge Hernandez emphasizes, “the bad guys get their comeuppance.” But just as the four Hernandez brothers once crossed the border from Sinaloa, Mexico, into California to begin anew, the group’s music has always chronicled the lives of their brethren, making them (writes Cathy Ragland) “the most celebrated and prominent voice of the Mexican diaspora.” The album that Elijah Wald calls the finest of their career,190 
            Jefe de Jefes, is declared by Ragland “one of the most sophisticated and creative recordings of the nortena genre.”191 One of its high points is Mis Dos Patrias, an account of the child of Mexican immigrants who defends his decision to become a naturalized U.S. citizen. While proclaiming his deep pride in being Mexican, he notes that he is now an American: “Don’t call me a traitor, I love my two countries / In one I left my dead, here my children were born.” The accordion-driven music is jaunty and danceable; the message is serious. In 2013, Los Tigres sang Mis Dos Patrias at a rally for immigration reform on the National Mall in Washington, D.C.192 Larry Rohter notes that to its core audience of Mexican and Central American immigrants in the United States, “they are idols who sing, from personal experience, of trying to make a new life in a strange new country.”193

         
            
            Let Down (1997)—Radiohead 

         Song debut on Modern Rock chart on July 19, 1997 (#29 peak); from the Capitol album OK Computer (#21 peak) (VIL-#499)

         One of the most innovative and unconventional rock groups of the past quarter century, the British band Radiohead arguably reached its zenith of acclaim and influence on its third album OK Computer. Although it was not the hit from the album, perhaps the most compelling track was the intensely atmospheric Let Down.

         Formed in 1989 after the members met at Oxford University, Radiohead, under the leadership of singer-guitarist Thom Yorke and with a three-guitar attack, recorded their debut EP in 1992, then grabbed international attention a year later as Creep, a song from their first full album, became a surprise hit.194 The 1995 album The Bends made it clear that they were not one-hit wonders. The band, wrote Stephen Thomas Erlewine, took the arena rock style of early U2 and “internalized that epic sweep, turning it inside out to tell tortured, twisted tales of angst and alienation.”195

         
            OK Computer, remarked Rob Sheffield, “zooms even further into futuristic mind games.”196 
            Let Down takes as its point of departure the sense of disorientation created by constant traveling—“starting and then stopping, taking off and landing, the emptiest of feelings.” In his intriguing, haunting voice (called a “choir-boy whimper” by one writer), Yorke sings of feeling “crushed like a bug in the ground, let down and hanging around.” But the key to the track is its sound: deeply mysterious and melancholic, with layer on layer of voice, mostly acoustic guitars, and synthesizers. Billboard called Let Down “an ideal calling card for an album whose rich textures reward repeat listening with emotional depth and grand musicality.”197 
            OK Computer (produced by the group with Nigel Godrich) was voted the #2 best album of 1997 in the Village Voice critics’ poll (behind only Bob Dylan’s Time Out of Mind). Radiohead has continued to surprise and deeply engage its admirers in recent years, including one of its most acclaimed works with the 2007 album In Rainbows.

         
            
            Building a Mystery (1997)—Sarah McLachlan (written by Sarah McLachlan & Pierre Marchand) 

         Arista 13395

         Chart debut on September 6, 1997 (reached #13); #1 (6 weeks) in Canada; from the album Surfacing (#2 peak, 108 total weeks, sold 6 million copies)

         The high priestess of Lilith Fair, Sarah McLachlan was born January 28, 1968 in Halifax, Nova Scotia, was signed to a record contract while in art training at the Nova Scotia School of Design, and her debut album Touch was released in Canada in 1988 and internationally the following year. It was her third full-length LP Fumbling Towards Ecstasy (1994) that fully established her as an introspective folk-pop singer-pianist-songwriter. Three years later, Surfacing took her to the next level from a multi-million-selling album artist to (additionally) a steady producer of hit singles as it generated three Top Twenty chart successes, beginning with Building a Mystery. It’s a moody, dramatic, and atmospheric salute to a religious mystic. Blender magazine remarked that McLachlan “honors him with a rapturous melody and echoing guitars.”198 Also in 1997, Sarah launched the first Lilith Fair tour of female singer-songwriters, which proved such a success that it spawned sequels and a wider receptivity to female artists in the pop marketplace.

         
            
            Dos Gardenias (1997)—Buena Vista Social Club featuring Ibrahim Ferrer (written by Isolina Carrillo) 

         From the World Circuit album Buena Vista Social Club (chart debut on October 4, 1997, reached #80 on pop chart, #1 on Latin chart)

         Cuban music had made enormous contributions to Western popular music from the pre-1900 era to the 1950s, including the rumba, the tango (popularly associated with Argentina but with a central rhythm brought from Havana to Buenos Aires), the son, the clave, the danzon, the bolero, congas, guajiras, and more. But with the Cuban revolution in 1959, a curtain was drawn between Cuba and the Western world; wonderful music was still being made on the island nation, but few outsiders knew about it, except for occasional Cuban musicians who made it to the United States. That curtain was dramatically pulled back with the Buena Vista Social Club.

         Los Angeles–born (March 15, 1947) Ry Cooder, from the outset of his recording career in 1970, has been (writes J. D. Considine) more than just a guitar virtuoso, but a man who “can play damn near anything,” from slide guitar to mandolin to banjo among other instruments, and in any style, including folk, rock, gospel, blues, Latin, calypso, or Hawaiian.199 His solo albums have included such highlights as Chicken Skin Music (1976), but better still has been the music he’s composed for films including The Long Riders (1980), The Border (1981), and Paris, Texas (1984). In early 1996, Cooder went to Cuba to seek out some of the musicians whose recordings he’d first heard on a visit twenty years earlier. He found a host of brilliant but long-neglected musical veterans, including singer-guitarist Compay Segundo (who’d been performing professionally since the 1920s), guitarist Eliades Ochoa, and pianist Ruben Gonzalez. Above all, there was Ibrahim Ferrer (born in San Luis, Cuba, on February 20, 1927). A vocalist of supreme elegance, he began performing in 1953 with Pacho Alonso’s group in Santiago. When it was announced that an old-style bolero singer was needed for the Buena Vista project, Ferrer came aboard. As described by Ned Sublette, the Cuban bolero (entirely unrelated to the Spanish genre of the same name) rose to popularity in the 1880s. Its melody line was sung in duos of thirds and sixths, while the accompaniment emphasized the cinquillo rhythm.200

         
            Dos Gardenias is a gorgeous bolero ballad composed in 1947 by Havana-born Isolina Carrillo and recorded over the years by many Cuban and Latin artists (including Armando Garzon). In addition to her songwriting, Carrillo was known for founding the all-female Las Trovadoras del Cayo, and as an early mentor to Celia Cruz.201 The song features tasteful work by pianist Gonzalez and trumpeter Manuel “Guajiro” Mirabel, but the spotlight is on Ferrer, whose beautiful tenor led Cooder to call him “a Cuban Nat King Cole.”

         Released in September 1997, the album debuted on the Billboard Heatseekers chart on October 4, finally climbing to #1 on July 31, 1999. It cracked the Top 200 on March 14, 1998, but didn’t ascend to the Top 100 until August 7, 1999. The “late blooming” came courtesy of German filmmaker Wim Wenders’ documentary film Buena Vista Social Club (which opened in June 1999) showing the musicians performing on stage in Amsterdam and New York. (Wenders had first worked with Cooder on Paris, Texas.) By then, the album was an international phenomenon.202 It hit big at a time when Latin music sales in the United States were surging in 1999 (up about 50% over the previous year), led by Ricky Martin, Selena, and Shakira.203 On October 2, 1999, after 104 weeks on the Latin Top Fifty and still holding at #2 during its final ten weeks, it was dropped from the chart due to an arbitrary two-year limit. It was the best performance on the Latin chart since Gloria Estefan’s Mi Tierra (1993), another celebration of Cuban music. A Grammy winner for tropical Latin album, it led to a flurry of follow-up projects, including Ferrer’s first-ever solo album, produced by Cooder: Buena Vista Social Club Presents Ibrahim Ferrer was a 1999 smash, spending fourteen weeks at #2 with sixty-nine total weeks on the World Music Albums chart.204 In 2000, at age seventy-two, he received the Latin Grammy for best “new” artist, and in 2004 won a Grammy Award, a year before his death.

         No one who’s ever seen the film can forget the performance of Dos Gardenias as a duet between Ferrer and sixty-nine-year-old Omara Portuondo, known as “the Edith Piaf of Cuba.” Richard Harrington: “As they trade unhurried verses and intertwine harmonies in a recording studio, Portuondo is overwhelmed by the song’s melancholy and begins to cry. Ferrer gently wipes away her tears without missing a beat.”205

         
            
            A Child With the Blues (1997)—Erykah Badu (written by Curtis Mayfield) 

         From the Sonic Images soundtrack, Eve’s Bayou (released on November 11, 1997)

         
            Eve’s Bayou was one of the most extraordinary films of 1997 (named the year’s #1 by Roger Ebert) and the entire decade, a dazzling debut by African-American director and writer Kasi Lemmons. A sometimes mystical recollection of childhood in Creole Louisiana, the tale is told from the perspective of a young black girl, and this too is the perspective of the haunting A Child With the Blues heard under the closing credits. Written and produced by the great Curtis Mayfield, it’s performed by one of the most gifted young artists to emerge in the 1990s. Erykah Badu was born Erica Wright in Dallas (February 26, 1971), got her first break opening for D’Angelo in 1994, and three years later her debut album Baduizm earned comparisons (in vocal style) to Billie Holiday and soared all the way to #2. She’s accompanied evocatively on trumpet by jazz phenom Terence Blanchard.

         
         
            
            Time of Your Life (Good Riddance) (1997)—Green Day (written by Billie Joe Armstrong, Mike Pritchard, & Frank Wright) 

         Reprise track, chart debut on December 6, 1997 (reached #11, 43 weeks), #2 on Modern Rock chart; #2 in Australia, #11 in England; from the album Nimrod (#10 peak, 70 weeks)206 (1001, DMDB, ACC)

         Green Day’s first four albums from 1990 to 1995 represented the San Francisco–based trio’s brand of furious, driving punk-rock on songs like Longview, Basket Case, and Welcome to Paradise. Alternately angry and/or snarky, alienated suburban kids were their target audience, and it worked, as 1994’s Dookie sold ten million copies. Ballads were not part of the mix—at least not until Time of Your Life. Lead singer Billie Joe Armstrong had written it even before Dookie, and a demo version appeared on the B side of the 1995 single Brain Stew. A compelling, melodic folkish number with a warmth that came as a stylistic departure (although the group couldn’t resist the prankish temptation to initially title it “Good Riddance,” as if to dispel any notion that they’d gone soft), it’s additionally accompanied by a small string ensemble. Armstrong: “I had wanted to work with strings for awhile, being such a big Beatles fan. … I think it came out right.”207

         
            
            You’re Still the One (1998)—Shania Twain (written by Mutt Lange & Shania Twain) 

         Mercury 568452

         Chart debut on February 14, 1998 (9 weeks at #2 on pop chart, 42 total weeks; #1 for 1 week C&W)208; #1 (4 weeks) in Australia, #10 in England209; from the album Come On Over (#2 peak, 151 total weeks; 22 weeks at #1 C&W)210 (BL-#69, C&W-#144)211
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               Figure 10.4Shania Twain. Photofest.
            

         

         One of only nine albums in pop music history to sell a staggering twenty million copies, Come On Over provided Shania Twain with the biggest and best single of her career, the smoky ballad You’re Still the One. Born Eileen Edwards on August 28, 1965 in Windsor, Ontario, and survivor of a poverty-stricken childhood after both parents died in a car crash, Shania’s 1993 debut album was a dud, but after marrying rock producer Robert John “Mutt” Lange (of AC/DC and Def Leppard fame) in December that year, they created a phenomenon with her 1995 album The Woman In Me. Cowriting the songs, using Lange’s massive vocal choruses with slick rock-country arrangements, and music videos showcasing Shania’s curvy brunette beauty in bare-midriff outfits, the album generated a string of hit singles and sold twelve million copies. Two and a half years later, with skeptics predicting the feat couldn’t be matched, they surpassed it. Twain’s songs can sometimes be too slick for their own good, but You’re Still the One is a first-rate romantic ballad with a strong but restrained performance. “I relate very personally to this song,” Twain told Chet Flippo. “When I look at our relationship [with Lange] … it was one which was very unlikely to succeed. Not in my mind but in a lot of people’s minds. … So this song is a celebration of that.”212 
            Blender magazine notes that “Lange’s production is creamier than a bridal gown”213 (see figure 10.4).

         
         
            
            My Heart Will Go On (Love Theme from “Titanic”) (1998)—Celine Dion (music by James Horner, lyrics by Will Jennings) 

         550 Music/Epic 78825

         Chart debut on February 28, 1998 (2 weeks at #1)214; #1 (17 weeks) on Eurochart, #1 (13 weeks) in Germany, #1 (12 weeks) in France, six weeks in Canada, and five weeks in Australia215; from the soundtrack of Titanic (chart debut on December 27, 1997, 16 weeks at #1, sold 11 million copies) (AFI-#14, BBC-#29, DMDB-#34, RIAA)216

         Born March 30, 1968 in the small French Canadian village of Charlemagne, Quebec, the youngest of fourteen children, Celine Dion was a musical prodigy signed to a professional contract at age twelve by manager and her soon-to-be-husband Rene Angelil. After earning platinum records in Canada with her powerful, soaring soprano on 1980s releases, she gained wider fame by performing the winning song at the 1988 Eurovision Song Contest. At the end of 1990 Dion launched her U.S. pop career with the Top Ten hit Where Does My Heart Beat Now, and within a few years was one of the biggest-selling artists in the world; her three albums from 1993 to 1997 sold twenty-seven million copies in the United States alone.

         As director James Cameron worked on the film that soon emerged as the most expensive in history to that date, Titanic, he made clear that the tale of the 1912 tragedy was a period piece, and that the music was to be faithful to the era. London-born James Horner had been one of the top composers of scores for major Hollywood productions since the early 1980s, including Coccoon (1985), the Cameron-directed Aliens (1986), Field of Dreams (1989), and the 1995 hits Braveheart and Apollo 13. Despite Cameron’s edict against a contemporary pop song for the soundtrack, after completing the score Horner played the main theme for Will Jennings, the lyricist with whom he had collaborated on several previous films. He immediately began writing lyrics, and on their completion Horner played the song for Dion and Angelli in Las Vegas. According to Sony president Tommy Mottola, initially Celine didn’t want to record it, and he and Angelli had to persuade her to cut a demo not long afterward. “Celine opened her mouth and started singing, and goose bumps filled my body. … I was listening to one of the classic vocals of all time being recorded.” It was completed in one perfect take. “That demo recording became the recording that you … will hear for the rest of time.”217 The composer unveiled it for Cameron against the background of the film’s conclusion at a scoring session. The director quickly changed his mind, and the haunting love theme for the relationship between the characters played by Kate Winslet (as Rose) and Leonardo Di Caprio was approved for use under the film’s closing credits. (The version used in the film is different from the recording that Mottola decided she would do for the album she was recording separately at the same time, with an arrangement by Walter Afanasieff that was closely patterned on Horner’s orchestration.) Dion had been ridiculed by some critics for substituting lung power for honest emotion, but in this performance she utilizes more subtlety, and thus the beauty of the song shines through all the more effectively.

         Jennings revealed that he drew inspiration for his lyric after meeting 100-year-old ceramist Beatrice Wood, whom he met at the premiere of a documentary about her life. Only later did he learn that, by remarkable coincidence, Cameron had based Rose’s character in part on Beatrice Wood. As Titanic became the biggest box office hit in history with total U.S. earnings over $600 million (until Cameron topped himself with Avatar), and the soundtrack was a comparably huge chart-topper, My Heart won the Academy Award and Golden Globe for the best original song, and the Grammy for Record of the Year. By Mottola’s account, the thirty million copies sold of the soundtrack and the thirty million additionally sold of Dion’s album “meant almost a billion dollars in sales for Sony Music … it’s easy to predict that this will never be done again.”218

         
            
            The Mummers’ Dance (1998)—Loreena McKennitt 

         Warner 17241

         Chart debut on March 7, 1998 (reached #18); from the album The Book of Secrets (chart debut on October 18, 1997, #17, 61 weeks; 26 weeks at #1 on World Music chart)219 (World-#138)220

         The word “alternative” is tossed around freely in pop music, but emphatically applies to Loreena McKennitt, a singer-songwriter-harpist whose music exists in a separate realm from mainstream pop. Born on February 17, 1957 in Morden, Manitoba, on a farm in central Canada, she learned classical piano as a child, and became entranced by Celtic music, which would serve as her foundation. Earning her living as a busker while performing in cafes and bookshops, Loreena formed her own small record company in 1985 and released her debut album Elemental. Her scores for two movie soundtracks (Boyo and Heaven on Earth) and a 1989 song dedicated to Amnesty International, Breaking the Silence, expanded her reputation. After McKennitt sold fifty thousand copies of her album The Visit on her own, Warner Music picked it up for wider distribution, and 1994’s The Mask and Mirror sold around eight hundred thousand copies. That album’s song The Mystic’s Dream was used on the soundtrack of the movie Jade. This set the stage for her breakthrough to international recognition with The Book of Secrets and its out-of-the-blue Top Twenty single.221

         
            The Mummers’ Dance was inspired by the ancient European tree-worshipping sect, the Mummers, who have lived on through mumming troupes that perform songs and dances associated with springtime and fertility; she encountered several troupe performances during her 1995–1997 travels across Europe.222 The song incorporates the chorus of a generations-old mumming song that comes from a number traditionally sung in Abingdon in Oxfordshire, England. Loreena’s soaring soprano (reminiscent of Renaissance lead singer Annie Haslam) carries her ancient-sounding melody that is rich with a sense of poetry. The Celtic/Middle Eastern–based instrumentation includes hurdy gurdy, oud, and tabla, in addition to violins, cello, and viola; the singer herself plays keyboard, harp, accordion, and kanoon (a Middle Eastern variation on the zither). A dance remix provided McKennitt with an unexpected but remarkable hit single. In People, Amy Waldman remarked of this album that when McKennitt sings, “her voice, a seductive weave of sinew and lace, clears the mind of all else.”

         
            
            Iris (1998)—Goo Goo Dolls (written by John Rzeznik) 

         Warner Sunset track; chart debut on April 18, 1998 (18 weeks at #1); #1 (5 weeks) in Australia and Canada, #26 in England223 (BILLB-#2, 1001, DMDB)

         The longest-running #1 on any Billboard Hot 100 chart although it was never released as a single, Iris also stands as one of the best rock ballads of the 1990s. The Buffalo, NY, trio of John Rzeznik (vocals, guitar), Robby Tukac (bass), and Mike Malinin (drums) made a big debut splash in 1995 with the single Name (the group had a thing for one-word song titles—“Naked,” “Slide,” “Broadway”), and earned a steady stream of hits mixing rockers with melodic, earnest ballads. Rzeznik was wrestling with writer’s block when he received the invitation to contribute to the soundtrack of the film City of Angels (a U.S. version of Wim Wenders’ Wings of Desire).224 Writing from the perspective of Nicolas Cage’s lead character—an angel who wants to learn more about human beings, falls for a beautiful doctor, and decides to give up his immortality to experience true love with her—he came up with this fervent, touching performance. “You’re the closest to heaven that I’ll ever know. … I just want you to know who I am.”

         
            June 14: Michael Jordan hits a jump shot with 5.6 seconds remaining, enabling the Chicago Bulls to defeat the Utah Jazz, 87-86 in Game 6 of the NBA Finals, winning his sixth NBA championship in his final game with the Bulls.

         
            
            Ray of Light (1998)—Madonna (written by Madonna, Clive Muldoon, & William Orbit) 

         Maverick 17206

         Chart debut on July 11, 1998 (reached #5 pop, 4 weeks at #1 on dance chart); #2 in England225; from the album Ray of Light (#2 peak) (VIL-#110, RS Polls-#118, DMDB, ACC)226 227

         The ever-adventurous Madonna was primed and ready to explore some new horizons after the arduous process of making the film Evita, and her foray into electronica was announced by Ray of Light. British producer William Orbit had built a reputation as an innovative creator of tracks with artists including the Cocteau Twins, Belinda Carlisle, Gary Numan, and the Waterboys, and dance remixes for Prince, Peter Gabriel, and the Human League among others. Having launched her career on the dance floor, Madonna was more than happy to perform amidst Orbit’s “trip-hop drum loops, jungle snares, string samples,” and other sound effects (as discussed by Rob Sheffield),228 but more important than the catchy gimmicks is her ferocious vocal over the lush, club-ready mid-tempo groove. The title song was based, in part, on an obscure track by Curtis and Muldoon, Sepheryn.229 It won the Grammy for best dance recording, from the year’s top vocal album. “Orbit’s mesmerizing textures offer endless surprise and pleasure,” remarked Karen Schoemer, and at the same time the album is “the most human music she’s ever made,” addressing both love and loss.230

         
            
            Doo Wop (That Thing) (1998)—Lauryn Hill 

         Ruffhouse 78868

         Chart debut on November 14, 1998 (2 weeks at #1 pop, 3 weeks at #2 R&B), #3 in England231; from the album The Miseducation of Lauryn Hill (4 weeks at #1) (NPR, VIL-#14, RIAA, BL-#66, RS Polls-#76, R&B-#152, 1001, ACC, RR-album)

         Sony Music president Tommy Mottola recalls label executives being nervous when Lauryn Hill decided to move from her enormously successful role with the Fugees (topped by the 6-million-selling 1996 album The Score) to do a solo album. Then, they listened to the songs she had recorded. “We were completely blown away. Each track was better than the last. The album had it all—R&B, soul, hip-hop, and reggae.”232 
            Doo Wop, the leadoff single from her self-written, self-produced Miseducation, set the pace for an album that would sell eight million copies and sweep the Grammys, including Album of the Year. Blender called it “an even-handed lecture on gender relations with phenomenal verbal gymnastics (nearly every line rhymes) and vocal fireworks.”233 In his Rolling Stone cover story on the artist, Toure’ Neblett declared the album “a talking book that tells the history of soul, R&B, reggae, and hip-hop.”234 Although she was unable to follow up her extraordinary early success (grappling with lawsuits, tax problems, and personal issues), Miseducation remains a landmark achievement.

         
            
            Theme from “Chinatown” (1999)—Terence Blanchard 

         From the Sony Classical album Jazz In Film (chart debut on March 27, 1999, reached #10 on jazz chart)

         Jazz has been an important element in original motion picture soundtracks since the 1930s, but especially since Elmer Bernstein’s landmark 1955 score for The Man With the Golden Arm.235 Very few jazz-influenced scores can match Jerry Goldsmith’s soundtrack for the classic 1974 Roman Polanski/Jack Nicholson film noir Chinatown, and it’s appropriate that perhaps the finest recording of the theme was by a jazzman who’s not only a superb musician but also an accomplished film composer. Born in New Orleans on March 13, 1962, trumpet virtuoso Terence Blanchard played with Lionel Hampton (1980–1981) and Art Blakey (1982–1986), co-led a group with Donald Harrison (1984–1989), and has led his own combos since 1991. Known in his early career for carrying on the hard-bop tradition in the manner of Clifford Brown, he’s gone on to forge his own style, fusing traditional elements with modern and African-based components. Director Spike Lee made Blanchard a featured musician on his soundtracks for Do the Right Thing (1989) and Mo’ Better Blues (1990), then he composed original scores for virtually every subsequent Lee film, including Malcolm X (1992), Clockers (1995), and Inside Man (2006). He’s also written scores for other films, including Eve’s Bayou (1997).

         Blanchard’s presentation of the Chinatown theme is sheer perfection. After a piano introduction by Kenny Kirkland, the leader sends chills down the spine with the lonely trumpet theme that etched the film’s opening titles into our memory. Kirkland has ample space to further develop and improvise on Goldsmith’s composition, then Blanchard follows suit, closing it out magnificently.

         
            
            Livin’ la Vida Loca (1999)—Ricky Martin (written by Robi Rosa & Desmond Child) 

         Columbia 79124

         Chart debut on April 17, 1999 (5 weeks at #1)236; 9 weeks at #1 on Latin Tracks; #1 (3 weeks) in England and Canada, #4 on Eurochart, #5 in Australia, and #6 in Germany237 (DMDB, World-#141, VIL-#367)

         What became known as “the Latin explosion” in pop music was kicked off by one event: Ricky Martin’s performance on the Grammy Awards program on February 24, 1999. Born Enrique Martin Morales on December 24, 1971 in San Juan, Puerto Rico, Martin first tasted fame as a member of the Puerto Rican boy band Menudo (1984–1989), then moved into soap operas and a stint on Broadway (Les Miserables). After his first four Spanish-language albums sold fifteen million copies worldwide, he was ready for his pop crossover. Then-Sony Music president Tommy Mottola: “Between his raw talent, incredible dance moves, and looks to kill, he had every ingredient to become the next Elvis Presley.” Asked to put together a song for the World Cup, Martin teamed with writer/producers Desmond Child and Robi Rosa on La Copa de la Vida for the 1998 tournament hosted by France. The song was a worldwide success (the album on which it appeared, “Vuelve,” sold 10 million copies worldwide), but had limited penetration in the United States as The Cup of Life. Sony arranged for Martin’s appearance on the Grammys show. His performance of La Copa de la Vida, shifting seamlessly between Spanish and English, was electrifying. “Ricky absolutely tore the house down. People could not believe what they were seeing. This had not happened on the Grammys or any music variety television show in many years.”238 The song served as the template for Livin’ La Vida Loca, which combines Afro-Cuban, Brazilian, and other Latin rhythms along with (explained Child) “arena rock chant and the piano style called timbale which is associated with salsa music and damson, and an epic type of lyric.” The Child-Rosa production threw in whistles, gongs, rock guitar, and Sinatra-inspired swing; atop it all, Martin unleashed his own charisma.239

         
            Billboard reviewer Chuck Taylor was bowled over by the record: “It’s so electrifying, so terrifically full of life, that even folks at the retirement home down the street could get their groove on with a couple spins. … This is going to explode.”240 
            Time magazine put Martin on its cover celebrating the Latin pop phenomenon.241 The record accelerated the rapid rise of Latin pop music sales in the United States. After setting a record in 1998 by tallying sales of nearly sixteen million units in the United States, Latin music sales soared in 1999 to 22.2 million.242

         
            
            Shenandoah (1999)—Bill Frisell and Ry Cooder 

         From the Nonesuch album Good Dog, Happy Man (released May 18, 1999) (SING)

         It’s a perfect combination: Bill Frisell and Ry Cooder, two of the most brilliantly original guitarists in modern music, and the beloved folk standard Shenandoah. According to Captain W. B. Whall, in his 1913 book Ships, Sea Songs, and Shanties, the song may have originated with U.S. and Canadian travelers; his version of The Wild Miz-zou-rye depicted a white trader courting the daughter of Chief Shenandoah and carrying her away across the “wide Missouri.”243 It evolved into both a sea chantey and a favorite tune of U.S. Cavalry soldiers. Carl Sandburg’s American Songbag (1927) included the similar The Wide Mizzoura. John and Alan Lomax reported it from West Bermuda under the title Shenandoah for their 1934 collection American Ballads and Folk Songs.244

         Born March 18, 1951 in Baltimore, Bill Frisell grew up in Denver, and became ECM’s in-house guitarist in 1982, launching a prolific career. An artist of many dimensions, Frisell draws from jazz, country, folk, pop, and rock, even delving into silent cinema (two albums of music for Buster Keaton films). Richard Cook and Brian Morton: “A simplifier rather than an embellisher,” he constructs ideas out of stripped-down materials, which often “disguise harmonic experiments of great sophistication.”245 His album Good Dog Happy Man features frequent collaborators Viktor Krauss (bass) and Jim Keltner (drums), plus Greg Leisz (dobro, mandolin, steel guitar), and special guest star Ry Cooder on guitar. Like Frisell, Cooder had demonstrated a comfort level and virtuosity with a wide array of musical genres, and their take on Shenandoah is a thing of utter beauty, slow and shimmering.246 Michael Parrish suggested that the album “could easily pass as soundtrack music to ’60s Western epics” with its “big, spacious, airy soundscapes.”247

         
            
            Embers of Eden (1999)—Bruce Cockburn 

         From the Rykodisk album Breakfast in New Orleans, Dinner in Timbuktu (released in September 1999)248
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               Figure 10.5Bruce Cockburn. Photo by Kevin Kelly; courtesy of Rick Stapleton and McMaster University.
            

         

         As a writer, singer, and guitarist, the quality of Canadian acoustic artist Bruce Cockburn’s work has maintained a consistently high level throughout his more than forty years of recording (dating back to early 1970s Canada-only releases), whether he’s immersing himself in political concerns or reflecting on matters of the heart. Embers of Eden is a vivid description of a relationship that’s in the process of shattering. The artist has said in interviews that the song’s central image was inspired by an early astronaut who remarked that the only things of human origin that one could discern from orbit were the Great Wall of China and the smoke from burning rainforests. Possessing a brooding, intense quality, the piece has been described by one reviewer as “a sexual nightmare that draws on imagery from the fall of Man.” Angela Page—noting that the album also includes The Last Night of the World—calls it a “musical journey through space and time,” crossing continents and spanning “the entire epoch of human existence”249 (see figure 10.5).

         
         
            
            H’rabti (Tu t’es detournee de moi) (You Turned Away from Me) (1999)—Cheb Mami 

         From the album Meli Meli (originally released in February 1998 in France on Totem Records; U.S. release on September 28, 1999 on label ARK 21)250

         At almost precisely the time that U.S. audiences were first exposed to Algerian rai superstar Cheb Mami’s extraordinary vocal contribution to Sting’s hit Desert Rose (released on the album Brand New Day in October 1999), Mami’s own album Meli Meli (his fourth) saw its first U.S. issuance over a year and a half after its original French release. Born Mohammed Khelifati in the small village of Saida in southwest Algeria (in northwest Africa, with Morocco to its west and Mali to its south), Cheb Mami became one of the rising stars of rai music as a teenager in the early 1980s, and gained an international following in the 1990s. Mami (translating as “the Mourner”) got his stage name because of the soulful quality of his singing, and he combines that quality with danceable Afro-Arabic rhythms.251 One of the highlights of Meli Meli is H’rabti, on which his breathtakingly flexible undulating voice soars over a fiercely percussive tempo that would rock any dance floor. Santiago Jimenez on electric violin is the featured soloist, conveying an exciting gypsy-like quality that also offers a suggestive hint of an Arabic string orchestra. The other accompanists are Pablo Cepela (percussion, guitar) and Desmond Foster (bass); the producer is Gordon Cyrus. Reviewing this album, Richard Dousett remarked that Mami “has a voice as pure as the desert air, and as well-suited to the plaintive expressiveness of his music as you’ll likely find.”252

         
            
            Breathe (1999)—Faith Hill (written by Holly Lamar & Stephanie Bentley) 

         Warner 16884

         Chart debut on October 9, 1999 (6 weeks at #1 C&W, 5 weeks at #2 on pop chart, 53 total weeks)253; #33 in England; from the album Breathe (1 week at #1) (ASCAP-#88, C&W-#128, BL-#167, DMDB)

         Rivaled only by Shania Twain as a crossover country-to-pop female superstar in the 1990s, Faith Hill pleased fans of both genres with the gently sensual ballad Breathe. Born September 21, 1967 in Jackson, Mississippi, adopted at less than a week old, and raised as Audrey Faith Perry in Star, Mississippi, Faith headed to Nashville at nineteen, paid her dues with local gigs, and broke through with her 1993 debut single Wild One. Adeptly mixing up-tempo songs with ballads, the blonde beauty steadily built her audience, selling three million copies of her debut album, then four million and six million for the next two, before topping eight million with Breathe. The title song (produced by Byron Gallimore and the artist) is a swooning ballad with a performance to match—but fortunately not overproduced like some of her records—describing the “slow and steady rush” before confessing, “I can feel you breathe.”254 She’s been married to fellow country superstar Tim McGraw since 1996. “I fell in love with it,” she declared of the song soon after release. “I loved the intimacy of its verses … [and] when it went into the chorus it almost sounded like a completely different song. We wanted to make the arrangement as simple as possible on the verses, and then the whole world comes in on the chorus.”255

         
            
            Murder On Music Row (1999)—Larry Cordle and Lonesome Standard Time (written by Larry Cordle & Larry Shell) 

         From the Shell Point Records album Murder On Music Row (released in October 1999) (C&W-#430)

         Ever since the Nashville music establishment’s increasing conservatism all but forced Willie Nelson to relocate to Texas in the early 1970s where he launched the “outlaw” movement later known as alt-country, many lovers of traditional country music have felt that the essence of the music was being squeezed out as Music Row pursued a pop-oriented direction. That concern became stronger in the 1990s with the rise of artists such as Shania Twain, who seemed more pop than country, and such still-great veterans as George Jones and Merle Haggard being denied radio airplay. The scathing, provocative song Murder On Music Row brilliantly summarized the anger felt by many, the sting softened only slightly with touches of humor. It’s no coincidence that the song’s creator, Larry Cordle, was himself a veteran of the Nashville scene.

         Born in eastern Kentucky where one of his boyhood friends was future bluegrass great Ricky Skaggs, Cordle got his first break in country music in 1983 when his composition Highway 40 Blues became a #1 country hit for Skaggs. He went on to score many additional country hits as writer, including Lonesome Standard Time (for Kathy Mattea), Against the Grain (Garth Brooks), and I Don’t Want to Mention Any Names (Reba McEntire). But by the late 1990s, he felt that most country hits had “little substance—a major music form is being eradicated.” The culprits: record company executives who have little appreciation for the music’s traditions, and country music radio station owners who are convinced that if a record doesn’t sound like rock and roll it won’t sell.

         Almost immediately after the record’s release, it became a phenomenon in the world of bluegrass, holding the #1 position for a remarkable eight months during 2000 on Bluegrass International’s surveys of top songs in the field; it went on to win top honors as Song of the Year in the national bluegrass awards. Given the song’s venomous attitude toward the Nashville establishment, what happened next was even more extraordinary, when it was named vocal event of the Year by the Country Music Association. Then, in 2001, Murder was chosen as the CMA’s Song of the Year, thanks to a hit cover version by the tradition-minded country stars George Strait and Alan Jackson.

         
            
            The Great Beyond (1999)—R.E.M. 

         Jersey/Warner 16888

         Chart debut on December 25, 1999 (#57 peak); reached #3 in England; from the soundtrack to the film Man On the Moon

         A fascinatingly loopy ballad paying tribute to a fascinatingly loopy comedian. After R.E.M.’s 1992 hit Man On the Moon directly inspired by the mad antics of the late Andy Kaufman, director Milos Forman made it the title of his Kaufman biographical film starring Jim Carrey, and invited R.E.M. to provide new music for the soundtrack. The Great Beyond, its closing theme, draws the line “There’s nothing up my sleeve” from the chorus to the 1992 song. “I’m pushing an elephant up the stairs” referred to what Stipe called Kaufman “trying to achieve the impossible.” The theme of “looking for answers from the great beyond,” explained the singer, went to the core of what the comedian was trying to do, seeking to open people’s minds to larger truths: “Andy’s whole thing was breaking down the fourth wall to such a degree that the audience never knew whether he was for real or not. And I wanted to capture a little bit of that in the song.”

         Tony Fletcher writes that with the excitement surrounding the film and one of their favorite producers (Pat McCarthy) on hand, “the atmosphere was calm and the entire group felt inspired.”256 R.E.M. built the song into a lush ballad with strings, strong harmonies designed by Mike Mills, and a soaring chorus (“I’m breaking through …”) featuring one of Stipe’s most fervently delivered vocals.

         
            1999: An all-time record 1.065 billion albums (in all formats) are sold in the United States this year, but it’s all downhill from here, to just over one billion in 2000 and down more sharply thereafter. The music industry finally begins to offer downloadable songs on a wider basis, but the absence of an industry-approved downloading standard, providing protection from large-scale piracy, remains a major issue.
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                Michaelangelo (September 30, 2000)—Emmylou Harris

            
                Beautiful Day (October 7, 2000)—U2

            
                Stan (October 7, 2000)—Eminem featuring Dido

            
                Ms. Jackson (November 11, 2000)—Outkast

            
                Babylon (December 2, 2000)—David Gray

            
                O Death (January 13, 2001)—Ralph Stanley

            
                Yellow (March 10, 2001)—Coldplay

            
                Land of Hope and Dreams (April 21, 2001)—Bruce Springsteen

            
                Amazing Grace (April 24, 2001)—The Blind Boys of Alabama

            
                Train Don’t Leave Me (April 24, 2001)—Aubrey Ghent

            
                West End Blues (May 12, 2001)—Nicholas Payton

            
                1952 Vincent Black Lightning (July 10, 2001)—Del McCoury Band

            
                Family Affair (July 28, 2001)—Mary J. Blige

            
                Superman (It’s Not Easy) (September 1, 2001)—Five for Fighting

            
                Que Nao Se Ve (Cannot Be Seen As You Want Me) (September 4, 2001)—Caetano Veloso

            
                Dixie / Strange Fruit (September 2001)—Rene Marie

            
                Peaceful World (October 27, 2001)—John Mellencamp with India Arie

            
                Whenever, Wherever (October 27, 2001)—Shakira

            
                Last Night (November 10, 2001)—The Strokes

            
                New York, New York (December 29, 2001)—Ryan Adams

            
                Across the Universe (January 26, 2002)—Rufus Wainwright

            
                A Thousand Miles (March 2, 2002)—Vanessa Carlton

            
                Ten Million Slaves (April 2, 2002)—Otis Taylor

            
                None of Us Are Free (August 10, 2002)—Solomon Burke

            
                Work It (September 14, 2002)—Missy “Misdemeanor” Elliott

            
                John Walker’s Blues (October 12, 2002)—Steve Earle

            
                Beautiful (November 23, 2002)—Christina Aguilera

            
                Cry Me a River (December 21, 2002)—Justin Timberlake

            
                I Can (January 4, 2003)—Nas

            
                Bring Me to Life (March 15, 2003)—Evanescence with Paul McCoy

            
                Seven Nation Army (May 24, 2003)—White Stripes

            
                Outside of the Inside (May 24, 2003)—Richard Thompson

            
                Where Is the Love (June 14, 2003)—Black Eyed Peas with Justin Timberlake

            
                The Blower’s Daughter (August 23, 2003)—Damien Rice

            
                The Way You Move (September 13, 2003)—OutKast featuring Sleepy Brown

            
                You Don’t Know My Name (November 15, 2003)—Alicia Keys

            
                Are You Gonna Be My Girl (December 20, 2003)—Jet

            
                Mad World (December 27, 2003)—Michael Andrews featuring Gary Jules

            
            
                Toxic (January 31, 2004)—Britney Spears

            
                Bessie’s Advice (February 24, 2004)—Maria Muldaur, Eric Bibb, and Rory Block

            
                Confessions, Part II (May 1, 2004)—Usher

            
                Van Lear Rose (May 15, 2004)—Loretta Lynn

            
                Live Like You Were Dying (June 5, 2004)—Tim McGraw

            
                One (June 8, 2004)—Warren Haynes

            
                The Moon Is a Harsh Mistress (June 26, 2004)—Karrin Allyson

            
                Hard Times Come Again No More (August 24, 2004)—Mavis Staples

            
                Breakaway (August 28, 2004)—Kelly Clarkson

            
                This Land is Your Land (January 1, 2005)—Sharon Jones and the Dap-Kings

            
                Wake Up (January 22, 2005)—Arcade Fire

            
                Like Toy Soldiers (January 29, 2005)—Eminem

            
                In State (March 1, 2005)—Kathleen Edwards

            
                I’ll Play the Blues for You (April 2, 2005)—Jason Moran

            
                Holiday (April 9, 2005)—Green Day

            
                We Belong Together (April 16, 2005)—Mariah Carey

            
                Breathe (2 A.M.) (April 30, 2005)—Anna Nalick

            
                Speed of Sound (May 7, 2005)—Coldplay

            
                Gold Digger (July 30, 2005)—Kanye West featuring Jamie Foxx

            
                I Run for Life (October 22, 2005)—Melissa Etheridge

            
                Unwritten (December 10, 2005)—Natasha Bedingfield

            
                Hora Decubitis (Life Is a Beautiful Thing) (March 18, 2006)—Elvis Costello with the Metropole Orkest

            
                Promiscuous (May 20, 2006)—Nelly Furtado featuring Timbaland

            
                Chasing Cars (June 3, 2006)—Snow Patrol

            
                Before He Cheats (September 16, 2006)—Carrie Underwood

            
                Thunder on the Mountain (September 16, 2006)—Bob Dylan

            
                Up to the Mountain (September 26, 2006)—Solomon Burke

            
                Up to the Mountain (February 24, 2007)—Patty Griffin

            
                The War Was In Color (September 30, 2006)—Carbon Leaf

            
                No Cars Go (March 24, 2007)—Arcade Fire

            
                Rehab (March 31, 2007)—Amy Winehouse

            
                Back to Black (March 31, 2007)—Amy Winehouse

            
                Hey There Delilah (April 14, 2007)—Plain White T’s

            
                Umbrella (April 28, 2007)—Rihanna featuring Jay-z

            
                Big Girls Don’t Cry (May 5, 2007)—Fergie (Stacy Ferguson)

            
                Gone, Gone, Gone (November 10, 2007)—Robert Plant and Alison Krauss

            
                Time to Pretend (February 16, 2008)—MGMT

            
                In Color (April 19, 2008)—Jamey Johnson

            
                American Boy (May 3, 2008)—Estelle with Kanye West

            
                Mercy (May 10, 2008)—(Aimee) Duffy

            
                I Kissed a Girl (May 24, 2008)—Katy Perry

            
                Paper Planes (August 2, 2008)—M.I.A.

            
                If I Were a Boy (October 25, 2008)—Beyonce Knowles

            
                Single Ladies (Put a Ring on It) (November 1, 2008)—Beyonce Knowles

            
                Chasing Pavements (November 8, 2008)—Adele

            
                People Like Me (March 14, 2009)—K’naan

            
                I Gotta Feeling (June 27, 2009)—Black Eyed Peas

            
                Need You Now (August 29, 2009)—Lady Antebellum

            
                Uprising (September 26, 2009)—Muse

            
                Hey Soul Sister (October 17, 2009)—Train

            
                There Ain’t No Cure (November 10, 2009)—Christine Ohlman and Rebel Montez with Ian Hunter

         

         
            
            Michaelangelo (2000)—Emmylou Harris 

         From the Nonesuch album Red Dirt Girl (chart debut on September 30, 2000, #54 peak)

         
         
            
               [image: ]

            
               Figure 11.1Emmylou Harris. Photofest.
            

         

         When Emmylou Harris records the compositions of Emmylou Harris, the results are often extraordinary. While she has long sprinkled in her own songs with the work of other writers since 1975, Red Dirt Girl in 2000 marked only her second album of virtually all-original pieces, including some collaborations (the first was 1985’s The Ballad of Sally Rose).  Michaelangelo is truly a stunner of a narrative ballad, a compellingly intense, poetic dream vision. She is accompanied only by the album’s producer Malcolm Burn on bass and drum box programming, Ethan Johns on restrained electric guitar, and herself on acoustic guitar, enveloping her one-of-a-kind voice in a hushed atmosphere. Gene Santoro suggests that, like her classic Boulder to Birmingham, the song may be inspired in part by the “ghost” of her mentor Gram Parsons, “the tragic figure of the flawed genius surrounded by his past choices.”1 “This song came to me in a dream,” she said. “I read a lot and I find myself very moved by language. There’s almost a direct steal in this lyric by Carl Sandburg. I just kinda rewrote it.” The album, observes Ross Fortune, “is a mature and presciently crafted work of darkly poetic hurt and wonder”2 (see figure 11.1).

         
            
            Beautiful Day (2000)—U2 

         Island 562972

         Chart debut on October 7, 2000 (reached #21, 25 total weeks); #1 (1 week) in England, #1 (1) in Australia, and #1 (2) in Europe3; from the album All That You Can’t Leave Behind (#3 peak, sold 4 million copies) (VIL-#72, RS-#345, ACC)

         Just when some questioned whether U2 was relinquishing its status as the world’s greatest rock band with its unmemorable 1997 album Pop, Bono and the boys came roaring back with their strongest collection in nearly ten years. The soaring, optimistic rock ballad Beautiful Day became even more beloved after the horrors of September 11, 2001; many radio stations returned the song to their playlists as a healing measure. During much of the 1990s, recalls the Edge, the band had been “rushing headlong forward, jettisoning the past” in search of new musical directions, and this had included largely abandoning its classic guitar sound of the 1980s. For Beautiful Day, he returned to the Gibson Explorer guitar that he hadn’t used much on record in years. Bono was uncertain about this at first, but “when I played it, it stood up. It was unarguable really.” Bono: “Beautiful Day has a directness reminiscent of early U2 but with Edge bringing a dizziness and futuristic quality so that it doesn’t feel retro.” His lyric “expresses amazement. … Pain is evidence of life because it reminds you there are things in your life that aren’t right. So you should be thankful for it really and celebrate that there is so much to live for.”4 It won the Grammy for Record of the Year, and the Village Voice critics’ poll named it the year’s #4 best single.

         
            
            Stan (2000)—Eminem featuring Dido (written by Florian Armstrong, Paul Herman, & Marshall Mathers) 

         Aftermath track, chart debut on October 7, 2000 (#51 pop, #36 R&B)5 (RHF, VIL-#41, ACC-#265, RS-#296, 1001, DMDB)

         Over the years, there have been pop songs in which a character is speaking from beyond the grave (think of Lefty Frizzell’s Long Black Veil), but when the protagonist is not only dead but insane (a la Harry Chapin’s Sniper), we’re in less charted territory, and that’s where Eminem’s Stan resides. It’s the tale of an obsessed fan who kills himself after writing to a rap star (namely Marshall Mathers himself) and not hearing back. Eminem’s 1999 debut album The Real Slim Shady had been a smash, but it wasn’t yet clear whether he was just a clever novelty act or a legitimate artist. Stan proved he was the latter. Elevating the record was the decision to sample the gentle pop ballad Thank You by Dido (London-born Florian Armstrong), recorded in 1999 but not yet well known; the visibility from Stan catapulted Thank You into a #3 charting blockbuster in early 2001. When she received the tape of Stan, “I just thought it was brilliant,” not only approving the sample but also playing Stan’s doomed wife in the video.6 Rock’s Backpages offered a vivid perspective on this performance: “Eminem pops us into the trunk and drives off into a river of paranoia, equivocation and fear, drowning us in a whirlpool of unanswered—and unanswerable—questions.”7 Dudley Saunders remarked of Dido: “There’s a coolness and reserve that has made her meld well with male hip-hop acts,” as demonstrated here.8 Eminem revisited the character of Stan (via Stan’s younger brother) on the wild, homicidal 2013 song Bad Guy.9

         
            
            Ms. Jackson (2000)—Outkast (written by Andre Benjamin, Antwan Patton, & David Sheats) 

         LaFace 24525

         Chart debut on November 11, 2000 (1 week at #1 both pop and R&B)10; #1 (4 weeks) on Eurochart, #1 (2 weeks) in Germany, #2 (4 weeks) in Australia, and #2 in England11; from the album “Stankonia” (2 weeks at #2, sold 4 million copies) (VIL-#4, 1001, ACC-#285, TC)

         Place the musical elements of rap, rock, soul, and funk in a blender, mix with strong doses of intensity and compassion, and the result is Ms. Jackson by Outkast. The Atlanta-based duo of “Andre 3000” Benjamin and Antwan “Big Boi” Patton had scored three million-selling albums in the 1990s; Stankonia took them to a still higher dimension. Feeling that hip-hop was becoming complacent, Outkast stretched the genre’s boundaries, and with such inspirations as George Clinton and Prince also gave the song a “retro” early 1980s feeling. The album was recorded in a midtown Atlanta studio that they had purchased in early 1999. It’s a tale from the perspective of a man who’s fathered a child out of wedlock by a woman who is now his “ex,” and focuses on the situation of the mother and the “baby mama’s mama.” (Andre based the song on his relationship with his ex-girlfriend, the R&B star Erykah Badu, who was touched by its message.) The protagonist wants the girl’s mother to understand: “If I ever made your daughter cry, I apologize. … Ms. Jackson, my intentions were good.” Chuck Taylor remarked that it “tackles the issue with sensitivity over a synthed-out drum track. … Lyrically, the song offers a positive message of a father who will be there for his child, no matter what drama may occur.”12 The #1 single of 2000 as voted in the Village Voice critics’ poll (from the album that was also voted #1 by a wide margin), Ms. Jackson was also a Grammy winner for best duo/group performance.

         
            
            Babylon (2000)—David Gray 

         Album cut, Hot 100 debut on December 2, 2000 (#57 peak, 18 weeks); #5 in England; from the ATO album White Ladder (#35 peak, 57 weeks)

         David Gray “sings his earnest songs of love and spirituality in a passion-soaked voice that, powerful as it is, sometimes seems barely enough to withstand his intensity,” writes Mac Randall. “The ghosts of Bob Dylan and, especially, Van Morrison float close to Gray’s fiery folk-rock—intimidating ghosts, to be sure, but more often than not he proves himself worthy of them.”13 Born June 13, 1968 in Manchester, England, and raised in Wales, Gray drew strong critical notices for his first three albums in 1988, 1994, and 1996, but combined sales of a mere 19,60014; White Ladder served as his breakthrough, above all for its fervent narrative ballad Babylon. The album was recorded on a minimal budget “in a London flat with the windows open and vehicles roaring past,” as described by Billboard. Gray originally released the album in fall 1998 on his own independent label, for sale only in Ireland, before being picked up for wider distribution by ATO.15 16 It became a phenomenon in Ireland, going twelve times platinum (185,000 units) and selling over 400,000 in the United Kingdom before earning U.S. success as well.17 As he describes the London scene in vivid detail, the singer-narrator comes to realize that he needs to conquer his fears and reveal his feelings to the one he loves.

         
            December 12, 2000: After a presidential election in which Vice President Al Gore received fifty-one million votes to 50.4 million votes for Texas Governor George W. Bush, and a recount of Florida votes underway (with Bush leading by 537 votes out of 5.8 million votes cast), a 5 to 4 U.S. Supreme Court majority orders that the recount not be completed, making Bush the winner with a 271-267 electoral vote majority.

         
            January 8, 2001: Ten years after his classic “The Civil War,” Ken Burns’ ten-part documentary series “Jazz” begins airing on PBS. The broadcasts covering jazz history stimulate potent sales for CD reissues by featured artists.

         
            
            O Death (2001)—Ralph Stanley 

         From the Mercury soundtrack O Brother, Where Art Thou? (chart debut on January 13, 2001, 2 weeks at #1, 102 weeks; #1 for 35 weeks C&W)

         A song with deep traditional folk roots, O Death was introduced to a broader folk community through Dock Boggs’ 1963 recording. But the tune had been part of the Stanley Brothers’ (Ralph and Carter Stanley) repertoire before that. Stanley, recalls Judy Collins, made a deep impression with his a cappella performance of O Death at the 1963 Newport Folk Festival “late on Saturday night as the moon rose from behind the trees and everyone was a bit high from booze and grass, you could feel the power of the music in your bones and you knew you had heard something you would never forget.”18 Nearly four decades later, the bluegrass legend (about to mark his 74th birthday in February 2001) chilled the bones of a new generation with his mesmerizing rendition in the Coen brothers’ film O Brother, Where Art Thou? In his autobiography, Ralph recalled: “When it came to the old Primitive Baptist hymns, well, that’s how me and Carter were different. He never cared for the a cappella singing and the real old-timey sound,” whereas Ralph did. “There’s nothing like a voice a-singing out.”19 T-Bone Burnett, the film’s music producer, needed a special song for the picture’s big dramatic scene, and wanted Ralph to do O Death. In addition to singing it with Carter in the 1950s, Ralph had performed it as a duet with Keith Whitley in the 1970s; using the Dock Boggs recording as a guide, he worked out a solo treatment. At first, he performed it with his banjo, but then decided the instrument “was getting in the way of the words and the meaning.” He suggested to Burnett that he give it “the old Primitive Baptist treatment” without banjo, and Burnett agreed.20 With Ralph’s haunted voice utterly unadorned, his plea—“O death, won’t you spare me over till another year”—takes on a ghostly quality. A surprise popular sensation (selling 8 million copies), O Brother won the Grammy for Album of the Year, and Stanley earned his own trophy for best country male vocal. Elvis Costello suggested that this performance could be retrospectively considered the “truest response” to the horror of 9/11.21

         
            
            Yellow (2001)—Coldplay (written by Guy Berryman, Jon Buckland, Will Champion, & Chris Martin) 

         Nettwerk 58980

         Chart debut March on 10, 2001 (reached #48, 20 weeks of pop, #6 Modern Rock)22; from the album Parachutes (#51 peak, 76 weeks)23 (RHF, VIL-#280, ACC-#501, DMDB)

         With a flair for both melancholy atmospherics (borrowed from Radiohead, with coproduction by Ken Nelson) and soaring rock drama (inspired by U2), the British band Coldplay began its swift journey to the top with the debut album Parachutes, and its breakthrough hit Yellow. The mid-tempo rock ballad showcases the group’s melodicism and (notes Edna Gundersen) lead singer/keyboardist Chris Martin’s “wistful croon and emotional clarity.”24 “Brooding, cerebral, and moody” (as described by Toure’ Neblett),25 
            Parachutes laid the foundation for the group’s commercial explosion that was soon to come.

         
            
            Land of Hope and Dreams (2001)—Bruce Springsteen 

         From the Columbia album Live In New York City (chart debut on April 21, 2001, #5 peak); new studio version on 2012 album Wrecking Ball
            26

         At heart, Bruce Springsteen is an unabashed idealist, believing deeply in the values that he thinks the America should embody. That blazing idealism explodes out of Land of Hope and Dreams, which served as the next to final song for his Madison Square Garden concert with the E Street Band immortalized for an HBO special (with American Skin as the staggering finale). It’s based on the old spiritual This Train (Is Bound for Glory), which had been famously reworked by Woody Guthrie. Bruce began performing it live on the E Street Band reunion tour in 1999, and used it as the takeoff point for a passionate, rousing celebration of shared convictions.27 With thousands of fans singing “this train” along with the chorus, as Springsteen unleashed an invocation like a fire-and-brimstone preacher—but preaching full-throated hope rather than fear of damnation—one was reminded yet again why he remains The Boss. Land of Hope and Dreams, writes Eric Alterman, “somehow seemed to encapsulate 25 years of Springsteen songwriting; 25 years that taught many lessons, but one above all: it ain’t no sin to be glad you’re alive.”28 Chris Willman declared it the “song that’s been my greatest emotional bonfire” in the days after 9/11: “a slice of secular gospel that could be describing the promise of heaven or just the idealized America that’s always out of focus on the horizon.”29

         
            
            Amazing Grace (2001)—The Blind Boys of Alabama 

         From the Real World album Spirit of the Century (released on April 24, 2001)

         On paper, it sounded like a gimmick: singing the lyrics of Amazing Grace to the melody of House of the Rising Sun. In practice, it’s a musical triumph. After more than fifty years of recording, founding member Clarence Fountain and the Blind Boys of Alabama won their first Grammy and a new generation of fans with the album Spirit of the Century and this exceptional performance. Fountain was born on November 28, 1929 in Tyler, Alabama, and founded the group in 1939 with fellow students at the Talladega Institute for the Blind (all about 10 years old at the time), calling themselves the Happy Land Jubilee Singers. Under that name, they made their recording debut in 1948 for Coleman Records. They became the Five Blind Boys of Alabama upon switching to Specialty Records, and Fountain found himself in celebrated 1950s gospel battles on stage with Archie Brownlee and the Five Blind Boys of Mississippi. In 1957, the group left Specialty and worked for various labels over the next decade, and in 1969 Fountain left to pursue a solo career. He returned a decade later, and from 1983 to 1988 the group toured nationally with a gospel adaptation of a Sophocles play, renamed The Gospel at Colonus, which came to Broadway in 1988. Rock icon Peter Gabriel signed them to his Real World label, on which they debuted with Spirit of the Century.30

         The concept of singing Amazing Grace to a different traditional melody has historical validity. When John Newton composed the lyrics in 1779, he set them to one existing melody, then William Walker in 1835 paired the words to the melody we know today (a different, previously published tune). Some of the early recordings of the song in the 1920s used yet another melody. It was only with the recordings by the Dixie Hummingbirds (1946) and Mahalia Jackson (1947) that Amazing Grace became firmly fixed in the public mind with the music we’ve known it by ever since. And House of the Rising Sun is a song with even more ancient roots; its melody is related to a British folk tune of the 1600s, Lord Barnard and Little Musgrove. As performed by the Blind Boys of Alabama, the combination works magnificently, with a deeply bluesy flavor. The different melody “fits,” declared Fountain. “We didn’t have to change anything. We just sang it and it came out right.”31 In addition to Fountain, George Scott, and Jimmy Carter are the other Blind Boys on this recording who had been with the group since its 1939 creation. Bluesmen John Hammond, Jr. (acoustic guitar), Charlie Musselwhite (harmonica), and multi-instrumentalist David Lindley are among the accompanists, along with the rhythm section from Richard Thompson’s touring band. While noting that gospel “is not my normal diet,” Gabriel said the Blind Boys made him a convert. “When people sing from their souls, it really resonates, combining spiritual content with a more physical, passionate form. And this music definitely does that.”32

         
            
            Train Don’t Leave Me (2001)—Aubrey Ghent 

         From the Arhoolie album Train Don’t Leave Me: The First Annual Sacred Steel Convention, recorded in 2000, released on April 24, 2001

         “Sacred steel”—the featured use of steel guitar in a gospel setting—has been a part of black church services in the South (particularly in Florida) since the 1930s, and its role in the House of God church was embodied by Willie Eason. Robert Stone: “The music is distinctly African-American—much of it sounding more like raw, driving blues than the sweet strains most of us have come to expect from a steel guitar.”33 It rose to national prominence in the 1990s, thanks largely to such virtuoso performers as Robert Randolph, Sonny Treadway, the Campbell Brothers, and Aubrey Ghent. Arhoolie Records played a big role in its popularization, releasing a series of sacred steel collections starting in 1997. Chris Morris: “The ‘sacred steel’ collections aren’t just a major achievement in folkloric research—they’re also an exhilarating musical experience that hits the listener in the heart, soul, and feet simultaneously.”34

         Ghent (born in 1959 in Fort Pierce, Florida) happens to be the nephew of Eason, who taught the instrument to Aubrey’s dad, Henry Nelson; Nelson, in turn, accompanied many gospel artists for decades.35 Aubrey began playing professionally outside the church in 1992. Named the Best Gospel Instrumentalist by Real Blues magazine, Aubrey Ghent is a brilliantly gifted lap steel guitarist (playing a 6-string, non-pedal Fender), and he shows off his prowess on this 12-minute live improvisation recorded at Florida’s House of God Holiness Pentecostal Church. He was also a preacher (until he stepped down from his Nashville-area church in 2004, after years as a pastor in Ocala, Florida, to devote full time to music), and has recorded several albums on his own, often featuring his wife Lori on vocals. “What Hendrix was to guitar, Aubrey Ghent is to lap steel,” declared Andy Grigg in Real Blues.

         
            
            West End Blues (2001)—Nicholas Payton 

         From the Verve album Dear Louis; chart debut on May 12, 2001 (reached #10 on jazz chart)

         From the outset of his career as a teenager in the early 1990s, Nicholas Payton had been compared with Louis Armstrong: two black New Orleans–born jazz trumpeters with great power and tonal control, plus stage charisma; indeed, Payton even physically resembled the young Louis. While not discouraging the comparisons, Payton on his early albums also demonstrated admirable versatility, reflecting a lifetime of preparation (growing up in a musical family steeped in traditional jazz, he practiced 10 hours a day from an early age, and Ellis Marsalis was a key mentor). For his seventh album, Dear Louis, he faced the shadows head on with a full set of songs associated with Armstrong. The final selection was Satch’s greatest classic of all from 1928, West End Blues. He begins by faithfully replicating Louis’s legendary opening cadenza (playing all 12 notes in the chromatic scale, rising to a dramatic peak, and finally going back down the scale)—a formidable physical/technical challenge for any trumpeter—before settling into a contemporary 2001 jazz ensemble exploration of King Oliver’s gorgeous composition. There’s also a nice trumpet/sax duet section; by the conclusion of the 8-minute performance, he’s done full justice to a masterpiece, while also making it his own.

         
            
            1952 Vincent Black Lightning (2001)—Del McCoury Band 

         From the Ceili Music album Del and the Boys (released on July 10, 2001)

         A key figure in the modern history of bluegrass, Del McCoury (born February 1, 1930 in Bakersville, North Carolina) first won acclaim as a five-string banjoist with groups including Jack Cooke’s Virginia Mountain Boys, then came to national attention when Bill Monroe hired him in 1963, drawn especially to Del’s “high lonesome” lead vocals that perfectly mirrored those of Big Mon himself. After work with the Shady Mountain Boys, he formed the Dixie Pals in 1967 (initially also featuring Bill Emerson), which recorded extensively together for more than twenty years. In 1987, the group was renamed the Del McCoury Band, with the addition of his sons Ronnie (mandolin) and Robbie (banjo). Winner of Entertainer of the Year honors from the International Bluegrass Music Association nine times in an eleven-year span (1994–2004), a reign interrupted only by Alison Krauss/Union Station and Rhonda Vincent, the McCoury band became synonymous with the best in traditional bluegrass, with impeccable musicianship, tight harmony vocals, and thoughtful song selections. Recording Richard Thompson’s classic 1991 story song 1952 Vincent Black Lightning was a stroke of genius, as the compelling narrative (which the band shifts from Britain to Knoxville) is perfectly suited to the McCoury style. Del and the Boys was the first album produced by Ronnie McCoury, whose mandolin and harmonies strongly accentuate his dad’s ever-remarkable tenor lead; Jason Carter (fiddle) is another standout. Thompson was delighted with the band’s version. “I’m glad that the song translated that way. I wrote it as almost a contemporary version of a 16th-century Scottish ballad, so I’m glad that it seemed contemporary enough to cover, and that there was enough common ground with Scots-Irish music and Appalachian.”36 Reviewing this album, Brian Mansfield marveled: “Is there anybody cooler than Del McCoury?”37

         
            
            Family Affair (2001)—Mary J. Blige 

         MCA 155894

         Chart debut on July 28, 2001 (6 weeks at #1 pop, 2 weeks at #1 R&B); #8 in England; from the album No More Drama (#2 peak) (VIL-#319, ACC)

         Perhaps no R&B singer of the post-1990 era is more beloved than Mary J. Blige, and Family Affair is the biggest hit of her career. After her early albums (including the 1994 classic My Life) featured lyrics based on her personal emotional struggles—endearing her to a legion of sympathetic fans—her fifth studio album (not counting remixes), No More Drama, suggested the growing possibility of happiness.38 “I have to face the old demons each and every night,” she told Richard Harrington. “This is a process.”39 
            Family Affair—credited to eight (!) writers including Blige—is a smoothly funky dance/hip-hop number that started with a rap/rhythm track by Dr. Dre (Andre Young, who also produced), to which Mary and her brother fashioned lyrics. It showcases her emotional voice possessing both the power and rawness of blues and gospel. The album made her an international as well as U.S. star, selling five million copies worldwide.40 Robert Marriott: “This is a sick-and-tired of being sick-and-tired kind of album, full of proclamations, commandments, and warnings to herself and anyone who would dare tread on her feelings.”41

         
            
            Superman (It’s Not Easy) (2001)—Five for Fighting 

         Aware track, chart debut on September 1, 2001 (reached #14, 35 weeks); from the album America Town

         The comic books’ Man of Steel has been the subject of numerous songs over the decades, including an entire Broadway musical, but the finest was this metaphorical salute by Los Angeles–born (January 7, 1965) singer-songwriter-guitarist John Ondrasik, who works under the name Five for Fighting. (The phrase refers to a penalty in hockey.) It looks at the man underneath the cape and tights and his yearning for things he’ll never know. The gorgeous melody and plaintive performance helped make the piece a soothing favorite for a nation in pain in the period immediately following September 11, 2001. Appropriately, Superman (It’s Not Easy) was prominently featured on an episode of the WB TV series Smallville. Ondrasik would enjoy subsequent hits with two more story songs, 100 Years (2004) and The Riddle (2008).

         
            
            Que Nao Se Ve (Cannot Be Seen As You Want Me) (2001)—Caetano Veloso (lyrics by Caetano Veloso, music by Nino Rota & T. Amurri) 

         Recorded in 1997, U.S. release on September 4, 2001, from the Nonesuch album Omaggio a Federico e Giulietta

         One of the most internationally influential Brazilian artists of the past half-century, Caetano Veloso shot to fame in his twenties and has continued to produce important music into his maturity, including one of his most stunning recordings, Que Nao Se Ve. Born August 7, 1942 in Santo Amaro da Purificacao, in the Bahia section of Brazil, he was inspired to launch a musical career by the bossa nova of Joao Gilberto, and became a national figure in 1964 with a stage production (Nos, por Ejemplo) in collaboration with such other young rising stars as Gilberto Gil, Gal Costa, and Tom Ze’; the show represented an effort to move beyond bossa nova while also paying homage to it. It was in 1967 that these artists created a sensation with the movement that had become known as tropicalia, mixing Brazilian music with American- and Beatles-inspired rock, and a spirit (described by Ed Morales) of “extravagant rebelliousness.”42 Veoloso’s song Alegria, Alegria became the “anthem” of tropicalia. The movement put them in the cross-hairs of the military dictatorship that had taken power in 1964; the government “invited” Veloso and Gil to leave the country, and in 1968 they went into exile in London. After their return to Brazil in 1972, recounts Morales, their careers flagged. But Veloso began a new period of creatively powerful music in the early 1980s, and from that point onward he cemented his reputation as one of Brazil’s musical giants; his 1994 album Fina Estampa was regarded as the finest of his career to that point.43 David Byrne of the Talking Heads, whose love for Brazilian music led him to assemble several compilations that helped further popularize it in the United States: “Caetano’s voice and melodic invention are profoundly beautiful, and his arrangements are often radical at the same time.”44

         
            Que Nao Se Ve is a gorgeous ballad setting his Portuguese lyrics to a melody cowritten by Nino Rota,45 and showcasing his soaring tenor voice. The poetic lyrics appear to have been inspired by the death of a loved one: “An intense light that cannot be seen / Is heard in one’s voice as it falls silent. …” Each word is carefully enunciated as he sings mostly in falsetto, to an elegant waltz tempo with accompaniment by strings (arranger/conductor Jacques Morelenbaum is on cello). It’s a song of quiet but deep sadness, and a performance that lingers in the memory.

         
            September 11, 2001: Terrorist attacks on New York’s World Trade Center and the Pentagon kill nearly three thousand people.

         
            
            Dixie / Strange Fruit (2001)—Rene Marie 

         From the Maxjazz album “Vertigo” (recorded in February 2001; released in September)

         For sheer audacity in song pairings, it’s hard to top jazz singer Rene Andre’s linking of the Southern anthem Dixie with the Billie Holiday antilynching outcry Strange Fruit. Although when New York–based minstrel show star Daniel Dectaur Emmett introduced Dixie in 1859 it was simply a lighthearted, sentimental tune with no political agenda, the song had been radioactive north of the Mason-Dixon line ever since the Confederacy and later apologists for racism had adopted it as their own, particularly during the peak of the civil rights movement. Mickey Newbury stripped away much of the song’s political baggage with his brilliant 1971 An American Trilogy combining Dixie with its Union counterpart Battle Hymn of the Republic and the black spiritual All My Trials. Rene Marie, as a black vocalist, took it to another level.

         A native of Warrenton, Virginia (born November 7, 1955), Marie sang in R&B bands but then stepped away from music after marrying at eighteen and having two sons. She was working as a bank teller when, at age forty, she decided to give singing one more serious shot, borrowing money to record a CD, the self-produced 1998 debut “Renaissance.” This paved the way for her first commercial release on the Maxjazz label, How Can I Keep from Singing, and then for Vertigo, one of the most acclaimed jazz albums of 2001.

         “I’m from Virginia,” she explained. “I have thought ever since I was a kid that the words to Dixie were innocent. There’s no reference in the lyrics to slavery. It’s someone longing for the South.” Soon after she began her recording career, she wanted to find a way to perform the song, but was concerned about a possible negative reaction because of its latter-day connotations. Then she came up with the idea of pairing it with the 1939 Holiday classic written by Abel Meeropol. “Maybe Dixie wouldn’t be offensive, and Strange Fruit would have a whole new twist.” Indeed, it’s a powerful and poignant combination, aided by a thoughtful arrangement providing nice interplay between her voice and trumpet soloist Jeremy Pelt. The small group also features pianist Mulgrew Miller. In 2008, Marie followed the same daring approach by performing a medley of Lift Ev’ry Voice and Sing (called “the black national anthem”) and The Star-Spangled Banner at an official event with the Denver mayor.46

         
            September 25: XM Satellite Radio begins nationwide service, followed by competitor Sirius Satellite Radio on July 1, 2002.

         
            Fall 2001: “Buffy the Vampire Slayer,” “The West Wing,” “Alias,” “Gilmore Girls,” and “Smallville” are highlights of the 2001–2002 network TV season.

         
            
            Peaceful World (2001)—John Mellencamp with India Arie 

         Chart debut on October 27, 2001 (reached #104, 22 weeks), #38 on Rock Tracks; from the Columbia album Cuttin’ Heads (#15 peak)
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         John Mellencamp’s strongest original song in over a decade, Peaceful World is explicitly structured as a musical dialogue between a white man from Indiana and a black woman from Tennessee, addressing inescapable issues of racism and injustice with an attitude of hope and fierce determination.47 The album was recorded at Mellencamp’s custom-designed Belmont Mall studio in the rural town of Belmont, Indiana, and produced by Don Gehman, with whom he’d worked on his classic early albums but not since The Lonesome Jubilee nearly fifteen years earlier.48 Gifted R&B performer India Arie Simpson (actually Denver-born and Atlanta-raised, with her breakthrough album Acoustic Soul also released in 2001) is an ideal duet partner. Mellencamp’s gruff, hushed spoken segments, sounding like Robbie Robertson, contribute an intriguing element of added urgency. “It’s what you do and not what you say / If you’re not part of the future, then get out of the way. …”

         
            
            Whenever, Wherever (2001)—Shakira 

         Epic 10885

         Chart debut on October 27, 2001 (#6 peak); #1 (13 weeks) in Europe, #1 (11 weeks) in Germany, #1 (6 weeks) in Australia, and #2 in England49; from the album Laundry Service (#3 peak, 61 weeks)

         Having established her credentials as one of the era’s biggest Latin pop stars in the late 1990s, Columbian artist Shakira crossed over with a vengeance, starting with the irresistibly danceable Whenever, Wherever. Sony Music president Tommy Mottola called it “one of the most infectious pieces of music I had ever heard. It had Latin rhythms, instrumentation and sounds from the Andes [the featured pan pipes] integrated with a masterfully constructed pop melody, killer lyrics, and a vocal to die for.” It was clear to him that this would be her breakout English-language hit, but Shakira didn’t agree at first, feeling that another track from the album Laundry Service should be the first single. Knowing the importance of the leadoff single in breaking the album, Mottola got Top Forty station Z100 to play Whenever, Whatever a couple of times on the air just to see what happened. It was a sensation, and Shakira agreed to make it the first single. It was an international smash, and the album sold fifteen million copies worldwide. Coming atop of the previous success of Gloria Estefan, Ricky Martin, Jennifer Lopez, and Marc Anthony (all on Sony), Shakira took the Latin Explosion to the next level.50

         
            
            Last Nite (2001)—The Strokes (written by Julian Casablancas) 

         RCA 60611

         Chart debut on November 10, 2001 (reached #5 on Modern Rock chart, #108 pop); from the album “Is This It?” (#33 peak, 58 weeks) (NME-#4, ACC-#166, VIL-#271, RS)

         At a time when guitar-driven rock and roll was becoming increasingly hard to find on the pop scene, a flurry of groups led by the White Stripes helped bring it back, and The Strokes were right in the forefront. Lead singer-songwriter Julian Casablancas (son of model magnate John Casablancas) formed the core of the group in 1997 in New York City with guitarist Nick Valensi, bassist Nikolai Fraiture, and drummer Fabrizio Moretti, and a year later Albert Hammond, Jr. (son of Albert Hammond, writer of It Never Rains in Southern California and The Air That I Breathe) came aboard as lead guitarist. The band’s 2001 debut album Is This It? galvanized the rock world with its classic sound, described by Richard Harrington: “raw, stripped-down guitars, taut rhythms, Casablancas’ raspy distorted vocals and, above all, a gift for melodic hooks and walloping brevity.”51 The short-but-sweet 36-minute album was placed second in the Village Voice critics’ poll, and was later ranked among the Top Ten albums of the decade by American Songwriter and a Rock’s Back Pages critics’ poll. Its high point is Last Nite, a crunching straight-ahead, gimmick-free rocker. While the opening riff was borrowed from Tom Petty’s American Girl, the piece—representing “youthful angst on the Lower East Side”—simply works.52

         
            
            New York, New York (2001)—Ryan Adams 

         Lost Highway track, chart debut on December 29, 2001 (reached #112); from the album Gold (#59 peak) (VIL-#346, AS)

         It’s doubtful that any rock artist has been more prolific from 2000 onward than singer-songwriter-guitarist Ryan Adams, and considering the sheer volume of his work (alternating between alt-country and straight-ahead rock), its generally high quality is impressive.53 Born David Ryan Adams on November 5, 1974 in Jacksonville, North Carolina, he first gained notice as half of the duo Whiskeytown, then made his solo breakthrough with the double album Gold. Its high point was perhaps Adams’ most enduringly popular track to date, New York, New York, which happened to come out the same month as the 9/11 terrorist attack. Its video, featuring the Twin Towers, was shot on September 10. The refrain of “hell, I still love you, New York” made it a beloved radio favorite—Nick Deurden remarks that it “glued itself to the zeitgeist”54—but Jeff Terich notes of American Songwriter’s Song of the Year for 2001 that it’s actually a breakup number, “and, in context, Adams is merely broadcasting an infectious affection for a city that provided the backdrop for his own broken heart.”55 In his 2001 review, David Browne pointed out that “with music, context can be everything,” and its “robust Who-style power chords felt energizing. … Heard in the aftermath of the collapse of the World Trade Center, New York, New York now feels cathartic and healing in ways it never did before.”56

         
            
            Across the Universe (2002)—Rufus Wainwright 

         From the V2 movie soundtrack album I Am Sam (chart debut on January 26, 2002, #20 peak)

         Ever since John Lennon’s haunting Across the Universe reached the world in 1970 via the Beatles’ album Let It Be, the song has held particular appeal for moviemakers; Fiona Apple performed it under the closing credits of Pleasantville (1999). Just over two years later came a gently mesmerizing performance that’s second only to the original, by Rufus Wainwright, from the film I Am Sam starring Sean Penn and Michelle Pfeiffer. Born July 22, 1973 in Montreal, he’s the son of folk singer-songwriter Loudon Wainwright III, but his soaring tenor voice owes more to his mother, Kate McGarrigle (whose work with her sister Anna is symbolized by their classic ballad Heart Like a Wheel). Rufus, like his parents, is an accomplished songwriter, though with a flamboyant, romantic style that’s closer to Broadway than to folk. But his skill as an interpreter shines through here. The music video is a classic, with adorable young Dakota Fanning (in I Am Sam she is lovingly raised by her father, played by Penn as a mentally disabled man) and her magical red balloon, representing the childlike sense of wonder and joy at the beauty of the world that’s a central aspect of Lennon’s poetic lyrics.

         
         
            
            A Thousand Miles (2002)—Vanessa Carlton 

         A&M 497676

         Chart debut on March 2, 2002 (reached #5, 41 total weeks), #6 in England; from the album Be Not Nobody (#5 peak)

         One of pop music’s most promising newcomers of the decade, Vanessa Carlton was born August 16, 1980 in Milford, Pennsylvania, composed her first piano piece at age eight. She was accepted at fourteen by the School of American Ballet in New York, but while studying there found her artistic interests returning to music. An impressive demo tape and club performances in the New York area led to a record deal with A&M. The 2001 breakthrough by Alicia Keys, no doubt, made the pop market more receptive to a fervent female singer-songwriter-pianist. A Thousand Miles, her debut smash, is an expressive ballad with lushly flowing melody and piano, and heartfelt lyrics and vocal. “You know I’d walk a thousand miles / If I could just see you tonight. …”

         
            
            Ten Million Slaves (2002)—Otis Taylor 

         From the Northern Blues album Respect the Dead (released on April 2, 2002); song spent five weeks at #1 on Billboard Blues Digital Songs chart (2010–2011), 82 total weeks (Blues-#276)

         Otis Taylor is one of the most challenging artists in modern blues. He addresses subjects that “no one else will touch,” including songs about the lynching of his great-grandfather and the murder of his uncle. In 2008, he devoted an entire album (Recapturing the Banjo) to reclaiming the long African-American banjo tradition. (Guitar is his primary instrument, but he returned to banjo for that collection.) And in his finest song, Ten Million Slaves, he tackles the most monumental crime in U.S. history. Born July 30, 1948 in Chicago, he was raised in Denver, played in several bands from his teens until leaving music in 1977, worked for years as an antiques dealer, and finally returned to music in 1995. He’s been a prolific and acclaimed artist ever since, winning blues album of the year honors from Down Beat in 2002, 2007, and 2008. Ten Million Slaves is a quietly intense performance recalling a shameful past: “They had shackles on their legs / Don’t know where they’re goin’, don’t know where they’ve been. …” Initially, both the song and the album (which didn’t reach the Billboard blues chart) were a bit too demanding for a general audience. Then, Slaves was dramatically featured on a 2010 episode of the FX series Justified (“Blowback”), and the song shot to the top of the Blues Digital Songs chart, to become a long-running favorite. Barbara Flaska called it a “genuinely remarkable” song, skillfully using a fuzzy electric guitar that “adds to the aura of rightful confusion of not just being captured, but transported across an ocean by people whose language you don’t understand any more than their ultimate intentions for you.”57

         
            
            None of Us Are Free (2002)—Solomon Burke (written by Barry Mann & Cynthia Weil) 

         From the Fat Possum album Don’t Give Up on Me (chart debut on August 10, 2002, #138 peak)58 59

         Call it a comeback, or just call it a classic: Solomon Burke’s album Don’t Give Up on Me returned one of the giants of 1960s soul to the forefront of the pop music world. Born March 21, 1940 in Philadelphia, Burke was billed as the “Wonder Boy Preacher,” preaching radio broadcasts at his family’s Philadelphia church, “Solomon’s Temple,” from 1945 to 1955. He began recording gospel and then R&B sides for Apollo in 1954, left music to attend mortuary school, and finally signed with Atlantic in 1960. Just Out of Reach was his second Atlantic release, and the first in a series of hits. In the wake of Ray Charles’ departure, recalled label co-owner Jerry Wexler, Burke’s records helped carry Atlantic through a difficult period.60 But by the early 1970s, the hits were running dry, and for three decades he moved from label to label. A relentless entrepreneur, he founded a chain of funeral homes, a limo service, and a concession-stand supplier, while also returning to the pulpit, serving as bishop of the House of God for All People. But he hungered for another crack at pop music glory.

         The chance came in 2002—one year after his induction into the Rock and Roll Hall of Fame, Andy Kaulkin, president of Epitaph Records (which distributed Fat Possum), signed the veteran legend, and got a host of great songwriters—including Bob Dylan, Elvis Costello, Van Morrison, Dan Penn, and Tom Waits—to contribute material. Barry Mann and Cynthia Weil, writers of so many 1960s and 1970s pop classics, provided the powerful None of Us Are Free. Harking back to the duo’s socially conscious songs such as the Crystals’ hit Uptown, the message is stirring: “None of us are free if one of us is chained.” Backed by the Blind Boys of Alabama, Burke draws on his gospel roots to deliver a call to action: “There are people still in darkness / And they just can’t see the light / If you don’t say it’s wrong, then that says it’s right.”61 Andria Lisle: “His voice—that voice—is an incredible instrument, sunny and light one moment, dark and reverberant the next. … It’s what soul music is all about, and Burke is the master.”62

         
            
            Work It (2002)—Missy “Misdemeanor” Elliott 

         Elektra track, chart debut on September 14, 2002 (10 weeks at #2 pop, 5 weeks at #1 R&B); #6 in England (VIL-#15, ACC-#596)

         The upset winner as best song of 2002 over no less than Eminem’s Lose Yourself in the Village Voice critics’ poll, Work It is one of the standout performances of hip-hop trendsetter Missy Elliott. Born July 1, 1971 in Portsmouth, Virginia, Missy survived a difficult childhood (she left with her mother in the middle of the night to escape her abusive father), found release in music, and in 1991 joined a vocal quartet called Sista. This led to success as a songwriter, generating hits for Ginuwine, 702, and Aaliyah. Elektra signed Elliott as a performer, and her 1997 debut album Supa Dupa Fly was a million-seller, leading to a series of hits whose high energy, defiant attitude, and rhythmic inventiveness compensated for lightweight lyrics. Work It, from her fourth album, Under Construction, features a furiously percolating production by Timbaland and the Neptunes, in which (writes Sasha Frere-Jones) her voice blends so perfectly with the special effects that “we can’t see the seams between woman and machine.”63 The bassline squelch was borrowed from Public Enemy; other elements, remarks Dorian Lynskey, include backwards vocals and “trumpeting elephants.”64 Rob Sheffield called it “her most bizarre, futuristic, and yet undeniable hit yet.”65

         
            
            John Walker’s Blues (2002)—Steve Earle 

         From the E-Squared album “Jerusalem” (chart debut on October 12, 2002, reached #59)66

         Even before the CD hit stores, controversy raged about John Walker’s Blues. No stranger to swimming against the tide, Steve Earle utilized the artist’s prerogative of placing himself in the mind of another: John Walker Lindh, the twenty-one-year-old Californian with a placid all-U.S. suburban background who pleaded guilty to helping Afghanistan’s Taliban in its terrorist schemes that led to September 11, 2001. As soon as reports circulated about the song, pundits leaped to conclusions about his patriotism without having heard a note of it, and without regard to the fact that throughout history poets, authors, and songwriters have sought to imagine the perspectives of killers and madmen.67 Anyone familiar with Earle’s artistry was not surprised to learn that John Walker’s Blues, far from being a pro-terrorist screed, was a sharply drawn narrative in the voice of a troubled young man who imagined that he was doing God’s bidding as he plunged into a hellish reality. “I wrote that song because no one else was … going to,” he told Spin magazine in 2011. Seeing images of Lindh duct-taped to a board in Afghanistan, “I saw a skinny, 20-year-old kid very similar-looking to my own. … My first thought was, ‘Oh my God, he has parents somewhere.’” It’s an intense, broiling performance by a Virginia-born, Texas-raised country-rock icon working near the peak of his powers.

         In his Earle feature upon the album’s release, Dave Marsh suggested that in part the song flowed from the artist’s longtime involvement with murder victims’ families opposed to the death penalty, and also from the many mistakes in his own life (landing him in prison on a drug bust). Lindh was a screwup who “got himself into a totally out of control situation.” Having been there himself, Earle believes that screwups “can be redeemed.” “In the end, John Walker Lindh inspires from Steve Earle not hatred, not sympathy, not even empathy, but love—the basic conviction that everybody has a right to a certain dignity.”68

         
            
            Beautiful (2002)—Christina Aguilera (written by Linda Perry & Christina Aguilera) 

         RCA track, chart debut on November 23, 2002 (1 week at #2); #1 (2 weeks) in England, #1 (1 week) in Australia and Canada69; from the album Stripped (#2 peak)
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               Figure 11.3Christina Aguilera. Photofest.
            

         

         Like her ex-pal Britney Spears, a graduate of Disney TV to teen-pop sex symbol status, Christina Aguilera moved past her disposable early hits with the potent ballad Beautiful, an anthem to individuality and beauty in all forms. After her debut LP sold eight million copies, Christina’s sophomore album got off to a bad start with the leadoff single Dirrty, but she quickly rebounded with Beautiful, a song proving that not only did she have impressive pipes (which we already knew), but she could utilize that voice with restraint in the service of a substantial piece of music. Linda Perry (formerly of the group 4 Non Blondes), provider of hits to other artists including Gwen Stefani and Pink, offered her finest four minutes through this song of reassurance. This won the Grammy for best female pop performance, and it was placed among the thirty best singles of the year in the Village Voice critics’ poll. “I knew when I wrote Beautiful that this song was going to be special,” Perry recalled. “I feel so blessed” by its success70 (see figure 11.3).

         
            
            Cry Me a River (2002)—Justin Timberlake (written by Timberlake, Tim Mosley, & Scott Storch) 

         Jive 40073

         Chart debut on December 21, 2002 (reached #3 pop, #11 R&B); #2 in England; from the album Justified (#2 peak, 72 weeks) (RS, ACC)71

         When singers from hit-making teen “boy bands” go solo, perhaps 95 percent quickly fade into obscurity. But occasionally, an enduring talent emerges, and that’s Justin Timberlake. Born January 31, 1981 in Memphis, he burst into stardom as a member of NSYNC, which burned up the charts with hits like (God Must Have Spent) A Little More Time on You (1998) and Bye Bye Bye (2000). The solo Timberlake burst out of the gates quickly in 2002 with Like I Love You, then demonstrated that he could go deeper with Cry Me a River. A lavishly produced R&B ballad, it’s a smooth yet fierce declaration seeking emotional payback from an ex-girlfriend (“now it’s your turn to cry”), with a potent, emotional vocal showing Timberlake’s early blue-eyed soulful mastery inspired by musical hero Michael Jackson, including a falsetto that would become his trademark. Timbaland (Timothy Mosley), one of the modern era’s top hip-hop/soul talents, is both cowriter and producer; Mark Pytlik remarks that he manages to make Gregorian chant, beatboxing, and a gospel choir “play nicely together.”72 The video features a lookalike for Justin’s ex-flame, fellow teen phenom Britney Spears.

         
            
            I Can (2003)—Nas 

         Columbia 79941

         Chart debut on January 4, 2003 (reached #7 R&B, #12 pop); from the album God’s Son (#12 peak)

         It may be considered ironic that one of the most aggressively combative rap stars of the previous decade produced the life-affirming, inspirational rap hit I Can, complete with children’s choir. But perhaps it’s not ironic at all considering the intriguing background of Nas, born Nasir Jones September 14, 1973 on Long Island, NY. The son of jazz musician Olu Dara (with whom he recorded the 2004 duet Bridging the Gap), Nas began building a reputation on the East Coast rap community in 1991, and shot to stardom with his 1994 debut album Illmatic; its 1996 successor It Was Written further expanded his audience. “With his razor-sharp eye for detail, his entrancing delivery, and his penchant for braggadocio bordering on self-mythology … [Nas] raised the bar for MCs both in New York and worldwide,” writes Chris Ryan.73 Even as he continued to score pop hits (including collaborations with Missy Elliott and Jennifer Lopez), the next few years were difficult as he became embroiled in very public feuds with other rappers, to the point where controversy was drowning out his creative work. But I Can and the album God’s Son helped put all that behind him; the piano backing uses the melody of Beethoven’s Fur Elise.

         
            
            Bring Me to Life (2003)—Evanescence with Paul McCoy (written by David Hodges, Amy Lee, & Ben Moody) 

         Wind-Up track, chart debut on March 15, 2003 (reached #5, 32 weeks)74; #1 (6 weeks) in Europe and Australia, #1 (4 weeks) in England, #3 in Canada, and #5 in Germany75; from the album “Fallen” (#3 peak)

         Although “gothic metal” is a genre term that suggests primarily head-banging rockers, its music also encompasses ballads (albeit dark ones), and the Little Rock, Arkansas-born band Evanescence made its reputation in this realm. Bring Me to Life is an ethereal, almost disturbingly melancholy rock ballad (“Wake me up … Save me from the nothing I’ve become”) given an intense lead performance by Amy Lee. When Lee and Evanescence partner Ben Moody delivered the song, their label placed it with the Ben Affleck action film Daredevil, whose producers wanted to make it a male-female duet used for a fight scene between Affleck and Jennifer Garner as Elektra. So Paul McCoy of the rock group 12 Stones was recruited to join Lee in a metal/hip-hop duet. The music video depicts Lee jumping off a building and singing on the way down. It was the Grammy winner for hard rock performance. The song’s international success paved the way for the equally memorable smash My Immortal. Richard Harrington summarized the group’s approach as “Tori Amos or Enya on acid being backed by Linkin Park or Nine Inch Nails.”76

         
            March 20: The United States begins its invasion of Iraq, based on claims that its government has weapons of mass destruction, later proven false.

         
            
            Seven Nation Army (2003)—The White Stripes (written by Jack White) 

         Third Man track, chart debut on May 24, 2003 (reached #76, 20 weeks); 3 weeks at #1 on Modern Rock Tracks77; #1 (3 weeks) on Modern Rock chart; reached #7 in England78; from the album Elephant (#6 peak, 57 weeks) (ACC-#47, VIL-#48, RS-#286, 1001, DMDB)
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               Figure 11.4Richard Thompson. Photofest.
            

         

         A twenty-first-century Renaissance man, Jack White has been an influential artist as both White Stripes leader and solo artist, driving force behind various side projects such as the Raconteurs and the Dead Weather, independent record label owner, producer of albums by beloved favorite artists Loretta Lynn and Wanda Jackson, occasional actor (film Cold Mountain), and passionate archivist who has organized and released massive roots-music boxed sets such as compilations from Paramount Records. Born July 9, 1975 in Detroit, the singer-songwriter-guitarist formed the duo White Stripes with drummer Meg White (his wife from 1996 to 2000). After their first two albums reached only a cult audience, 2002s White Blood Cells won acclaim and produced the hit Fell in Love With a Girl. The Stripes’ raw, driving sound (producing a mighty roar despite generally using only two instruments, plus touches of bass, and voices) draws on Delta blues and Appalachian folk along with furious garage-style rock and roll. The third album Elephant was a smash, and Grammy winner for best alternative album. David Fricke marveled at the album’s sound: “There are still only two of them, but now they sound like an army.” It was recorded in two weeks at a London studio using (as per Jack’s defiantly retro analog instincts) an eight-track tape machine and recording gear more than forty years old. White “writes and sings with the same depth and viscera,” creating rock-blues “that both pop and bleed.”79 
            Seven Nation Army is a potent rocker about post-breakup frustration, showcasing Jack’s Robert Plant-like vocals and Jimmy Page-style guitar: “A seven-nation army couldn’t keep me from you”.

         
            
            Outside of the Inside (2003)—Richard Thompson 

         From the Spin Art/Cooking Vinyl album The Old Kit Bag (chart debut on May 24, 2003, #121 peak)

         When British folk-rock musical genius Richard Thompson introduced the new song Outside of the Inside in live performances in 2002, he explained to audiences that it represented “a Taliban’s-eye view of the West.” It’s the perspective of a self-absorbed man who denies the value of great music, art, literature, and above all, science; in his warped mind, all they do is distract one from praising God, and make it harder to hear his own “inner voice,” which is calling him to glory on a higher plane. “God never listened to Charlie Parker. … And what’s the point of Albert Einstein? What do we need physics for? … Shakespeare, Isaac Newton—small ideas for little boys,” he sneers dismissively. One could also imagine the piece being rendered by a right-wing American fundamentalist whose intolerance is equally all-consuming. J. D. Considine declared that the album’s “raw and rocking quartet session” ranked with his best work to date.80 His only accompanists are the unrelated Danny Thompson (double bass, a founding member of the group Pentangle) and Michael Jerome (percussion); Judith Owen contributes background vocals. The minor-key meditation is accompanied by his typically brilliant guitar work, making the six and a half minutes consistently compelling.81 It demonstrates Thompson’s role as (suggests Geoffrey Himes) “the British Randy Newman,” assuming “the personas of life’s losers and scoundrels.”82

         
            
            Where Is the Love (2003)—Black Eyed Peas with Justin Timberlake83 

         A&M 000714

         Chart debut on June 14, 2003 (reached #8 on pop chart, #82 R&B); #1 (7 weeks) in Europe, #1 (6 weeks) in England, #1 (6 weeks) in Australia, and four weeks in Germany84; from the album Elephunk (#26 peak)

         Weary of the relentlessly negative image of rap/hip-hop artists and their focus on violence and rampant materialism, Black Eyed Peas began in 1998 as an outgrowth of a group formerly known as Atban Klann whose debut album was not released because the record label believed that positive themes weren’t commercial. The Peas’ 1998 debut Behind the Front and 2001 release Bridging the Gap built a growing audience, then the group hit the big time with Where Is the Love. Antiwar, antiracism, and decrying all the socially destructive images that bombard children through the media, the song exemplified the principles on which the group was founded, as well as being musically catchy, with echoes of Marvin Gaye’s What’s Going On.85 The song features the Peas’ new lead singer, Stacy (Fergie) Ferguson, who had just joined, rap leader Will.i.am (Will Adams), and guest star Justin Timberlake’s falsetto on the chorus.86

         
            July 12: The growing importance of paid music downloads is symbolized by the premiere of Billboard’s Hot Digital Tracks chart, compiled by Nielsen SoundScan from electronic merchants such as Itunes, Napster 2.0, and Rhapsody.

         
            
            The Blower’s Daughter (2003)—Damien Rice 

         From the DRM album “O,” released in England in July 2002; U.S. chart debut on August 23, 2003 (#114 peak, 29 weeks)87; single reached #29 in the United Kingdom (2004)

         All things in time. Irish singer-songwriter Damien Rice won ecstatic UK reviews for his debut album “O” in 2002, and similarly good notices but only modest sales when the album had its U.S. release a year later. But when director Mike Nichols made the set’s brooding ballad The Blower’s Daughter the key song of his end-of-2004 dark romantic drama Closer, the album returned to achieve its greatest popularity.

         Born December 7, 1973 in Celbridge, Kildaire, Ireland, Rice sang in a late-1990s group called Juniper, moved to Tuscany in 1999, and after a year of traveling across Europe returned to Dublin with a batch of original songs. He cut a demo that made enough of an impression on producer David Arnold that the artist could afford to buy his own small mobile studio, in which he recorded “O.” Released in Ireland in early 2002, it came out in the United Kingdom several months later to wide acclaim. “Songs seem to rise up from some volcanic musical center, taking their own original shapes, melodically fluid and lyrically poetic, brought into focus by Rice’s utterly compelling, deeply emotional delivery,” wrote Neil McCormick in the London Daily Telegraph.

         
            The Blower’s Daughter is an intense folkish ballad featuring Vyvienne Long on cello and marked by Rice’s total emotional conviction and intimacy, not unlike the late Jeff Buckley.88 Particularly in the context as the opening song of the Nichols film, its impact as a statement of love’s all-consuming, sometimes melancholy nature comes across powerfully. And as he sings “can’t take my eyes off you” repeatedly, it’s clear that this is a song of inescapable obsession.

         
            
            The Way You Move (2003)—Outkast featuring Sleepy Brown (written by Patrick Brown, Carlton Mahone, & Antwan Patton) 

         Arista 57551

         Chart debut on September 13, 2003 (1 week at #1 pop, 39 weeks; #2 for 3 weeks R&B); from the album Speakerboxx/The Love Below (7 weeks at #1)89 (VIL-#245)

         By the time of their fifth album as OutKast, the duo of “Andre’ 3000” Benjamin and Antwan “Big Boi” Patton were moving in sufficiently different directions that the artists recorded separate albums and packaged them together as one: Speakerboxx by Big Boi, and The Love Below by Andre. Benjamin’s album, featuring the blockbuster Hey Ya, was a bold, sometimes “unhinged” (in Jon Caramanica’s phrase) mash-up of widely varying musical genres; Patton’s was designed basically as a continuation of the duo’s “future-crunk” approach from its breakthrough album Stankonia.90 The infectious The Way You Move is a compelling slice of “808 electro,” aka “electro-funk” or “electro-boogie,” a highly danceable fusion of electronic music and hip-hop. (The subgenre is named after the TR-808 drum machine that is a staple of the music.) In Will Hermes’ analysis, the piece “mates a Dirty South synth-drum bounce with a faux Phil Collins hook.”91 The track features Patrick “Sleepy” Brown, a singer-songwriter/producer best known for writing TLC’s smash Waterfalls.

         
            
            You Don’t Know My Name (2003)—Alicia Keys (written by Keys, Kanye West, Harold Lilly, J. R. Bailey, Mel Kent, & Ken Williams) 

         J Records 56599

         Chart debut on November 15, 2003 (#1 for 9 weeks R&B,92 #3 pop); #19 in England93; from album The Diary of Alicia Keys (#1 for 3 weeks) (R&B-#290)

         The leadoff single from the follow-up to Alicia Keys’ chart-topping, Grammy-winning debut album swiftly put to rest any fears of a sophomore jinx. It’s a delicious slow-jam, quiet-storm soul ballad in which her multitracked vocals evoke the early 1970s girl-group likes of Brenda and the Tabulations or the Three Degrees, and the extended conclusion with spoken interlude (well suited as a make-out soundtrack) brings fond memories of Barry White and Teddy Pendergrass. John Legend—just before his own breakthrough as a solo artist—provides backing vocals. Appropriately, the song includes excerpts from Let Me Prove My Love to You by the 1970s sweet-soul group Main Ingredient. The lyrics are slight but the music is sumptuously romantic.94

         
            
            Are You Gonna Be My Girl (2003)—Jet (written by Nic Cester & Cam Muncey) 

         Album cut, chart debut on December 20, 2003 (reached #29 pop, #3 Modern Rock)95; #16 in the United Kingdom; from the Elektra album Get Born (#26 peak)

         Proving that retro 1960s- and 1970s-style garage rock was still alive and well, the Melbourne, Australia, band Jet stood out boldly from the 2003 hip-hop/teen pop norm with the high-powered Are You Gonna Be My Girl. Brothers Nick (guitar) and Chris (drums) Cester, Cameron Muncey (vocals/guitar), and Mark Wilson (bass) took their name from the Paul McCartney hit Jet, and made an impression with their debut album. The song was used as the theme for the first TV ads for Apple’s Ipod. Nick said the song boiled down to using few basic chords to bring back the days of “real” rock and roll.96 “Are You Gonna Be My Girl will go down in history as one of the signature guitar riffs,” declares Toby Creswell. “It’s a line that could have been on a record by Iggy Pop and the Stooges and the Kinks or indeed the Beatles. It sounds familiar, yet is quite new and unique.”97

         
            
            Mad World (2003)—Michael Andrews featuring Gary Jules (written by Roland Orzabal) 

         Adventures in Music/Sanctuary release, British chart debut on December 27, 2003 (1 week at #1); U.S. debut on February 28, 2004 on Universal 71802 (#30 on Modern Rock chart); #3 in Europe and Germany98

         
            Mad World was the very first British hit for Tears for Fears (reaching #3) in 1982 before the group broke big in the United States, and it cast a spell on nearly everyone who heard it—even though, in retrospect, its cluttered, murky arrangement was inappropriate to the delicate nature of the song. One was composer Michael Andrews, who revived it on his score for the 2001 cult film Donnie Darko. He recruited singer-songwriter friend Gary Jules (whose 1998 debut album was torpedoed when a merger took down his label) to do the vocal, accompanied by Andrews’ piano, and a cello for additional atmosphere. Darko, one of the most bizarre and original films of its time, was a flop in its original release (depicting the nightmarish visions experienced by a troubled teenager), but in the next couple of years began to garner a passionate following. In late 2003, its growing British popularity led to release of Mad World as a single, and as Brian Hiatt noted, the “whispery, elegiac” performance became “an unlikely phenomenon.”99 The hauntingly beautiful ballad is given a gentle, deeply felt treatment that carries it far beyond the 1980s original. Given the film’s storyline, the song’s theme of childhood memories, alternating images of happiness and loneliness with an overriding mood of melancholy, is perfectly matched. “The dreams I’ve had of dying are the best I’ve ever had. … When people run in circles, it’s a very, very mad world.” The soft, restrained arrangement accentuates Jules’ vocal, which evokes Michael Stipe at his most ethereal. Its impact was further deepened by a music video of deceptively simple, stunning beauty.

         
            
            Toxic (2004)—Britney Spears (written by Cathy Dennis, Christian Karlsson, Pontus Winnberg, & Henrik Jonback) 

         Jive 59214

         Chart debut on January 31, 2004 (reached #9 pop, #1 in Dance Radio Airplay)100; #1 (2 weeks) on Eurochart, Australia, and Canada, #1 (1 week) in the United Kingdom101 (VIL-#193, ACC-#297, BL)102

         After five years as a pop-culture phenomenon, Britney Spears faced the distinct possibility of being remembered as a former teenage sex bomb with a ton of magazine covers and millions of records sold but few performances of genuine lasting musical interest. The exciting Toxic changed that. Born December 2, 1981 in Kentwood, Louisiana, Britney was a regular on TV’s revived Mickey Mouse Club (1992–1993), and scored a massive debut hit single at the end of 1998 with … Baby One More Time, aided immensely by a music video featuring the cute sixteen-year-old blonde prancing suggestively in a little schoolgirl skirt. Toxic, cowritten by British dance-pop performer Cathy Dennis (who had several hits from 1989 to 1992 and wrote the Kylie Minogue hit Can’t Get You Out of My Head), is a sizzling dance number lambasting an ex-lover (taken by some to be Britney’s former boyfriend Justin Timberlake), with Swedish producers Bloodshy (Christian Karlsson) and Avant (Pontus Winnberg) digging a frantic rhythmic groove. The video utilized her sexpot image by placing her in various disguises as a seductive female assassin. Blender remarked that its “coked-up beats and electronic jitters mimic the throb of life in the paparazzi glare.”103 Chuck Taylor called it “a boundless step forward for Spears … mature, sexy, and tantalizing.”104

         
            
            Bessie’s Advice (2004)—Maria Muldaur, Eric Bibb, and Rory Block (written by Bibb & Muldaur) 

         From the Telarc album Sisters & Brothers (released on February 24, 2004)

         A merger of three diverse and talented performers, the album Sisters & Brothers produced a song of haunting power, Bessie’s Advice. Eric Bibb was born in New York in 1951, the son of folk and musical theater singer Leon Bibb, the nephew of Modern Jazz Quartet cofounder John Lewis, and the godson of legendary Paul Robeson. His several albums of gospel-tinged folk-blues have showcased his prowess as singer, songwriter, and guitarist, with a stylistic debt to Taj Mahal.105 This album was recorded in a barn-turned-recording studio in Unity, Maine.

         
            Bessie’s Advice is a 7-minute showcase for Maria Muldaur. Born Maria D’Amato on September 12, 1943 in the Bronx, New York, her roots lie equally in folk (the Jim Kweskin Jug Band in the 1960s) and blues. She enjoyed pop success, most notably the 1974 smash Midnight At the Oasis, and has remained an important roots-music performer, including a series of early 2000s albums exploring 1920s blues and pop material. This is an intense account of a woman with vivid dreams of receiving life and love advice from blues immortal Bessie Smith. Maria’s husky voice is ideally suited to the tale, with funky after-hours piano (by Chris Burns), bass (Michael Ward), and drums (Per Hanson). The album’s third central participant is the fine female blues singer-guitarist Rory Block. “Bessie told me in a dream last night. … And I always take Bessie’s advice. …”

         
            
            Confessions, Part II (2004)—Usher (written by Bryan Michael Cox, Jermaine Dupri, & Usher Raymond)106 

         LaFace 64779

         
            Chart debut on May 1, 2004 (2 weeks at #1 both pop and R&B) (Confessions, Part I reached #47 R&B in 2004); from the album Confessions (#1 for 9 weeks)

         One of the most prolific hit-makers of the early twenty-first century, Usher Raymond (born October 14, 1978 in Chattanooga) scored his first chart single before his sixteenth birthday in 1994, and starting three years later began a remarkable string of pop and R&B hits. His biggest of all, the hip-hop oriented Yeah!, topped the pop charts for twelve weeks in early 2004, followed by the ballad Burn (#1 for 8 weeks). His follow-up to those smashes was the best of the group, Confessions. Story songs have always been a part of R&B, and this one is a whopper, the tangled telenovela-like tale of a guy dealing with the consequences of infidelity. Kinky romantic escapades have always been integral to the repertoire of this “buttery-smooth lothario” (in Leah Goldblatt’s phrase),107 but having to address the messy aftermath marked his transition from carefree seducer to adulthood. “The hardest thing I’ve ever had to do—to tell you, the woman I love, that I’m having a child with a woman I barely know.”108 
            Confessions became the biggest-selling male R&B album since Michael Jackson’s Thriller, and the only album to sell ten million copies in the United States from 2003 (after Norah Jones and Eminem reached that level with 2002 releases) until Adele’s “21” in 2011.

         
            
            Van Lear Rose (2004)—Loretta Lynn 

         From the Interscope album Van Lear Rose (chart debut on May 15, 2004, reached #2 C&W, #24 on pop chart)

         One of the most triumphant comebacks in country music history, Loretta Lynn’s Van Lear Rose knocked the music world for a loop in 2004. It was not only her first solo album of new original material since 1989 but also her first to reach the pop chart in twenty-nine years—and the woman had been the subject of an Oscar-winning biographical motion picture nearly a quarter century ago! But the seventy-year-old icon, her voice strong and her creative spirit revitalized, delivered an exceptional collection of new original songs. Credit is due to rocker Jack White of the White Stripes, whose admiration for Lynn led to his role as encouraging force, producer, and lead guitarist, providing Lynn with a snarling country-rock band that respects the material but rocks out on the instrumental breaks.109 The title song is Loretta’s recollection of a tale her daddy told her about the belle of Johnson Country, Kentucky, who bewitched every suitor from “the Ohio River to the Big Sandy.” Only at the end do we get the emotional kicker: The Van Lear Rose (Van Lear was the local coal mine where her daddy worked) is Lynn’s mother when she won the heart of her father.110 The album won the Grammy as best female country vocal performance, and was voted the #3 best of 2004 in the Village Voice critics’ poll, forty-three years the senior of hip-hopper Kanye West who placed #1. David Browne marvels that Lynn’s voice remained a marvel, especially “the way it soars into an upper register on the majestic title song. … Crackling with a bristling immediacy, Van Lear Rose yanks Lynn into the present while never abandoning musical traditions that continue to define her, her voice, and her material.”111

         
            
            Live Like You Were Dying (2004)—Tim McGraw (written by Tim Nichols & Craig Wiseman) 

         Curb track, chart debut on June 5, 2004 (10 weeks at #1 on C&W chart, #30 pop); from the album Live Like You Were Dying (2 weeks at #1) (C&W-#122)

         One of the longest-running #1 country singles since the 1950s, Tim McGraw’s Live Like You Were Dying enabled the man from Delhi, Louisiana (born May 1, 1967), to achieve a new career peak. The son of colorful former Mets and Phillies pitcher Tug McGraw, he moved to Nashville in 1989, after a few years of gigs around the Deep South had his first chart single in 1992, and the following year released his debut album. His breakthrough as a major star occurred with his second album Not a Moment Too Soon (1994), which sold over five million copies, and by now has sold a career total of more than thirty million albums. Married since 1996 to fellow C&W superstar Faith Hill, McGraw dedicated Live Like You Were Dying to the late father whom he barely knew until Tug’s final years. It’s an ode to savoring every moment of life and seizing the opportunity to seek out fulfilling new experiences, before it’s too late. The Country Music Association honored it as best single and best song of the year, and it was a double Grammy winner.

         
            
            One (2004)—Warren Haynes 

         From the ATO Records album Live at Bonnaroo (released on June 8, 2004)

         U2’s Bono is one of the greatest singers in rock history, so covering a beloved U2 classic is a challenge for any performer. Warren Haynes stood alone on stage before tens of thousands on June 15, 2003 at the Bonnaroo Music Festival in Tennessee, one man and his guitar, and delivered a spellbinding performance of the intense U2 ballad One (originally from their 1991 album Achtung Baby) that gave entirely new dimensions to a song we thought we knew well. Starting quietly and drawing you into the lyrics describing a tortured love-hate relationship, Haynes slowly builds the piece into a full-throated cry that leaves the listener limp from depleted emotion at its conclusion. A native (April 6, 1960) of Asheville, North Carolina, Haynes began playing guitar at local gigs at fourteen, and starting at age twenty played with country singer David Allan Coe from 1980 to 1984. When Coe’s band opened for the Allman Brothers, this led to Haynes playing on Dickey Betts’ 1986 solo album, and then he joined the Allman Brothers Band itself in 1989; his driving, bluesy guitar, vocals, and original songs revitalized the Allmans for the next few years. After Garth Brooks took Haynes’ song Two of a Kind, Working On a Full House to #1 on the country chart in 1991, Haynes released his first solo album a year later, then in 1994 formed the power-blues trio Gov’t Mule as a side project. He left the Allmans in 1997 to focus full time on Gov’t Mule, then rejoined in 2002 to replace Betts as lead guitarist (producing and cowriting all the songs on the Allmans’ 2003 album Hittin’ the Note). As if that weren’t enough, Haynes also toured as lead singer/guitarist with the Dead (the post–Jerry Garcia incarnation of the Grateful Dead).

         
            
            The Moon is a Harsh Mistress (2004)—Karrin Allyson (written by Jimmy Webb) 

         From the Concord Records album Wild for You (chart debut on June 26, 2004, reached #13 jazz)

         Versatility is a must for jazz singers to survive in the contemporary marketplace, and Karrin Allyson possesses this quality in abundance. Ballads or up tempo, singing in English, French, Italian, or Portuguese—she does it all. Born July 27, 1963 in Great Bend, Kansas, Karrin (pronounced KAR-in) studied classical piano at the University of Nebraska, shifted to jazz, sang in Minneapolis for three years, and recorded her debut album in 1992. In the years since, she’s done bebop, blues, an all-Brazilian album, and another set vocally recreating the songs from John Coltrane’s LP Ballads. On the album Wild for You, she tackles 1970s-era pop tunes, and its high point is her brilliant treatment of Jimmy Webb’s haunting The Moon is a Harsh Mistress. The melodically intricate,112 lyrically poetic ballad has been a favorite of vocalists ever since Joe Cocker helped popularize it in 1974, including versions by Judy Collins, Glen Campbell, Linda Ronstadt, and Webb himself on his 1977 album El Mirage. (The title was inspired by Robert Heinlein’s 1966 science-fiction story of the same name, from an anthology called A Man Who Sold the Moon that was a favorite of sci-fi buff Webb.) Karrin’s may be the finest of all, not only for the tasteful excellence of her vocal but also for the compelling countermelody she creates on piano. “Once the sun did shine / And Lord, it felt so fine / The moon a phantom rose / Through the mountains and the pine / And then the darkness fell. / The moon’s a harsh mistress / It’s hard to love her well. …”

         
            
            Hard Times Come Again No More (2004)—Mavis Staples (written by Stephen Foster) 

         From the American Roots Publishing album Beautiful Dreamer: The Songs of Stephen Foster (released on August 24, 2004)113 114

         When Stephen Foster composed Hard Times Come Again No More, the song’s theme was a bitter reality in his home base of Allegheny City and Pittsburgh. As described by Ken Emerson, unemployment had reached “unprecedented levels” in spring 1854, and a summer cholera outbreak killed four hundred people in two weeks. A personal blow to Foster was the death that July of his friend and occasional collaborator Charles Shiras. Hard Times was deposited for copyright on January 17, 1855. Emerson declares it “one of Foster’s greatest songs, showing his deep empathy for downtrodden people”: “Let us pause in life’s pleasures and count its many years / While we sup sorrow with the poor / There’s a song that will linger forever in our ears / Oh! Hard times, come again no more. … ’Tis the song, the sigh of the weary / Hard times, hard times, come again no more. …” It is “exceptional and haunting because the ‘sigh’ is not the singer’s or his beloved’s, for a change. For once Foster was able to venture outside himself and see other people looking at him, their pinched faces pressed against the window pane.”115 Over the years, there have been many lovely versions of the Foster classic—the Sons of the Pioneers’ 1935 treatment was a particular standout—but Mavis Staples delivered what may be its definitive rendition. Accompanied at first only by piano, later joined by tasteful blues guitar, the wondrous voice of the Staple Singers legend movingly conveys every bit of the tune’s sadness and hope, distilling her then-sixty-five years of life experience into a memorable four minutes. Dave Marsh called this performance “gospel at its most prayerful.”116

         
            
            Breakaway (2004)—Kelly Clarkson (written by Avril Lavigne, Bridget Benenate, & Matthew Gerrard) 

         Chart debut on August 28, 2004 (reached #6); #1 (21 weeks) on adult contemporary chart117; from the RCA album Breakaway (#3 peak, sold 5 million copies)

         Although American Idol was more noteworthy as the springboard for ultra-slick pre-packaged pop hits than for music of lasting value, one is more willing to forgive its offenses against good taste, because it launched the career of Kelly Clarkson. The Fort Worth, Texas, native became the first Idol winner in 2002. Her spring-2003 debut album Thankful was a #1 smash, showcasing a stellar voice on so-so material. A year and a half later, Breakaway presented a more confident singer moving from blue-eyed soul into a more rock-oriented direction. This was exemplified on the CD’s title/opening track and first single. Breakaway, cowritten by Canadian pop star Avril Lavigne, is an inspirational tale of a young woman striking out on her own determined to take some chances and make her mark on the world, while promising not to forget her roots; appropriately, it was featured on the soundtrack of The Princess Diaries 2. Up tempo and infectious, it is, of course, slickly produced (by guitarist/keyboardist John Shanks), but still leaves plenty of room for Kelly to strut her stuff.

         
            October 27, 2004: After completing the greatest comeback in baseball history—down 3 games to 0 in the American League Championship Series, behind in the ninth inning of Game 4—to defeat their archrivals the New York Yankees in seven games, the Boston Red Sox win the World Series for the first time since 1918.

         
            
            This Land Is Your Land (2005)—Sharon Jones and the Dap-Kings 

         Released as single on Daptone 1019 (September 2004)118; from the album Naturally (released January 1, 2005)119

         Over the past seventy-plus years, Woody Guthrie’s This Land Is Your Land has been rendered by hundreds of artists; one of the most brilliantly distinctive is the classic-soul treatment by Sharon Jones and the Dap-Kings. Born May 4, 1956 in Augusta, Georgia, and raised in New York, Jones sang only intermittently for many years while working as a corrections officer and an armored-car guard, until in 1996 she was given the opportunity to sing on a track by a Brooklyn group, the Soul Providers. The group began to generate notice with soul and funk 45s, then in 2001, with changes in personnel, became Sharon Jones and the Dap-Kings, with a 2002 debut album on their own Daptone label.120 The 2005 album Naturally made Sharon one of the symbols of the revivalist soul movement, recalling the R&B sound of the 1960s and 1970s, with echoes of Gladys Knight and Mavis Staples, plus her own added touches. The first major national attention to their version of This Land came in 2006 when it was featured in an “I Love New York” commercial. But most listeners were introduced to this tremendous performance when it was played under the opening credits of the 2009 George Clooney film Up In the Air, also serving as the opening track of the soundtrack album, and featured in the 2010 Academy Awards program. The film’s director, Jason Reitman (whose musical acumen was proved when he won a Grammy for producing the folk-flavored soundtrack to his 2007 film Juno), wanted the opening scene (as Clooney gazes out an airplane window to the landscape below) to capture the life of a traveling man, and tried several different songs until he discovered the Dap-Kings’ recording, which totally nailed it.121 Backed by the band’s gently swinging, horn-inflected lines, Sharon gives soulful treatment to Guthrie’s immortal words, emphasizing its populist sentiments and sympathy for the have-nots—providing a powerfully ironic comment on the film’s account of a corporate downsizer traveling to tell people their jobs have disappeared. Whitney Pastorek called her voice “a force of nature.”122

         
            
            Wake Up (2005)—Arcade Fire 

         From the Merge album Funeral (chart debut on January 22, 2005, reached #131)123 (AS)

         
            
            Funeral was the title of Arcade Fire’s first full-length album, because during the months leading up to its recording, the grandfather of leader Win Butler and brother William Butler, 1940s bandleader Alvino Rey, passed away, as did the grandmother of Win’s wife (and group cofounder), Regine Chassagne, and the aunt of group member Richard Reed Parry. “I saw the idea of a funeral conceptually, where everyone was meeting,” explained Butler.124 Accordingly, much of the album’s music is somber but powerful. It was voted the #6 best album of 2004 in the Village Voice critics’ poll. Wake Up (2004’s Song of the Year for American Songwriter) is a surging U2-style rocker with emotional vocals (including a choir on the soaring chorus), and an intriguing instrumental mix including accordion, two violins, and multiple guitars. “Like all great albums there were no real precursors to Arcade Fire’s astonishing debut,” declared Paul Mardles (The Observer). “Despite being infused with the pungent stench of death … it erupted from the speakers with an awe-inspiring vigour.”

         
            
            Like Toy Soldiers (2005)—Eminem 

         Shady/Aftermath/Interscope track, chart debut on January 29, 2005 (reached #34); #1 (2 weeks) in Europe, #1 (1 week) in England, and #4 in Australia125; from the album “Encore” (4 weeks at #1, sold 4 million copies)

         
            Like Toy Soldiers represented Eminem’s attempt, as he explained to MTV, to walk away from the escalating cycle of bitterness and violence flowing from rivalries among rap stars. These rivalries had repeatedly moved from angry wordplay to fatal gunfights among members of rappers’ entourages. The performers had become pawns in a game, and the song, declared the man born Marshall Mathers in Kansas City and raised in Detroit, was “my way of saying, ‘before this goes any further, I’m done with it.’” Filled with sadness and regret, the piece is set to a solemn martial drumbeat, and samples the #1 hit Toy Soldiers by Martika (1989).

         
            
            In State (2005)—Kathleen Edwards 

         From the Zoe/Rounder album Back to Me (released on March 1, 2005)

         A tough, feisty singer-songwriter with elements of Lucinda Williams and Sheryl Crow, Kathleen Edwards was born July 11, 1978 in Ottawa, Canada, to parents in the Foreign Service, and spent portions of her early years in Korea and Switzerland. Inspired by Ani DiFranco and Ryan Adams, she began writing songs and recorded a six-song, self-distributed EP in 1999. Her 2003 debut Rounder album Failer earned Edwards a following in the Americana/alternative country world (ranked as the year’s #7 album by No Depression), and she built on that foundation with Back to Me. The album was recorded at Reaction Studio in Toronto, accompanied by her regular backing band, with her husband (married in 2004), Colin Crepps, producing.126 Its opening song, In State, is an intriguing, strongly rocking tale of an outlaw boyfriend on the lam and headed for some well-earned hard time. The song is actually a prequel to a tale from her debut album, Six O’Clock News. David Browne called Back to Me the #4 best album of 2005. “Edwards is that rarity—a modern-day songwriter who loves a good story and memorable characters. But she also knows narratives need even-keeled delivery and solid-as-a-brick-house melodies to put them over, and that distorted, Neil Young-inspired power chords and folk-country caresses enhance the words, too.”127

         
            
            I’ll Play the Blues for You (2005)—Jason Moran 

         From the Blue Note album Same Mother

         Chart debut on April 2, 2005 (reached #22 on jazz chart)

         From the outset of his career, jazz pianist Jason Moran has been a restless musical explorer, drawing inspiration not only from his original keyboard influences Thelonious Monk and Jaki Byard but also from a variety of other genres including rock and hip-hop. On Same Mother, he plunged into the blues, including an impassioned treatment of Albert King’s I’ll Play the Blues for You. Born January 21, 1975 in Houston, Moran graduated in 1997 from the Manhattan School of Music, studied with Byard (best known for his work with Charles Mingus), and began recording that year with Greg Osby’s group. His own debut album came in 1998, and the following year formed the trio that would remain a constant for years thereafter, with bassist Tarus Mateen and drummer Nasheet Waits. His 2001 album Black Stars was named one of NPR’s “50 Most Important Recordings of the Decade,” and 200’2s Modernistic won similar acclaim. The title of the album Same Mother, he explained, “came out of a discussion my wife and I were having about the relationship between jazz and blues—same mother.” The trio was joined by guitarist Marvin Sewell (from Cassandra Wilson’s band), most notably for their treatment of Mississippi-born guitar great King’s 1972 gem I’ll Play the Blues for You, which may rank behind only his 1967 classic Born Under a Bad Sign as an enduring favorite. While Sewell digs into the tune’s blues roots, Moran ranges widely in his virtuosic piano improvisation. “This is brainy music aimed at the heart,” raved Malcolm Jones.128

         
            
            Holiday (2005)—Green Day (written by Billie Joe Armstrong) 

         Album cut, Hot 100 debut on April 9, 2005 (reached #19, 32 weeks); #1 (3 weeks) for Mainstream Rock; #11 in the United Kingdom129; from the Reprise album American Idiot (chart debut on October 9, 2004, 3 weeks at #1, sold 5 million copies)

         Opposition to the Bush administration’s war in Iraq underlies Green Day’s Holiday, just as it is a recurring theme throughout the band’s massively successful, Grammy-winning “punk rock opera” American Idiot. But the fierce, driving energy of this rocker is ultimately apolitical. It became the second of the album’s three singles to reach the Top Twenty. Lorraine Ali: “With magical timing, American Idiot became a soundtrack for anyone disillusioned by millennial America.”130 “This is the dawning of the rest of our lives. …”

         
            April 2005: Two months after the creation of Youtube, the first video is posted. Within a few years, it becomes one of the primary means for disseminating new music and “breaking” new artists.

         
            
            We Belong Together (2005)—Mariah Carey 

         Island 005162

         Chart debut on April 16, 2005 (14 weeks at #1 on both pop and R&B charts); #1 (2 weeks) in Australia, #2 in England; from the album The Emancipation of Mimi (2 weeks at #1) (BILLB-#4, DMDB)131

         Mariah Carey’s multi-octave voice has always been showcased to best advantage on ballads, as exemplified on the slow-jam R&B number We Belong Together. After sometimes straining to keep up with the competition mixing in hip-hop and contemporary dance elements, this is a pure old-school soul lament, regretting a romantic breakup. Mariah pointed out that this is consistent with her musical approach: “You may think those songs (past hits like Heartbreaker and Fantasy) were happy little ditties, but, truthfully, they were steeped in misery.”132 Carey’s tracks are often assembled by a committee, and this one would require a room to hold all the contributors: It not only has ten (!) credited cowriters—a legal necessity, because it samples Bobby Womack’s If You Think You’re Lonely Now and The Deele’s Two Occasions—but also three producers who were among the writers: Jermaine Dupri, Manuel Seal, and Mariah. It became the sixteenth Number One single of her remarkable career, and one of the ten longest-running chart-toppers of the rock era. With sales of six million copies, The Emancipation of Mimi became her biggest selling album since 1995’s Daydream (9 million sold), and one of the music industry’s top sellers in the reduced post-2001 era.

         
            
            Breathe (2 A.M.) (2005)—Anna Nalick 

         Columbia track; chart debut on April 30, 2005 (reached #53, 20 weeks pop; #4 peak, 40 weeks adult contemporary); returned to chart on June 3, 2006 (#45 peak); from the album Wreck of the Day (#20 peak)

         A breath (so to speak) of fresh air on pop radio in 2005, Anna Nalick’s Breathe (2 A.M.) leaped from the airwaves with its thoughtful lyrics and melodic sound. Born March 30, 1984 in Glendora, CA, near Pasadena, Anna comes from a theatrical family (her grandparents performed on Broadway; her grandmother danced with Fred Astaire and was in two Marx Brothers stage comedies). She became serious about songwriting while in high school, and in college recorded a demo; on being introduced to Christopher Thorn and Brad Smith, founding members of the rock band Blind Melon, they helped her rerecord the songs in a studio. Anna signed with Columbia, with Thorn, Smith, and Eric Rosse (who’d produced Tori Amos) as her producers. Her debut album Wreck of the Day was released in early 2005, and within a few months was certified gold. After the song was prominently featured on ABC’s Grey’s Anatomy, it was reissued in May 2006. Breathe is an intensely earnest, emotionally intimate acoustic narrative ballad featuring her relentless flow of lyrics, Zak Rae on piano, and Rosse’s tasteful string arrangement. It’s all about desperately pursuing the creative process in the middle of the night (“If I get it all down on paper, it’s no longer inside of me, threatening the life they belong to”), while reminding herself to “breathe—just breathe.”

         
            
            Speed of Sound (2005)—Coldplay (written by (written by Guy Berryman, Jon Buckland, Will Champion, & Chris Martin) 

         Capitol track, chart debut on May 7, 2005 (reached #8 pop, #5 on Modern Rock chart); #2 in England and Canada, #3 in Europe133; from the album “X&Y” (3 weeks at #1)134

         
            Even though Coldplay’s first two studio albums had built a worldwide audience, singer-keyboardist-primary lyricist Chris Martin and the band remained obsessive perfectionists, and with fifteen songs completed for the album “X & Y,” they weren’t satisfied and went back to work. Dropping some songs, sharpening others, and writing new material, the result was their first #1 album, and first Top Ten single, the strongly melodic, driving Speed of Sound. “Gorgeous, aching, neurotic and luminous,” described Edna Gunderson, the album echoed the group’s earlier work, “though a stronger pulse courses through its beguiling melodies, and tougher guitar textures counterbalance Martin’s emotional falsetto and fragile piano lines.”135

         
            
            Gold Digger (2005)—Kanye West featuring Jamie Foxx 

         Roc-a-Fella 005118

         Chart debut on July 30, 2005 (10 weeks at #1 pop, 4 weeks at #1 R&B); #1 (3 weeks) in Australia, #2 in England, and #7 on Eurochart136; from the album “Late Registration” (2 weeks at #1)137 (VIL-#9, BILLB-#31, RS Polls-#94, DMDB, ACC-#554)

         Kanye West’s 2004 debut album “The College Dropout,’ featuring the instant classic Jesus Walks, had established him as a colossus in the hip-hop world. His follow-up “Late Registration” proved just as massive, with the biggest single of his career to date, Gold Digger. Not quite a celebration of material wealth as it seems at first, ultimately its more positive message (albeit in humorous fashion) is for women to stand by their working-class men. Helping the track immensely is that it borrows the structure of Ray Charles’ immortal I Got a Woman—“she gives me money when I’m in need. …” Therefore, it makes sense that its guest star is Jamie Foxx, who won the Oscar for portraying the soul icon in the film Ray. Foxx didn’t get to do his own vocals in the picture, but he does so capably here. American Songwriter, citing West’s “endlessly inventive” verses, named it Song of the Year.

         
            August 29: Hurricane Katrina hits southeast Louisiana, and in the following days and weeks devastates much of New Orleans, killing some 1,600 people and displacing over a million more.

         
            
            I Run for Life (2005)—Melissa Etheridge 

         Island/Chronicles track, chart debut on October 22, 2005 (reached #10 adult contemporary); from the album Greatest Hits: The Road Less Traveled (#14 peak)

         Rock superstar Melissa Etheridge was forty-three when she found a lump in her breast in October 2004. Having lost an aunt and a grandmother to breast cancer, and her father to liver cancer, she had long done regular checkups and self-exams, but it was still a shock to receive the diagnosis of breast cancer. She cut short her ongoing tour, went straight into the operating room where the tumor was removed at an early stage of development, and began chemotherapy, which she called “the closest to death I have ever been.” Fortunately, it worked, and the now cancer-free Etheridge, temporarily bald from the chemo, turned in an electrifying performance at the February 2005 Grammy Awards singing the Janis Joplin classic Piece of My Heart. As her recovery continued in the coming months, Melissa wrote a stirring rock anthem like those for which she had been known throughout her career, but with a particularly personal meaning: I Run for Life was created for Ford’s “Race for the Cure” project for breast cancer. The soaring, inspirational rock ballad, included as the newest selection in her 2005 hits CD, ranks with her most powerful work.

         
            
            Unwritten (2005)—Natasha Bedingfield (written by Bedingfield, Danielle Brisebois, & Wayne Rodrigues) 

         Epic track, chart debut on December 10, 2005 (reached #5, 42 weeks)138; reached #4 in European airplay, #6 in England139

         Chart-topping British acts often find much rougher going in the United States, and Natasha Bedingfield faced the same obstacle course following her smash 2004 UK debut—but in her case, persistence paid off. Born November 26, 1981 in London, Natasha performed as a teenager in a trio with her brother and sister, then brother Daniel had a #1 British single that inspired her to pursue her own career. The lovely blonde’s album Unwritten debuted at #1 in her homeland in September 2004, and topped the charts in about a dozen other countries; Sony Music decided to take a step-by-step approach toward breaking her in the United States. On the album’s U.S. release nearly a year later, it had a promising debut and produced the Top Twenty single These Words. But after the album fell off the charts, it was reignited when the title song became one of the most ubiquitous songs of 2006.140 
            Unwritten is an inspirational pop-soul number about seizing all of life’s possibilities, with a gospel choir joining in for the finale.

         
         
            
            Hora Decubitis (Life Is a Beautiful Thing) (2006)—Elvis Costello with the Metropole Orkest (music by Charles Mingus, lyrics by Elvis Costello) 

         From the Universal Classics Group album My Flame Burns Blue (chart debut on March 18, 2006)

         The brilliant jazz composer-bassist-bandleader Charles Mingus created one of his masterpieces in 1963 with the intensely swinging Hora Decubitis, the title a variation on the Latin for “At Bedtime.” British rocker Elvis Costello has made a career of shifting from one musical genre to another (from New Wave to country to pop ballads to classical and back again), and when he recorded the live album My Flame Burns Blue with the jazz collective the Metropole Orkest and his longtime keyboardist Steve Nieve, the ensemble tackled a mixture of his own vintage songs in dramatically altered arrangements and other eclectic selections. At the suggestion of Mingus’ widow, Sue Mingus, Costello had written lyrics for several Mingus tunes, including This Subdues My Passion. “The Mingus compositions were so filled with life and spirit and anger and love and blood and soul that I could understand how it might have seemed presumptuous to add words to them,” acknowledges Costello in his memoir. “But Mingus was a man of words,” so “I did not feel it was a trespass to write words for Hora Decubitis.” He had started work before the events of September 11, 2001, and completed the lyric soon thereafter, “rejecting the urge for revenge.”141 Costello’s rapid-fire lyrics add an extra punch to the churning, intricate composition, with solos on trumpet, trombone, saxophone, and electric guitar.

         
            
            Promiscuous (2006)—Nelly Furtado featuring Timbaland (written by Tim Clayton, Furtado, Nate Hills, & Tim Mosley) 

         Mosley/Geffen 006818

         Chart debut on May 20, 2006 (6 weeks at #1 pop, reached #1 in Dance Club Play, #22 R&B); #1 (8 weeks) in Canada, #1 (1 week) in the United Kingdom, #2 in Australia, and #6 in Germany142; from the album Loose (1 week at #1) (VIL-#223)

         Born December 2, 1978 in Victoria, British Columbia, Canada, to Portuguese parents, Nelly Furtado burst onto the pop music scene in early 2001 with the album Whoa, Nelly, which sold over four million copies worldwide partly thanks to the bright, breezy Top Ten single I’m Like a Bird. After a more modest-selling follow-up album, she shifted gears stylistically from the fizzy pop/R&B mixture of her debut to what she called the “punk-hop” of Loose, teaming with one of the era’s hottest producer-songwriters, Timbaland (Timothy Mosley). Its blockbuster single, Promiscuous, is a flirtatious dance number combining her engaging vocals with Timbaland’s raps and percolating rhythmic foundation, a musical dialogue making them partners in seduction. Previously, Nelly had primarily recorded her own material without collaborators, but working in tandem proved spectacularly successful. Built on musical inspiration from 1980s records by the Talking Heads, Madonna, and Blondie, the track sold 2.5 million digital downloads in the United States and was also a worldwide smash.

         
            
            Chasing Cars (2006)—Snow Patrol (written by Gary Lightbody) 

         Polydor album track, chart debut on June 3, 2006 (reached #5, 45 weeks); #6 in the United Kingdom, #8 in Germany, and #10 in Europe143; from the album Eyes Open (#27 peak)144

         Even in an era dominated by teen-oriented dance-pop and rap, there’s always a market for a big, soaring pop-rock ballad with a mesmerizing chorus, as exemplified by Snow Patrol’s Chasing Cars. The alt-rock band comprising the Irish-born Gary Lightbody (vocals and guitar), Nathan Connolly (guitar), Tom Simpson (keyboards), Paul Wilson (bass), and Johnny Quinn (drums) was formed in Dundee, Scotland, issued its debut album in 1998, and enjoyed its first significant success with the 2003 album Final Straw, with the British hit single Run. On the 2006 release of Eyes Open, the first U.S. single was Hands Open, but when Chasing Cars was featured that May on two television season finale episodes, of One Tree Hill and Grey’s Anatomy, an explosion of demand for the song led to its rush release.145 Starting quietly with voice and acoustic guitars, and building steadily into a gigantic crescendo, the song—based on the idea that a man pursuing love is like a dog chasing a car—is deeply romantic, with a dreamy quality: “If I just lay here, would you lie with me and just forget the world?” As the single became an international hit (including sales of 2.3 million downloads), the album was the United Kingdom’s #1 seller for 2006, and a million-seller in the United States. Jon Dolan jabbed that the group represents “a kind of Coldplay minus the world-conquering aspiration,”146 but the song’s melodic strength defies all doubters.

         
         
            
            Before He Cheats (2006)—Carrie Underwood (written by Josh Kear & Chris Tompkins) 

         Arista Nashville track; chart debut on September 16, 2006 (#1 for 5 weeks C&W, #8 pop, 64 weeks)147; from the album Some Hearts (chart debut on December 3, 2005, reached #2, 151 weeks) (C&W-#219)

         Vengeance can be sweet, as Carrie Underwood sings in this deliciously nasty and satisfying country-to-pop crossover smash. Born March 10, 1983 in Muskogee, Oklahoma, she was the big winner on the fourth season of “American Idol” in 2005. Just months later, her debut album “Some Hearts” was the fastest-selling debut country album in Nielsen SoundScan history (dating back to 1991), and the best-selling debut album in country music history, with a total sales of over seven million. The pop ballad Inside Your Heaven hit #1 on the Billboard Hot 100, and Jesus, Take the Wheel became a Grammy-winning smash. Before He Cheats was the album’s fourth single, but it’s the biggest of all, certified with sales of 3.7 million downloads.148 It’s all about a woman who discovers that her boyfriend’s been running around; she strikes back by slicing up the tires and the seats of his beloved truck with her keys, and taking a Louisville Slugger to both headlights. The message: “Maybe next time he’ll think twice before he cheats.” And if he does, “it won’t be on me.” Arista Nashville knew the song would go over big on country radio, but felt it was probably “too country” to make it on the pop side—“and I’m not willing to change it,” she declared.149 As it turned out, pop listeners, too, loved the girl-power payback anthem. The Grammy winner for best C&W song and female country vocal, the performance was also named Single of the Year by the Country Music Association, and Miranda took home Album and Video of the Year honors from the Academy of Country Music. The radiant blonde, with her “voluptuous soprano” (in Bill Friskics-Warren’s phrase, comparing her vocal prowess with Trisha Yearwood and Martina McBride),150 has gone on to solidify her stature as one of Nashville’s top stars of the modern era, including her 2012 smash album “Blown Away.”

         
            August 20: Symbolizing the dramatic long-term decline of record stores, Tower Records files for Chapter 11 bankruptcy for the second and last time.

         
            
            Thunder On the Mountain (2006)—Bob Dylan 

         From the Columbia album Modern Times (chart debut on September 16, 2006, 1 week at #1)151

         Following in the footsteps of his brilliant 1997 and 2001 albums Time Out of Mind and Love and Theft, Modern Times provided Bob Dylan with yet another unforgettable collection to join its long list of proud forebears across generations. “Intriguing, immediate, and quietly epic, Modern Times must rank among Dylan’s finest albums,” concluded Pat Gilbert in Entertainment Weekly. A steady-rolling, broiling blues-rocker in the style of his 2000 classic Things Have Changed, Thunder (the album’s opening track) gets off to a roaring start (with “the voice of God in the mountains and the sound of pistols in the streets,” noted Joe Levy), and maintains a breathless momentum, with a Chuck Berry-like flow of narrative lyrics, right to the end.152 Just as in so many Dylan classics, there’s drama, humor, and cryptic mystery. Don’t ask why the seasoned troubador is ruminating on young R&B chanteuse Alicia Keys; better to simply strap in and go along for the ride. Elton John listed this among his favorite songs from 2000 onward. “No one phrases like him. No one makes you laugh like him.”153 In 2008, Dylan won the Pulitzer Prize special citation in music—the first time a musician from outside classical or jazz has ever received a Pulitzer.

         
            
            Up to the Mountain (2006)—Solomon Burke (written by Patty Griffin) 

         From the Shout! Factory album “Nashville,” released on September 26, 2006

         
            
            Up to the Mountain (MLK Song) (2007)—Patty Griffin 

         From the ATO album Children Running Through (chart debut on February 24, 2007, reached #34)

         Described by Richard Harrington as “the embodiment of—and keeper of the flame for—classic Southern soul music,”154 Solomon Burke had been out of the public eye since his widely influential recordings for Atlantic in the 1960s, until his 2002 comeback album Don’t Give Up on Me. He followed that with another fine collection, 2005’s Make Do With What You Got. A year and a half later, Burke returned to the sound he had pioneered on his 1961 classic Just Out of Reach: fusing R&B and gospel stylings with the country music he had always loved, on the album Nashville, produced by Music City studio ace Buddy Miller.155 The CD opened with Tom T. Hall’s lovely That’s How I Got to Memphis, and soared still higher with the magnificent Up to the Mountain.

         Written by the great folk-country-Americana composer-performer Patty Griffin (and featuring Griffin on backing vocals), Up to the Mountain is a dramatic ballad explicitly inspired by Martin Luther King, a deeply touching contemplation of the hereafter. Burke’s strong, gritty baritone, authoritative as ever, gives the piece a very special resonance. Jody Rosen marveled that in “one of the great comeback stories of recent years,” Burke had “transformed himself, in his seventh decade, into an American ballad singer for the ages.”156

         Will Hermes writes that as a songwriter Patty Griffin is “an elegant melodist who conjures complex emotions with small strokes.”157 One can hardly imagine a better example than this gospel-rooted ballad. Before her own album was ready for release, she gave it to Burke. Her own performance is comparably stirring, with an emotional vocal, Ian McLagan on grand piano, and a stellar string arrangement by John Mark Painter. (Griffin and Michael McCarthy coproduced the album.) Grant Alden noted that prior to this album—“by leaps and bounds the best of her career”—Patty had been far more renowned as a writer than as a singer, but here she reset the balance. Children “is all about Griffin reveling in the suddenly—startlingly—enormous power of her singing. … She could always sing, of course. But this—this is singing.”158

         
            
            The War Was in Color (2006)—Carbon Leaf 

         From the Vanguard album Love, Loss, Hope, Repeat (chart debut on September 30, 2006, reached #170 pop, #3 on Heatseeker Albums chart)

         In the pop music marketplace of the 2000s—fragmented, with constricted terrestrial radio playlists, drastically diminished sales, and facing ever more competition from alternative media—the best songs often reach only a limited audience, at least at first. But eventually, the real gems emerge, and this is one of the finest examples in recent years. Carbon Leaf is an indie folk-rock band (with Celtic elements) formed in Richmond, Virginia, in 1992 at Randolph-Macon College; its first album was released in 1995. After four albums issued on the band’s own label Constant Ivy Music, its first major-label album, Indian Summer, came out on Vanguard in 2004. That set included Life Less Ordinary, a catchy rocker that reached #5 on the Billboard AAA chart. The leadoff single from the group’s second Vanguard album, the pleasant mid-tempo rock ballad Learn to Fly, had the distinction of featuring Katy Perry (two years before her breakthrough) in the official video, although strictly as eye candy. The War Was In Color is in a dimension of its own.

         Credited to four of the group’s members—singer Barry Privett, guitarist Terry Clark, multi-instrumentalist Carter Gravatt, and drummer Scott Milstead—it’s a deeply touching story song about the horrors of war. What makes the piece special is the way the narrative is crafted: A young man discovers a box of his grandfather’s keepsakes, including black-and-white pictures of his experiences in World War II. The older man tries to explain that the monochrome images can’t “capture the skin from the shock of a shell or the memory of smell.” The kicker comes at the end: The grandfather’s tale has been told from the grave, since he was killed at twenty-one “long before you were born,” and expresses the fervent hope that the lessons from all the carnage mean “a world without war / A life full of color.” It’s a song and performance of quiet, memorable intensity. “Where to begin? Let’s start with the end. … Trust me, grandson / The war was in color.”

         
            February 19, 2007: A merger between the two satellite radio systems, Sirius and XM, is announced, although the merger is not completed through government approval until July 28, 2008. SiriusXM ended 2015 with 29 million paying U.S. subscribers.

         
            
            No Cars Go (2007)—Arcade Fire 

         From the Merge album Neon Bible (chart debut on March 24, 2007, reached #2) (ACC)

         Arcade Fire’s Neon Bible was one of the most stirring rock albums of the 2000s, and next to the anthemic Intervention, No Cars Go is one of its musical centerpieces. (The song had first appeared on a 2003 EP.) The album’s theme is characterized by Andrew Romano as “the collision of faith and culture,”159 and this piece fits nicely, a utopian vision of the ultimate place to get away from it all: “I know a place where no planes go … no cars go … where no spaceships go.” The Montreal-born group’s lead singer Win Butler is backed up by massed choral vocals for the final section; the piece has a soaring, arena-scale power (arranged by Butler’s wife, Regine Chassagne, and Owen Pallett), and drives to a potent climax.160 Edna Gunderson summed up the album’s appeal: “waves of glorious noise, unwavering passion and a miraculous knack for wrapping doom and dread in euphoric sound.”161

         
            
            Rehab (2007)—Amy Winehouse (written by Winehouse & Mark Ronson) 

         Universal Republic 008491

         Chart debut on March 31, 2007 (reached #9)162; reached #7 in the United Kingdom, #10 in Canada163; from the album Back to Black (#6 peak)164 (VIL-#32, RS-#194, ACC-#195, DMDB)
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               Figure 11.5Amy Winehouse. Photofest.
            

         

         Before alcohol and drugs turned her life into tragedy, Amy Winehouse was an extraordinary blue-eyed soul singer with jazz chops and vast potential that would go unrealized, but at least she left behind one classic album. Born September 14, 1983 in Southgate, London, England, she released her debut album, the very jazzy “Frank,” in 2003, which became a UK sensation while being held back from U.S. release until four years later. Even at nineteen, her vocal power, phrasing, and delivery marked her as a major talent. A growing dependence on alcohol after a messy breakup led her management team to seek professional help, inspiring her trademark song.165 Producer Mark Ronson helped Amy put it all together in the studio,166 and her second album Back to Black took the world by storm. In a pure blast of Motown-style soul and girl-group pop, with hand-clapping beat, Wurlitzer organ, and punctuating horns led by baritone sax, she belts out her defiance: “They tried to make me go to rehab, but I said ‘no, no, no. … ’”167 Even as the album shot up the charts, the single struggled at first; her label initially promoted You Know I’m No Good to minimal effect, until homemade video clips by fans generated Rehab demand. Chuck Taylor in Billboard remarked at the “puzzling Top 40 disconnect”168—but the song finally broke through. From the very start of her worldwide prominence, however, Winehouse’s inebriated public appearances competed for attention with her music, and led to cancellation of her first major tour. Shortly before winning Grammies for Record and Song of the Year, she entered rehab, and aside from short-term recoveries the downward spiral continued until her death on July 23, 2011 (see figure 11.5).

         
            
            Back to Black (2007)—Amy Winehouse (written by Winehouse & Mark Ronson) 

         From the Universal Republic album Back to Black (chart debut on March 31, 2007)169; single reached #8 in the United Kingdom, uncharted in the United States (ACC)

         We’ll never know what Amy Winehouse could have achieved if she’d been able to conquer her personal demons, but Back to Black, the title track of her second and final album, is tantalizingly suggestive. Inspired by the emotional trauma following a fight with her then-boyfriend who was later (very briefly) her husband, it’s a soulful, jazz-tinged mid-tempo ballad showcasing her wide range of musical influences (from 1940s jazz to 1960s pop to hip-hop) and the emotional resonance she brought to every song through her affecting contralto. (The lessons she absorbed listening to Dinah Washington and Sarah Vaughan are particularly pertinent.) Night after night (as described by a friend), she would sit on the kitchen floor “with a bottle of vodka, her guitar, and a pen,” trying to work out her feelings through song.170 Cowriter Mark Ronson deservedly won the Grammy for producer of the year, but, of course, it is Amy’s artistry that makes the song soar. He recalled that she wrote the lyrics in 2 hours, and their anguished quality (“I tread a troubled track / My odds are stacked / I go back to black”) “gave me chills.”171

         
            
            Hey There Delilah (2007)—Plain White T’s 

         Hollywood track, chart debut on April 14, 2007 (2 weeks at #1)172; #1 (3 weeks) in Canada and Germany, #1 (1 week) in Europe, and #2 in England; from the album Every Second Counts (chart debut on September 30, 2006, reached #10)

         It only took Plain White T’s ten years to become an overnight sensation. Singer-songwriter Tom Higgenson formed the group in 1997, and performed around the Chicago area until a 1999 car crash requiring recuperation time forced a delay in moving forward. Atlantic signed the group in 2000 and released its debut album Come On Over. A second album, Stop, was issued on the Fearless label in 2002; after further personnel changes came a third CD in early 2005 on the same label, All That We Needed. None of these releases cracked the charts, but the band was slowly building an audience. By this time, its lineup consisted of Higgenson, Dave Tirio (guitar), Tim Lopez (guitar & vocals), Mike Retondo (bass & vocals), and DeMar Hamilton (drums). In May 2006, Hey There Delilah was released as a single, and then as part of an EP, but for months nothing happened. After being signed to the Disney-owned Hollywood label, the T’s fourth album, Every Second Counts, was released, and a leadoff single became its first to chart in Billboard. The album also charted, but exited after a few weeks. However, Delilah was reissued in April 2007, and as it gained momentum, the album (now including the song) soared right behind it.

         
            Hey There Delilah is a wonderfully retro acoustic ballad, mainly just Higgenson’s vocal with guitar and accompanying strings, an earnest and touching narrative in the form of a letter to the girl he adores, promising that he’ll join her in New York once he’s able to “pay the bills with this guitar.” In a pop marketplace jammed with angry or boasting hip-hop tracks and loudly pulsating dance numbers, Delilah leaped out as virtually unique, and struck an emotional chord with its simple beauty. The girl Higgenson sings about is real, but they were never a couple. He was introduced to Delilah DiCresenzo in 2002 while she was attending Columbia University. “I thought she was the most beautiful girl I’d ever seen,” he told interviewers. But she already had a boyfriend, so nothing happened. Still, they kept up an e-mail friendship, and a year later he wrote the song that she inspired; he gave her a taped version in 2004. By the time the song took the country by storm, she had graduated from Columbia and was in training for the 2008 Olympics in the steeplechase. She loved the song, but had mixed feelings about having her name blared across the airwaves almost 24/7. “Part of me wants to scream at the top of my lungs that it’s about me,” she confessed. “Another part of me wants to cower and say it’s not.” Higgenson said he was fine with that. “If we had lived happily ever after, then what would my next song be about?”173 On February 10, 2008, at the singer’s invitation, Delilah accompanied him to the Grammy Awards ceremony, for which the number named for her had earned nominations for Song of the Year and best pop performance by a duo or group.

         
            
            Umbrella (2007)—Rihanna featuring Jay-z (written by Shawn Carter, Thadis Harrell, Terius Nash, & Christopher Stewart) 

         SRP/Def Jam 008990

         Chart debut on April 28, 2007 (7 weeks at #1 pop, #4 R&B); #1 (11 weeks) on Eurochart, #1 (11 weeks) in the United Kingdom, #1 (6 weeks) in Australia, and five weeks in Canada and Germany174 (VIL-#60, RS Polls-#103, ACC-#243, DMDB)

         Already an explosive rising star at age nineteen, Robyn Rihanna Fenty soared to a still higher plateau with the worldwide blockbuster Umbrella. Born February 18, 1988 on the island nation of Barbados in the West Indies, Rihanna was discovered around Christmas 2003 when producer-songwriter Evan Rogers was vacationing there, and was introduced to the young singer through a mutual friend. Although she had won a high school talent contest, Rihanna had never sung professionally at that point. Rogers invited her to record in New York, and the four-song demo they made earned her a contract with Def Jam immediately after an audition for the label’s new president, rapper Shawn “Jay-Z” Carter, who served as her mentor. In 2005, she scored a big hit with the reggae/dancehall-tinged Pon de Replay (from her debut album), then reached #1 with SOS. Her third album Good Girl Gone Bad found the young artist rapidly evolving, mixing dance tracks and hip-hop with touches of Latin, island rhythms, and the occasional ballad. Umbrella is a compulsively catchy dance number with a rap by Jay-Z (the song was produced by C. Tricky Stewart), and a memorably sexy video in which she appears like a “Goldfinger” nude, her seemingly bare body painted in gold at one point.

         
            
            Big Girls Don’t Cry (2007)—Fergie (written by Stacy Ferguson & Toby Gad) 

         Will.i.am track,175 chart debut on May 5, 2007 (1 week at #1, 48 total weeks); #1 (9 weeks) in Australia, #1 (3 weeks) in Canada, and #2 in England176; from the album The Dutchess (chart debut on October 7, 2006, #2 peak, 94 weeks) (BILLB-#89)177

         The enormous popularity of Black Eyed Peas in the early 2000s had many ingredients, and lead singer Stacy Ferguson (aka “Fergie”) was essential. Born March 27, 1975 in Whittier, California, she was a child actress in a number of TV shows and movies in the 1980s, and as a singer first came to prominence in 1996 with the teen female trio Wild Orchid. After joining the hip-hop/dance-pop group Black Eyed Peas, the group became a sensation with hits like Where Is the Love? (2003). When Fergie released her solo debut album The Dutchess in 2006, her commercial success was immediate (with Peas leader and label president Will Adams, aka Will.i.am, as her producer), even if some songs were immediately forgettable, including the monotonous chart-toppers London Bridge and Glamorous. Some listeners began to wonder what happened to the radiant singer on early Peas performances. Happily, that Fergie returned on the gorgeous ballad Big Girls Don’t Cry, a touching depiction of the end of a romantic relationship even though the two partners still care deeply for one another.178 “Fairy tales don’t always have a happy ending, do they?. … It’s hard to be a big girl now, and big girls don’t cry.”

         
            
            Gone, Gone, Gone (Done Moved On) (2007)—Robert Plant and Alison Krauss (written by Don Everly & Phil Everly) 

         From the Rounder album Raising Sand (chart debut on November 10, 2007, reached #2, 72 weeks)179

         There was a time when the pairing of Robert Plant—the banshee-screaming Led Zeppelin frontman—and Alison Krauss—the feathery-soft bluegrass goddess—would have seemed bizarre, at least on the surface. In fact, the teaming made perfect sense. From the outset of his career, Plant loved American roots music in all its forms (folk as well as blues), and Krauss has always been open to bending songs from other genres to her own artistic ends. Raising Sand, under the peerless supervision of T-Bone Burnett, proved a triumphant collaboration on all fronts—Grammy winner for Album of the Year, Record of the Year (Please Read the Letter), and Contemporary Folk Album, and a 1.5 million-selling smash. The material ranged from Tom Waits and Townes Van Zandt to New Orleans R&B, straight country, and Plant originals. Its most delightful selection was a revival of the Everly Brothers’ 1964 hit Gone, Gone, Gone. Burnett (on 6-string bass and electric guitar) sets a compelling, danceable beat (with bassist Dennis Crouch and drummer Jay Bellerose), and Alison and Robert do the rest, gliding happily (with warm, impeccable harmonies) through a song about leaving behind a lover who “done me wrong.” The video, staged like a 1960s TV variety-show production, brings a smile every time one sees it. Burnett: “They’re two very mystical voices, and the blend of them is mystical. … Alison sounds like she just stepped out of the Black Forest, and Robert sounds like [Egyptian pharaoh] Ozymandias.”180

         
            February 3, 2008: Seeking the second undefeated season in modern NFL history, Tom Brady and the New England Patriots (18-0 going into the game) are shockingly upset by Eli Manning’s New York Giants in the Super Bowl. An 83-yard drive concludes in the winning touchdown with 35 seconds remaining.

         
            
            Time to Pretend (2008)—MGMT 

         Originally from the Cantora Records EP Time to Pretend (released on August 30, 2005); then on the Columbia album Oracular Spectacular (chart debut on February 16, 2008, #38 peak, 99 weeks); Columbia track, chart debut on November 1, 2008 (#109 pop) (1001, VIL-#170, ACC-#179, RS)

         Eccentricity and artistic self-absorption are part of the basic job description for a rock band, and the psychedelic/trance-rock duo of Andrew VanWyngarden and Ben Goldwasser of MGMT (pronounced Management) fit the bill perfectly. After teaming up as students at Connecticut’s Wesleyan University, the duo evolved a brand of rather freaky rock melding melodic tunes with lyrics inspired by Mayan prophecies and conspiracy websites.181 Columbia signed the group in late 2006 based on their independently produced six-song EP Time to Pretend, for their debut album Oracular Spectacular, produced by Dave Fridmann. Pretend is a catchy rocker with clever, amusing lyrics mocking the rock-star life, with an appreciation for Phil Spector/Brian Wilson-style lavish effects (complemented by its psychedelic video). The Rolling Stone readers’ poll voted it the #2 song of 2008, and New Musical Express named it the #2 song of the decade.

         
            April 3: Itunes passes Walmart to become the top music retailer in the United States,

         
            
            In Color (2008)—Jamey Johnson (written by Johnson, Lee Thomas Miller, & James Otto) 

         Mercury Nashville track

         Chart debut on April 19, 2008 (reached #9 C&W, #52 pop)182 183; from the album That Lonesome Song (#28 peak)184

         Country music is all about storytelling, and few storytellers on the contemporary Nashville scene can match Jamey Johnson. Born July 14, 1975 in tiny Enterprise, Alabama (just outside Montgomery), he spent eight years in the Marine Corps Reserve, a period in which he began writing original songs. He began performing in Montgomery-area bars after leaving the service, moved to Nashville in 2000, and self-released an album. Signed to a contract with BNA Records, Johnson scored his first country hit in 2005 with The Dollar, and the following year George Strait took Give It Away (cowritten by Johnson) to #1 C&W. By this time, Johnson was established as a thoughtful rootsy, traditionalist singer-songwriter in the Willie Nelson/Merle Haggard tradition (and he has recorded duets with both legends). Trace Adkins also hit Number 1 with Johnson’s Ladies Love Country Boys, and he was set to record In Color when the songwriter got his permission to record it himself first.

         
            In Color is a simple, very touching narrative—not much more than voice and guitar—about an old man showing his grandson black-and-white photographs tracing his life, and describing the events they portrayed: the Depression, World War II, building a family. “And if looks like we were scared to death / Like a couple of kids just trying to save each other / You should’ve seen it in color.” The lyrical concept was very close to the brilliant 2006 Carbon Leaf song The War Was in Color, but this was presumably coincidental; the idea of surveying a man’s life in photos is so perfect and universal that it can hardly be restricted to one song. It won Song of the Year honors at both the 2008 Academy of Country Music Awards and the 2009 Country Music Association honors. In 2010, Johnson earned his first country #1 album (and Top 10 pop) with the double CD The Guitar Song.

         
            
            American Boy (2008)—Estelle (featuring Kanye West) (written by William Adams, Estelle Swaray, John Stephens, Kanye West, Josh Lopez, Caleb Speir, & Keith Harris) 

         Home School 422972

         Chart debut on May 3, 2008 (reached #9 pop, 30 weeks, #55 R&B); reached #1 in England and Europe, #3 in Australia, France, #5 in Germany, and #9 in Canada185 (VIL-#89, ACC)

         The most interesting performers in the broad universe of pop music tend to be artists who can’t be confined to a single genre, and this description aptly fits Estelle Fanta Swaray. A singer-rapper born January 18, 1980 in Hammersmith, London, England, Estelle has family heritage on her mother’s side in the West African nation of Senegal, and her father is from Grenada in the Caribbean. She began as a hip-hop performer in London clubs, and got her professional start when hip-hop superstar Kanye West introduced her to John Legend (real name John Stephens); Legend would produce two tracks on her debut album, released in 2004. It was successful enough in the United Kingdom that she became the first artist signed to Legend’s Homeschool label, on which her second album “Shine”—her first to be released in the United States (distributed there by Atlantic)—came out. Estelle’s music ranges well beyond hip-hop to also include soul, dance/disco, funk, reggae, and pop, and these diverse influences can be heard in her smash American Boy. A Grammy winner for best rap/sung collaboration, it was produced by Will.i.am (cowriter Will Adams, of the Black Eyed Peas), and built on the instrumental foundation of the track Impatient from his 2007 album Songs About Girls. It’s a high-energy, medium-tempo soul/funk number with a rapped verse by cowriter Kanye West, and an old-school vibe: “Would you be my American boy?” Timothy Gabriele of PopMatters colorfully called the song “an essential piece of ebullient summer musical manna rained down from empyreal heights and granted to us passive listeners as one final gift before the world spirals off into an inescapable vortex. …”186

         
            
            Mercy (2008)—Duffy (written by Aimee Duffy & Steve Booker) 

         Mercury track, chart debut on May 10, 2008 (reached #27, 20 wks); #1 (5 weeks) in Europe, #1 in the United Kingdom (57 charted weeks), and #1 (1 week) in Germany187; from the album Rockferry (#4 peak)188 (1001, VIL)

         British pop music has long drawn inspiration from U.S. soul music, and toward the end of the twenty-first century’s first decade, three brilliantly talented UK female singers burst on the scene using that musical foundation as a point of departure: Amy Winehouse, Adele Adkins, and Aimee Duffy. Born June 23, 1984 in Bangor, Gwynedd, Wales, Aimee finished second on a Welsh television talent show, leading to a debut EP that topped the charts at home. Signed by A&M in the United Kingdom, Duffy found her smoky, bluesy voice, absorbing the lessons of the 1960s and 1970s soul for a high-energy cry of desperation: “You’ve got me beggin’ for mercy, why don’t you release me?” Producer/cowriter Steve Booker underlines her powerful vocal with the organ-driven band. “It was like this melodic poem in my mind, which I just had to get out,” she told Mojo. Booker put piano chords underneath it, “and we built the song from the bottom up.” Rockferry won the Grammy for pop vocal album not just for this terrific single, as the album was packed with other blue-eyed soulful gems (Warwick Avenue is a particular knockout). Bill Friskics-Warren suggests that Duffy should be considered a pop classicist rather than retro in approach, paying homage to past greats while remaining contemporary and true to herself.189

         
            
            I Kissed a Girl (2008)—Katy Perry (written by Cathy Dennis, Lufkasz Gottwald, Max Martin, & Perry) 

         Capitol track, chart debut on May 24, 2008 (7 weeks at #1)190; #1 (9 weeks) on Euro digital chart, #1 (9 weeks) in Canada, six weeks in Australia, and five weeks in Germany; #1 in the United Kingdom191; from album One of the Boys (#9 peak, 71 weeks) (BILLB-#71)

         The mega-hit that got it all started for pop phenom Katy Perry, I Kissed a Girl showed that borrowing a clever idea, with an extra dose of style, can pay big dividends. In 1995, folk singer-songwriter Jill Sobule scored a mild but much-discussed hit with I Kissed a Girl, a wickedly amusing tale (with video to match) about exploring the “bi” side of relationships: “I kissed a girl, her lips were sweet / She was just like kissin’ me / Kissed a girl, won’t change the world / I’m so glad I kissed a girl … and I may do it again!” Thirteen years later, Katy Perry, fellow singer-songwriter Cathy Dennis, and their partners appropriated the same idea and built a new song around it. Even its refrain was similar (“I kissed a girl, and I liked it. … It felt so wrong, it felt so right”), but Katy’s approach was more innocently sexy and playful (“I hope my boyfriend doesn’t mind”), delivered with a wink and a smile. And with cowriters Max Martin and Lufkasz Gottwald aka “Dr. Luke” (each with a long list of hits for other artists) also working their magic as producers, this “Kissed” proved a commercial juggernaut, the first of many more to follow. VH1 ranked it as the #43 top song of 2000–2009. “I think it worked because it was a Zeitgeist idea,” she said a few years later. “Everyone was talking about bisexuality and experimenting. Then all of a sudden you have a soundtrack” for it.192

         
            
            Paper Planes (2008)—M.I.A. 

         XL 010912

         Chart debut on August 2, 2008 (reached #4 pop, #36 R&B); from the album Kala (#18 peak) (VIL-#11, RS-#236, 1001)

         Call her music hip-hop, techno, rock, or a mixture of all that and more, but M.I.A. has made an impact on the modern pop music scene. Born Mathangi “Maya” Arulpragasam on July 17, 1977 in London to Sri Lankan parents, she moved as an infant to Sri Lanka, where her father’s militant activities placed her family on the run from authorities before moving back to London when she was eleven. Her 2005 debut album Arular was called (by Teresa Wiltz) “a mongrel mash of Jamaican dancehall, electronica, raga, London grime, hip-hop, and Sri Lankan nursery rhymes.”193 Although barely touching the charts, it established her reputation, setting the stage for her much bigger-selling second release two years later. Kala was recorded around the world (Japan, India, Trinidad, Jamaica, Australia, the United States) and as described by J. Freedom du Lac, incorporates elements of African chants, Caribbean soca, Western rock, Bollywood tunes, and Baltimore club beats. “The resulting mix sounds like an index from The Rough Guide to World Music pressed through a hip-hop filter.”194 Its breakthrough track, Paper Planes, is a danceable pop number balancing M.I.A.’s raps with a children’s choir; compensating for a monotonous melody is its ferocious chorus, vivid sound effects (gunshots, a cash register), and pulsing drive. It features a sample from Straight to Hell by The Clash, appropriate for an artist who shares that group’s defiant political approach. The song took off (selling three million downloads) several months after the album’s release, boosted by its use in the Oscar-winning film Slumdog Millionaire.195 “America was going through an economic crisis, and I made a song that actually had to do with how immigrants are portrayed,” she told the Los Angeles Times.

         
            September 15: The fall of the Wall Street giant Lehman Brothers precipitates a panic in the United States and world financial system. A recession had officially begun in November 2007, but the recession becomes far more severe at this point. The U.S. loses 8.4 million jobs in 2008 and 2009, the most dramatic contraction of the labor market since the 1930s, and consumer spending plunges, until the recovery begins.

         
            October 16: MTV cancels its top-song-countdown show “Total Request Live.” Soon afterward, the channel drops all music video programming in prime-time hours, relegating videos to the 3 A.M. to 9 A.M. period. Youtube is now the primary place to watch music videos.

         
            
            If I Were a Boy (2008)—Beyonce Knowles (written by Brittany Jean & Toby Gad) 

         Music World/Columbia track, chart debut on October 25, 2008 (4 weeks at #3 pop, #16 R&B)196; #1 (4 weeks) on Euro Digital chart, #1 (1 week) in the United Kingdom, #3 in Australia and Germany, and #4 in Canada197; from the album “I Am … Sasha Fierce”
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               Figure 11.6Beyonce Knowles. Photofest.
            

         

         Releasing two singles simultaneously, each from a different disk of a double CD, is a bold move that few artists could pull off successfully, but Beyonce Knowles made it a double triumph. Not surprisingly, the dance-floor anthem Single Ladies (Put a Ring On It) was the bigger hit (in the United States, although not internationally), but If I Were a Boy stands as one of the most stunning ballads of the pop icon’s career. Its cowriter, Brittany Jean, recorded the original version, but it was rejected by her record company, before Beyonce carried it to the world.198 The lyrics, occurring in the aftermath of a breakup, place the singer in the shoes of the guy in a romantic relationship, and imagines, “I think I could understand / How it feels to love a girl / I swear I’d be a better man.” Of course, the guy in the song fails to meet this standard. In combination with the same album’s gorgeous Halo, the performance proved that Beyonce is every bit as comfortable with heart-tugging ballads as she is with the dance tracks that have provided most of her chart success (see figure 11.6).

         
            
            Single Ladies (Put a Ring On It) (2008)—Beyonce Knowles (written by Christopher Stewart, Terius Nash, Thaddis Harrell, & Beyonce Knowles)199 

         Music World/Columbia track, chart debut on November 1, 2008 (4 weeks at #1 pop, 12 weeks at #1 R&B)200; #2 in Canada, #5 in Australia, and #7 in the United Kingdom201; from the album “I Am … Sasha Fierce” (1 week at #1) (VIL-#137, DMDB, ASCAP, ACC)202

         Beyonce Knowles’ third solo album was a sprawling double-disk set offering two sides of the artist: romantic and vulnerable as Beyonce, aggressive and sexual as her alter ego Sasha Fierce. Single Ladies was a pulsating dance track from her “Sasha” side. Her protagonist is dismissing an unworthy ex-lover with hand-claps and bravado, advising her fellow single ladies to insist that if their man isn’t willing to make things permanent, kiss him goodbye and move on. The lyrics are paper-thin, but few would quibble amid what Leah Greenblatt calls a “fizzy jump-rope jam.”203 The music video, produced by Jake Nava with choreography inspired by a 1969 Bob Fosse dance number, played a crucial role in the song’s impact. It’s also the biggest of the odes to female empowerment that have become a focal point of her repertoire. By the time this song exploded, Beyonce herself had put a ring on it, with her April 4, 2008 marriage to hip-hop superstar Jay-Z. In a very short time, the tune (a Grammy winner for Song of the Year, R&B song, and female R&B performance) became a ubiquitous presence at wedding receptions.204

         
            November 4, 2008: Barack Obama is elected President of the United States, the first African-American to hold the office.

         
            
            Chasing Pavements (2008)—Adele (written by Adele Adkins & Francis White)205 

         XL/Columbia track, chart debut on November 8, 2008 (reached #21); #2 peak in England; from the album “19” (chart debut on June 28, 2008, #11 peak)

         The most important pop star to emerge during the past decade, Adele Adkins got her start with the album “19,” and its breakthrough single was Chasing Pavements. Like many Adele songs, it’s an account of a devastating breakup; it was inspired when she confronted her cheating boyfriend in a club (actually, she punched him), and security forced her to leave. Running down London’s Oxford Street, “I thought, ‘What are you doing? You’re just chasing a road.’ And then I thought, ‘Oh, chasing pavement. I like that,’ and went home and wrote it.”206 The mid-tempo ballad tempers romantic disappointment with hope, accentuated by sweeping strings. Michael Menachem remarked that “there’s an old-soul weariness that pervades Adele’s sweet, husky vocals.” With impressive foresight, he concluded: “Adele truly has potential to become among the most respected and inspiring artists of her generation.”207 “19” was released in Britain in January 2008, hit #1, and its U.S. release followed five months later. Initially, Adele was overshadowed in the United States by the other top post-Amy Winehouse British singers, Duffy and Leona Lewis. But after an October “Saturday Night Live” appearance, her album sales soared.208 When Pavements won the Grammy for best female pop vocal, Adele was on her way.

         
            
            People Like Me (2009)—K’naan 

         From the A&M/Octone album Troubador (chart debut on March 14, 2009, reached #32)

         Far better known around the globe than he is in the United States, K’naan is one of the most important musical talents to emerge from Africa in recent times, as brilliantly showcased in People Like Me. Born Keinan Abdi Warsame in Mogadishu, Somalia, on February 1, 1978, K’naan grew up in a highly artistic household (his aunt was a famed singer), but his life was changed when civil war racked Somalia in 1990; to escape the awful violence, he moved with his family to New York the following year, finally settling in Toronto. There, he learned English, and hip-hop music became one of his language teachers. K’naan first came to wide attention in 1999 when he performed a spoken piece before the United Nations High Commissioner for Refugees, criticizing the United Nations for its failed peacekeeping missions in Somalia. The great Senegalese singer Youssou N’Dour invited him to appear on his 2001 album Building Bridges. This led to K’naan’s critically acclaimed first album, The Dusty Foot Philosopher, in 2005. It was his second album, Troubador, that carried him onto the U.S. charts with its skillful mixture of hip-hop, R&B, and rock.

         
            People Like Me is a powerful narrative that starts from the perspective of a soldier stationed in Iraq, bitter at having to fight “a war I don’t believe in.” With rapped verses and sung choruses (equally adept in both), the story shifts in the second verse to a single mother struggling to survive when she loses her job, saddled with a mortgage she can no longer afford. The song’s moving conclusion finds the artist recalling his childhood in Somalia, lamenting that although he was able to escape the civil war, a cousin and friends were left behind. “Heaven, is there a chance that you could come down / And open doors to hurtin’ people like me?” The sharp commentary of the piece was perfectly timed given the devastating financial crash of September 2008. Jeff Vrabel: “K’naan’s singular take on the parallels between Africa and America is the strongest thread running through this diverse, socially alert, frequently brilliant” album.209 K’naan achieved his biggest commercial success in 2010 with Wavin’ Flag, an international smash (reaching #1 in six countries), thanks to its use as the anthem for the FIFA World Cup.

         
         
            
            I Gotta Feeling (2009)—Black Eyed Peas 

         Interscope track, chart debut on June 27, 2009 (14 weeks at #1, 56 total weeks)210; #1 (10 weeks) in European airplay, #1 (14 weeks) in Canada, #1 (5 weeks) in Australia, and two weeks in England211; from the album “The E.N.D.” (2 weeks at #1) (BILLB-#6, DMDB)

         Since the Black Eyed Peas’ early period as a socially conscious hip-hop group (Where Is the Love), it had continued to show occasional flashes of imagination (2005’s Pump It), while veering too often into robotic and/or annoyingly dumb dance/rap numbers with excessive use of Autotune (the instantly notorious My Humps). The group scored its biggest successes with carefree, danceable romps, and the silly, fun I Gotta Feeling provided them with a commercial monster. Lead singer Stacy Ferguson (“Fergie”) is in a supporting capacity here, as Will.i.am (Will Adams) leads the way—supervising the relentless rhythm track—in a high-energy declaration that “tonight’s gonna be a good night.” Simon Vozick-Levinson: “Nonstop partying is more than just a favorite lyrical theme for the Black Eyed Peas—it’s a business plan.”212

         
            
            Need You Now (2009)—Lady Antebellum (written by Hillary Scott, Charles Kelley, Dave Haywood, & Josh Kear) 

         Capitol Nashville track, chart debut on August 29, 2009 (5 weeks at #1 on C&W chart, reached #2 pop, 60 total weeks)213; #2 in Canada, #15 in England214 (C&W-#227, DMDB)

         Country music has produced few blockbuster hits in the twenty-first century on the scale of Need You Now. Lady Antebellum was formed in Nashville in 2006 by Hillary Scott (co-lead vocalist), Charles Kelley (co-lead and guitar), and Dave Haywood (guitar, piano, mandolin),215 and following its 2007 debut album was named New Artist of the Year by the Country Music Association. The title song of the group’s second album became a phenomenon, a power ballad of desperate after-hours longing. Brian Mansfield: “Charles Kelley’s whiskey-rough and Hillary Scott’s honey-sweet voices mix like a drink that goes down warm and smooth.”216 Chris Richards called it perhaps “the most heart-mashing ballad ever about a late-night booty call. … Somber and eloquent, the song’s refrain captures that dangerous, irrepressible desire to reconnect with an ex-lover at the wrong time.”217 Mikael Wood remarked that they “harmonize so prettily over the piano-laced pulse … that it takes you a couple of spins to realize that the tune is a virtual rewrite of Eye In the Sky by the Alan Parsons Project.”218 Still, the emotional urgency of the lyric and vocals make it easy to overlook the borrowing. Certainly, the Grammy Awards did, in giving it Record and Song of the Year honors, plus three additional Grammies for the group. The album (produced by Paul Worley, whose other credits include the Dixie Chicks’ Wide Open Spaces) sold four million copies, ranking #2 for 2010. As of mid-2013, Need You Now ranked as the biggest country music digital song ever, having sold over six million copies.219

         
            
            Uprising (2009)—Muse (written by Matthew Bellamy) 

         Chart debut on September 26, 2009 (reached #37; #1 for 17 weeks on alternative chart; #3 peak on Rock Songs); #4 in Norway, #5 in Denmark, and #9 in the United Kingdom; from the Helium/Warner Brothers album The Resistance (#3 peak, 60 weeks)220

         Officially ranked as the biggest song in the history of Billboard’s alternative (formerly Modern Rock Tracks) chart,221 
            Uprising is a big, anthemic rocker in the U2/Green Day tradition. Formed in Teigenmouth, Devon, England, in 1994, Muse released its debut EP in 1998, its first full album a year later, and began to reach a broad audience with the 2001 album Origin of Symmetry. The 2003 album Absolution—its first of several to hit #1 in the United Kingdom—produced its first hit single, Time Is Running Out. After signing with Warner Brothers in 2005, the band finally began to penetrate the United States and the 2006 set Black Holes and Revelations—heavily absorbed in science fiction and politically tinged rock drama—was an international smash, its first big U.S. success. Muse has never been shy about showing its musical influences, led by Queen with elements of Styx and the prog-rock bands of the 1970s and 1980s, along with the two aforementioned supergroups. Lead singer/guitarist and chief songwriter Matthew Bellamy may not quite be in the Bono/Freddie Mercury class as a vocalist, but he can soar above the hard-rocking foundation laid down by his bandmates (bassist Christopher Wolstenholme and drummer Dominic Howard) with aplomb.222 
            The Resistance proved to be the band’s most successful collection yet, even if some critics found its quasi-classical pretensions a bit much. Uprising, its opening track and lead single, depicts a populist revolt against Wall Street for the 2008 banking crisis that nearly wrecked the worldwide economy. It showcases Muse at its peak: undeniably melodramatic in conveying its antiauthoritarian sentiments (“They will not control us / We will be victorious”), but rocking powerfully and with a keen sense of urgency.

         
            
            Hey Soul Sister (2009)—Train (written by Pat Monahan, Amund Bjorkland, & Espen Lind)223 

         Aware/Columbia track, chart debut on October 17, 2009 (reached #3),224 #1 (22 weeks) on adult contemporary chart

         The second longest-running #1 song in the history of Billboard’s Adult Contemporary chart, Train’s Hey Soul Sister is one of the giddiest tracks in recent pop annals—and one of the few to use the ukulele as its featured instrument. The San Francisco–based soft-rock group Train (lead singer Pat Monahan, guitarists Rob Hotchkiss and Jimmy Stafford, bassist Charlie Colin, and drummer Scott Underwood) first reached the charts in 1999, and scored big hits with Drops of Jupiter (2001) and Calling All Angels (2003), then went through a few dry years before this roaring comeback. Cowriter Monahan told Billboard of Soul Sister, “I had no idea it would become a phenomenon.”225 The central role of the ukulele, which (about a century after its initial ascendance in Hawaii) had come to receive increasing prominence in pop music since the 1990s, but rarely in Top Ten singles, gives the song an especially jaunty jolt. Greil Marcus, as a passing remark in his book on The Doors, calls the song “wonderful. … The song changed in its emotional meter from one nonsense verse to the next, from the impassioned chorus to the way a [ukulele] isolated the singer in his little drama, the way the band crashing down on the same phrase a stanza later brought him into a greater drama, just one of a million people dreaming the same dream.”226

         
            
            There Ain’t No Cure (2009)—Christine Ohlman and Rebel Montez with Ian Hunter 

         From the Horizon Music Group album The Deep End (released on November 10, 2009)

         She’s best known to the public as the longtime lead singer of NBC’s Saturday Night Live band (from 1991 onward), and as “The Beehive Lady” for her platinum beehive hairdo. But Christine Ohlman is also a singer of enormous power and an accomplished songwriter, as demonstrated on one of the finest albums of recent years, The Deep End, and its standout track There Ain’t No Cure. Born in New York City, she began singing as a teenager, fronted a band called Fancy that released one album, and overdubbed background vocals for the Rolling Stones’ 1975 album Metamorphosis. Fancy evolved into the Scratch Band, which also featured G. E. Smith; she would later reunite with Smith, leader of the Saturday Night Live band. Prior to The Deep End, she’d recorded at least four albums under her name (starting in 1995), and appeared on tribute albums to the Stones, Howlin’ Wolf, and Willie Dixon. Additionally, she was a backing singer at Bob Dylan’s thirtieth anniversary concert in 1992 at Madison Square Garden, and at the 2009 inauguration gala for President Obama. The Deep End, produced by Andy York, is packed with first-rate original material, Christine’s blues-fired vocals, and guest stars including Dion DiMucci and Marshall Crenshaw. There Ain’t No Cure is a scorching rocker drawing on her association with the Stones and their former producer Andrew Loog Oldham (with whom she’s worked on other projects), in both its kick-ass style and featured use of the cowbell (recalling Honky Tonk Women). Listening to her performance—with her hot backing band Rebel Montez and accompanying vocals by Ian Hunter (formerly of The Faces)—one can easily understand comparisons to Janis Joplin, as she compares loving a particular guy with “poison in a pretty-colored bottle” and “a runaway train with no throttle.”227

         
            December 18, 2009: Director James Cameron’s record-shattering film “Avatar” opens.
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                Down By the Water (December 4, 2010)—The Decemberists

            
                Perfect (January 1, 2011)—Pink

            
                Thunder on the Mountain (January 25, 2011)—Wanda Jackson (with Jack White)

            
                Born This Way (February 26, 2011)—Lady Gaga

            
                Set Fire to the Rain (March 12, 2011)—Adele

            
                Super Bass (May 14, 2011)—Nicki Minaj

            
                The Edge of Glory (May 28, 2011)—Lady Gaga

            
                Walk (June 18, 2011)—Foo Fighters

            
                A Little Bit of Everything (June 25, 2011)—Dawes

            
                Rumour Has It (August 13, 2011)—Adele

            
                Brighter Than the Sun (September 3, 2011)—Colbie Caillat

            
                Drive All Night (September 3, 2011)—Need to Breathe

            
                We Are Young (December 24, 2011)—Fun featuring Janelle Monae

            
                Someone That I Used to Know (January 21, 2012)—Gotye featuring Kimbra

            
                Going Home (February 18, 2012)—Leonard Cohen

            
                Hold On (February 18, 2012)—Alabama Shakes

            
                Climax (March 10, 2012)—Usher

            
                Little Pocket Size Demons (March 13, 2012)—Vijay Iyer Trio

            
                No Light, No Light (April 14, 2012)—Florence and the Machine

            
                C’est La Vie (July 2, 2012)—Khaled

            
                Thinkin’ ‘Bout You (July 28, 2012)—Frank Ocean

            
                Adorn (August 18, 2012)—Miguel

            
                I Will Wait (August 25, 2012)—Mumford and Sons

            
                Merry-Go-Round (September 15, 2012)—Kacey Musgraves

            
                Sing the Delta (October 20, 2012)—Iris Dement

            
                Skyfall (October 20, 2012)—Adele

            
                Anything Made of Paper (January 15, 2013)—Bill Carter

            
                You Never Need Nobody (February 2, 2013)—The Lone Bellow

            
                Same Love (February 16, 2013)—Macklemore and Ryan Lewis

            
                Recovery (April 6, 2013)—Frank Turner

            
                Song for Zula (April 6, 2013)—Phosphorescent

            
            
                The Ceiling (April 27, 2013)—Wild Feathers

            
                Get Lucky (May 4, 2013)—Daft Punk featuring Pharrell Williams and Nile Rodgers

            
                Vivir mi Vida (May 11, 2013)—Marc Anthony

            
                Black Skinhead (July 6, 2013)—Kanye West

            
                Dance Apocalyptic (July 2013)—Janelle Monae

            
                Royals (July 20, 2013)—Lorde

            
                My Favorite Picture of You (August 10, 2013)—Guy Clark

            
                Roar (August 24, 2013)—Katy Perry

            
                Down, Down the Deep River (September 3, 2013)—Okkervill River

            
                Man (September 21, 2013)—Neko Case

            
                Wolfcry (September 28, 2013)—Gregory Porter

            
                All of Me (October 26, 2013)—John Legend

            
                The Monster (November 16, 2013)—Eminem featuring Rihanna

            
                Follow Your Arrow (November 23, 2013)—Kacey Musgraves

            
                Let It Go (December 14, 2013)—Idina Menzel

            
                Happy (January 18, 2014)—Pharrell Williams

            
                The Long Way Home (February 1, 2014)—Rosanne Cash

            
                When the Master Calls the Roll (February 1, 2014)—Rosanne Cash

            
                Truck Stop Gospel (February 22, 2014)—Parker Millsap

            
                Our Basement (March 11, 2014)—Ambrose Akinmusire

            
                Bailando (April 5, 2014)—Enrique Iglesias (featuring Descemer Bueno & Gente de Zona)

            
                Take Me to Church (April 12, 2014)—Hozier

            
                Seasons (Waiting on You) (April 12, 2014)—Future Islands

            
                Stay With Me (April 26, 2014)—Sam Smith

            
                Turtles All the Way Down (May 31, 2014)—Sturgill Simpson

            
                Sweet Amarillo (July 19, 2014)—Old Crow Medicine Show

            
                America, Here’s My Boy (August 16, 2014)—Swamp Dogg

            
                Learning to Fly (September 6, 2014)—Ruthie Foster

            
                Two Weeks (August 30, 2014)—FKA Twigs

            
                Mercy Now (September 16, 2014)—Mike Farris

            
                Thinking Out Loud (October 25, 2014)—Ed Sheeran

            
                Never Catch Me (October 25, 2014)—Flying Lotus (featuring Kendrick Lamar)

            
                Blank Space (November 8, 2014)—Taylor Swift

            
                Every Breaking Wave (November 22, 2014)—U2

            
                Uptown Funk! (November 29, 2014)—Mark Ronson featuring Bruno Mars

            
                Girl Crush (December 20, 2014)—Little Big Town

            
                Ex’s and Oh’s (January 3, 2015)—Elle King

            
                Glory (February 7, 2015)—John Legend and Common

            
                Black Is the Color (February 28, 2015)—Rhiannon Giddens

            
                All Night Long (March 7, 2015)—The Mavericks

            
                La Patria Madrina (My Home Country) (March 24, 2015)—Lila Downs and Juanes

            
                See You Again (March 28, 2015)—Charlie Puth and Wiz Khalifa

            
                King Kunta (April 4, 2015)—Kendrick Lamar

            
                St. Teresa (April 14, 2015)—Beth Hart

            
                Change of the Guard (May 23, 2015)—Kamasi Washington

            
                Tennessee Whiskey (May 23, 2015)—Chris Stapleton

            
                Can’t Feel My Face (June 27, 2015)—The Weeknd

            
                S.O.B. (September 5, 2015)—Nathaniel Rateliff and the Night Sweats

            
                River Deep, Mountain High (October 10, 2015)—Darlene Love

            
                Alexander Hamilton (October 17, 2015)—Cast, “Hamilton: An American Musical”

            
                All Your Favorite Bands (October 24, 2015)—Dawes

            
                Hello (November 14, 2015)—Adele

            
                When We Were Young (December 12, 2015)—Adele

            
                New York Is My Home (February 12, 2016)—Dion and Paul Simon

            
                Til It Happens to You (February 20, 2016)—Lady Gaga

            
                The Sound of Silence (March 12, 2016)—Disturbed

            
                Formation (May 14, 2016)—Beyonce’ Knowles

         

         
            
               Early 2010: The best in network television during the 2009–2010 season includes “Modern Family,” “Fringe,” “Lost,” and “The Good Wife.”

         

         
            
            The Weary Kind (2010)—Ryan Bingham 

         From the Fox/Fox Searchlight soundtrack album Crazy Heart (chart debut on February 6, 2010, #18 peak); single reached #116 (March 18, 2010)1

         Seldom in modern movie history has one song summed up a screen character with the aching eloquence by which Ryan Bingham’s The Weary Kind defined Jeff Bridges’ persona in Crazy Heart. Bridges played Bad Blake, a former country music legend who’s boozed his way down to playing dives and bowling alleys. Having hit bottom, he tries to reconnect with his muse, and succeeds by writing a song that traces his ravaged journey and struggle to reclaim himself. Bingham, born March 31, 1981 in the small town of Hobbs, New Mexico (later spending much time in west Texas), began performing as a teenager, spent several years on the rodeo circuit, self-released two albums, and finally had his major label debut in 2007. His second album on Lost Highway, Roadhouse Sun (2009), was his first to crack the Billboard country and pop charts. By that time he’d come to the attention of Crazy Heart producers, who recruited him to write two songs. Weary Heart is performed on screen by both Bridges and Colin Farrell, but on the soundtrack by Bingham. The artist’s raspy, lived-in voice—the Texas Observer remarked that he “talks and sings with a whiskey-and-cigarette throat that screams hard living … in a way that can make a 29-year-old sound like a 50-year-old Tom Waits”—perfectly suits Bridges’ character.2 Jerry Shriver called him “the most authentic-sounding troubadour in ages.”3 Just as Bridges earned the Oscar as best actor, The Weary Kind earned best original song honors at both the Oscars and Golden Globes, and also the Grammy for best song written for a motion picture or other visual media. “This ain’t no place for the weary kind / This ain’t no place to lose your mind / This ain’t no place to fall behind / Pick up, weary heart, give it one more try.”

         
         
            
            The House That Built Me (2010)—Miranda Lambert (written by Tom Douglas & Allen Shamblin)4 

         Columbia (Nashville) track

         Chart debut on March 6, 2010 (4 weeks at #1 C&W, #28 pop)5; from the album Revolution (debut on October 17, 2009, #1 C&W, #8 pop)6 (C&W-#215)

         
         
            
               [image: ]

            
               Figure 12.1Miranda Lambert. Photofest.
            

         

         Miranda Lambert first shot to stardom with a tough-chick-packing-heat image, but her most unforgettable hit to date is a touching narrative ballad about going back to her childhood home to rediscover herself at a troubled time. Born November 10, 1983 in the east Texas town of Longview, she was signed to Epic Records after placing third in the 2003 season of the TV country music competition Nashville Star. Her 2005 debut album Kerosene (the title song, about torching a cheating ex-boyfriend’s home, established her rowdy, no-nonsense persona) was a smash, and its 2007 follow-up Crazy Ex-Girlfriend was still bigger, winning Album of the Year honors from the Academy of Country Music (ACM). Two years later, Revolution elevated Miranda to a still higher plateau. Its leadoff single was a minor chart item; the second single White Liar reached #2 C&W. Then came the third and biggest single, The House That Built Me. Although one of the few Lambert hits that she didn’t have a hand in writing, its theme was consistent with the 2007 small-town reminiscences Me and Charlie Talking (cowritten by her father) and Famous in a Small Town (a Miranda original). Blake Shelton (her then-boyfriend and later husband) was set to record the song when Miranda persuaded him to let her have it.7 The pain and uncertainty in the narrator’s mind as she visits the home in which she grew up, seeking to recapture the confidence and joy she’s lost since moving away, is beautifully conveyed through her vocal (see figure 12.1).

         
            House swept the country music awards, winning Song, Single, and Video of the Year from the ACM, and Song and Music Video of the Year from the County Music Association. Additionally, the song earned Miranda a Grammy for best C&W female vocal. “With themes of sin and forgiveness, regret and acceptance, loss and grown-up love,” remarked Whitney Pastorek, “Revolution is a portrait of an artist in full possession of her powers.”8 Lambert told Gail Mitchell: “I still can’t sing this song without crying. To me, that’s a timeless song.”9

         
            March 23, 2010: President Obama signs the Affordable Care Act into law. By 2015, the law slashes the percentage of Americans without health insurance from 15.7 percent to 9.2 percent, the lowest uninsured rate in fifty years, with twenty million more people gaining coverage.

         
            
            1070 (I’m Your Dirty Mexican) (2010)—The Krayolas 

         Box Records track, released on May 11, 2010; later included on the 2012 digital album Tex-Mex 21st Century

         One of the most notorious laws passed in the United States during the early 2000s, S. B. 1070 was an anti-immigrant statute signed into law by Arizona on April 23, 2010 requiring police to determine the immigration status of someone arrested or detained when there is “reasonable suspicion” that they are not in the United States legally. The day before the law was to take effect, a federal judge issued a preliminary injunction against its enforcement. The U.S. Supreme Court two years later threw out three provisions of the act as violations of the Supremacy Clause of the U.S. Constitution, but allowed its most incendiary provision to stand. While civil rights and religious organizations mounted boycotts and other protests, the Texas garage-rock band the Krayolas directed its anger into a furious thunderbolt of a song, 1070 (I’m Your Dirty Mexican).

         Formed in 2007 by lead singer/guitarist/chief songwriter Hector Saldana, singer/percussionist/keyboardist David Saldana, and singer/guitarist Van Baines, the Krayolas quickly established themselves as one of the most potent bands on the vibrant San Antonio music scene. Mixing straight-ahead rockers (in English) with Spanish tunes drawing on the rich musical tradition of the U.S.-Mexican border area, they released the album La Conquistadora in 2008, then generated wider attention with the 2009 single Corrido Twelve Heads in a Bag. That set the stage for the single 1070, which Hector Saldana wrote immediately after the law’s enactment (his mom helped him with the Spanish translation), and which the band recorded swiftly to get it released while the controversy was still fresh in the public mind. “I just couldn’t take it anymore,” he declared. “Probable cause cannot be based on the color of your skin, or your accent, or the food you eat or the clothes you wear.”10 The subtitle was inspired by a racist remark about “dirty Mexicans” made by a Dallas radio personality. It’s a broiling mid-tempo rocker, in Spanish, except for two repeated phrases in English.

         “The silence of the night is silence, nothing more / And this night of silence is fleeting, nothing more. The people of the land are my people, nothing more. / And the people in the streets / They will not be silenced, never more.” The ringing chorus is bilingual, and shouted as a battle cry: “1070—no way! 1070—no way!” “I ain’t no dirty Mexican. / No me voy patras, dejanos nomas” (I’m your dirty Mexican.) The latter phrase is later issued in English for extra, bitterly sarcastic emphasis. While the anger behind the song is palpable, the fact that it is carefully channeled, with the deepest emotions bubbling beneath the surface, heightens the impact.

         Within 12 hours after it was recorded, the track was receiving airplay in San Antonio and Austin, and soon was on iTunes and SiriusXM radio. The rapid response to a shocking event recalled Crosby, Stills, and Nash and Young rush-releasing Ohio shortly after the Kent State killings in 1970. In both cases, one exceptional song couldn’t change a dark reality, but demonstrated the power of music to convey political protest with concise and moving eloquence.

         
            
            Tightrope (2010)—Janelle Monae (featuring Big Boi) 

         (written by Nathaniel Irvin III, Charles Joseph II, Antwan Patton, & Janelle Monae)

         Digital download released on February 11, 2010 (didn’t chart); from the Wondaland Arts Society/Bad Boy album “The ArchAndroid” (chart debut on June 5, 2010, reached #17)11 (VIL-#51, ACC-#493)

         It would be difficult to find a dance-soul-hip-hop number from recent years more exciting and buoyant than Janelle Monae’s Tightrope. The Kansas City native had released a debut EP in 2007, and her 2009 track Many Moons garnered a Grammy nomination. But it was this song, and her album The ArchAndroid released a few months later, that really put her across as an important new talent. As she described it to Blues & Soul magazine, the song is “basically dealing with how in life it’s important to keep your balance and not get too high or low.” She and her cowriter/coproducer, Antwan “Big Boi” Patton of the duo Outkast, “felt it was important to kinda help those everyday working people who are constantly dealing with life’s obstacles … on how to deal with issues face-on.” It’s a propulsive, hard-driving number showing off her potent voice, with an arrangement featuring horns and a mid-song rapped verse by Big Boi (Janelle also tosses in her own rap). Todd Martens characterized her distinctive sound as “a genre-hopping mix of vintage psychedelic soul—part Outkast’s Hey Ya! and part Gnarls Barkley’s Crazy.”12 
            Tightrope was ranked as the #2 best song of 2010 by Pop Matters, and by Rolling Stone as the year’s #8.13 “This music,” she declared, “is motivational and meant to be inspirational.”

         
            August 8, 2010: U.S. combat operations in Iraq come to an end after eleven years, although a much reduced residual force remains. Total U.S. combat deaths in Iraq (from 2003 to 2014) total nearly 4,500; total Iraqi deaths in that period are estimated between 110,000 and 174,000.

         
         
            
            Just the Way You Are (Amazing) (2010)—Bruno Mars (written by Mars, Khari Cain, Philip Lawrence, Ari Levine, & Khalil Walton) 

         Elektra track, chart debut on August 7, 2010 (4 weeks at #1, 48 total weeks)14; #1 (4 weeks) in Canada15; from the album Doo-Wops & Hooligans (#3 peak) (DMDB)

         An artist who wears many hats (just as the man himself favors jaunty fedoras), Bruno Mars from the outset of his career has been a prolific songwriter and producer (with his team the Smeezingtons)16 who just happens to also be one of the hottest-selling performers of the decade. Born Peter Hernandez October 8, 1985 in Honolulu,17 his early musical influences were primarily from earlier generations, including Jackie Wilson, James Brown, and Elvis Presley. He came to Los Angeles after high school to pursue a music career, and first made his mark in 2008 by cowriting and producing Flo Rida’s smash Right Round. In early 2010, he cowrote and served as featured vocalist on rapper B.O.B.’s #1 hit Nothin’ on You, on which he also introduced his stage name Bruno Mars. That set the stage for his own solo breakthrough, the butter-smooth (with a dash of hip-hop) declaration of eternal love, Just the Way You Are, delivered in his Michael Jackson-styled tenor. “Girl, you’re amazing, just the way you are. …” The Grammy winner for male pop vocal, it came out at almost the same time as the Cee-Lo Green monster hit that Bruno helped write and produce, Forget You. He followed his debut smash with another chart-topper, Grenade, and just kept soaring thereafter. Sean Fennessy called Mars “a melodic savant, a preternatural possessor of stickiness.”18

         
            
            Mine (2010)—Taylor Swift 

         Big Machine track, chart debut on August 21, 2010 (reached #3 pop, #2 C&W); from the album Speak Now (6 weeks at #1)19

         The biggest-selling pop artist of the 2010s, Taylor Swift began as a sixteen-year-old country music phenom building a massive and devoted audience whose driving force was teenage girls, then carried that audience to a world-conquering pop crossover. Born December 13, 1989 in Reading, Pennsylvania, she began writing songs as an adolescent, was signed to a record deal at fifteen, scored her first hit in 2006, and finally Teardrops on My Guitar (2007) began a continuous string of smashes. Her forte is empathy and relatability to her core followers: simple but well constructed, catchy songs about romantic joys and troubles, alienation, and betrayal. Fans could hear them as if drawn from their own diaries. Faith Hill is one of Taylor’s role models, and Mine (the lead single from her third album) is an engaging number that would have fit nicely with Faith’s 1990s catalog: “You are the best thing that’s ever been mine.”20 Elysa Gardner: “At its best, Speak Now captures the sweet ache of becoming an adult, as only those who are still in the process can articulate.”21 Leah Greenblatt described the album’s songs as “perfectly contained snow globes of romance and catharsis, whole cinematic narratives rendered in … miniatures.”22

         
            
            Ready to Start (2010)—Arcade Fire 

         
            Billboard Alternative chart debut on August 21, 2010 (#16 peak); from the Merge 385 album The Suburbs (1 week at #1) (ACC)

         After steadily building its audience with the albums Funeral and Neon Bible, the Canadian rock band Arcade Fire not only hit #1 but also achieved Grammy glory with Album of the Year for its third full-length album The Suburbs. The band wrote and recorded the album over two years, mostly in its own studio, a converted church near Montreal. Frontman Win Butler and his wife, singer/pianist Regine Chassagne, wrote the bulk of the material, but their bandmates—guitarist Richard Parry, bassist Tim Kingsbury, drummer Jeremy Gara, violinist Sarah Neufeld, and Butler’s younger brother Will (keyboards)—earned co-credits in composition and production. While the previous release had been celebrated as one of the great rock albums of the century’s first decade, David Fricke saw The Suburbs as “a big leap past Neon Bible in arena-rock force and vocal clarity—the lyrics and portraiture bust through the rich reverb.”23 
            Ready to Start is a driving, intense rocker about being ready to enter into a new relationship. Mike Diver remarked that the track “somehow balances an air of anguish with triumphant exclamation.”24 Leah Greenblatt noted the group’s “commitment to dense and deeply felt albums, the kind of passion projects that defy easy digestion but ultimately yield rich rewards,” with a work of “impressively fervent majesty.”25

         
            
            Down By the Water (2010)—The Decemberists 

         Capitol track, chart debut on December 4, 2010 (reached #2 on Triple-A chart); from the album The King is Dead (1 week at #1)26

         Frontman Colin Meloy and his cohorts in the Portland, Oregon-based indie rock band the Decemberists had been building an audience for a few years, and the group scored its first outright smash with the stirring folk-rock tune Down By the Water. The presence of R.E.M. guitarist Peter Buck on this track accentuates the influence of that Athens, Georgia band; Americana music great Gillian Welch is also featured on backing vocals. The sound was inspired by the fact that Meloy (the group’s chief songwriter as well as vocalist) “was trying to reconnect with some of the music that initially got me playing guitar and writing songs in the first place. So I started writing these boldfaced R.E.M. [style] songs”; therefore, the invitation for Buck to join in made perfect sense. Bob Boilen: “[Meloy] and his bandmates create challenging music and also pretty literary ballads … and sometimes intertwine both elements in the same song or suite of songs. As a listener, I love and admire that sense of adventure.”27

         
            2010: Album sales in the United States fall by 12.8% from 326.2 million units in 2009. Sales have now declined by 58.5% from the industry’s all-time peak of 785.1 million units in 2000.

         
            
            Perfect (2011)—Pink (written by Max Martin, Alecia Moore, & Johan Schuster) 

         LaFace track, chart debut on January 1, 2011 (1 week at #1); from the album Greatest Hits—So Far! (#5 peak)

         Born Alecia Moore September 8, 1979 in Doylestown, Pennsylvania (a Philadelphia suburb), this versatile singer/songwriter burst on the scene in 2000 in a hot-pink crew cut as the only white female artist on the LaFace label, and scored a succession of hits (mostly dance oriented, but also mixing in ballads and rockers) such as Get The Party Started. The hits have flowed steadily ever since, attaining pop stardom even as her gleefully gritty, in-your-face style was light years removed from smoothly polished peers like Beyonce’. By decade’s end, the now-peroxide blonde Pink was about to launch her hottest streak yet at a time when her stage act featured a gasp-inducing sequence in which she sang while dangled (Cirque du Soleil-style) 25 feet above the ground. Perfect (officially issued as F**kin’ Perfect until cleaned up for radio) is a powerfully sung mid-tempo ballad about overcoming heartache; it’s also a declaration that people who are “mistreated, misplaced, misunderstood” for any reason are just as worthy of respect as anyone else. Its desperately jubilant chorus of self-esteem soars: “Pretty pretty please, don’t you ever ever feel / Like you’re less than, less than perfect.” Like several of her other best songs, its buoyant sound masks the melancholy. Coproduced as well as cowritten by Swedish pop master Max Martin, it was characterized by Billboard as a declaration of “defiant self-realization.”28 Elysa Gardner: “No modern pop star more convincingly embodies tough girl with a tender heart than Pink.”29

         
            
            Thunder on the Mountain (2011)—Wanda Jackson (with Jack White) 

         From the Third Man Records album The Party Ain’t Over (released on January 25, 2011)

         Fifty-seven years after her first country music hit (You Can’t Have My Love in 1954), Wanda Jackson at age seventy-three turned in one of the most exciting performances of her career, with the help of White Stripes leader and roots-rock admirer Jack White. Born October 20, 1937 in Maud, Oklahoma, she began scoring country hits while in high school, received encouragement from Elvis Presley, and proved her rockabilly chops in 1956 with Fujiyama Mama. After Let’s Have a Party (1960), she returned to straight country, but never lost her musical fire. Just as White had enabled country icon Loretta Lynn to score a brilliant latter-day success by producing her 2004 album Van Lear Rose, he performed the same service for Wanda. White asked Bob Dylan to handpick a suitable number for Jackson, and this gem from his 2006 album Modern Times was his choice. Wanda’s blazing rendition may have even topped the bard’s original. Playing lead guitar, White assembled a band with members of My Morning Jacket and his combo the Raconteurs, and the album was released on his Third Man Records. “He wanted that wild girl that might still be in me somewhere,” Wanda told Billboard.30 Because at first “I didn’t know what the song was talking about,” she and her husband rewrote a verse and rearranged it; it paid off beautifully.31

         
         
            
            Born This Way (2011)—Lady Gaga (written by Stefani Germanotta & Jeppe Laursen) 

         Streamline/Konlive/Interscope track, chart debut on February 26, 2011 (6 weeks at #1)32; #1 (6 weeks) in Canada, #1 (2 weeks) in Australia, France, and Spain, #1 (1 week) in Europe, Germany, and Japan, and #2 in the United Kingdom33; from the album Born This Way (2 weeks at #1)34

         A declaration of support for transgendered people (as stated in the lyric) along with other minorities and social outsiders, Born This Way stands as the most memorable hit in the explosive early career of the artist known as Lady Gaga. Born Joanne Stefani Germanotta on March 20, 1986 in Yonkers, NY, she got her start writing songs for Britney Spears and other pop performers, then burst on the scene in 2008 with the chart-topping Just Dance, and hard-pounding dance-floor raveups formed the core of her repertoire the next few years. As she and fellow dance-pop diva Katy Perry took turns at the top of the charts, Gaga has also proved that she has the singing and songwriting chops for an enduring career, even without the wacky stunts. From the start, Lady Gaga clearly owed much to Madonna in both her music and her fondness for outrageous gestures, and never has that influence been clearer than in this song.35 In its review, Billboard noted that Born This Way is “surprisingly reminiscent” of Madonna’s Express Yourself in several places, and recalls Vogue in the spoken segments, “but in the best way possible.”36 37 Partly borrowed or not, it hammers home its message of pride and self-affirmation in a rousing, danceable fashion. The song reached #1 in a reported twenty-three countries, and in just five days sold a million copies on Itunes, the fastest ever to reach that mark.38 Brian Hiatt: “She’s reshaped pop in her image, telling kids it’s okay to be gay or freaky or unpopular, that they’re born that way.”39

         
            
            Set Fire to the Rain (2011)—Adele (written by Adele Adkins & Fraser Smith) 

         XL/Columbia track, chart debut on March 12, 201140 (2 weeks at #1); reached #2 in Canada, #6 in Europe, and #11 in the United Kingdom41 from the album “21” (#1 for 24 weeks)

         The dramatic synth-rock number Set Fire to the Rain was the third hit from the blockbuster album “21.” “Scorned-woman balladry is the album’s main, towering trade,” noted Leah Greenblatt. Tracks like Set Fire “billow and surge on the pure force of her titanic wail.”42 A key behind-the-scenes contributor to “21” was Tom Coyne, who won a Grammy for mastering the album.43 “21” spent 190 weeks in the Top Hundred of the Billboard 200 chart, the longest run since Metallica’s 1991 self-titled album had 232 weeks in that top tier.44 It’s only the eleventh album to sell at least eleven million copies in the United States since SoundScan started tracking sales in 1991.

         
            May 2, 2011: Islamic terrorist leader Osama Bin Laden, responsible for ordering the 9/11 attacks on the United States, is killed in a U.S. Navy Seals operation approved by President Obama.

         
            
            Super Bass (2011)—Nicki Minaj 

         Young Money 015776

         Chart debut on May 14, 2011 (reached #3 pop, 39 weeks, #6 R&B); #6 in Australia and Canada, #8 in the United Kingdom; from the album Pink Friday (reached #1) (VIL-#85)

         The leading “va va voom” lady of contemporary hip-hop, Nicki Minaj was born Onika Maraj December 8, 1984 in San Fernando, Trinidad (raised in Queens, NY), and was discovered by rapper Lil’ Wayne. She first came to prominence on the 2010 hit Check It Out, and guest appearances on two Kanye West tracks that year. After scoring an early 2011 success with Moment 4 Life, the voluptuous rapper enjoyed a career-defining smash with Super Bass. It’s a performance showing off her attributes: clever, rapid-fire rapping and a sexy, danceable track combined with a big, booming pop chorus.45
            The tune is unabashedly silly, but fun. Sexuality is a big part of Minaj’s act, but as Erika Ramirez noted, here the “Harajuku Barbie” (known for her body-baring costumes and Betty Boop-style “girlie-girl” approach) “fuses seductive lyricism with clean, booty-shaking soundscapes and an addictive bubblegum hook.”46

         
            
            The Edge of Glory (2011)—Lady Gaga (written by Stefani Germanotta, Fernando Garibay, & Paul Blair, aka “DJ White Shadow”) 

         Streamline/Konlive/Interscope track, chart debut on May 28, 2011 (reached #3)47; reached #2 in Australia, #3 in Canada and Germany, and #6 in England48 from the album Born This Way

         Lady Gaga is at the peak of her dance/pop powers on The Edge of Glory, whose big, soaring chorus is beyond the capacity of most mere mortals to resist. Although the subject matter could not be more somber—the final moments of one’s life (she says it was inspired by the death of her grandfather in 2010)—she gives it an inspirational quality. “The edge of glory—it’s the other side of life, this glorious moment,” she told Rolling Stone.49 The mighty saxophone of Clarence Clemons (from Bruce Springsteen’s E Street Band) helps to achieve that uplifting effect with his extended solo.50 Written with her coproducer Fernando Garibay, the track was recorded in Oslo, Norway. “I’m on the edge with you. …”

         
            
            Walk (2011)—Foo Fighters (written by Dave Grohl) 

         Roswell/RCA/RMG track, chart debut on June 18, 2011 (reached #83 pop, 8 weeks at #1 on Rock chart, and also 8 weeks #1 on Alternative chart); from the album Wasting Light (1 week at #1)51

         When Nirvana, the most influential rock group of the early 1990s, came to a sudden end with the April 1994 suicide of frontman Kurt Cobain, its drummer Dave Grohl wasted no time in forming his own band, and the Foo Fighters have enjoyed a long ride as one of the best in rock. Born January 14, 1969 in Warren, Ohio (grew up in Springfield, Virginia), Grohl switched to guitar and became both singer and chief songwriter for his new group, which was an immediate success with its 1995 debut album (actually a solo project before recruiting bandmates), and early hits including Big Me (1996) and Learn to Fly (1999). After some personnel turnover in its early years, the Foos’ other members have been guitarists Chris Shiflett and Pat Smear, Nate Mendel (bass), and Taylor Hawkins (drums). In sharp contrast to the brilliant but troubled Cobain, Grohl has earned a reputation as a man who loves his work; his skills are many (including serving as director for the 2013 documentary Sound City and the 2014 HBO documentary series Sonic Highways), but he loves nothing more than leading his band through furiously driving rock and roll. The album Wasting Light was recorded (notes David Fricke) “the ancient punk-rock way” on analog tape in Grohl’s garage, “and it shows in the razorback blur of the guitars and the hard-rubber slap of the drums.”52 
            Walk, a Grammy winner for best rock song and best rock performance, begins as a mid-tempo ballad before shifting to an all-out rocker with soaring chorus. “I believe I’ve waited long enough. …” It is, suggested Kyle Anderson, “the sound of Grohl’s unending restlessness, delivered with the same eardrum-pounding joie de vivre he’s been unleashing” ever since Nirvana days.53

         
            
            A Little Bit of Everything (2011)—Dawes 

         From the ATO album Nothing Is Wrong (chart debut on June 25, 2011; reached #5 on Billboard Folk Albums chart, 46 weeks; #64 peak on pop chart)

         With folk-rock legends Crosby, Stills, Nash and Young, and Joni Mitchell as inspirations, the southern California band Dawes was formed in 2009 from the core of a previous harder-rock outfit called Simon Dawes. Lead singer, guitarist, and chief songwriter Taylor Goldsmith sets the pace for the group, with an appealing tenor vocal style strikingly reminiscent of Jackson Browne. (The rest of the group: keyboardist Tay Strathairn, bassist Wylie Gelber, and Taylor’s brother Griffin Goldsmith on drums.) The group’s 2009 debut album North Hills was a promising start; the second release, Nothing Is Wrong, firmly established its reputation. Browne is known for a strong social conscience, and Dawes played alongside him at an Occupy Wall Street event on December 1, 2011.54 The album’s concluding and standout track, A Little Bit of Everything, is a deeply touching story song focusing in part on a man who has fallen on hard times, against the background of the Great Recession that hit the world in September 2008. He’s pondering “when his bright future had left him,” with his only son gone. Standing at a buffet line and asked what he wants, his response is, “I want a little bit of everything. …Whatever helps me to forget about the things that brought me to my knees. / So pile on those mashed potatoes, and an extra chicken wing / I’m having a little bit of everything.”55 As the band drives the empathetic tale to a powerful conclusion, the perspective broadens to all of us who are searching for meaning in a confusing world. There is no single answer: “It’s not some message written in the dark, or some truth that no one’s seen / It’s a little bit of everything.” Wyndham Wyeth praised the album for its “songwriting, musicianship, and emotion,” and called Gelber “one of the most tasteful bassists ever.”56

         
            
            Rumour Has It (2011)—Adele (written by Adele Adkins & Ryan Tedder) 

         XL/Columbia track, chart debut on August 13, 201157 (reached #16); #16 in Canada

         
            Rumour Has It can be seen as the polar opposite to Someone Like You on Adele’s mega-selling album “21”—opposite in both style (with a pounding dance beat and roaring chorus compared with the voice-and-piano ballad approach of Someone) and attitude (a defiant payback’s-a-bitch final stanza). Allison Stewart remarked that the song “is set in a fictional universe where Dusty Springfield fronts the Ronettes.”58 The song came about when Adele, the day after the 2010 Grammy Awards, expressed annoyance at constant gossip that she was going out with guys she’d never even met. Her collaborator Ryan Tedder (of the group One Republic) began playing a guitar part inspired by Radiohead’s I Might Be Wrong. The next day, they recorded Rumour Has It; Tedder was astonished that she nailed the vocal in one take.59 Leah Greenblatt and Melissa Maerz: “The best revenge isn’t that she’s having a summer fling, it’s that her man’s the last to know.”60

         
            
            Brighter Than the Sun (2011)—Colbie Caillat (written by Caillat & Ryan Tedder) 

         Universal Republic track, chart debut on September 3, 201161 (reached #47 pop, 25 weeks; #1 on adult contemporary chart)

         The daughter of former Fleetwood Mac coproducer Ken Caillat (Rumours and Tusk), Colbie Caillat was born May 28, 1985 in Malibu, began performing professionally at nineteen, won a devoted online audience on Myspace, and released her first album in 2007, featuring the #5 smash Bubbly, a title that summed up not only the song but also her perky, infectious pop style. Although it was only a mid-charting hit, perhaps her most utterly appealing song to date is Brighter Than the Sun, written with One Republic frontman Ryan Tedder. A warm pop celebration of romantic bliss punctuated by handclaps, it flows from her self-described “optimistic and bright” outlook suitable for one who grew up in both southern California and Hawaii. “I’m happy, and that gets expressed in my music.”62 Kyle Anderson remarked of this deliciously summery treat that its frothy melody is “so seaside-ready it should come with its own bottle of SPF 30 and one of those stripy towels with the built-in head pillows.”63

         
            
            Drive All Night (2011)—Need to Breathe (written by Bear Rinehart & Bo Rinehart) 

         Atlantic/RRP track, chart debut on September 3, 2011 (#15 peak on AAA chart, 20 weeks); from the album The Reckoning (reached #6; 1 week at #1 on Top Rock Albums)

         One quality that underlies many of the best rock songs is a sense of urgency, an emotional commitment to the story being told. Drive All Night possesses that quality, with hard-driving energy that’s capable of stirring almost any listener on a visceral level. The alternative/ folk-rock group Need to Breathe (its name officially spelled without spaces between the words) was founded by Bear Rinehart (lead vocals, guitar, piano) and his brother Bo (backing vocals, guitar) in Seneca, South Carolina, in 1998, later joined by Seth Bolt (bass, backing vocals). The group released its first album in 2006, and its initial reputation was in the Christian rock field (it would win Group of the Year honors three straight times from 2010 to 2012 at the Gospel Music Association Dove Awards). But before long, it was also earning a devoted audience in mainstream rock, starting in particular with its third album The Outsiders (2009), including the single Something Beautiful. The fourth album, The Reckoning, brought the group to a new peak. It’s no coincidence that Need to Breathe attained success at the same time as Mumford & Sons, with whom it shares folk roots along with arena-rock power. Drive All Night, the album’s second and biggest single, is a passionate rock performance about the need for a romantic partner (“I need to know if she can save me”) who’s willing to plunge headlong into a scary, but rewarding, shared journey. “I need somewhere I can drive all night, out into the darkness … hold on tight. …” Like most of the group’s songs, there are Biblical allusions and an emphasis on the need for faith, but here it’s primarily about faith in a relationship, and it rocks hard enough to reach even nonbelievers.

         
            
            We Are Young (2011)—Fun featuring Janelle Monae64 (written by Jack Antonoff, Andrew Dost, & Nate Reuss) 

         Fueled by Ramen/RRP track, chart debut on December 24, 2011 (#1 for 6 weeks)65; #1 (5 weeks) in Australia, #1 (2 weeks) in Europe, #1 (1 week) in the United Kingdom, and #2 in Canada66

         
            We Are Young is soaring, optimistic pop with a big, anthemic chorus, boosted further by guest vocalist and soul dynamo Janelle Monae; little wonder that it was one of the year’s longest-running #1 hits, and the Grammy winner for Song of the Year. The group’s first album had produced no hits; the second—adding hip-hop elements and a more elaborate production to its infectious pop hooks—carried it to the top. Frontman and guitarist Nate Reuss wrote the song with his bandmates—bassist/multi-instrumentalist Andrew Dost and Jack Antonoff (drums)—and recorded it with producer Jeff Bhasker (previously known for his work with Kanye West and Drake).67 The song’s profile was elevated by its appearance in a December 2011 “Glee” episode, and then by its use in a Super Bowl ad for Chevrolet. It was the first time a rock band sent its first charting single to #1 in over a decade (selling over 5.9 million digital copies), since Nickelback’s How You Remind Me in 2001.

         
            
            Somebody That I Used to Know (2012)—Gotye featuring Kimbra 

         Samples ‘n Seconds/Fairfax/Universal Republic track, U.S. debut on January 21, 2012 (8 weeks at #1, 59 total weeks)68; #1 (13 weeks) on Triple-A; 2011: #1 (5 weeks) in Australia69; 2012: #1 (9 weeks) in France, #1 (8 weeks) in Europe, #1 (8 weeks) in Italy, #1 (6 weeks) in the United Kingdom, and #1 (6 weeks) in Canada and Germany70 (VIL-#264)

         In an era of pop music in which most hits are powered by massive promotional campaigns, Gotye’s Someone That I Used to Know came out of nowhere with a quiet indie-label launch in July 2011, and enabled the previously unknown artist to dominate the charts in 2012. Born Wouter de Backer in Bruges, Belgium, on May 21, 1980 and emigrating with his family to Australia when he was two, he began recording and self-releasing material in 2001, and with his band the Basics released four albums from 2004 to 2010. His second solo album under the name Gotye (based on the French pronunciation respelling of his given Flemish name) in 2006 became an Australian hit, and he also gained a following in England.

         
            Someone That I Used to Know, a breakup song delivered in a cool, insinuating pop-soul-dance hybrid style (and showing a Peter Gabriel influence) featuring second vocal by the female New Zealand artist Kimbra, debuted on the Australian charts on August 6, 2011, and quickly climbed to #1. Starting in September, it also became a chart-topper in Belgium, Netherlands, and New Zealand. The rest of the world followed in early 2012, racking up at least ninety-eight weeks at #1 on the Billboard “Hits of the World” charts (including the U.S.). The song includes a two-note guitar sample from Brazilian artist Luiz Bonfa’s 1967 song Seville.71 By 2013, Someone had become only the fourth song to achieve seven million downloads in the United States alone, and over thirteen million worldwide.72 It was Entertainment Weekly’s #2 song of the year, and #8 in the Village Voice critics’ poll. The record’s journey into pop history culminated when it won the Grammy for Record of the Year—a result that delighted the presenter, no less than Prince.

         
            
            Going Home (2012)—Leonard Cohen 

         From the Columbia album Old Ideas (chart debut on February 18, 2012, reached #3 on pop chart, 2 weeks at #1 on Folk chart)

         Poets don’t grow old, they just keep refining their art, and Leonard Cohen is living proof. At age seventy-seven, the legendary creator of Suzanne and Hallelujah achieved the highest-charting album of his career, one that also stands alongside his finest work.73 The Canadian icon digs deep with Going Home, a riveting vision that’s delivered like a message from God to a third-person “Leonard,” teaching a man who’s led a long and imperfect life about acceptance and understanding. American Songwriter ranked this moving performance the #4 song of the year.

         
            
            Hold On (2012)—Alabama Shakes 

         ATO track, chart debut on February 18, 2012 (#1 for 1 week on Triple-A chart)74; from the album “Boys & Girls” (#8 peak)
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               Figure 12.2Alabama Shakes. Courtesy of Kevin Morris, Red Light Management, and The Fun Star.
            

         

         With a distinctive blend of soul, rootsy Americana, and rock and roll, the Alabama Shakes became one of the breakout acts of 2012, and Hold On—powered by the tremendous lead vocal of Brittany Howard—was the potent piece of blues-tinged rock that took it to the top. The Shakes were formed in 2009 in Athens, Alabama, by Howard, bassist Zak Cockrell, guitarist Heath Fogg, and drummer Steve Johnson. After music blogger Justin Gage posted a track (You Ain’t Alone) by the then-unknown band, it triggered a scramble by several labels wanting to sign the band, which settled on Dave Matthews’ ATO label. After several months of recording at the Nashville studio the Bomb Shelter (paying for the sessions themselves), ATO underwrote a final session in November 2011.75 Howard was able to quit her job as a mail carrier before year’s end, and a few months later the musicians’ lives changed as Hold On took off.76 
            Rolling Stone named the track #1 for 2012; it also ranked #11 in the Village Voice critics’ poll. The Hold On video was viewed more than three million times on Youtube, driving the album to sales over 300,000.77 In its initial notice on the group, Rolling Stone called Howard “a blues-punk force of nature” who “calls down the ghosts of Janis Joplin and Otis Redding in equal parts.”78.

         
            
            Climax (2012)—Usher 

         RCA track, chart debut on March 10, 2012, reached #17 pop (#1 for 11 weeks R&B) (VIL-#156, ACC)

         Usher Raymond’s nine #1 singles include four massive 2004 tracks that topped the chart for a combined twenty-eight weeks. His sultry style can take a number of different forms, but Usher is at his best on slow-jam soul ballads showcasing his falsetto, and perhaps his best to date is Climax. This depiction of the end of a relationship features a string arrangement by “avant-classical” composer Nico Muhly, and wraps his soaring voice in a track from M.I.A. producer “Diplo” (Thomas Wesley Pentz). Sarah Godfrey remarks that it “manages to be one of most delicate and nuanced” of Diplo’s career “without abandoning the throb for which he is known.”79 It was Billboard critics’ choice as the year’s #1 song, one of Rolling Stone’s Top Twenty, and the Grammy winner for best R&B solo. Ariel Rechshaid, the song’s cowriter and coproducer, went on to become one of the hottest producers of 2013 (working with Vampire Weekend, Haim, and Sky Ferreira). Ben Ratliff called it a “cinematic, cleverly teasing” production.

         
            
            Little Pocket Size Demons (2012)—Vijay Iyer Trio 

         From the ACT Music album Accelerando (released on March 13, 2012)

         A pianist-composer whose work comfortably straddles the fault lines between jazz and classical, Vijay Iyer was born on October 26, 1971 in Fairport, NY, the son of Indian Tamil immigrants. Classically trained on violin, he became a mostly self-taught piano virtuoso, and earned a Ph.D in Technology and the Arts in 1998. By that time, he had already begun his recording career, including five albums (1996–2004) collaborating with saxophonist Rudresh Mahanthappa, and also winning a reputation as a composer of chamber music. The standout track from the most acclaimed jazz album of 2012 (ranked #1 by Pop Matters and the L.A. Times), Little Pocket Size Demons is a furiously intense trio performance of a complex Henry Threadgill composition originally designed for a seven-piece ensemble.80 Accompanied by bassist Stephan Crump and drummer Marcus Gilmore, Iyer conjures up musical images of Bud Powell and Monk. Iyer scored an unprecedented sweep in the 2012 Down Beat International Jazz Critics Awards, winning Artist of the Year, best pianist, best small group, and Album of the Year for Accelerando.81

         
            
            No Light, No Light (2012)—Florence and the Machine (written by Florence Welch & Isabella Summers) 

         Chart debut on April 14, 2012 on Alternative chart (reached #17); #7 peak on Triple A; from the Universal Republic album “Ceremonials” (chart debut on November 19, 2011, #6 peak)

         The British indie-rock band Florence + the Machine was formed in London in 2007, and its 2009 debut album was an immediate UK smash with the fiery, soulful vocals of Florence Welch (born August 28, 1986); fellow founding member Isabella “Machine” Summers (keyboards, backing vocals) had originally performed in a duo with Welch.82 The song Dog Days Are Over enabled Welch to also break big in the United States. Her second album, Ceremonials, soared still higher. Shake It Out was the primary hit (reaching #1 on the Triple A chart), and What the Water Gave Me is a tremendous performance. But the exceptionally intense quality of No Light, No Light places it in a class of its own. Gary Trust of Billboard compared Florence’s passionate style with the “trance-like” performances of Janis Joplin, a quality that comes across powerfully in this track. Paul Epworth, who worked with Adele on her blockbuster 2011 album “21,” is the producer. After a quiet opening section, the piece builds to a huge, pounding soul-rock chorus, and its emotional impact is underlined by a surrealistic music video. Edna Gundersen: “Listeners are transported to a dark and mystical world of Welch’s imagination, dreams, and fears.”83

         
            
            C’est la Vie (2012)—Khaled 

         Universal Music Division track, released on July 2, 2012 (reached #1 in Czech Republic, #4 in France, #5 in Belgium); from the album “C’est la Vie”

         Khaled has been the “king of rai” ever since his breakthrough in Algeria in 1988, and after more than twenty years of stardom achieved his most unforgettable hit with C’est La Vie. Born Khaled Hadj Ibrahim on February 29, 1960 in Sidi-El-Houri, Oran, Algeria, he began singing at an early age, and was captivated by rai, a populist form of Algerian music based (as described by J. Poet) on “a combination of Bedouin traditional music and the more secular influences of the cities, in particular Oran, a port town where Spanish, Moroccan, French, and black Arabic traditions have a long history of cross-pollination.”84 Although it had been around since the 1930s, rai gradually took on more rock influences and had become the music of choice for many Algerian young people by the late 1970s. Khaled—originally billed as “Cheb Khaled” (“cheb” meaning “kid”)—tapped into that excitement. In the mid-1980s, he and producer Ranchid Baba Ahmed began cutting the records that would make him a sensation. A multi-instrumentalist (including guitar, drums, banjo, and harmonica), it has been his supple, undulating voice and stage charisma that ensured his stardom. The 1993 album N’ssi N’ssi, a rock-styled collection described as “Arabic funk,” made him more familiar to Western audiences, and his fame continued to build in later years. Those Western influences made him a target for Islamic extremists who regarded his music as a “corrupting influence”; in the face of death threats, he has lived primarily in Paris since the late 1980s.

         
            C’est la Vie is a big, rousing singalong number (written by the artist) with a pounding dance beat and a soaring, irresistible chorus. Produced by Moroccan-Swedish producer RedOne, it features simple, celebratory, and inspirational lyrics (the main text sung in Algerian Arabic and the refrain in French), translated in part as “We shall love, we shall dance / Yes, this is life / Lala, lalala. …” Its overall vibe is joyous, with a magnetic appeal on the dance floor. The song became a European smash, as did the same-named album (selling over a million copies in Europe alone, plus 1.8 million copies in the Middle East and North Africa, and 3.6 million worldwide). In 2013, Marc Anthony’s Spanish-language version, Vivir mi Vida, was one of the decade’s biggest Latin pop hits.

         
            
            Thinkin’ ‘Bout You (2012)—Frank Ocean 

         Odd Future/Jam/DJMD track, Hot 100 debut on July 28, 2012 (#32 peak); #7 on R&B chart; from the album “Channel Orange” (reached #2)85 86 (VIL-#33, ACC)

         Pop music depends on the emergence of exciting new stars, and Frank Ocean was one of 2012’s biggest stories. Born Christopher Edwin Breaux on October 28, 1987 in Long Beach, California, he moved with his family to New Orleans, where he began his music career until Hurricane Katrina struck in 2005. Moving to Los Angeles, he got a songwriting contract, began recording demos, and worked with artists including Nas and Pharrell Williams. Contributing two vocal hooks to the 2011 Kanye West-Jay-Z album Watch the Throne brought him to wider attention, paving the way for his solo explosion. Channel Orange was selected as #1 album of the year by Village Voice critics, Paste, and USA Today, and #2 for Rolling Stone. Its standout single was this mid-tempo R&B original showcasing Ocean’s appealing falsetto. Billboard called him “the most unique and progressively minded presence in R&B.”87 John Calvert: “A slow-release torch song the color of caramel and bathed in low voltage lighting, a buzzing but soothing synth cycle and muffled beats evoke touching and kissing in a velveteen womb. Poised, considered, classy and moving, this is uniquely Frank Ocean.”88

         
            
            Adorn (2012)—Miguel 

         Bystorm/RCA track, chart debut on August 18, 2012 (#17 peak), 17 weeks at #1 on R&B/Hip-Hop chart89; from the album “Kaleidoscope Dream” (chart debut on October 20, 2012, #3 peak) (VIL-#93, ACC)

         
            Adorn marked the emergence of a major soul-pop talent, possessing a high tenor (with falsetto leaps) containing echoes of Marvin Gaye in a Sexual Healing mode. Miguel Jontel Pimentel was born October 23, 1985 (to an African-American mother and Mexican father) in San Pedro, CA, outside Los Angeles, and was a musical prodigy, writing songs and recording at home at age fourteen. In 2006, Billboard reported on the nineteen-year-old as an R&B up-and-comer as he opened multiple dates for Omarion’s tour, and his single Getcha Heads Up gained Black Entertainment Television airplay.90 The broader music world took full notice of him in 2010 when a song he cowrote, If U Leave, became a #1 R&B hit for Musiq and Mary J. Blige, and his major-label debut album that year won acclaim and promising sales.91 The steamy slow-jam Adorn showed a fully matured artist coming into his own, with producer Salaam Remi. The song with the refrain “let my love adorn you” and a “crushing” bass line first came out in February 2012 on “Art Dealer Chic Vol. 1,” the first in a three-part mixtape designed to whet appetites for the full-length album Kaleidoscope Dream.92 The #2 song of the year in the Village Voice critics’ poll, Adorn was also #5 for Billboard critics, and won the Grammy for best R&B song. After seeing Miguel’s Grammy-show performance of the song, Kelly Clarkson (accepting an award of her own) declared, “Good God. That was the sexiest damn thing I’ve ever seen.”

         
            
            I Will Wait (2012)—Mumford and Sons 

         Gentlemen of the Road/Red/Glassnote track, chart debut on August 25, 2012 (reached #12 pop)93; #1 (11 weeks) on Triple-A chart (also #1 on Rock Songs chart); from the album “Babel” (#1 for 5 weeks)94

         “Babel” was the album that catapulted Mumford and Sons from a much-admired Americana group to world-conquering chart giants, and I Will Wait—building to an arena-shaking chorus, no small feat for a banjo-led acoustic group—was the hit symbolizing their ascent. The group was formed in London at the end of 2007 by multi-instrumentalists Marcus Mumford (lead singer), Ben Lovett, Winston Marshall, and Ted Dwane. Following a November 2008 EP, their debut album Sigh No More came out in October 2009 and became an international hit; it was their rip-roaring 2011 Grammy-show performance of The Cave, and accompanying Bob Dylan on Maggie’s Farm, that sent the band’s U.S. visibility to a new high, and a celebrated “Railroad Revival Tour” that year built anticipation for “Babel,” the Grammy winner for Album of the Year. Mumford’s parents are leaders in the Vineyard Church, an evangelical movement, and Melissa Maerz suggested that he channels a similar intensity into the band’s music: “On Babel, he wails about serving the Lord and saving his sins for the ark while his band harmonizes along with the lift-ev’ry-voice fervor of a Pentecostal sermon.”95 
            I Will Wait is in the great rock tradition of exploding from the gate, with an opening outburst of guitar, banjo, and percussion, and that jet-propelled opening helped both the song and the album achieve escape velocity very quickly. In the week following the big February 2013 Grammy win, Babel sold 185,000 copies and surged back to #1. Reviewing the album, Billboard noted the group’s emphasis on “high drama, the state of romantic elation,” and this track’s technique of having the instrumentation drop out, before roaring back, in order to heighten that drama. “If Sigh No More is Mumford’s barn-dance album, Babel is its basketball-arena disc.”96

         
            
            Merry-Go-Round (2012)—Kacey Musgraves (written by Kacey Musgraves, Mac McAnally, & Josh Osborne)97 

         Mercury Nashville track, country chart debut on September 15, 2012 (#14 peak); reached #10 in Country Airplay; pop chart debut on December 28, 2012 (#63 peak); from the album Same Trailer, Different Park (#2 peak on pop chart, reached #1 C&W)98

         The fact that Kacey Musgraves has been warmly embraced by the country music establishment and audience, even though her songs look with clear-eyed honesty—stripped of fuzzy, romanticized nostalgia—at small-town American life, shows how far Nashville has come. The leadoff single from her major-label debut album—and the Grammy winner for best country song—came a year after Kacey’s big breakthrough cowriting Miranda Lambert’s country chart-topper Mama’s Broken Heart. It thoughtfully explores the ride of life that never slows down, and on which we all must find our own way, while overcoming social and economic obstacles. Jon Caramanica called it a “full frontal … scathing indictment of the pieties of small towns.”99 Chris Richards describes it as an exploration of “the psychic vice grip of small-town living.”100 Tom Roland remarked that, like Jeannie C. Riley’s Harper Valley P.T.A. forty-five years earlier, it “aptly references addiction, co-dependency and hypocrisy without casting judgment.”101 Musgraves told Grady Smith that its mixture of pride and frustration with rural Texas life has a broader subtext. “I feel like big city or small town, you can relate to following your parents’ footsteps, or putting your own dreams on the back burner, or vices that we get caught up in—that whole cycle. That’s not a small-town thing. That’s a life thing.”102

         
            
            Sing the Delta (2012)—Iris Dement 

         From the Flariella Records album Sing the Delta (chart debut on October 20, 2012; #8 on folk chart, #124 pop)

         Sixteen years after her last album of original songs (1996’s The Way I Should), Iris Dement gave us another gem, and its title song, Sing the Delta, was one of her loveliest, warmest creations ever, recalling her early classics like Our Town. During the intervening years, as she continued singing even while the composing well was dry, she maintained confidence: “I always knew the songs would come.” Sing the Delta was inspired by her stepdaughter (the daughter of her husband, singer-songwriter Greg Brown) going to Memphis, at the time when Iris was visiting her mother in the hospital. “There was my mom in a hospital bed, and [the Arkansas delta] was home to her. …It came to me instantly, singing the delta love song for me.”103 One can hardly do better than Stephen Duesner (American Songwriter) in ranking it as the #3 song of 2012, calling it a “gorgeous reminiscence, conjuring the terrain of her beloved home with soulful gospel horns and a ‘voice that lays like August in the shade.’”104 The evocative quality of her heartland voice is a reminder of why Merle Haggard once called Iris “the best singer I’ve ever heard.” “I love you so much and you sure sing good / And it would mean so much to me if you would sing the Delta love song for me.”

         
            
            Skyfall (2012)—Adele (written by Adele Adkins & Paul Epworth) 

         Columbia track, chart debut on October 20, 2012 (reached #8)105; #3 peak on Hot Digital Songs; #1 (6 weeks) in Italy, #1 (4 weeks) in France, #1 (1 week) in Germany and Eurochart, #2 in England, and #3 in Canada106

         It’s the greatest Bond theme song in the first fifty years of the franchise—a weighty statement considering the Live & Let Die, Goldfinger, and You Only Live Twice title songs, plus Nobody Does It Better. Adele evokes that musical legacy (with a mighty orchestral introduction by the J.A.C. Redford-directed 77-piece ensemble), then builds brilliantly on that foundation with drama, emotion, and grandeur. The artist’s producer and songwriting partner Paul Epworth remarked that they tried to “do something that was simultaneously dark and final, like a funeral, and to try and turn it into something that was not final. A sense of death and rebirth.”107 The lyrics draw on details of the film’s story line (“Skyfall is where we start”—Skyfall being the name of Bond’s ancestral family home, the setting for the film’s final showdown), and expand from there to have universal meaning even to those who’ve never seen it. Having conquered the pop music world with her album “21” that dominated airwaves throughout 2011 and 2012 with instant classic Rolling In the Deep, the British artist found a way to climb still higher. Her vocal ascension to the soaring climax is chill inducing. Little wonder that it won the Oscar for best original song (amazingly enough, the first Bond song to achieve the honor),108 and became the first 007 theme in a decade to reach the Top Ten.

         
            2012: For the first time in history, digital stores this year become the primary outlet for buying albums. However, physical CDs retain the overall lead with 193 million sold for the year, versus 118 million digital albums. CDs are showing greater staying power than many expected, declining slowly from 67.6% of album sales in 2011 to 61.2% in 2012, and 57.2% in 2013. By 2014, CDs will slip below 50 percent of music sales.

         
            
            Anything Made of Paper (2013)—Bill Carter 

         From the Unison Music Group album Unknown (released on January 15, 2013)

         For over three decades, Bill Carter has been one of the shining beacons of talent on the Austin, Texas, music scene without ever gaining much national name recognition—even though he and his wife and songwriting partner Ruth Ellsworth penned the 1989 Stevie Ray Vaughan blues classic Crossfire. After nearly a decade of scuffling to get by, his breakthrough as a songwriter came in 1986 when the Fabulous Thunderbirds included the duo’s song Why Get Up on their million-selling album Tuff Enough. Over the years, his work has also been recorded by artists including Ruth Brown, the Counting Crows, Waylon Jennings, Robert Palmer, and the Brian Setzer Orchestra. Music was in his blood; his grandfather was first cousin to A. P. Carter of the Carter Family.

         One of the most extraordinary songs of recent years, this was inspired by the real-life experience of Damien Echols, sent to Death Row for a crime he didn’t commit109; “anything made of paper” is what visitors were allowed to bring him. When Echols’ wife Lorri Davis told that to Bill and Ruth, he immediately said, “that is what we will give to you and Damien, a song.” “Ruth and I proceeded to write Anything Made of Paper that very day and night,” he told Shane Handler.110 One of the song’s first public performances came in August 2010 when Carter participated in the Voices for Justice concert and rally in Little Rock in support of the West Memphis Three. Heard under the closing credits of the acclaimed Amy Berg documentary about the case, West of Memphis, this is a poetic, deeply touching ballad, building on the title image in brilliantly original ways. The animated video for the song (directed by Brandon Ray and Pat Kondelis) is comparably exceptional. The track was recorded at the Los Angeles home studio of his old pal Johnny Depp (with whom Carter made an album in 1995 as members of the group “P”), with Depp on slide guitar.111 “The song simply states that when there is hope, there is life,” Carter told Ray Rahman. “And when there is life, there is hope.”112

         
            
            You Never Need Nobody (2013)—The Lone Bellow 

         From the Descendant Records album “The Lone Bellow” (chart debut on February 2, 2013, reached #74 pop, #5 on Folk Albums, 28 weeks total)

         Here is Americana music at its best: gorgeous vocal harmonies with steel guitar, banjo and accordion, and real feeling behind the words. The Brooklyn-based trio Lone Bellow consists of frontman and primary songwriter Zach Williams, Kanene Pipkin, and Brian Elmquist; Williams and Elmquist had known each other as college students in Lynchburg, Virginia.113 This debut album for Descendant (an imprint of Sony BMG), two years in the making, was recorded at New York’s Rockwood Music Hall, produced by Charlie Peacock.114 “Most of the album’s songs began as entries in a journal that Williams kept at his wife’s hospital bedside after she was thrown from a horse (she made a full recovery). Turning those entries into songs, remarks Jedd Ferris, resulted in “a raw, confessional set filled with cathartic release.”115 “You never need nobody—you never stand alone.” Listening to this song, declared Sarah Zupko, “I am literally moved beyond words.”116

         
            
            February 6, 2013: Itunes reports that it has served twenty-five billion song downloads worldwide since its debut in 2003. With over 70 percent of worldwide online digital music sales, it is the largest legal music retailer.

         
            
            Same Love (2013)—Macklemore and Ryan Lewis 

         Macklemore/Sub Pop/ADA/Warner Bros. track, chart debut on February 16, 2013 (reached #11 pop, #3 R&B)117

         The rapper-producer duo’s other hits have been slight if entertaining, but Same Love thrust them into a higher dimension with its powerful plea for compassion, and acceptance of people who may be different from you. The ultimate modern do-it-yourself pop star, Ben “Macklemore” Haggerty, born June 19, 1983 in Seattle, gained quick fame in 2005 when his rap Welcome to MySpace was featured on the home page of the social networking site, followed six months later by his debut album. It was after teaming up with producer/DJ/video director Ryan Lewis that he broke through nationally with the clever Thrift Shop, one of the biggest hits of 2012. During this no-budget period, they recorded (as described by Brian Hiatt) in “a 500-square-foot storage space in a rough neighborhood, inhaling fumes from a nearby paint shop.”118 They had the core of Same Love written (around the time when Washington state legalized same-sex marriage), but needed something extra, when gay singer-songwriter Mary Lambert contributed her original hook, making the number an anthem for acceptance of marriage equality.119 On an evening when they took home four Grammies including best new artist, the duo’s highlight of the Grammy broadcast January 26, 2014 was the passionate performance of Same Love, climaxed by a mass wedding of thirty-three couples, gay and straight, “Gay people are still the most oppressed people in hip-hop culture,” Macklemore remarked. “You can only watch that for so long. I have gay family [members]. I have gay friends. That’s the beautiful thing about writing songs. You get to take on issues that you’re passionate about.”120

         
            
            Recovery (2013)—Frank Turner 

         Xtra Mile/Epitaph/Polydor/Interscope track, chart debut on April 6, 2013 (2 weeks at #1 on Triple-A chart); from the album “Tape Deck Heart” (reached #52 pop, #4 on Folk chart)

         To get an instant shot of adrenaline, just listen to this propulsive British pop-rock performance with a relentless flow of lyrics and one of 2013’s most unforgettable, soaring choruses. “It’s a long road out to recovery, a long way back to the light. …” Born December 28, 1981 in Manama, Bahrain, singer-songwriter-guitarist Turner attended the London School of Economics, then took a left turn to become vocalist for the post-hardcore band Million Dead, before launching his solo career in 2005. His third studio album, Poetry of the Deed (2009), was his first to crack the British charts. It was his fifth solo album (the first one that he recorded abroad, in Burbank, California, with producer Rich Costey) that produced this powerhouse track. While the lyrics have a dark edge—describing a “broken” man’s struggle to bounce back from a bad breakup with the help of a new romantic relationship, just “hoping to survive”—the exuberant performance leaves little doubt that he’ll prevail. “Catharsis, empathy, and entertainment—hopefully this record achieves all three,” he told Billboard.121

         
            
            Song for Zula (2013)—Phosphorescent 

         From the Dead Oceans album “Muchacho” (chart debut on April 6, 2013, reached #5 on Folk chart) (ACC)

         
            Song for Zula is an intriguing rock ballad of heartbreak whose impact is heightened by its atmospheric arrangement. American Songwriter’s #5 song of the year, it was also Top Twenty for the New York Times, Pop Matters, and Village Voice. “Phosphorescent” is actually Athens, Georgia-born, Brooklyn-based singer/songwriter/guitarist Matthew Houck, who has been performing under the nom de plume since 2001. Zula was featured in the film “The Spectacular Now.” Jane Jansen Seymour: “Once in a lucky while, an individual’s heartache becomes universal with a song that speaks directly to the listener’s soul.”122

         
            
            The Ceiling (2013)—Wild Feathers 

         Warner Bros. track, chart debut on April 27, 2013 (reached #8 on Triple-A chart, 24 weeks); from the album “The Wild Feathers” (#109 peak)

         It’s little wonder that listeners to SiriusXM’s The Spectrum voted the Nashville-based band Wild Feathers’ hit the “Best Song Discovery” of 2013; it’s a sensationally catchy slice of guitar-driven pop rock that builds to a big finish. All three singers—Taylor Burns, Ricky Young, and Joel King—trade off vocals, and Jay Joyce’s production contributed to the success of the group’s debut album.123

         
            
            Get Lucky (2013)—Daft Punk featuring Pharrell Williams and Nile Rodgers 

         Daft Life/Columbia track, chart debut on May 4, 2013 (5 weeks at #2),124 thirteen weeks at #1 on dance/electronic chart, #37 R&B; #1 (8 weeks) in France, #1 (6 weeks) in Europe, #1 (4 weeks) in the United Kingdom, and #1 (2 weeks) in Australia125; from the album Random Access Memories (2 weeks at #1) (VIL-#8, ACC-#55)

         The Grammy winner for Record of the Year (and Album of the Year as a bonus), Get Lucky swept 2013’s end-of-year critics’ lists like no other song—#1 for Rolling Stone, Village Voice, Entertainment Weekly, Pop Matters, and USA Today—and was better than one might have expected from French disco robots. The men behind the robot masks, Thomas Bangalter and Guy-Manuel de Homem-Christo, had been on the pop scene since 1996, scored hits in the niche market of electronic dance music (1997’s Like You, 2001’s One More Time), and influenced artists such as Madonna and Kanye West—whose hit Stronger was based on a 2001 Daft Punk track. But there had been nothing that approached the across-the-board success of this track. Key to its success is that Get Lucky largely sets aside digital gimmickry to fuel its funk through a rocking live acoustic band, led by Nile Rodgers (of Chic/disco fame and through his work as producer with artists like David Bowie) and bassist Nathan East,126 banishing drum machines and loops, and featuring hip-hop star Pharrell Williams, the song’s cowriter. It was a bold departure from the norms of electronic music that Daft Punk itself had pioneered. “We searched a long time for the sound of the future,” declared Bangalter. “This time we stopped searching. In this quest for the future, we might have overlooked some things from the past.”127 The refrain “up all night to get lucky,” explains Williams, “means you don’t want the night to end.”128 The album, remarked Jesse Dorris, “combines sophisticated disco, anxious electro, classical bombast and melancholy minimalism, creating a sound for which the word epic seems to have been invented.”129

         
            
            Vivir Mi Vida (2013)—Marc Anthony 

         Sony Music Latin track, chart debut on May 11, 2013 (#1 for 12 weeks on Hot Latin Songs); Hot 100 debut on July 27 (#92 peak); also reached #1 on Tropical Airplay chart130 131; #2 in Spain; from the album “3.0” (#5 peak) (World-#146)
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               Figure 12.3Marc Anthony. Photofest.
            

         

         A Latin pop sensation (the year’s #1 hit on the Billboard Tropical Airplay chart) and one of the most exciting recent world-music recordings, Vivir Mi Vida is Marc Anthony’s Spanish version of the Algerian rai singer Khaled’s 2012 international hit C’est la Vie. Born Marco Antonio Muniz on September 16, 1968 in the Bronx, Anthony began his career as a session vocalist and songwriter for New York acts, and released his first album (in English) in 1988. Shifting to Spanish-language recordings in 1993, he quickly became one of the genre’s brightest stars. A new audience discovered him when he starred in Paul Simon’s Broadway musical The Capeman in 1998; the show closed after just sixty-eight performances, but Anthony demonstrated his smoldering stage charisma.132 He earned his first of four (so far) Grammy Awards (best Tropical Latin Album) for the 1997 release Contra La Corriente, and in 1999 crossed over to mainstream pop with two singles that reached #2 (I Need to Know and You Sang to Me), selling three million copies of his first English-language album, and a 2002 follow-up was also a hit. But he’s focused most of his attention on the Latin pop market, with spectacular results; he is the top-selling tropical salsa artist of all time, with over twelve million albums sold worldwide. When he married Jennifer Lopez in 2004, it was a union of Latin-American icons; they filed for divorce eight years later (see figure 12.3).

         
            Vivir mi Vida is a rousing inspirational anthem that’s danceable (with driving percussion and horns), and perfect for singalongs behind Anthony’s soaring tenor, as on the crowd-participation video. When Anthony decided to cover Khaled’s song, he teamed with Julio Reyes to write new Spanish lyrics. Making the record’s great success still more noteworthy is that it came after years of decline for salsa as a musical subgenre; Leila Cobo reports that while the broader field of tropical music remained popular in the early 2000s, tropical airwaves were dominated by hybrids of reggaeton, dance, and bachata (a brand of Afro-Latino music originating in the Dominican Republic). Vivir mi Vida was the biggest salsa track since the 1990s.133 Named the Song of the Year for Sirius-XM’s salsa station Caliente, its album “3.0” was Grammy nominated for best tropical Latin album. It’s all about setting aside your troubles and living in the moment. “I’m gonna laugh, I’m gonna dance / Live my life. …” Chris Richards writes that this “triumphant” performance helped reaffirm Anthony’s place as “among our greatest living singers.”134

         
            
            Black Skinhead (2013)—Kanye West 

         G.O.O.D/Rock-a-Fella-Def Jam/DMG track, chart debut on July 6, 2013 (reached #21 R&B, #69 pop); from the album Yeezus (1 week at #1) (VIL-#84, ACC)

         The often brilliant Kanye took a dive way off the deep end with the album “Yeezus,” and some tracks were guaranteed to alienate many listeners. Black Skinhead is definitely in-your-face abrasive with its pounding techno-dance beat (courtesy of Daft Punk) and provocative rap and video, but it’s too strong to be denied. With considerable hyperbole, Brian McManus called it “one of the most striking and poignant criticisms of racism ever set to music.”135 It was Rolling Stone’s #3 song of the year and Village Voice’s #7, from Time magazine’s (and VV’s) #1 album. Dave Heaton, ranking it as Pop Matters’ #4 song: “The sounds [including the “wolves-are-coming riff”] are indelible, but Kanye West’s breathless, unhinged, slightly deranged rhymes steal their thunder.”136

         
            
            Dance Apocalyptic (2013)—Janelle Monae 

         Bad Boy/Wondaland/Atlantic/AG track (released in early July 2013); from the album The Electric Lady (chart debut on September 28, 2013, #5 peak)

         American soul music has been reinvigorated with a bold new generation of talent in recent years, and Janelle Monae is near the forefront. Born Janelle Monae Robinson on December 1, 1985 in Kansas City, Kansas, her talent blossomed early; she went to New York to study at the American Musical and Dramatic Academy, then moved to Atlanta, and self-produced her first CD. Teaming with local musicians Nate Wonder and Chuck Lightning, they cofounded the indie label Wondaland Arts Society, and released an EP in 2007. Sean “P. Diddy” Combs loved it and reissued “Metropolis” (a 5-song set with a sci-fi theme that would be a recurring motif in her work) on his own label Big Boy. A Grammy nomination for her 2009 song Many Moons paved the way for the number that introduced her to many listeners in 2010, the R&B romp Tightrope. In addition to a powerful soprano voice and vivid stage presence, she has dance moves that recall Thriller-era Michael Jackson, and a unique sense of visual style symbolized by her pompadoured hair (called an “antigravitational wonder”), making her a natural for television commercials (including Pepsi).137 Janelle’s guest vocal on the pop group Fun’s massive 2012 hit We Are Young set the stage for her best solo work to date.

         
            Dance Apocalyptic is a terrifically high-energy soul/dance number with a great sense of fun. According to Monae, its retro sound was partly inspired by 1950s rock icon Bo Diddley; she sees it as part of her mission to expose today’s audience to “these great musical heroes of mine.”138 With 1960s girl-group echoes of the Crystals and the Ronettes (that “bang-bang, sha-lang-a-lang” refrain), it’s quite irresistible. Janelle promises that the track will have you “dancing till the end,” and she delivers. Chris Conaton of Pop Matters, ranking it as the #8 song of 2013, noted that it’s “about celebration in the face of disaster” (not unlike 1999 by Prince, who guest starred on the Electric Lady album), and called it “one of those rare moments of pop perfection.”139

         
         
            
            Royals (2013)—Lorde (written by Joel Little & Lorde) 

         Lava/Republic track, chart debut on July 20, 2013 (#1 for 9 weeks)140; also #1 on Rock, Alternative, and Triple-A charts; #1 (4 weeks) in Canada, #1 (1 week) in Europe, the United Kingdom, and Italy; reached #2 in Australia141; from the album Pure Heroine (#3 peak) (VIL-#65, ACC-#458)

         “Let me be your ruler / You can call me Queen Bee,” Lorde’s tongue-in-cheek suggestion in song, turned out to be a prophecy when Royals made her the surprise ruler of the pop charts, and the Grammy winner for Song of the Year. Born November 7, 1996 in Devonport, New Zealand (a suburb of Auckland), the prodigy (real name Ella Yelich-O’Connor) earned a record deal at age twelve when a Universal scout saw a clip of her junior high school talent show. She wrote Royals as a commentary (notes Jon Pareles) on “middle-class kids bombarded by music-video fantasies of bling and luxury but responding, ‘That kind of luxe just ain’t for us.’”142 It was inspired, she explained, by pop culture’s focus on “ridiculous, unattainable wealth, all this opulence. I was poking a bit of fun, really, teasing all the people who write music that just focuses on having the biggest car.”143 The cool, finger-snapping number was first released in November 2012 (soon after her 16th birthday) as part of an EP that could be downloaded for free (the EP was released commercially in March 2013). It took awhile, but by the following summer the sly, subtle pop tune quietly got under everyone’s skin, becoming the year’s second-longest-running #1 hit, and a universal critics’ favorite (#2 on the Rolling Stone, Village Voice, and Entertainment Weekly annual countdowns, #3 for Billboard critics). By the time it had soared to hit status, her debut full-length album, produced by Joel Little, revealed that she had quite a bit more to offer than just one killer pop song. Jonah Weiner called the song “transfixingly hushed,” all about both succumbing to and ridiculing hedonism and materialism.144

         
            
            My Favorite Picture of You (2013)—Guy Clark (written by Guy Clark & Gordie Sampson) 

         From the Dualtone album My Favorite Picture of You (chart debut on August 10, 2013, reached #62 pop, #5 on Folk chart)145

         Guy Clark, writes Kurt Wolff, “doesn’t just write songs, he crafts them with the kind of hands-on care and respect that a master carpenter (a favorite image of his) would have when faced with a stack of rare hardwood.”146 Born November 6, 1941 in the west Texas town of Monahans, Clark began developing his folk and blues-influenced style of country storytelling in Houston during the mid-1960s, and after a California sojourn settled in Nashville, leading to his landmark debut album in 1975, containing the classic Desperadoes Waiting for a Train. The 1992 album Boats to Build was one of many gems thereafter.

         
            American Songwriter made a splendid choice for its #1 song of 2013 (as did the Grammies in honoring Clark for the year’s best folk album).147 The iconic Texas singer-songwriter could hardly fail to move any listener with his warm remembrance of his wife of forty years following her passing in 2012. Instead of resorting to cheap sentiment, remarks Jim Beviglia, Clark pays tribute to his wife “by detailing an instance when she almost left him, her strength and independence, qualities now sorely missed, the focus of his touching reminiscence.”148 “A thousand words in the blink of an eye / The camera loves you, and so do I.”

         
            
            Roar (2013)—Katy Perry (written by Lukasz Gottwald, Max Martin, Bonnie McKee, Katy Perry, & Henry Walter) 

         Capitol track, chart debut on August 24, 2013 (#1 for 2 weeks),149 #1 (2 weeks) in Europe, #1 (8 weeks) in Australia, #1 (5 weeks) in Canada, and two weeks in the United Kingdom and Mexico150; from the album “Prism” (1 week at #1)

         Katy Perry’s eighth Number One hit, like most of her songs, has paper-thin content, but is rhythmically infectious (driven by tom-toms), and the uplifting girl-power chorus is titanic and irresistible. “You hear my voice, you hear that sound / Like thunder, gonna shake the ground. …You’re gonna hear me roar.”151 The track was produced by two of its cowriters, Max Martin and Dr. Luke. Her first album since the massive 2010 hit Teenage Dream (which produced a record-setting five #1 singles) kept the sunshine girl up in the pop stratosphere. “Katy’s superpower, now more than ever, is minting songs so relatable that their insights quickly scale up to inspirational,” notes Nick Catucci.152

         
            
            Down, Down the Deep River (2013)—Okkervil River 

         From the ATO Records album “The Silver Gymnasium” (released on September 3, 2013)

         In the tradition of pop songs with dark lyrical content wrapped up in a bright, sunny musical exterior with a driving beat, Deep River recalls somber memories that can’t be expunged, but can be overcome with a little help. “I’ll be your fighter and you’ll be my mirror / And you’ll be all right because I’ll be right here.” Formed in Austin, Texas, in 1998 by singer-songwriter Will Sheff, Zach Thomas (bass and mandolin), and Seth Warren (drums), the group released its first album in 2002, and began reaching the mid-levels of the Billboard album charts five years later. Singer-songwriter Lauren Gurgiolo has been featured since 2009.

         
            
            Man (2013)—Neko Case 

         From the Anti-Epitaph album The Worse Things Get, the Harder I Fight, the More I Love You (chart debut on September 21, 2013, #12 peak)153; released as single in July

         An artist of consistent originality, Neko Case (born in Alexandria, Virginia, on September 8, 1970) released her first solo album in 1997, and made her reputation as a compelling alt-country singer/songwriter with the 2000 album Furnace Room Lullaby. (In between solo work, she’s done five indie-pop albums with the New Pornographers.) Her work has continued to grow ever since, and possibly Neko’s best song to date came with Man, a provocative gender-bending rocker with driving beat and powerful guitar licks by M. Ward. “I’m a man, that’s what you raised me to be. …I’m a man, you’ll have to deal with me.” “Whether the narrator is a transgender woman or a male who doesn’t live up to macho stereotypes is up to the listener,” suggests Cole Waterman.154 155 Douglas Wolk called her sixth album (her first release in 4 years) “an emotionally devastating set of songs, created in a dark period” following the deaths of both parents and her grandmother. Man is “a scalding declaration of power” utilizing an approach “underscored by the clash between the impulses that drive her music: the punk’s demand not to be pigeonholed and the country singer’s longing for authenticity.”156

         
            
            Wolfcry (2013)—Gregory Porter 

         From the Blue Note album Liquid Spirit (chart debut on September 28, 2013, reached #2 on Traditional Jazz chart, 51 weeks, #187 on pop chart); #8 peak in Germany, #9 in the United Kingdom.

         Over the years, there have been relatively few top-level jazz vocalists who also composed the bulk of their material. Mel Torme and Peggy Lee wrote many fine songs, and Nina Simone contributed some powerful originals, but all were best known as brilliant interpreters. This history makes the emergence of Gregory Porter—as gifted a composer as he is a singer—all the more remarkable. Born November 4, 1971 in Sacramento, Porter launched his performing career after moving cross-country to Brooklyn in 2004, had some high-profile performances with the Jazz at Lincoln Center Orchestra (led by Wynton Marsalis), and his 2010 debut album was Grammy nominated. The same was true of 2012’s Be Good. The formidable 6-foot-4, 255-pound artist’s jazz chops also leave room for elements of R&B, blues, and gospel.

         
            Liquid Spirit—his first Blue Note album after two independent releases—is one of the finest jazz vocal albums of recent years, marked by Porter’s resonant baritone and original compositions. In addition to critical acclaim (a Grammy winner for jazz vocal performance), it was an international hit, selling over 100,000 copies in the United Kingdom alone. Wolfcry is a beautiful, touching song of warmth and condolence to someone in pain, a simple voice-and-piano performance.157 Nate Chinen calls Porter “a jazz singer of thrilling presence, a booming baritone with a gift for earthy refinement and soaring uplift.”158

         
            
            All of Me (2013)—John Legend (written by John Stephens & Tony Gad) 

         G.O.O.D./Columbia track

         
            Chart debut on October 26, 2013 (3 weeks at #1 pop, 3 weeks #1 R&B); #1 (2 weeks) in Australia159; from the album Love In the Future (reached #4)

         Since the outset of his career, singer-songwriter-pianist John Legend (born John Stephens) has been associated with love songs, most notably his 2006 classic Ordinary People. But perhaps never had he crafted one as swooningly romantic as All of Me. On September 14, 2013, he married his longtime girlfriend, Sports Illustrated Swimsuit Issue cover girl Chrissy Teigen. All of Me is his song of utter devotion to Chrissy, written in 2011, partly inspired by Billy Joel’s 1977 hit She’s Always a Woman. “Chrissy cried when I sang it to her for the first time,” he recalls.160 Like Legend’s previous big hit, it’s an unadorned voice-and-piano ballad—an utter rarity on contemporary pop radio, the only other recent exception being Adele’s chart-topper Someone Like You. Although Legend’s album Love In the Future debuted strongly at #4, the first two (more conventional) singles failed to reach the Billboard Hot 100.161 That changed with All of Me, although the song took nearly six months to break through. As described by Gail Mitchell, the “tipping point” was his impassioned performance of the song on the Grammys broadcast in January 2014.162 Sales immediately skyrocketed, but no one could have predicted its journey all the way to #1, breaking all the rules of the current pop marketplace.

         
            
            The Monster (2013)—Eminem featuring Rihanna (written by Marshall Mathers, Bryan Fryzel, Bebe Rexha, Aaron Kleinstub. M. Athanasiou, Robyn Fenty, & Jon Bellion) 

         Aftermath/Interscope track, chart debut on November 16, 2013 (2 weeks at #1 pop, 13 weeks at #1 R&B/Hip-Hop)163; #1 (8 weeks) in Canada, #1 (5 weeks) European Digital, #1 (4 weeks) in Australia, and one week in the United Kingdom164; from “The Marshall Mathers LP 2” (2 weeks at #1)165

         
            The Monster finds Eminem at the height of his considerable powers. After beating a near-fatal pill addiction (which accentuated his other well-publicized personal issues), he struggled for a couple of years to find a balance in his life. By the time of “The Marshall Mathers LP 2,” he told Brian Hiatt, “I really started to open my mind up. It gave me the feeling again of making music with no restraints.”166 Singer Bebe Rexha came up with the hook for the song while working on her debut album, and gave the demo to Eminem, who added his own verses and perfected the piece along with Jon Bellion. Teaming again with Barbados-born R&B superstar Rihanna three years after their smash Love the Way You Lie, Eminem is grappling with his inner dark forces, and emerges with a powerfully intense statement of purpose. He’s no role model, “but if one kid out of a hundred million / Who are going through a struggle feels and then relates, that’s great.” The performance was a Grammy winner for best rap/sung collaboration.

         
            
            Follow Your Arrow (2013)—Kacey Musgraves (written by Kacey Musgraves, Brandy Clark, & Shane McAnally)167 

         Chart debut on November 23, 2013 (reached #10 on country chart)168; from the Mercury Nashville/UMGN album Same Trailer, Different Park (chart debut on April 6, 2013) (VIL)

         The best country music in the current era can be found in songs that draw deeply on the music’s traditions and the influences of Southern culture, while at the same time looking at the world through a twenty-first century perspective, acknowledging and even celebrating attitudes that would have seemed heresy a generation ago. Kacey Musgraves is one of the most eloquent and refreshing examples. Born August 21, 1988 in Mineola, Texas, she began singing in East Texas talent shows, and recorded three independent-label albums and one EP as a teenager (from 2002 to 2008) that were heard by few. After graduating high school, she was placed in the Top Ten of the USA Network competition “Nashville Star” in 2007, then found a mentor in Texas singer-songwriter Radney Foster, honed her songwriting chops, and hit it big with her major-label debut. Same Trailer, Different Park, immediately hailed as a triumph, won its just rewards with the Grammy for best country album.169 Jonathan Bernstein called it “one of the most fully-formed, arresting debuts Nashville’s seen in years.”170

         
            
            Follow Your Arrow was perhaps the most-discussed country song of 2013, with an inspirational message urging each person to follow his or her own path regardless of what others might say (“If the straight and narrow gets too straight, follow your arrow wherever it points”), offered up in a classic, breezy Nashville package. The track was initially too touchy for her label to release it as a single (with its brief references to pot smoking and same-sex smooching “if that’s something you’re into”), but (ranked as the #3 song of 2013 by American Songwriter) it may always serve as her trademark song.171 Alan Scherstuhl: “Musgraves isn’t just a breakthrough for country music. … She’s a breakthrough, period, persuasively articulating the pleasures of an open-minded life. Her message: Find something—or someone—you love, rather than just another thing to kill the time. This record is a fantastic place to start.”172

         
            
            Let It Go (2013)—Idina Menzel (written by Robert Lopez & Kristen Anderson-Lopez) 

         Walt Disney track, chart debut on December 14, 2013 (5 weeks at #5); from the soundtrack album “Frozen” (13 weeks at #1)173

Just about everyone thought the days of chart-smashing ballads from animated Disney films were over, a relic of the 1990s. Then along came Frozen. Not only did it shatter cinematic-to-pop chart expectations, but it also made Idina Menzel the first Tony-winning stage actor to score a Top Ten hit. Born May 30, 1971 in the Queens, NY, area, she became a wedding and bar mitzvah singer as a teenager, and earned Broadway stardom playing Maureen Johnson in “Rent” in 1996. After several more musicals (including “Summer of ‘42” and “Aida”), her most celebrated theatrical role of all came in 2003’s Wicked, portraying the friendship between Idina’s Elphaba, the soon-to-be Wicked Witch of the West, and Kristin Chenoweth’s good witch Glynda. The role earned her the Tony for best leading actress in a musical, and also a career song in Defying Gravity. Over the years, Menzel had also made several attempts at a pop music career, with little success, so it seemed she would have to settle for remaining a musical theater icon (along with a recurring role on the Fox series “Glee”). After unsuccessfully auditioning for Disney’s 2010 animated feature “Tangled,” producers decided she was perfect for the part of Elsa the Snow Queen in “Frozen.”174 The big, soaring ballad Let It Go—depicting the character’s decision to fully embrace her powers—plays to Idina’s strengths, rattling the rafters with inspirational power. Once the film became a breakout hit, it was anticipated that Demi Lovato’s pop version of Let It Go (also included on the soundtrack) would be the hit. But it was the Menzel original that became the smash, in addition to winning the Oscar for best original song.175 Menzel: “It showed this strong female character with a sense of self, but also emphasized to young girls how to find that voice.”176

         
            
            Happy (2014)—Pharrell Williams 

         Back Lot Music/Columbia track, chart debut on January 18, 2014 (10 weeks at #1 pop, 12 weeks #1 R&B)177; #1 (5 weeks) in Europe and Australia, and #1 (4 weeks) in Germany178

         Pharrell Williams had been an invaluable behind-the-scenes force in the music industry for over a decade, as a songwriter and member of the hit-making production team the Neptunes. But he only began to emerge from behind the shadows in 2013 as a key participant on Daft Punk’s smash Get Lucky, and as writer/producer of Robin Thicke’s Blurred Lines. His full coming-out party would come with the massive success—under his own name this time—of Happy. Born April 5, 1973 in Virginia Beach, VA, he formed the Neptunes, with Chad Hugo and Shae Haley in 1992, reaching wide industry prominence by decade’s end (working with artists including Mase, Kelis, Jay-z, Britney Spears, and Justin Timberlake); their trademark sound mixed hip-hop, R&B, and electronic funk. Williams scored one Top Ten hit of his own in 2003, Frontin’. But otherwise he was mostly incognito to the general public, until the producers of the animated film “Despicable Me 2” tabbed Pharrell to write and sing what became the picture’s feel-good anthem. Happy could hardly be simpler, truer to its title, or more irresistibly infectious. The biggest-selling song of 2014, it also stands as one of the biggest digital download hits ever, and Grammy winner for best pop solo performance. And while Pharrell remained busy as ever as producer (including Beyonce’ Knowles and Ed Sheeran), he was now as universally familiar as most of his clients, including his role as a judge on TV’s “The Voice.” Andrea Mitchell remarked that when Happy spawned thousands of videos around the world of joyful fans dancing to its strains, it became more than a song; “it was a phenomenon.”179

         
            
            The Long Way Home (2014)—Rosanne Cash (written by Rosanne Cash & John Leventhal) 

         From the Blue Note album The River and the Thread (chart debut on February 1, 2014, reached #5 C&W, #11 pop)

         Rosanne Cash spent the first three years of her life in Memphis (1955–1958), a period that “got imprinted in my soul” and made her feel that “a part of me was Southern, even though I spent the next fifteen years in California.” After her dad, Johnny Cash, split from her mother, she returned to live in Tennessee from 1967 to 1978—which she described (in a wonderful essay for the Oxford American) as “my golden Tennessee, the Tennessee of childhood dreams, when my own life seemed so big I could not fill it and love grew of its own accord.”180 These were the memories she drew on for her extraordinary album The River and the Thread, its songs deeply rooted in the South and written by Rosanne and her husband, producer/arranger John Leventhal. Every song on the album is a gem; perhaps the finest is The Long Way Home, a poetic, quietly bluesy meditation on the dark southern highways and country roads that resonated in her mind.181 “You thought you’d left it all behind / You thought you’d up and gone / But all you did was figure out / How to take the long way home.”

         (John Leventhal, guitar, percussion, and string arrangement; Tim Luntzel, upright bass; Shawn Pelton, drums; David Mansfield, violin and viola; and Catherine Russell, Tabitha Fair, and Curtis King, backing vocals)

         
            
            When the Master Calls the Roll (2014)—Rosanne Cash (written by Rosanne Cash, John Leventhal, & Rodney Crowell) 

         From the Blue Note album “The River and the Thread” (chart debut on February 1, 2014)

         After the death of her father, Johnny Cash, in 2003, Rosanne Cash began a remarkable series of recordings that dipped into both his legacy (musical and spiritual) and her own lifetime of memories and lessons learned. Black Cadillac (2006) was a set of original songs steeped in mourning and loss; The List (2009) celebrated some of her dad’s favorite tunes. The River and the Thread marked perhaps the greatest album of her career (some 34 years after her debut LP) and her finest collective achievement as a songwriter. It was several visits back to the South when Arkansas State University bought her father’s home there for historic restoration that spurred Rosanne and her husband John Leventhal to begin writing songs immersed in her native region, drawing on specific childhood memories and broader reflections on how they had shaped her as a person and artist. When the Master Calls the Roll had its beginnings in a song her ex-husband, Rodney Crowell, had written for Emmylou Harris, which she didn’t record. The first eight lines of that composition (taken from a 19th-century personals ad) were then expanded with new lyrics by Cash and Crowell, set to a gorgeous melody by Leventhal and Crowell (indirectly inspired by the Carter Family). It’s designed as a Civil War ballad: “The march to war is calling / Somewhere far across these Southern lands / Are bands of brothers falling. …Let this union be made whole / When the master calls the roll.” Haunting and lovely, it features producer Leventhal on several instruments (including mandolin), and a “master’s choir” of Crowell, Amy Helm, Kris Kristofferson, John Prine, and Tony Joe White. Rosanne says one of the song’s inspirations was her ancestor William Cash, who fought for the Union in the war. “One morning the last verse of the song came to me in a flood because it just hit me that Cash was going to die. I’ve never been that obsessed with a character before, and his death shook me so much I couldn’t stop crying.”182

         
            
            Truck Stop Gospel (2014)—Parker Millsap 

         From the Okrahoma Record album “Parker Millsap” (chart debut on February 22, 2014, reached #17 on Folk chart)

         
            Truck Stop Gospel is a rocking country story song about a traveling evangelist, given a powerful performance accompanied by a fiddle- and guitar-led band. The twenty-one-year-old (in 2014) Oklahoma City–based singer/songwriter, called an “emerging voice of Americana” by National Public Radio, left a deep impression on all who heard his second album. Pop Matters, ranking it #7 for the year, celebrated Millsap’s distinctive vocal: “soulful, gravelly, whiskey-laced, and wielded like a world-weary prophet.” Above all, there’s his narrative, depicting “a man so caught up in the power of his belief that he has seemingly lost sight of what it means to be good.”

         
            
            Our Basement (2014)—Ambrose Akinmusire 

         From the Blue Note/Universal album The Imagined Savior Is Far Easier to Paint (released on March 11, 2014)

         
            Trumpeter-composer-arranger Ambrose Akinmusire (born May 1, 1982 in Oakland) is one of the most promising jazz talents to emerge in recent years, the winner of the 2007 Thelonious Monk International Jazz Competition. He’s been a sideman on numerous recordings since 2001 for artists, including Vijay Iyer, Esperanza Spalding, and Jack DeJohnette. The Imagined Savior (his third album as leader) is primarily an instrumental collection, but its standout track, Our Basement, features a vocal by Becca Stevens that contributes greatly to its appeal. Colin McGuire: “You will not find a song in 2014 with a more palpable atmosphere. You just won’t.” The intriguing minor-key melody is set off by strings, elevated further by the leader’s horn, and the mysterious lyrics envelop the listener. “Turn this on, close your eyes, and feel the sounds paralyze your soul.”183

         
            
            Bailando (2014)—Enrique Iglesias (featuring Descemer Bueno & Gente de Zona) 

         Republic/Universal Music Latino/UMLE track, Latin chart debut on April 5, 2014 (#1 for 41 weeks)184; Hot 100 debut on May 17, 2014 (reached #12); from the album Sex and Love (#8 peak)185 (World-#150)

         Born (in Madrid, Spain, on May 8, 1975) into pop music royalty, Enrique Iglesias has carved out a career every bit as impressive as his father, Julio Iglesias, and made history of his own. He released his first Latin pop album in 1995, and quickly became one of the musical genre’s top stars, particularly after the smash 1997 album Vivir. In 1999, he made his crossover into English-speaking pop; Bailamos (“We Dance”) soared to #1, and along with Ricky Martin he was at the forefront of the Latin pop explosion. Be With You (2000) and Hero (2001) were also huge pop hits, and since then he’s mixed it up, extending his dominant place on the Latin scene, while also scoring more crossover successes (I Like It in 2010). He’s also the solo male artist with the most Number One hits on the Billboard dance chart, topping Michael Jackson and Prince.186

         
            Bailando (“dancing”) became not only the longest-running Number One in the history of Billboard’s Hot Latin Songs chart but also a crossover smash.187 Iglesias wrote the spectacularly infectious, danceable song in the reggaeton style with Cuban artist Descemer Bueno, who’s also featured on the track. (The similarity of its title to his 1999 chart-topper was by design.) It was Bueno’s idea to additionally include the group Gente de Zona.188 When a bilingual version (with a Sean Paul guest rap) was issued, the crossover came swiftly. It was Iglesias’ twenty-fifth Number One on the Hot Latin Songs chart, extending his own record; Luis Miguel is second with sixteen chart-toppers.189 
            Bailando also owns another record: an extraordinary ninety-four weeks at #1 on Latin Pop Digital Songs, more than double the total for its nearest competitor.190

         
            
            Take Me to Church (2014)—Hozier 

         Rubyworks/Columbia track; AAA chart debut on April 12, 2014 (reached #1), Hot 100 debut on August 30, 2014 (#2 peak)191; #1 (23 weeks) on Rock chart192; #2 (3 weeks) in the United Kingdom, #2 in Europe, #2 (4 weeks) in Canada, #2 in Australia, and #4 in Germany; from the album “Hozier” (#2 peak)193

         Irish singer-songwriter Andrew Hozier-Byrne wrote the somber, haunting Take Me to Church as a protest against organized religion and homophobia, and it’s become an anthem. Born March 17, 1990 in Bray County, Wicklow, Ireland, he was a member of the group Anuna from 2008 to 2012, then went solo. Church was a homemade affair. “The vocals were recorded in my attic at 2:00 in the morning,” he told the New York Times.194 He posted the video to Youtube in September 2013, showing a gay man about to be burned alive by masked thugs. While Russia’s criminalization of homosexuality was an initial inspiration for the song, its other subtext is Ireland’s relationship with the Catholic Church, reflecting the singer’s struggle with his Catholic upbringing.195 The line “I was born sick, but I love it / Command me to be well” paraphrases a seventeenth-century British poet he heard Christopher Hitchens quote during a debate. The track began generating significant airplay (on SiriusXM) in October 2013, but the song would take an exceptionally long journey to pop glory. Its AAA chart debut came six months later, and Hot 100 premiere came four months after that. The song’s highest chart position occurred in December 2014, more than fourteen months after first attracting attention. A powerfully soulful singer with gospel fire (one of his songs pays tribute to R&B great Jackie Wilson), he’s also been compared with another Wilson acolyte, Van Morrison.196

         
            
            Seasons (Waiting on You) (2014)—Future Islands 

         From the 4AD album “Singles” (chart debut on April 12, 2014, reached #40)

         The #1 song of the year in the Village Voice critics’ poll, Seasons was described by Rolling Stone as “synth-pop to send a chill up your spine.”197 The Baltimore-based band released its debut album in 2006, and won acclaim for its 2011 release “On the Water.” But Singles (its fourth release) was its first to attain the Billboard 200 chart. Stephen Deusner called this an “anthem about the frayed bonds between friends and lovers.” Leader Samuel Herring “sings with unabashed bombast, savoring the bittersweet tragedy of being that person’s lost piece.”198 Maria Schurr remarked that Pop Matters’ #2 song of the year is “a sincere and soaring hit from a band that didn’t waste its chance to fly.” “I’m still waitin’ on you. …”

         
            
            Stay With Me (2014)—Sam Smith (written by Sam Smith, James Napier, William Phillips, Tom Petty, & Jeff Lynne) 

         Capitol track, chart debut on April 26, 2014 (2 weeks at #2)199; #1 (7 weeks) in Canada, #1 (2 weeks) in Europe, and #1 (1 week) in the United Kingdom200; from the album In the Lonely Hour (reached #2)

         The song could hardly be simpler, with a melody similar enough to Tom Petty’s I Won’t Back Down that it merited cowriting credits, and a straightforward lyric of romantic yearning (“Won’t you stay with me, ‘cause you’re all I need”). But the voice is a marvel with a feeling that plunges straight to the heart, making Sam Smith’s Stay With Me a pop phenomenon that virtually swept the Grammys, including Record and Song of the Year.201 Born in London on May 19, 1992, Smith went from local jazz combos (starting at age 12) and British musical theater into pop music, cowriting, and sharing the vocal on the Disclosure hit Latch, which was released in October 2012 but blossoming slowly into a Top Ten hit in early 2014. His debut solo single came out in February 2013, followed by a second a year later. The third release, Stay With Me, served as his breakthrough, released several weeks before his debut album. A ballad of heartbreak and unfulfilled desire, it’s delivered in a soaring tenor shifting seamlessly from natural voice to falsetto with soulful mastery. Dubbed “the male Adele” (both were discovered after playing in the same West London venue; they’ve worked with some of the same songwriting collaborators), he has a sound all his own, characterized by Andrew Hampp as “Dusty Springfield-meets Sam Cooke.”202 Smith, Napier, and Phillips wrote it in the same studio where Adele cut her debut album, and recorded it a few hours later, laying down basic drum, piano, and organ tracks. Smith provided all the vocals, standing in different parts of the studio at varying distances from the microphone, singing the chorus over and over, multitracked to make him a one-man choir. What was designed as a demo became the worldwide hit.203 Adam Markovitz: “The waves of blue-eyed soul lift the song to the most rapturous gospel-choir climax ever heard outside a Sunday service.”204

         
            May 2014: Spotify announces that the online streaming music service has reached ten million paying customers worldwide, including three million in the United States.

         
            
            Turtles All the Way Down (2014)—Sturgill Simpson 

         From the High Top Mountain/Thirty Tigers album Metamodern Sounds in Country Music (chart debut on May 31, 2014, reached #11 C&W, #59 pop)205

         In good times and bad, country music can always be counted on to showcase outstanding singer-songwriters, and one of the finest to emerge in recent years is Sturgill Simpson. Born June 8, 1978 in Jackson, Kentucky, he spent three years in the U.S. Navy, and after some tough times recorded his self-released debut album High Top Mountain in 2013. For most people, his second album a year later (its title a homage to Ray Charles’ 1962 classic) came as an out-of-the blue stunner. It’s a diverse and occasionally psychedelic collection designed as (in his words) “a country record for people who don’t like country.” But at its heart, it is, remarks Jonathan Bernstein, “a traditionalist statement through and through,” revealing Simpson as “an expressive vocalist that can conjure the aching pain of George Jones, the deep melodrama of Charlie Rich, or the subversive grit of Merle Haggard on the turn of a phrase.”206 207 Its high point is Turtles All the Way Down, a compelling country ballad with reflective lyrics, given an emotional edge by his earnest, lived-in baritone performance. Rooted in mystical philosophy (speaking of Jesus, the devil, Buddha, and “reptile aliens made of light”), the song was partly inspired by psychiatrist Rick Strassman, and Ralph Waldo Emerson’s essay “Nature.” However, its down-to-earth conclusion is that “love’s the only thing that ever saved my life.” It was named the #2 song of 2014 by American Songwriter, from the album called the year’s #1 achievement by No Depression. Scott Recker: “He has the ability as a writer to turn the mundane into magic … making him the Raymond Carver of honky tonk.”208

         
            
            Sweet Amarillo (2014)—Old Crow Medicine Show (written by Bob Dylan & Ketch Secor) 

         From the ATO album Remedy (chart debut on July 19, 2014, reached #15 pop, 4 weeks at #1 on Folk chart)

         When Old Crow Medicine Show picks up where Bob Dylan left off, good things happen. The beloved Americana band scored its biggest hit with a song inspired by a bootlegged Dylan number, which became Wagon Wheel. Mr. Zimmerman was so pleased that he sent the group’s leader Ketch Secor another set of lyrics (like its predecessor, originally an outtake from the 1973 Pat Garrett & Billy the Kid sessions) to do with as he wished.209 Secor reworked it into Sweet Amarillo. Originally based in Boone, North Carolina, and later in Nashville, the proudly old-timey string band (featuring fiddle, banjo, guitar, resonator guitar, mandolin, stand-up bass, and more, including accordion on Amarillo) began recording in 1998, reached wider attention with the 2001 album Eutaw, and really broke through with 2004’s O.C.M.S. (featuring Wagon Wheel).210 Each subsequent album has taken them still higher. Amarillo, from their eighth album, is a rollicking waltz-time tale described by Stephen Deusner as “a lusty, lonely little number about a horny cowboy tracking down his lover across an old, weird America.”211 “You never will know how much I tried. …” Sarah Zupko raved: “Simple, affecting, suffused with melancholy, and just gorgeous.”212

         
            
            America, Here’s My Boy (2014)—Swamp Dogg (written by Beck David Campbell) 

         From the multi-artist Warby Parker/Capitol album “Beck Song Reader” (chart debut on August 16, 2014, reached #123)213

         To say that Jerry Williams, Jr., aka Swamp Dogg, has had a long, colorful career would be an understatement. Born July 14, 1942 in Portsmouth, Virginia, he issued his first single at age twelve under the name Little Jerry for the Mechanic label; in 1963, he began recording as Little Jerry Williams, and three years later had a minor soul chart hit, Baby, You’re My Everything. Williams wrote the 1968 Gene Pitney hit She’s a Heartbreaker, served as a producer for Atlantic, and in 1971 his ballad She’s All I Got became a pop hit for Freddy North and a country chart-topper for Johnny Paycheck. It was in 1970 that he assumed the persona Swamp Dogg for his first full album on Wally Roker’s Canyon label, the psychedelic-tinged Total Destruction to Your Mind, acclaimed but low-selling. During the next quarter century, in between gigs as a record producer for other artists, he roamed across numerous other labels before forming his own in the mid-1990s, S.D.E.G. Records (Swamp Dogg Entertainment Group). In 2007, he earned raves for his aptly titled album “Resurrection.” At age seventy-two, Swamp Dogg turned in a devastating performance of a Beck composition originally included on that prolific artist’s 2012 book of sheet music, “Song Reader.” It’s an emotional voice-and-piano account (with elegant, understated accompaniment) of a father who proudly raises a son, only to learn that the boy has died on a foreign battlefield, leaving him to demand: “America, where’s my boy?” In the Boston Globe, Marc Hirsh called it “a primal lament, laced with quiet rage.”

         
            
            Learning to Fly (2014)—Ruthie Foster 

         From the Blue Corn album Promises of a Brand New Day (chart debut on September 6, 2014, reached #3 on Blues chart, #22 Folk)

         Blessed with a big, gospel-fired voice and a style that embraces both blues and folk, Ruthie Foster of Gause, Texas (born c. 1964), grew up in a gospel-singing family, earned a degree in commercial music in Waco, toured for four years with the U.S. Navy band Pride, and earned a record contract with Atlantic that she had to set aside to return home to take care of her extremely ill mother in 1993. After her mother passed away three years later, she released her first album in 1997, and gained wider notice when her 1999 album Crossover featured a song that was used as the title piece of a documentary about the civil rights movement, Where Do We Go from Here. Named Blues Artist of the Year for 2010 by Living Blues and Traditional Blues Female Artist of the Year three straight years (2011–2013) in the Blues Music Awards, Foster’s ninth album was Promises of a Brand New Day. Her producer, Meshell Ndegeocello, has enjoyed a comparable career as an acclaimed performer who crosses musical boundaries, ensuring sympathetic support. Its standout track, the original composition Learning to Fly, is a powerfully sung mid-tempo ballad accompanied by a piano-led combo, conveying a message of reassurance: “You’ve been learning how to fly, never knowing why. …In time, you’ll be fine.” It’s an anthemic track that’s as much pop as blues, but rooted in honest emotion. Hal Horowitz called the album “another remarkably strong and mature entry in a sturdy body of work that hasn’t shown any missteps yet.”214

         
            
            Two Weeks (2014)—FKA Twigs 

         From the Young Turks album “LP1” (chart debut on August 30, 2014, reached #30 pop, #2 on Dance/Electronic chart) (ACC-#203)

         With her slow, sultry brand of soul, British artist Tahliah Barnett, known as FKA Twigs, seems to be carving out her own little subgenre of music. Ben Ratliff remarks that “she’s trying to do something possible only by a leap of the imagination: fix some particular quality of a moving art form; make it halt and burn into the sense memories and become permanent; substitute constant tension for the power of a pop song’s payoff or release.”215 On her first full album following two EPs, she scored with critics polled by Village Voice, who ranked Two Weeks the year’s #2 single, from the #5 album. Dave Bloom: “In FKA Twigs’ hands, obsession is insistently seductive, smutty, and possibly violent. … For all its bravado, there’s a vulnerability underlying Two Weeks about the possibility of committed, utter devotion.”216

         
            
            Mercy Now (2014)—Mike Farris (written by Mary Gauthier) 

         From the Compass Records album Shine For All the People (released on September 16, 2014)

         The journey from the brink of death to religious faith has been a driving force in several musical careers, and singer/songwriter/guitarist Mike Farris is a case in point. Born around 1968, he was mired in drug and alcohol use from an early age, and suffered a near-fatal overdose before turning twenty-one. After recovering, he formed the Nashville-based rock group Screamin’ Cheetah Wheelies in 1990, which had modest success before breaking up. Farris became a practicing Christian and released solo albums in 2002 and 2007; the latter (Salvation In Lights) earned him the Americana Music Association’s award for new and emerging artists. A Kickstarter campaign provided the financing for his self-released album Shine for All the People, which featured the remarkable Mercy Now. Mary Gauthier, a New Orleans–born folk/Americana artist who shares with Farris the experience of having overcome early drug and alcohol abuse to become sober, wrote the song as the title track of her 2005 album, which was later voted the Number Six record of the decade by No Depression. Farris heard the song while his father was dying of cancer, and it served as a source of healing. Because the piece meant so much to him, he broke down emotionally the first several times he tried to record it; that depth of feeling comes across in the finished performance.217 It’s a lovely hymn-like number delivered in an urgent soulful style that has been compared with Al Green and Richard Manuel of The Band, accompanied by a small gospel group. Pop Matters, calling it “transcendent,” named it the #5 song of 2014. “Every living thing could use a little mercy now. …I know we don’t deserve it, but we need it anyhow.”

         
            
            Thinking Out Loud (2014)—Ed Sheeran (written by Sheeran & Amy Wadge) 

         Atlantic track, chart debut on October 25, 2014 (8 weeks at #2)218; #1 (3 weeks) in Australia, #1 (1 week) in Europe and the United Kingdom, and #2 in Canada219; from the album “X” (1 week at #1)220

         Ed Sheeran has been one of the current era’s ballad masters, and his biggest and best to date is Thinking Out Loud. Born February 17, 1991 in Halifax, West Yorkshire, England, the singer-songwriter-guitarist went from years playing coffeehouses to a smash debut album (“+”) with breakthrough single The A Team, and quickly his gawky, diminutive, redheaded guy-next-door image combined with his musical gifts (which also includes R&B, dance pop, and even a little rap) to make him a fan favorite. Thinking is a passionately sung, fervently romantic song about a love that doesn’t age, showing off his appealing tenor voice. Created with his occasional writing partner Amy Wadge, the song was partly inspired by one of Sheeran’s musical heroes, Van Morrison.221 Its music video—in which Sheeran pulls off some impressive ballroom dancing—gave the song an extra boost. Jason Lipshutz noted his lyrics’ attention to detail and “unorthodox phrasing,” and the artist’s attempts “to spin his heartbreaks into an empathetic cry for shambling twentysomethings.”222 “Take me into your lovin’ arms / Kiss me under the light of a thousand stars. …We found love right where we are.” Thinking Out Loud struck Grammy gold, winning for song of the year and pop solo performance.

         
            
            Never Catch Me (2014)—Flying Lotus (featuring Kendrick Lamar) 

         From the Warp album “You’re Dead!” (chart debut on October 25, 2014, reached #19)

         The teaming of the jazzy/funk artist Flying Lotus (producer/DJ Steven Ellison) with rising hip-hop superstar Kendrick Lamar produced this potent rap number about death and the afterlife. Simon Vozick-Levinson: “Over the past eight years, Ellison has established himself as a collaborative equal to visionaries like Erykah Badu and Radiohead’s Thom Yorke.”223 The band provides a danceable instrumental track, with a dreamy quality, for Lamar’s rapid-fire wordplay. Pop Matters ranked it the #1 song of the year. Nathan Stevens: “Despite Lamar dodging and ducking the grim reaper, the mad mix of Thundercat’s [bassist Stephen Bruner] manic solo, Lotus’ future-jazz blueprint, and Lamar’s unstoppable flow make Never Catch Me a strange celebration of hope in the heart of darkness.”224

         
            
            Blank Space (2014)—Taylor Swift 

         Big Machine/Republic track, chart debut on November 8, 2014 (7 weeks at #1); #1 (1 week) in Europe, #3 in Germany, and #4 in the United Kingdom; from the album “1989” (11 weeks at #1)225 226

         The recorded music industry was continuing its steady sales decline in 2014, but Taylor Swift proved immune with her fifth album, “1989,” which sold 1.29 million copies in its first week—the biggest seven-day sales of any release since 2002, according to Nielsen SoundScan.227 Capping a remarkable year, Taylor’s Blank Space hit #1 on the November 29 chart, displacing her own Shake It Off—making her the first woman of the rock era to succeed herself in the top spot. Her previous album Red had shifted from her original country music base to a decidedly pop sound, and on “1989” she went all the way. All the album’s songs were inspired, to one degree or another, by 1980s pop music—in her words, “pop sensibilities, pop hooks, pop production styles”—leaving Nashville permanently in her rear view mirror.228 (Jon Carmanica called it her “farewell to twang.”)229 
            Blank Space—written with co-executive producer Max Martin and Karl Schuster (aka “Shellback”)—is a mid-tempo pop number about exacting payback after the end of a relationship, playfully noting her penchant for writing songs about her exes: “Don’t say I didn’t warn ya.”230 Adam Markowitz called Taylor “the most vivid songwriter of her generation, able to summon the storm clouds of every heartbreak you’ve ever had with one couplet, and then sweep them away with another.”231

         
            
            Every Breaking Wave (2014)—U2 

         Island/Interscope track, chart debut on November 22, 2014, reached #7 on AAA chart, #24 on Alternative; from the album Songs of Innocence (reached #9)232

         U2 aroused a storm of controversy by its marketing approach for the album Songs of Innocence: suddenly delivering the album for free to half a billion unsuspecting Apple Itunes customers on September 9, 2014. And the band paid a price; in exchange for exposing its new music to a massive audience (for 5 weeks prior to commercial release) and letting Apple cover the full marketing expenses, it infuriated many retailers, and severely cut into the album’s sales.233 But what matters is the music, and the album—recorded in fits and starts over the five years since their last release, 2009’s No Line on the Horizon—is a solid piece of work, emotional and very personal. Every Breaking Wave is a first-rate, intimate ballad in classic U2 style. Rolling Stone (admittedly always going overboard for Bono and company, but on target here) ranked it the #3 song of the year—“a stark, shimmering ballad that recalls With or Without You in its searching power”—from its #1 album.234 “Are we so helpless against the tide, of every breaking wave?”

         
         
            
            Uptown Funk! (2014)—Mark Ronson (featuring Bruno Mars) 

         RCA track, chart debut on November 29, 2014 (14 weeks at #1)235; #1 (15 weeks) in Canada, #1 (7 weeks) in Europe and Australia, #1 (7 weeks) in the United Kingdom, and #3 in Germany

         His credentials as a producer were already impeccable (Amy Winehouse’s breakthrough album Back in Black, Adele, Bruno Mars, Paul McCartney, Lily Allen), and Mark Ronson scaled similar heights as a frontman with the mega-smash Uptown Funk. Ronson and Jeff Bhasker had coproduced Mars’s album Unorthodox Jukebox, and they recruited the artist to sing and help create this terrifically entertaining dance-pop number. Jamming in the studio, Bruno was playing drums and came up with the track’s killer bassline.236 The Dap-Kings (Sharon Jones’ group) provide the horns that recall early 1970s Kool and the Gang, and Mars is clearly having a ball. After publisher Minder Music noted close melodic similarities between this song and the Gap Band’s Oops Upside Your Head (1979), the songwriting credits were changed to include all five members of the Gap Band.237 There’s no chorus, just a succession of hooks, in the tradition of James Brown.238 In addition to its long run at #1, Uptown Funk also spent a remarkable thirty-one weeks in the Top Ten, shattered a Billboard Hot 100 record with twenty-one weeks in the Top Three,239 and won the Grammy for Record of the Year. Rolling Stone called it “a retro-soul classic that incorporates decades of party-starting history while seeming utterly of the moment.”240

         
            
            Girl Crush (2014)—Little Big Town (written by Liz Rose, Lori McKenna, & Hillary Lindsey) 

         Capitol Nashville track

         Chart debut on December 20, 2014 (13 weeks at #1 C&W, #18 pop)241; #10 in Canada (C&W-#405)

         A vivid account of a woman envious of her ex-boyfriend’s new girlfriend, Girl Crush began as one of the most talked-about—and, initially, controversial—songs of 2015, and finished as one of the biggest country hits of the decade. Little Big Town was formed in Alabama by Karen Fairchild and Kimberly Roads (later Kimberly Roads Schlapman), and after being joined by Jimi Westbrook and Phillip Sweet, the group was signed in 1999 by Mercury Nashville, but that label dropped them, and their next label dissolved. Hard times finally ended with the early 2006 hit Boondocks, and despite some further bumps in the road (as another record label, Equity Records, folded), Little Big Town emerged as a top-level act with four-part harmonies (often drawing comparisons to another two-woman, two-man aggregation, Lady Antebellum, and also Fleetwood Mac) and appealingly swampy instrumentation. In 2012, Pontoon provided their first country chart-topper. Girl Crush was the product of a self-described “girls’ writers day” with three veteran Nashville songwriters (including the fine folk/country singer-songwriter Lori McKenna). When they played it for Fairchild and Schlapman, they loved it. “It’s a genius song about jealousy,” Fairchild (who sings the lead vocal) told the Washington Post.242 Label executives were nervous about the clever, provocative lyrics tinged with desperation—“I want to taste her lips, yeah ‘cause they taste like you. …I want her long blonde hair, I want her magic touch / Yeah, ‘cause maybe then you’d want me as much. …I got a girl crush”—and this was underlined when some radio stations misinterpreted it as a lesbian song. But after the silliness died down, listener demand steadily grew, and it became a phenomenon. Jon Caramanica called it “one of the most devastating country songs in recent memory.”243

         
            
            Ex’s and Oh’s (2015)—Elle King (written by King & Dave Bassett) 

         Chart debut on January 3, 2015 (reached #2, 36 weeks on Triple A chart); #1 (10 weeks) on Rock chart (57+ total weeks), #1 (3 weeks) on Alternative; #10 peak on Hot 100244; #4 in Australia, #6 in Germany, #9 in Europe, and #15 in the United Kingdom245; from the RCA album Love Stuff (#26 peak)

         
            Ex’s and Ohs, one of the most invigorating performances of 2015, traveled a long, twisting path up the charts. Released in September 2014, it debuted on the Triple A chart the first week of 2015, struggled on the bottom level for several weeks, and finally fell off; similarly, it rose and fell on the Rock chart. In May, soon after its sexy music video premiered,246 it began climbing the Alternative chart (en route to #1), and leaped back onto Rock and Triple A. Belatedly penetrating the Hot 100 on July 25, it cracked the Top 40 on October 3, and finally reached #10 on November 28. Elle King, creator of the slow-burning smash, was born July 3, 1989 in Los Angeles, the daughter of comedian Rob Schneider, and began performing as a teenager in New York City. Signed to a recording contract by RCA, she released a debut single and four-song EP in 2012, and quickly gained favorable attention. Ex’s and Oh’s—a frisky, high-energy rocker about regularly ditching boyfriends in full confidence that they will desperately try to win back her favor (“1, 2, 3, they’re gonna run back to me”)—was written by Elle with her producer, Dave Bassett. Marielle Anas remarks that she sounds like “if Wanda Jackson [one of Elle’s heroines] had been born in 1989, sandpaper growl and brazen lyrical sensibilities intact.”247 Its rock edge is combined with a country influence, as the track features banjo along with guitar and a driving beat. Stephen Thomas Erlewine: “When King walks a fine line between rock crunch and soul testifying, there’s some fire.”248

         
            
            Glory (2015)—John Legend and Common 

         Pathe/Paramount Pictures /G.O.O.D./Columbia/ ARTium/Def Jam track, chart debut on February 7, 2015 (reached #11 on rap chart, #18 R&B, #49 pop); from the movie soundtrack of “Selma”

         When director Ava DuVernay needed an inspirational theme song for her motion picture “Selma,” depicting Martin Luther King leading the Selma campaign that overcome violent resistance to pave the way for the Voting Rights Act of 1965, she turned to rapper/songwriter/ actor Common. Born Lonnie Lynn in Chicago on March 13, 1972, he had been a hip-hop star since 1995 (The Light in 2000 was his biggest solo success, and he was also featured on Erykah Badu’s 2002 Top 10 hit Love of My Life (An Ode to Hip Hop)). To a greater extent than any other rapper, social commentary has always been central to his music. Like many rappers, he’s also enjoyed a busy acting career, and he played activist James Bevel in “Selma.” Common reached out to singer-songwriter John Legend, with whom he’d previously collaborated on the 2010 remake of the Harold Melvyn and the Blue Notes classic Wake Up, Everybody. Common suggested “Glory” as a possible title; Legend wrote his melodic and vocal part on piano, and Common crafted his rap. The song is inspired by King’s life and work, but is equally informed by contemporary events in the civil rights movement, with specific reference to the shooting death of Michael Brown in Ferguson, Missouri. It’s a big, soaring ballad accompanied by a gospel choir, and was given an unforgettable performance at the conclusion of the Grammy Awards program on February 8, 2015. (It won the Oscar, just as it had taken best-song honors at the Golden Globes.)249 Beyonce’ Knowles’ moving treatment of Dr. King’s favorite hymn, Take My Hand, Precious Lord, segued directly into Glory, giving the show a stirring climax.

         
            
            Black is the Color (2015)—Rhiannon Giddens 

         From the Nonesuch album Tomorrow Is My Turn (chart debut on February 28, 2015), #1 (1 week) on Folk chart, #53 pop250
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               Figure 12.4Rhiannon Giddens. Courtesy of Nonesuch Records.
            

         

         The test of a true folk standard is its ability not only to persevere across time but also to find new life and fresh incarnations from generation to generation, and a fine example is Black Is the Color. Its opening stanza derives from The Sailor Boy, a traditional folk song of likely Scottish origin (“Black is the color of my true love’s hair / His cheeks are red as roses fair. …”) In its original form, it was published by Cecil Sharp in English Folk Songs of the Southern Appalachians (1932). Alan Lomax remarked that Appalachian folk artists “have woven a lovely new song out of old materials,” imbued with “passionate lyricism.”251 252 The song took the form we know today thanks to folk singer and composer John Jacob Niles, who replaced the traditional tune with a lovelier one (a modal tune) that he introduced, with some revised lyrics, on his 1941 album American Folk Lore, Vol. 3.253 In succeeding decades, Black Is the Color has been recorded by innumerable artists, most memorably by Nina Simone (1959). A wonderful new approach was offered by Rhiannon Giddens (see figure 12.4).

         A native of Greensboro, North Carolina (born February 21, 1977), in 2005 she was a cofounding member of the Carolina Chocolate Drops, a group of African-American multi-instrumentalists exploring a wide range of folk, blues, country, and pop material in a rootsy style recalling such Depression-era groups as the Mississippi Sheiks. Grammy winners (best traditional folk album) for their 2010 album Genuine Negro Jig, the group built a dedicated following, and Rhiannon’s radiant vocals (plus her five-string banjo and fiddle) were a big part of it. After her stunning 2013 performance at the Another Day, Another Time concert and Showtime documentary inspired by the Coen brothers’ film Inside Llewyn Davis, and 2014 participation in the multi-artist Bob Dylan tribute project New Basement Tapes, she recorded her debut solo album with producer T-Bone Burnett. It’s a collection of songs associated with female performers from Geeshie Wiley and Rosetta Tharpe to Patsy Cline. On Black Is the Color, she updates the lyrics, and (writes Melanie Young) drapes the melody in “shimmering hip-hop gauze” from beat-boxer Adam Matta and Jonathan Batiste on melodica.254 But for all the modern touches, it remains true to the song’s traditional origins. Jon Pareles marvels at Giddens’ “glorious voice,” which “can summon the power of a field holler, Celtic quavers, girlish innocence, bluesy sensuality, gospel exaltation, or the pain of slavery.”255

         
            
            All Night Long (2015)—The Mavericks (written by Raul Malo) 

         From the Valory album “Mono” (chart debut on March 7, 2015, reached #5 C&W, #57 pop)256

         For the past quarter century, Raul Malo and The Mavericks have been providing some of the most deliciously flavorful music to be found in the alt-country/Americana genre. The group was formed in Miami, Florida, by lead singer/guitarist Malo, David Lee Holt (guitar), Robert Reynolds (bass), and Paul Deakin (drums), and following a 1992 chart debut made their breakthrough with the 1994 C&W hits What a Crying Shame and O What a Thrill. Raul Malo possesses one of the richest voices in pop music, evoking Roy Orbison, and has proven a similarly accomplished songwriter. After winning CMA Vocal Group honors in 1995 and 1996, the group’s country hits diminished, but it continued to evolve with music that embraced elements of 1960s pop, Texas-Mexican (with mariachi horns), and Malo’s own Cuban family heritage (hints of Tito Puente), in addition to Americana twang. After a decade-long hiatus (in which Malo worked solo), the Mavericks regrouped in 2014 with a modified lineup of Raul, Deakin, and guitarist Eddie Perez for the well-received comeback album In Time. A year later came Mono, a triumph led by the wonderful All Night Long, showcasing Malo’s wide-ranging tenor in a swinging big-band salsa arrangement that recalls some of Marc Anthony’s best work (including one verse in Spanish), and possessing Orbison’s dramatic flair. Jewly Hight: “It’s big, bold, and still stands out next to anything coming from Nashville.”257

         
            
            La Patria Madrina (My Home Country) (2015)—Lila Downs and Juanes (written by Lila Downs & Paul Cohen) 

         From the RCA Records album Balas y Chocolate (released on March 24, 2015)

         Throughout a career that began in 1994, Lila Downs has tackled serious issues confronting her homeland (she was born in Tiaxiaco, Oaxaca, Mexico) in a musically accessible way. Never has she dug deeper than on her eighth studio album Balas y Chocolate. The title translates as “Bullets and Chocolate,” and it’s a probing exploration of the violence plaguing contemporary Mexico and much of Latin America. A particular point of departure was the unsolved disappearance in fall 2014 of forty-three college students, just as she was working on music for the album with her husband, saxophonist/clarinetist Paul Cohen. David Montgomery notes that the album is steeped in the worldview symbolized by the Day of the Dead: Each November, Mexican families visit gravesites and “celebrate departed loved ones as though they were still present.”258 
            La Patria Madrina is a deeply felt duet with Juanes, one of the superstars of Latin music (born Juan Esteban Aristizabal Vasquez in Medellin, Antioquia, Colombia), a charismatic singer-songwriter-guitarist who has won twenty Latin Grammys since his 2000 solo debut.259 The song is a call to action against the crisis of violence, seeing it as a vision of hell. Her lyrics are angry and defiant: “You are the country of all my dreams / He who disrespects, I will cut his heart in two.” But it concludes on a hopeful note, planting a seed of corn, a symbol of new life. Downs told Billboard that it’s the most personal album of her career, built around a dichotomy of celebration and mourning. “It’s confusing to me because musically it seems very festive. But there’s an intensity that makes me cry a bit when I perform the songs.”260

         
            
            See You Again (2015)—Charlie Puth and Wiz Khalifa (written by Puth, DJ Frank E., Cameron Thomaz, & Andrew Cedar) 

         Universal Studios/Atlantic/RRP track, chart debut on March 28, 2015 (12 weeks at #1 pop, #1 for 14 weeks R&B)261 262; #1 (6 weeks) in Canada, #1 (4 weeks) in Europe, Germany, and Australia, and #1 (2 weeks) in the United Kingdom.263

         The Fast and Furious movie franchise, one of the biggest action series of the 2000s, faced a delicate challenge for its seventh film, Furious 7: saying goodbye to costar Paul Walker, who had died in an off-screen car accident. Charlie Puth (born December 2, 1991 in Rumson, NJ) was a promising but largely unknown young singer-songwriter who had released two EPs (the first in 2011); signed to Atlantic in early 2015, he had just recorded the tribute single Marvin Gaye, which would later become an international hit. His publisher set up a meeting with producer DJ Frank E (Justin Franks). Within minutes, the two men came up with some striking piano chords, and Puth sang the words “It’s a long day when I see you again.” In the singer’s words, “We just looked at each other like we had known each other for years.” The publisher submitted the song’s chorus to Atlantic and the Furious 7 producers, and the latter selected it as the song used to accompany Walker’s farewell scene at the film’s conclusion. He had written the song to memorialize a friend who had died in a manner similar to Walker, but the poignant ballad fit the film’s needs perfectly, speaking directly to “anyone who’s ever lost anybody.”264 Puth’s own performance of the song (largely just voice and piano) was powerful in its own right, and this was the version that became a smash on adult contemporary stations.265 But with the singer’s blessing, the producers also brought in hip-hop star Wiz Khalifa to write and perform a rap to accompany Puth’s vocal. Wiz, born Cameron Thomaz on September 8, 1987 in Minot, North Dakota (raised in Pittsburgh), had scored a series of hits since his chart-topping 2010 breakthrough Black and Yellow. His rap was a perfect match to Puth’s lyrics, accentuating the sense of love and loss conveyed by the song, and helped make it one of the most unforgettable hits of the era. “We’ve come a long way from where we began / I’ll tell you all about it when I see you again. …”

         
            
            King Kunta (2015)—Kendrick Lamar 

         Top Dawg/Aftermath/Interscope track, chart debut on April 4, 2015 (reached #58 pop, #20 R&B); from the album To Pimp a Butterfly (2 weeks at #1)

         Whereas many rappers devote their recordings to boasting about their prowess and material wealth when they’re not disparaging rivals, Kendrick Lamar has made his focus the black experience in the United States. Born Kendrick Lamar Duckworth on June 17, 1987 in Compton, California, he made an explosive debut in 2012 with the album Good Kid, M.A.A.D. City, featuring the hit Swimming Pool (Drank) about the dangers of alcoholism. From the start, his combination of virtuosic rapid-fire rapping, urgent lyrics, and crackling stage charisma made clear that this was a special artist. His follow-up album three years later proved worth the wait. As discussed by Joe Coscarelli: “A wider vantage point has made [Lamar] more outwardly political, as he confronts race, police violence and his attempts to navigate new cultures—and to bringing what he’s learned back to his neighborhood.”266 The song Alright, addressing police violence against blacks, became a theme for the Black Lives Matter movement; The Blacker the Berry suggested that some people want to “terminate my culture.” On the James Brown–flavored funk stomp King Kunta,267 Lamar compares himself with Kunta Kinte (lead character in Alex Haley’s Roots), declaring: “Black man taking no losses!” The Village Voice critics’ poll named it the #2 song of 2015 from the year’s overwhelming #1 album; Rolling Stone, the New York Times, and Entertainment Weekly also declared the album #1 for the year; and the Grammys named it best rap album. Greg Tate: “What makes Lamar’s bully pulpit more akin to Curtis Mayfield’s or Gil Scott-Heron’s than any protest MC before him is the heart worn on his hoodie’s sleeves.”268

         
            
            St. Teresa (2015)—Beth Hart 

         From the Provogue album Better Than Home (released on April 14, 2015)

         Beth Hart’s journey from the abyss to recovery and great artistry has been inspirational, and the proof is in her music. Born January 24, 1972 in Santa Monica, she won the female vocalist competition on Ed McMahon’s Star Search in 1993, recorded her debut album that year, and in 1999 hit the Billboard Hot 100 with L.A. Song (Out of This Town). On the brink of stardom, she tumbled into drug and alcohol abuse plus bipolar disorder, and following her reemergence told Billboard’s Chuck Taylor in 2003 that she felt she had “returned from the dead.”269 Her best work was yet to come: two sensational albums collaborating with blues guitarist-singer Joe Bonamassa (2011’s Don’t Explain and 2013’s Seesaw), and her electrifying 2012 performance of I’d Rather Go Blind (with guitarist Jeff Beck) at the Kennedy Center Honors to celebrate Buddy Guy. The show’s producer Michael Stevens, and its musical director Rob Mathes, were so overwhelmed that they produced her next solo album, Better Than Home. Although best known for her ferocious vocal firepower eliciting comparisons to Janis Joplin (whom she has portrayed on stage), Beth has been writing songs since the 1990s. Stevens and Mathes urged her to further explore this side of her talent. Hart told Dave Marsh that she’d been “afraid” of going the singer-songwriter route, because it forced her to “dig deeper” lyrically.270 Once she embraced the idea, Beth hit a hot streak of writing new material, including St. Teresa. Not to be confused with the Joan Osborne song of the same title, it’s a deeply touching ballad narrated by a man in prison, grappling with his demons reflecting the ones that she had conquered. “Standing on the bridge, feeling like falling / Would you pray for me, mama?” James Baldwin once wrote, “I try to write like Ray Charles sings”; Beth Hart does both.271

         
            
            Change of the Guard (2015)—Kamasi Washington 

         From the Brainfeeder album “Epic” (chart debut on May 23, 2015, reached #3 on jazz chart, 45+ weeks)272

         As the epicenter of the jazz world shifted over the decades from New Orleans to Chicago and finally New York, the role of Los Angeles–based musicians has sometimes been overlooked. But there’s a proud West Coast tradition dating back to the dawn of jazz in the 1910s, and tenor saxophonist Kamasi Washington is carrying it on. Born in South Central L.A. in February 1981, Washington studied at UCLA under such gifted artists as Kenny Burrell and Gerald Wilson, was featured on the 2004 quartet album Young Jazz Giants, and then on Wilson’s In My Time (2005). After three albums as leader from 2005 to 2008, he bided his time with guest spots for other artists while working on the two projects that would make his reputation: as soloist and arranger on rapper Kendrick Lamar’s landmark 2015 album To Pimp a Butterfly, and Washington’s own sprawling three-CD set aptly titled The Epic. The remarkably ambitious work grew out of sessions that began in late 2011 with a cooperative group called the West Coast Get Down, which produced a series of albums featuring different leaders. Washington’s presents 175 minutes of music, which, outlines Ben Ratliff, features two piano trios with double drummers, bassists, and keyboardists, with horns in front, and later adding strings and a choir. “The Epic is full of swing and funk and long solos, ecstatic highs and drawn-out tensions, dense arrangements … and a direct line—sometimes startlingly direct—to black American church music. It is also cosmic, in both ’70s-retrograde and futuristic ways. Palms will be read to this music, miracles foretold.”273 
            Change of the Guard is the 12-minute opening track, intricate and uncompromising, with extended piano and trumpet solos, in addition to Washington’s stellar sax work, and wordless choir vocalizing; John Coltrane is a clear inspiration. Jazz saxophone legend Sonny Rollins told David Fricke how deeply impressed he was by Washington: “I love the music and I love him. He’s on his way to the heavens, as far as I can see.”274 Aaron Leitko compared it with Carl Sagan’s televised survey of the universe, Cosmos, in that both instill “a feeling of deep spirituality, optimism, and peace.”275

         
            
            Tennessee Whiskey (2015)—Chris Stapleton (written by Dean Dillon & Linda Hargrove) 

         Mercury track, debuted on May 23, 2015 (2 weeks at #1 C&W in November; reached #20 pop); #4 in Canada; from the album Traveler (2 weeks at #1 pop, 3 weeks at #1 C&W)276 277

         
            During the early 2010s, the new norm in Nashville (aside from some brilliant individual talents) had become “bro-country,” songs bearing no trace of the raw storytelling that made country great, with often clichéd lyrics focused on partying all night and gimmicks like AutoTune. The time was right for a return to the music’s roots, and the movement’s burly, bearded face was that of Chris Stapleton. Born April 15, 1978 in Lexington, Kentucky, the son of a coalminer, he fronted the bluegrass band the SteelDrivers, and made his reputation as one of Nashville’s finest songwriters; some 150 of his compositions have been recorded by artists including Kenny Chesney, Luke Bryan, and George Strait. But the breakthrough song from his debut album (14 years after he’d arrived in Music City) was his powerful interpretation of a thirty-four-year-old country standard, Tennessee Whiskey. It’s hard to imagine an album more distant from the party-hearty crowd than Traveler, packed with thoughtful, somber story songs about regret and loss, delivered in a voice that mingles classic country with traces of Delta blues. The album debuted at #2 on the Billboard C&W chart, then tumbled off after a few months, and its individual songs had made virtually no chart impression. Then came the Country Music Association awards (at which he won Album of the Year and top male vocalist), and the album shot to #1, with eight of its songs cracking the country Top Fifty.

         After being introduced by David Allan Coe in 1981, Tennessee Whiskey became a #2 country smash for George Jones in 1983. When Stapleton performed it as a duet with Justin Timberlake at the CMA awards broadcast on November 4, 2015, it created such an immediate sensation that his solo Mercury recording soared to #1 based on only two days of sales after the broadcast. (The song had charted for 1 week at #46 back in May, then disappeared for 6 months.) Caitlin White remarks that Stapleton “dismantles an old barroom classic, remolding it with a morose nostalgia. It’s a love song [‘You’re as smooth as Tennessee whiskey / You’re as sweet as strawberry wine’], but it hinges on the devastating tones of Stapleton’s rawhide-tough baritone.”278 Emily Yahr suggested that his CMA honors “looked like a plea from the industry to the outside world: We want our credibility back.”279

         
            June 26, 2015: The U.S. Supreme Court rules in Obergefell v. Hodges that the fundamental right to marry is guaranteed to same-sex couples, making marriage equality the law of the land.

         
            
            Can’t Feel My Face (2015)—The Weeknd 

         XO/Republic track, chart debut on June 27, 2015 (3 weeks at #1); #1 (3 weeks) in Canada, #2 in Australia, #3 in the United Kingdom, and #4 in Europe; from the album Beauty Behind the Madness (3 weeks at #1)

         “In just three years,” declared Billboard, “The Weeknd has gone from mysterious mixtape favorite to pop’s current king.”280 Abel Tesfaye was born on February 16, 1990 in Toronto, Ontario, made his debut by anonymously uploading several songs to Youtube in 2010 under his stage name, released three nine-track mixtapes during 2011 (leading soul star Drake to become an admiring mentor), and made his U.S. chart debut a year later. Tesfaye’s mixture of sexy R&B (recalling Michael Jackson and Prince) with quirky alternative and classic-rock elements made him distinctive. Following a successful debut studio album in 2013, its 2015 successor was his big breakthrough, producing three Top Five singles, including the chart-toppers The Hills and Can’t Feel My Face.281 The latter was cowritten and coproduced by Swedish studio hit-maker Max Martin.282 Described by Jon Dolan as a “sex-as-cocaine metaphor,”283 it digs a sensual up-tempo dance groove as he proclaims, “I can’t feel my face when I’m with you, but I love it.” Entertainment Weekly named it the #1 single of 2015—marveling at the way his silky falsetto rides over rubbery bass lines and “walloping synths”284—and Rolling Stone agreed, comparing his “yelp of joy” to Jackson’s on Don’t Stop ‘Til You Get Enough.285

         
            
            S.O.B. (2015)—Nathaniel Rateliff and the Night Sweats 

         Stax Records track, chart debut on September 5, 2015 (4 weeks at #1 on Triple A chart, #3 on Alternative, and #8 on Rock)286; #16 in Canada; from the album Nathaniel Rateliff & the Night Sweats (#17 peak pop, 8 weeks at #1 on Folk chart)

         Blessed with one of the most uproarious, thrilling rock choruses in years, Nathaniel Rateliff’s S.O.B. was voted—for good reason—the #1 song of 2015 by SiriusXM’s The Spectrum listeners. A native of Bay, Missouri (October 7, 1978), Rateliff began writing and performing in his teens, became frontman for the Denver alt-rock band Born in the Flood, and released his first album in 2007, followed by a folkish 2010 release, In Memory of Loss, that won raves even though it didn’t chart. But when his record label rejected his next album, he faced a crossroad. Tapping into his love for the music of Otis Redding and Sam Cooke, in 2013 he formed the seven-piece soul band the Night Sweats, wrote new songs that fit his passionate new sound, and signed with the iconic Memphis label Stax. S.O.B., he told David Browne, is “a troubled song about drinking your way through a breakup,”287 but he and the band (with blasting horns and electric piano along with guitar and drums) hurl themselves into the piece with such furious gusto that listeners know he’ll get over the heartache soon. Chuck Arnold called him “a revelation. Rateliff comes on like Van Morrison fronting Booker T. & the MGs.”288

         
            
            River Deep, Mountain High (2015)—Darlene Love 

         Live version from the CD Baby album The Concert of Love (released on August 26, 2010); studio version from the Wicked Cool/Columbia album Introducing Darlene Love (chart debut on October 10, 2015)

         Darlene Love earned her place in the Rock and Roll Hall of Fame as the lead voice on such Phil Spector 1960s epics as He’s a Rebel (the Crystals) and her own classic Christmas (Baby Please Come Home), along with backing vocals on a host of hits by Elvis Presley, the Beach Boys, and other artists. One of those backing-vocal gigs was on Spector’s wildest Wall of Sound production, Ike and Tina Turner’s River Deep, Mountain High (1966). That song became a staple of Darlene’s live shows (check out her May 2007 rendition on The Late Show with David Letterman), and a sensational representation is found on The Concert of Love. Taped at the Bergen Performing Arts Center in Englewood, NJ, Darlene unleashes her magnificently soulful vocal majesty on the Spector-Ellie Greenwich-Jeff Barry song, with an all-out band accompaniment. Even better, however, is her rendition on the fabulous 2015 album produced by Steven Van Zandt that finally—after more than fifty years—gave Darlene a tremendous collection of songs with topflight talent behind her. By Darlene’s account, Jeff Barry and Ellie Greenwich had actually designed River Deep for her, but Spector “fell under the spell” of Tina Turner.289 After a 30-second percussive instrumental intro, Love rips into the piece with (as Will Hemes remarked) her “husky alto thrillingly intact,”290 backed by a large ensemble and backing vocalists. No disrespect to the great Tina, but here Darlene makes the classic her own.

         
            
            Alexander Hamilton (2015)—Cast, “Hamilton: An American Musical” (written by Lin-Manuel Miranda) 

         From the Hamilton Uptown/Atlantic/AG Broadway cast album, chart debut on October 17, 2015 (#3 peak)291

         The very concept sounded bizarre: a hip-hop musical about the all-white Founding Fathers revolving around the leading member of George Washington’s first Cabinet. Lin-Manuel Miranda (born January 16, 1980, of Puerto Rican descent, in New York City), who made his reputation with the 2008 Broadway musical In the Heights, conceived the wild notion after reading Ron Chernow’s 2004 biography of the Revolutionary War veteran who wrote the lion’s share of the Federalist Papers (establishing the basis for a strong national government) before serving as the nation’s first Secretary of the Treasury (1789–1795), helped to elect Thomas Jefferson over Aaron Burr in 1800, and finally was mortally wounded in an 1804 duel with Burr. Manuel decided that Hamilton’s life was “very hip-hop”—as a West Indies native whose writing enabled him to escape difficult circumstances, with an early, violent death. His first musical (a Tony and Grammy winner) had combined rap, salsa, and more traditional show tunes; Hamilton is primarily hip-hop and R&B, with some pop and jazz touches. Miranda himself plays the title role, and the song Alexander Hamilton (the show’s opening number, summarizing the character’s amazing early life journey) establishes the production’s dazzling energy and ingenuity. The show made its Broadway premiere on August 6, 2015, and was an immediate sensation, with $60 million in advance ticket sales and months of million-dollar weekly grosses.292 The Pulitzer Prize winner for drama, Hamilton scored a near-sweep of the Tony Awards with eleven trophies. Calling it “the most revolutionary Broadway hit since Rent,” Brian Hiatt notes that it “reconnects Broadway with contemporary music” with its mostly black and Latino cast, and “reclaims American history for people cast to the margins of the narrative.”293 Brittany Spanos declared that the cast album proved a theatrical production “can work as a powerful, cohesive, exhilarating pop experience in the 21st century.”294

         
         
            
            All Your Favorite Bands (2015)—Dawes (written by Taylor Goldsmith & Jonny Fritz) 

         HUB/Q Prime track, chart debut on October 24, 2015 (reached #19 on Triple A chart); from the album All Your Favorite Bands (chart debut on June 20, 2015, #37 peak)295

         Anyone who thought that lead singer Taylor Goldsmith’s rock band Dawes was a one-shot wonder for its 2011 album Nothing Is Wrong with its modern classic A Little Bit of Everything was disabused of that notion with the group’s fine 2013 album Stories Don’t End, featuring the irresistible From a Window Seat. The title song of the southern California ensemble’s fourth album, All Your Favorite Bands, quickly became a favorite of many listeners. It’s a warm, touching shout-out to old friends and the love of music that they share, perfect for singalongs. “I hope the world sees the same person that you’ve always been / And that all your favorite bands stay together.” “Rock’s thoughtful past has rarely sounded more vibrant,” raved David Browne.296 Stephen Deusner on American Songwriter’s #1 song of 2015: “This isn’t just a song. It’s a graduation speech. … It’s an end-of-summer anthem. …It’s an early-morning reverie, a wide-eyed and big-hearted ode to close friends grown far apart. It’s the song of the year.”297

         
            
            Hello (2016)—Adele (written by Adele Adkins & Greg Kurstin) 

         XL/Columbia track, chart debut on November 14, 2015 (10 weeks at #1)298; #1 (10 weeks) in Europe, #1 (11 weeks) in Germany, #1 (9 weeks) in Canada, seven weeks in Australia, and three weeks in the United Kingdom; from the album “25” (10 weeks at #1)

         It’s hardly an exaggeration to say that the world—and particularly the music industry—was breathlessly awaiting Adele Adkins’ third album “25.” By 2015, the record business was continuing its long-term tailspin (with 2014 sales down 67 percent from 2000), and desperately in need of a savior. Once again, as she’d done with her 2011 release “21,” Adele swooped in to the rescue. “21” had sold thirty-one million copies worldwide “in an era when no one buys music” (notes Brian Hiatt), and “25” swiftly began to follow in its formidable footsteps. Proclaimed “album of the century” by Billboard, it sold 3.38 million copies in its opening week (41 percent of all albums sold in the United States), smashing the twenty-first century record of 2.4 million by ‘N Sync in 2001, and the biggest sales week for any album since Nielsen began tracking data in 1991.299 Taking her time while raising a young child, six months passed between the time she and producer/cowriter Greg Kurstin wrote the verses for Hello, and the crafting of the chorus. The emotion-packed ballad (the album’s opening track) opens hauntingly—“hello from the other side”—which she explains is about coming “from the other side of becoming an adult, making it out alive from your late teens, early twenties.”300 Piano-led with slowly building orchestration, the song underlines its heartbreak theme most vividly when the instruments fade to background so that Adele’s remarkable voice is exposed to express romantic devastation.301 Jon Pareles remarks that the “hushed suspense” accentuates the punch of its “pealing chorus.”302 
            Hello accumulated a record-setting fifty million YouTube views in its first 48 hours, and sold 1.1 million downloads in its first week. “If my music can heal anyone’s heart, that is … the most satisfying thing ever.” Kevin O’Donnell: “Give the girl props: She released the only song this year to make the world collectively sob.”303

         
            
            When We Were Young (2015)—Adele (written by Adele Adkins & Tobias Jesso, Jr.) 

         XL/Columbia track, chart debut on December 12, 2015 (reached #14); #4 in Canada, #7 in Europe, and #9 in the United Kingdom; from the album “25”

         Adele’s third album “25” is packed with powerful songs, and her personal favorite is the fervent ballad When We Were Young. Brian Hiatt calls this tribute to the enduring power of friendship “Elton John-ish,” and suggests that it “shares a tiny bit of DNA” with The Way We Were.304 As the song’s protagonist looks back on her life, she muses, “it was just like a movie,” as it builds relentlessly to a big singalong chorus. Produced by Ariel Rechshaid, the song features a riff written on classical composer Philip Glass’ old piano.305 The album “25” sold over 7.44 million copies in the United States through December 31, 2015—in its first six weeks—easily making it the top-selling album of the year, and the biggest seller of any calendar year since Usher’s Confessions
            sold 7.98 million in 2004.306 Jon Pareles: “On ‘25,’ the rage and heartache of ‘21’ are replaced by longing: for connection, for youth, for reconciliation and for lifelong bonds.”307

         
            December 18: Reviving an iconic franchise, Star Wars: The Force Awakens 
            premieres and surpasses 
            Avatar 
            as the top-grossing movie in U.S. history.

         
            2015: The U.S. recorded music business does $7.0 billion in total business, up for the year according to RIAA figures, a microscopic increase from 2014. For the first time, streaming is the #1 source of income, barely edging out downloads (both at 34 percent of income), followed by sales of physical units (29 percent). The total retail value of CDs, vinyl, and DVDs of albums and singles is down another 10 percent from 2014.

         
            
            New York Is My Home (2016)—Dion and Paul Simon 

         Title song of Instant Records album (released on February 12, 2016)308

         For more than a half-century, few artists have been so indelibly identified with New York City as Bronx-born Dion DiMucci and Newark-born, Queens-raised Paul Simon. Both men had offered memorable songs set in the city, such as Simon’s The Boxer and Dion’s King of the New York Streets. Long after making their national chart debuts a few months apart—Simon in December 1957 (with Art Garfunkel as Tom & Jerry) and Dion with the Belmonts in May 1958—the old friends teamed up for the wonderful, touching homage New York Is My Home. Dion explained to Dave Marsh that the song was inspired by a documentary about New York made by a friend that deeply moved him not long after 9/11, helping him to recognize just how much the city meant to him. After the death of fellow New Yorker Lou Reed, he began playing Doc Pomus’s Trouble In Mind, which stirred him to begin writing this song. He invited Simon—whose Central Park concerts had demonstrated his feeling for the metropolis—to join him. Paul added his own special touches, using his gift for “framing” the song in crafting an arrangement.309 Jeff Tamarkin in Mojo marveled: “Nearly six decades after his first hit, Dion DiMucci’s real-deal voice [has] lost absolutely nothing.” The warmth and love radiating from this emotionally direct acoustic duet could hardly fail to reach any listener. “I’m not alone—New York is my home.”

         
            
            Til It Happens to You (2016)—Lady Gaga (written by Diane Warren & Joanne Stefani Germanotta) 

         Streamline/Interscope track, chart debut on February 20, 2016 (on adult contemporary chart; reached #95 on Hot 100 (March 19); remixed version reached #1 on Dance Club Songs chart

         Perhaps the most electrifying moment of the Academy Awards program February 28, 2016 was Lady Gaga’s emotion-packed performance of the original ballad Til It Happens to You. She and veteran hit-making songwriter Diane Warren had composed the song for the documentary The Hunting Ground, which addresses rape on college campuses. It was a deeply personal subject for Gaga, who suffered a sexual assault at age nineteen. “We don’t have to be victims,” she told Billboard. “If we share our stories and stick together, we’re stronger.”310 Underlining her commitment to the issue, she coauthored with New York Gov. Andrew Cuomo a Billboard op-ed article about ending campus rape; also during 2015 (a year in which she won a Grammy for her chart-topping album of pop standards with Tony Bennett), she initiated a partnership between her Born This Way Foundation (seeking to help teens struggling with depression and anxiety) and the Elton John AIDS Foundation. Warren, who was sexually assaulted by a friend’s father as a child: “I’ve had a lot of hit records, but never in my life has a song resonated with so many people.”311 For the Oscar-broadcast performance, Gaga was joined on stage by fifty women and men who were survivors of sexual assault, half of whom had appeared in the documentary; all joined hands around Lady at the piano on the conclusion. Although it lost the Best Original Song award to Sam Smith’s 007 theme Writing’s On the Wall, this was the moment that will linger in collective memory.312

         
            
            The Sound of Silence (2016)—Disturbed (written by Paul Simon) 

         Reprise/Warner Brothers track, Hot 100 debut on March 12, 2016; reached #3 on Rock chart,313 #42 pop, #1 (24+ weeks) on Hard Rock Digital Songs314; from the album Immortalized (debut on September 12, 2015, 1 week at #1)

         Placed among the 100 greatest song recordings of all time in the first volume of this encyclopedia,315 the Simon and Garfunkel classic The Sound of Silence left a profound imprint on a generation. Still, the earnest folk-rock anthem would have seemed an unlikely candidate to be tackled by a heavy-metal band fifty years later, until this performance shattered all expectations. Disturbed was formed in Chicago in 1994 as Brawl; by the time it assumed its new name, the band consisted of David Draiman (vocals), Dan Donegan (guitar), Steve “Fuzz” Kmak (bass, replaced in 2003 by John Moyer), and Mike Wengren (drums). Its 2000 debut album was a slow-building, long-running smash that ultimately sold four million copies. Thereafter, it scored five consecutive Number One albums (2002–2015). However, the band had never cracked the Billboard Top Fifty with a single until The Sound of Silence. Just as it had done in covering the Genesis gem Land of Confusion in 2006, Disturbed brings its own brand of smoldering rock intensity to the Paul Simon creation. As guitarist Donegan explained, the group has always embraced the approach of influences like Black Sabbath that “were aggressive but still had melody”—indeed, Ozzy Osbourne called Disturbed “the future of heavy metal”316—and during the George W. Bush administration made furious antiwar songs a staple of its shows. That combination of desperate fury, commitment to melody and lyrical message, and the soaring voice of Draiman (building to a roaring crescendo by the climax) makes their Sound of Silence one of the musical highlights of recent years.

         
            
            Formation (2016)—Beyonce’ Knowles 

         Parkwood/Columbia track, chart debut on May 14, 2016 (reached #10); from the album Lemonade (1 week at #1)

         From the outset of her solo career, Beyonce’ has been the master of making a powerful first impression, as exemplified by her introduction of Formation through her fiery, passionate performance of the new song at the Super Bowl halftime show on February 7, 2016, accompanied by her trademark army of female dancers—this time dressed as Black Panthers—plus guest participant Bruno Mars. Aided by a brief controversy over its political overtones, it whetted fans’ appetites for B’s new album, which followed two and half months later. Lemonade, her sixth solo album, premiered via a 1-hour HBO special on April 23; 18 hours later, it was made available digitally, followed by the physical version’s release on May 6. Because Beyonce’ has always controlled every element of her public image so carefully, Chris Richards suggests that Lemonade seemed revelatory, because it showed so much more of her through “an album so rich with symbolism, slang, humor and hurt, its personality seems undeniable.”317 Knowles has devoted much of her music to a women-first ethic, and Lemonade, suggested Ray Rahman, is “a feminist blueprint,” and a tribute, above all, to African-American women.318 The Formation music video left no doubt about its “Black Lives Matter” theme, symbolically portraying Beyonce’ sinking into the flood waters of Hurricane Katrina atop a police car.

         
            June 19, 2016: LeBron James and the Cleveland Cavaliers become the first team ever to overcome a three games-to-one deficit to win the NBA championship, outdueling a Golden State Warriors team that had won a record 73 regular-season games.
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 BESSIE’S ADVICE, 662
 

 
 The Best Little Whorehouse in Texas (movie), 506
 

 
 Best of My Love (The Eagles), 498
 

 
 (YOU’RE THE) BEST THING THAT EVER HAPPENED TO ME, 504
 

 
 Bette Davis Eyes, 390
 

 
 BETTER DAYS (Bruce Springsteen), 612–613
 

 
 Between Heaven & Earth: Music of the Jewish Mystics (album), 631
 

 
 Between the Buttons (album), 410
 

 
 Between the Devil (musical), 249
 

 
 Beverly Hills Cop (movie), 581
 

 
 The Bible, 22, 30, 71, 135, 355, 456
 

 
 BICYCLE BUILT FOR TWO— see
 DAISY BELL
 

 
 BIG BOSS MAN, 338
 

 
 The Big Broadcast of 1937 (movie), 139
 

 
 The Big Broadcast of 1938 (movie), 139
 

 
 The Big Chill (movie soundtrack), 443
 

 
 BIG GIRLS DON’T CRY (Fergie), 673
 

 
 Big Girls Don’t Cry (Four Seasons), 569
 

 
 Big Me, 688
 

 
 Big Night (movie), 282n349, 698n132
 

 
 BIG RIVER (Johnny Cash), 297–298
 

 
 Big Road Blues, 98, 166
 

 
 THE BIG ROCK CANDY MOUNTAIN, 79–80, 446n422, 460n32
 

 
 Big Yellow Taxi, 458
 

 
 Bill Cheatham, 92
 

 
 A Bill of Divorcement (movie), 112
 

 
 Billboard magazine (history, highlights only), 9, 24n89, 70, 161, 181, 209n307, 268, 306, 307n528, 315, 369, 371, 536, 608–609, 629n156, 633, 679, 716
 

 
 Billie Jean, 594
 

 
 Billy the Kid (ballet score), 527
 

 
 Bird of Paradise (Broadway play), 36
 

 
 Birds of a Feather (album), 307
 

 
 BIRMINGHAM JAIL, 71
 

 
 Birth of a Nation (movie), 28
 

 
 The Birth of the Cool (album), 215
 

 
 Bitches Brew (album), 308, 458–459, 506
 

 
 The Bitter and the Sweet (album), 346, 355
 

 
 BLACK (FROM “BLACK, BROWN & BEIGE”), 178–179
 

 
 Black Beauty, 103
 

 
 (WHY DO I HAVE TO BE SO) BLACK AND BLUE, 90
 

 
 BLACK AND WHITE RAG, 19
 

 
 Black and Yellow, 713
 

 
 Black Angel Blues, 280
 

 
 Black Beauty, 103
 

 
 Black Cadillac (album), 703
 

 
 Black Coffee, 206
 

 
 Black Girl, 623
 

 
 Black Holes and Revelations (album), 679
 

 
 BLACK IS THE COLOR, 711
 

 
 BLACK LAND FARMER, 312–313
 

 
 Black Mountain Blues— see
 BLACK MOUNTAIN RAG
 

 
 BLACK MOUNTAIN RAG, 83, 367
 

 
 Black Narcissus, 360
 

 
 BLACK NIGHT (Charles Brown), 229, 234
 

 
 Black Orpheus (movie), 434
 

 
 BLACK SKINHEAD, 698
 

 
 (That) Black Snake Moan, 201
 

 
 Blackstar (album), 494n235, 717n301
 

 
 Black Water, 538
 

 
 The Blacker the Berry, 713
 

 
 BLANK SPACE, 708–709
 

 
 BLAZE AWAY (Mike Bernard), 37–38
 

 
 
 Blaze Away (Abe Holzmann), 8, 24, 38
 

 
 BLIND ARTHUR’S BREAKDOWN, 92
 

 
 Blind Man, 384
 

 
 Blind Willie McTell (song), 608
 

 
 Blonde on Blonde (album), 435
 

 
 BLOOD IS THICKER THAN WATER, 608
 

 
 Blood on the Fields (jazz oratorio), 616
 

 
 THE BLOWER’S DAUGHTER, 660
 

 
 Blowin’ In the Wind (Bob Dylan), 363n270, 393, 478
 

 
 Blowin’ In the Wind (Peter, Paul & Mary), 363
 

 
 Blow-Top Blues, 315
 

 
 BLUE (LeAnn Rimes), 629
 

 
 Blue (Joni Mitchell album), 470, 474
 

 
 BLUE AGAIN (Louis Armstrong), 105
 

 
 Blue and Sentimental, 137
 

 
 BLUE BAYOU, 356, 364
 

 
 BLUE BOSSA (Joe Henderson), 360–361
 

 
 Blue Devil Blues, 201
 

 
 Blue Eyed Ella, 213n330
 

 
 Blue Interlude (album), 616
 

 
 Bluejean Bop, 275
 

 
 BLUE LIGHT BOOGIE, 229
 

 
 BLUE MONDAY (Fats Domino), 287
 

 
 Blue Moon (Rodgers & Hart), 424n268
 

 
 BLUE MOON OF KENTUCKY (Elvis Presley), 260
 

 
 Blue Moon of Kentucky (Bill Monroe), 260
 

 
 Blue Prelude, 252
 

 
 Blue River (album), 489
 

 
 The Blue Room, 111
 

 
 BLUE SKIES (Benny Goodman), 122
 

 
 Blue Skies (movie), 99
 

 
 Blue Skirt Waltz, 211
 

 
 BLUE TAIL FLY— see
 JIM CRACK CORN
 

 
 BLUE TANGO, 240
 

 
 BLUE TRAIN (John Coltrane), 293
 

 
 Blue Velvet (movie), 356
 

 
 Blue Yodel No. 1, 77
 

 
 Blue Yodel No. 8 (Mule Skinner Blues), 69
 

 
 BLUE YODEL #9 (STANDING ON THE CORNER), 100
 

 
 BLUES BEFORE SUNRISE, 116
 

 
 The Blues Brothers (movie), 572
 

 
 BLUES IN THE NIGHT (Cab Calloway), 169
 

 
 Blues My Naughty Sweetie Gives to Me, 43
 

 
 BLUES STAY AWAY FROM ME, 218, 272n280
 

 
 Blurred Lines, 697n124, 703, 709n237
 

 
 Bo Diddley (song), 263–264, 358
 

 
 Boarding House Blues, 218
 

 
 Boats to Build (album), 700
 

 
 BODY AND SOUL (Louis Armstrong), 100–101
 

 
 BODY AND SOUL (Paul Whiteman), 101
 

 
 BODY AND SOUL (Billy Eckstine), 216–217
 

 
 BODY AND SOUL (Carly Simon)

 
 Body and Soul (the Johnny Green song, as composition), 104
 

 
 Body and Soul (Coleman Hawkins), 120, 175n121, 193
 

 
 BODY AND SOUL (Anita Baker), 622
 

 
 Body Heat (movie), 418, 584
 

 
 Bohemian Rhapsody, 531, 533n475, 576n181
 

 
 (RAVEL’S) BOLERO, 147–148, 653n46
 

 
 Bombo (musical), 55
 

 
 BON TON ROULET, 228, 278
 

 
 Bonaparte’s Retreat, 527
 

 
 Boogie Woogie Blues, 54, n60

 
 BOOGIE WOOGIE BUGLE BOY, 165
 

 
 The Book of Secrets (album), 639
 

 
 Bookends (album), 427, 428
 

 
 BOOM BOOM (John Lee Hooker), 349
 

 
 Boondocks, 710
 

 
 BOPLICITY, 215
 

 
 The Border (movie score), 636
 

 
 Border G-Men (movie), 143
 

 
 Borderline (Madonna), 575
 

 
 BORDER SONG (HOLY MOSES), 463
 

 
 Born Free, 418
 

 
 Born In the U.S.A. (album), 573, 576, 582
 

 
 BORN THIS WAY, 687
 

 
 Born to Be Wild, 444
 

 
 Born to Dance (movie), 129
 

 
 Born to Fly, 633
 

 
 BORN TO LOSE (Ray Charles), 348
 

 
 Born to Lose (Ted Daffan), 348
 

 
 Born to Run (album), 535
 

 
 Born Under a Bad Sign, 666
 

 
 BOTH SIDES NOW (Joni Mitchell), 441
 

 
 Both Sides Now (Judy Collins), 441
 

 
 BOULDER TO BIRMINGHAM, 513–514, 647
 

 
 Bound for Glory (memoir), 141
 

 
 The Bowery, 4
 

 
 The Boxer, 464, 630n166, 717
 

 
 The Boy Friend (musical), 273, 384
 

 
 The Boy from New York City, 560
 

 
 A Boy Named Charlie Brown (movie), 396
 

 
 A Boy Named Sue, 375
 

 
 THE BOY NEXT DOOR, 186
 

 
 THE BOYS OF THE LOUGH, 48
 

 
 Brain Stew, 637
 

 
 Brand New Day (album), 642
 

 
 Brand New Key, 458
 

 
 BRASS IN POCKET (I’M SPECIAL), 549
 

 
 Braveheart (movie score), 638
 

 
 BRAZIL (AQUARELA DO BRASIL), 177–178
 

 
 BREAKAWAY (Kelly Clarkson), 664
 

 
 Breakaway (Art Garfunkel album), 516
 

 
 Breakdown (Tom Petty & Heartbreakers), 548
 

 
 Breakfast at Tiffany’s (movie), 344
 

 
 Breakin’ Away (album), 559
 

 
 Breaking the Silence, 639
 

 
 BREAKING UP IS HARD TO DO, 350
 

 
 THE BREAKS (Kurtis Blow), 549–550
 

 
 BREATHE (Faith Hill), 643
 

 
 BREATHE (2 A.M.), 667
 

 
 Breathe Again, 632
 

 
 Brian’s Song (TV movie), 504
 

 
 The Bridge (album), 334n82
 

 
 Bridge Over Troubled Water (song), 500
 

 
 Bridge Over Troubled Water (album), 464
 

 
 BRIGHT LIGHTS, BIG CITY, 343–344
 

 
 BRIGHTER THAN THE SUN, 689–690
 

 
 BRILLIANCY MEDLEY, 91–92
 

 
 BRILLIANT CORNERS, 281
 

 
 Bring It on Home to Me, 353, 521
 

 
 BRING ME TO LIFE, 658
 

 
 Bring the Family (album), 592, 650n30
 

 
 BRING THE NOISE, 594
 

 
 Bringing It All Back Home (album), 388, 392
 

 
 British Traditional Ballads in the Southern Mountains (album), 330
 

 
 Broadside (periodical), 363, 400, 415, 422
 

 
 The Broadway Melody (movie), 86, 88
 

 
 Broadway Rhythm (movie), 150n, 295
 

 
 Broke Down Engine Blues, 219
 

 
 Broken Hearted Melody, 318
 

 
 BROKEN WINGS, 582
 

 
 BROTHER, CAN YOU SPARE A DIME? (Rudy Vallee), 111
 

 
 Brother, Can You Spare a Dime? (Bing Crosby), 111
 

 
 BROTHER LOVE’S TRAVELING SALVATION SHOW, 436
 

 
 Brothers and Sisters (album), 465, 500
 

 
 Brothers in Arms (album), 580
 

 
 Brown Eyed Girl, 433
 

 
 Brown Eyed Handsome Man, 280, 291
 

 
 BROWN SUGAR, 471, 472
 

 
 BROWN’S FERRY BLUES, 116
 

 
 
 Bubbly, 690
 

 
 Buck Privates (movie), 165
 

 
 BUCKAROO (Buck Owens), 395–396
 

 
 Buddy, Won’t You Roll Down That Line, 135
 

 
 Buena Vista Social Club (album), 636–637
 

 
 BUFFALO SOLDIER, 566
 

 
 Buffalo Stance, 623
 

 
 Buffy the Vampire Slayer (TV series), 653
 

 
 BUILDING A MYSTERY, 636
 

 
 Building the Perfect Beast (album), 581
 

 
 BULL-DOZE BLUES, 78, 81
 

 
 BUMBLE BEE, 89
 

 
 A BUNCH OF BLUES— see SUNSET MEDLEY, 31–32
 

 
 Burn (Usher), 662
 

 
 Burnin’ (album), 517
 

 
 BURNING DOWN THE HOUSE, 568
 

 
 Burning Heart, 560
 

 
 Burnin’ Hell, 29n117
 

 
 BURNING LOVE, 490
 

 
 BURY ME UNDER THE WEEPING WILLOW, 68–69
 

 
 BURY MY LOVELY, 618
 

 
 BUS STOP, 403–404
 

 
 BUT NOT FOR ME (Harry James), 172
 

 
 BUT NOT FOR ME (Judy Garland), 182
 

 
 But Not for Me (as composition), 101
 

 
 But Not for Me/Ahmad Jamal at the Pershing (album), 297
 

 
 By a Sleepy Lagoon, 174
 

 
 BY AND BY (Soul Stirrers), 227–228
 

 
 BY MYSELF (Fred Astaire), 249
 

 
 BY THE BEAUTIFUL SEA, 26
 

 
 By the Light of the Moon (album), 591
 

 
 BY THE LIGHT OF THE SILVERY MOON (Peerless Quartet), 20
 

 
 By the Time I Get to Phoenix, 429
 

 
 By Your Side, 577n188
 

 
 Bye and Bye I’m Goin’ to See the King, 93
 

 
 Bye Bye, Birdie (musical), 308, 369
 

 
 BYE BYE, BLACKBIRD (Gene Austin), 62, 274
 

 
 BYE BYE BLACKBIRD (Miles Davis), 274
 

 
 Bye Bye Bye, 657
 

 
 Bye Bye Love, 294, 425
 

 

 
 
 Cao Cao Mani Picao, 508n327
 

 
 CABALLO VIEJO, 550–551
 

 
 Cadillac Boogie, 233
 

 
 THE CAKEWALK IN THE SKY, 14
 

 
 Calamity Jane (movie), 253
 

 
 Calcutta (Lawrence Welk), 353
 

 
 Caldonia Blues (Sippie Wallace), 197
 

 
 California Bloodlines (album), 596n299
 

 
 CALDONIA BOOGIE, 196–197
 

 
 Calico Plains, 630n164
 

 
 California Dreamin’, 414
 

 
 CALIFORNIA GIRLS, 391
 

 
 CALIFORNIA, HERE I COME!, 54–55
 

 
 California on My Mind, 491
 

 
 The California Polka, 205
 

 
 CALL IT LOVE (Poco), 600
 

 
 Call It Stormy Monday, 208
 

 
 Call Me Up Some Rainy Afternoon, 22
 

 
 Called to the Foreign Field, 68
 

 
 Calling All Angels, 679
 

 
 Calypso (Harry Belafonte album), 282
 

 
 Camelot (musical), 384
 

 
 Camelot (movie), 429
 

 
 The Camp Meeting Jubilee, 49
 

 
 THE CAMPTOWN RACES (GWINE TO RUN ALL NIGHT), 21
 

 
 CAN I GET A WITNESS, 365
 

 
 Cancao do Sal, 561
 

 
 Cancion del Arbol, 297
 

 
 CANADIAN RAILROAD TRILOGY, 414
 

 
 Candide (musical), 590
 

 
 Candle In the Wind, 619
 

 
 Candle In the Wind 1997, 533n475, 576
 

 
 CANDY (Big Maybelle), 276
 

 
 Candy Man (Sammy Davis, Jr.), 418
 

 
 CANDY MAN BLUES, 85
 

 
 Can’t Buy a Thrill (album), 492
 

 
 CAN’T BUY ME LOVE, 369, 371
 

 
 CAN’T FEEL MY FACE, 715
 

 
 Can’t Get You Out of My Head, 661
 

 
 Can’t Help Falling in Love, 421
 

 
 Can’t Nobody Hold Me Down, 634
 

 
 Can’t Slow Down (album), 569
 

 
 Cantaloop (Us3), 373
 

 
 CANTALOUPE ISLAND, 373
 

 
 The Capeman (musical), 698
 

 
 Captain Blood (movie), 136
 

 
 Captain Jack, 505
 

 
 Caravan (Van Morrison), 619
 

 
 Carefree (movie), 127
 

 
 CARELESS LOVE BLUES, 58–59
 

 
 Careless Whisper, 594
 

 
 Carmen Jones (musical), 299
 

 
 Carnal Knowledge (movie), 516
 

 
 Carolina in the Morning, 34
 

 
 Carolina Shout, 47, 86
 

 
 Carousel (musical), 207
 

 
 Carry It On (movie), 460
 

 
 CARRY ME BACK TO OLD VIRGINNY, 27–28
 

 
 CASA LOMA STOMP, 102, 112
 

 
 Casablanca (movie), 177, 186
 

 
 Casey at the Bat, 6
 

 
 Casey Jones, 21
 

 
 CAST YOUR FATE TO THE WIND, 353, 396
 

 
 CASTLE HOUSE RAG, 25–26
 

 
 CASTLES IN THE AIR, 485
 

 
 The Cat (Jimmy Smith), 424
 

 
 Catch a Fire (album), 496, 504
 

 
 Catch-22 (novel), 345
 

 
 Catch-22 (movie), 516
 

 
 The Catcher In the Rye, 236
 

 
 CATFISH BLUES, 166, 227
 

 
 CATHY'S CLOWN, 328, 369n307
 

 
 CAT’S IN THE CRADLE, 509
 

 
 THE CATTLE CALL, 190
 

 
 CAUGHT UP IN THE RAPTURE, 587–588
 

 
 The Cave, 694
 

 
 C.C. Rider (Chuck Willis), 406
 

 
 Cecil Boogie, 188n181
 

 
 THE CEILING (Wild Feathers), 697
 

 
 CELEBRATION (Kool & the Gang), 552
 

 
 CENTERFOLD, 557
 

 
 The Century Girl (musical), 34
 

 
 C’EST LA VIE (Khaled), 692–693, 698
 

 
 Chain Gang Trouble, 245n114
 

 
 Chain of Fools, 426n280., 435
 

 
 CHAMELEON (Herbie Hancock), 505–506
 

 
 Chances Are, 291
 

 
 A CHANGE IS GONNA COME (Otis Redding), 395
 

 
 A CHANGE IS GONNA COME (Aretha Franklin), 413
 

 
 A Change is Gonna Come (Sam Cooke), 395, 413
 

 
 CHANGE OF THE GUARD, 713–714
 

 
 CHANGE THE WORLD, 630, 697n126
 

 
 Changes (David Bowie), 494
 

 
 Channel Orange (album), 693
 

 
 Chanson Indoue, 131
 

 
 Chant of the Jungle, 88
 

 
 Chantilly Lace, 313n568
 

 
 Chapel of Love, 385
 

 
 CHARLESTON (by James P. Johnson), 10n32, 47
 

 
 A Charlie Brown Christmas (TV special/soundtrack), 353, 396
 

 
 CHASING CARS, 669
 

 
 CHASING PAVEMENTS, 677–678
 

 
 CHATTAHOOCHEE, 617
 

 
 Chattanooga Choo Choo, 168, 247
 

 
 Cheap Thrills (album), 424, 431
 

 
 Cheating in the Next Room, 558
 

 
 Check and Double Check (movie), 108
 

 
 Check It Out, 688
 

 
 
 CHEEK TO CHEEK (Sarah Vaughan & Billy Eckstine), 292
 

 
 Chega de Saudade, 317, 505
 

 
 CHERISH (The Association), 404
 

 
 CHEROKEE (Charlie Barnet), 146, 187
 

 
 Cherry Cherry (Neil Diamond), 408, 456
 

 
 Cherry Pink and Apple Blossom White, 265, 530n455
 

 
 Cherry Red, 140
 

 
 Chess (musical), 456
 

 
 CHESTNUT MARE, 467
 

 
 CHICAGO STOMP, 54
 

 
 Chicago (That Toddlin’ Town), 21
 

 
 CHICKEN CHOWDER, 16
 

 
 CHICKEN SHACK BOOGIE, 212
 

 
 Chicken Skin Music (album), 636
 

 
 Child is Father to the Man (album), 436
 

 
 A CHILD WITH THE BLUES, 637
 

 
 Children Go Where I Send Thee, 119, 169
 

 
 Children Running Through (album), 670
 

 
 CHIMES OF FREEDOM, 375
 

 
 LOVE THEME FROM “CHINATOWN” (Jerry Goldsmith), 507
 

 
 THEME FROM “CHINATOWN” (Terence Blanchard), 640–641
 

 
 CHINATOWN, MY CHINATOWN (American Quartet), 27
 

 
 Chinatown, My Chinatown (McKinney’s Cotton Pickers), 102n28
 

 
 CHIQUITITA (ABBA), 543
 

 
 Chords of Fame (album), 423
 

 
 Christmas (Baby Please Come Home), 715
 

 
 Christmas Rappin’, 550
 

 
 The Christmas Song (Nat King Cole), 202, 269
 

 
 Christmas Time Is Here, 396n86
 

 
 Christmas with the Louvin Brothers (album), 345
 

 
 The Chronic (album), 615
 

 
 Chronic Town (album), 568
 

 
 Cigarettes and Coffee Blues, 315
 

 
 Cinema Paradiso (movie), 590
 

 
 THE CIRCLE GAME (Joni Mitchell), 457–458
 

 
 The Circle Game (Tom Rush album), 427, 457
 

 
 Circle of One (album), 606
 

 
 Citi Movement (album), 616
 

 
 Citizen Kane (movie), 169
 

 
 CITY LIGHTS (song), 306
 

 
 City Lights (movie), 104
 

 
 City Lights (Ray Price), 461
 

 
 City of Angels (movie), 640
 

 
 THE CITY OF NEW ORLEANS (Steve Goodman), 478
 

 
 The City of New Orleans (Arlo Guthrie), 478
 

 
 CITYSCAPE: HUSTLE BUSTLE / CITY BEAT, 616
 

 
 The Civil War (documentary series), 649
 

 
 Clarinet a la King, 147
 

 
 CLIMAX (Usher), 692
 

 
 Climbin’ and Screamin’, 140n250
 

 
 Clinch Mountain Country (album), 233n39
 

 
 Clockers (movie), 622, 641
 

 
 Close Encounters of the Third Kind (movie), 533, 538, 561
 

 
 (They Long to Be) Close to You, 464
 

 
 Close Your Eyes, 238, 539
 

 
 Closer (movie), 660
 

 
 CLOSER TO FREE, 629
 

 
 Closing Time (album), 498
 

 
 Clouds (album), 441
 

 
 COAL CREEK MARCH, 135–136
 

 
 COAT OF MANY COLORS, 478
 

 
 The Cocoanuts (Broadway show), 59
 

 
 Cocoon (movie),638
 

 
 Cold Mountain (movie), 76, 658
 

 
 Cold Penitentiary Blues, 142
 

 
 Cold Spring Harbor (album), 505
 

 
 Collection of Favorites (King Cole Trio album), 183–184, 202
 

 
 Columbo (TV show), 492
 

 
 Columbus Stockade Blues, 71
 

 
 Come Along, My Mandy, 36
 

 
 Come Back Africa (documentary), 420
 

 
 Come Back to Me, 607n34
 

 
 Come Dancing, 464
 

 
 Come Fly With Me (album), 294
 

 
 COME GO WITH ME, 288
 

 
 COME, JOSEPHINE, IN MY FLYING MACHINE, 20–21
 

 
 Come Now, Fount of Every Blessing, 664n112
 

 
 Come On-a My House, 258
 

 
 Come On, Come On (album), 617
 

 
 Come on Over (album), 637
 

 
 COME RAIN OR COME SHINE, 148, 273–274
 

 
 Come Sunday, 179
 

 
 Come to Me, 291
 

 
 COME TO MY WINDOW, 620
 

 
 COME WHERE MY LOVE DIES DREAMING, 17
 

 
 Comin’ and Goin’, 135
 

 
 Company (musical), 574
 

 
 Concert by the Sea (album), 259
 

 
 Concerto for Clarinet, 162n40
 

 
 CONCERTO IN F, 80–81
 

 
 CONFESSIONS (Usher), 662
 

 
 Confessions (album), 717
 

 
 Confessions of a Co-ed (movie), 105
 

 
 Confrontation (album) (June 18, 1983)

 
 CONGA (Gloria Estefan/Miami Sound Machine), 582
 

 
 CONGENIALITY(Ornette Coleman), 314
 

 
 CONSTANT CRAVING, 614–615
 

 
 Contrabando y Traicion, 635
 

 
 Control (Janet Jackson album), 584
 

 
 The Coo Coo Bird (Clarence Ashley), 138, 160, 176; 
  also see
 THE CUCKOO BIRD
 

 
 Cooley High (movie), 409n165
 

 
 COPPER KETTLE, 359
 

 
 CORNER POCKET, 265
 

 
 Contra la Corriente (album), 698
 

 
 Cool Shake, 288
 

 
 A COON BAND CONTEST, 12–13
 

 
 COPENHAGEN (Fletcher Henderson), 55
 

 
 CORCOVADO, 372
 

 
 COREY’S COMING, 523
 

 
 Corrido Twelve Heads in a Bag, 684
 

 
 Cosmic Thing (album), 600
 

 
 Cosmos (Carl Sagan series), 552, 714
 

 
 Cosmo’s Factory (album), 456, 457
 

 
 COSTUMI SICILIANI (MAZURKA), 75
 

 
 A COTTAGE FOR SALE, 195, 217
 

 
 Cotton Club Parade (revue), 113, 190
 

 
 Cottonfields (July 10, 1961)

 
 COTTON TAIL, 159–160
 

 
 Coquette, 101
 

 
 COULD IT BE I’M FALLING IN LOVE, 493–494
 

 
 Count Basie Swings, Joe Williams Sings (album), 265
 

 
 Country Blues (Dock Boggs), 64, 362
 

 
 Courted Into Court (stage production), 7
 

 
 The Cover of the Rolling Stone, 375
 

 
 Cow Cow Blues, 32
 

 
 Cowgirl’s Prayer (album), 618
 

 
 CRACKLIN' ROSIE, 463, 469
 

 
 The Cradle Will Rock (musical), 184
 

 
 THE CRAWDAD SONG, 114, 211
 

 
 Craw-Fish Man, 114
 

 
 CRAZEOLOGY (LITTLE BENNY), 207
 

 
 Crazy (Patsy Cline), 289, 336, 347
 

 
 Crazy (Gnarls Barkley), 685
 

 
 Crazy Arms, 306, 461
 

 
 Crazy Blues (Mamie Smith), 45
 

 
 Crazy Ex-Girlfriend (album), 683
 

 
 CRAZY FOR YOU (Madonna)

 
 Crazy for You (The Heartbeats), 285, 338
 

 
 Crazy Heart (movie), 683
 

 
 Crazy, Man, Crazy, 259
 

 
 Crazysexycool (album), 626
 

 
 Creep (TLC), 626
 

 
 
 Creep (Radiohead), 635
 

 
 CREEQUE ALLEY, 414
 

 
 Creole Belles, 24
 

 
 Crinoline Girl (musical), 20
 

 
 Cripple Creek (folk song), 446n421
 

 
 CRISS-CROSS, 236
 

 
 Critical Mass, 517
 

 
 Crocodile Rock, 497
 

 
 Crossfire (Stevie Ray Vaughan), 695
 

 
 Cross Over the Bridge, 257
 

 
 Cross Road Blues (Robert Johnson), 130, 435
 

 
 CROSSROADS (Cream), 435
 

 
 Crucifixion (Phil Ochs), 423
 

 
 The Cruel Ship’s Carpenter, 64
 

 
 Cry (Johnnie Ray), 239n72
 

 
 Cry Like a Baby, 419
 

 
 CRY ME A RIVER (Julie London), 267
 

 
 CRY ME A RIVER (Justin Timberlake), 657–658
 

 
 Crying (Roy Orbison), 485
 

 
 CRYING IN THE CHAPEL (Elvis Presley), 388
 

 
 Crying In the Chapel (The Orioles), 279, 388
 

 
 Cryin’ In the Deep Blue Sea, 242
 

 
 Cundo Vuelva a Tu Lado— see
 WHAT A DIFFERENCE A DAY MAKES
 

 
 Cuanto la Gusta, 145
 

 
 THE CUCKOO BIRD (Hobart Smith), 176; also see
 The Coo Coo Bird
 

 
 THE CUCKOO, SHE’S A FINE BIRD (Kelly Harrell), 61–62; also see
 The Coo Coo Bird
 

 
 Cuddle Up a Little Closer, Lovey Mine, 17
 

 
 CULT OF PERSONALITY, 598
 

 
 Curtains (musical), 510
 

 
 CYAR TAKE DAT, 629
 

 
 Cyrano de Bergerac (novel), 539
 

 

 
 
 DAAHOUD (Clifford Brown/Max Roach Quintet), 259
 

 
 Daddy, You’ve Been on My Mind, 394
 

 
 DADDY’S HOME, 285, 338
 

 
 Da Doo Ron Ron, 362
 

 
 DAISY BELL (Dan Quinn), 4
 

 
 Dallas Rag, 75, 85
 

 
 Dames (movie), 198
 

 
 Damn Right I’ve Got the Blues (album), 587n254
 

 
 Damn the Torpedoes (album), 548, 554
 

 
 THE DANCE (Garth Brooks), 605
 

 
 DANCE APOCALYPTIC, 699
 

 
 DANCE BAND ON THE TITANIC, 530
 

 
 Dance, Dance, Dance (Chic), 540
 

 
 DANCE OF THE OCTOPUS, 115
 

 
 Dance to the Bop, 275
 

 
 Dance to the Music, 434, 439, 480
 

 
 Dances With Wolves (movie score), 418
 

 
 DANCING IN THE DARK (Artie Shaw), 163–164
 

 
 Dancing In the Dark (Bing Crosby), 106
 

 
 DANCING IN THE DARK (Bruce Springsteen), 573–574
 

 
 DANCING ON THE CEILING (Jeri Southern), 246
 

 
 DANCING QUEEN, 525
 

 
 DANIEL (Elton John), 497
 

 
 Danny Boy, 461n38
 

 
 Daphne et Chloe, Suite No. 2, 174, 182
 

 
 Darby’s Ram, 74
 

 
 Dardanella, 21, 50, 56n72, 182
 

 
 Daredevil (movie), 658
 

 
 Dark As a Dungeon, 204n274, 213
 

 
 THE DARK END OF THE STREET, 410–411
 

 
 Dark Side of the Moon (album), 498–499, 548, 557n58
 

 
 Dark Was the Night, Cold was the Ground, 72, 84
 

 
 Darkness on the Edge of Town (album), 535, 552, 563
 

 
 The Darktown Poker Club, 204
 

 
 DARKTOWN STRUTTERS’ BALL, 35
 

 
 Darlin’ (traditional folk song), 126
 

 
 Darling Corey (album), 241n92
 

 
 Dawn of the Dead (movie), 572
 

 
 A Day at the Races (movie), 399
 

 
 DAYBREAK EXPRESS, 115–116
 

 
 Daydream (Mariah Carey album), 667
 

 
 Daydream Believer, 596n299
 

 
 DAY IN, DAY OUT, 148–149
 

 
 A Day In the Life, 420
 

 
 Daylight Again (album), 562
 

 
 The Day the Earth Stood Still (movie), 329
 

 
 Day Tripper, 397
 

 
 Days of Future Passed (album), 430
 

 
 Dead End Street, 521
 

 
 DEATH (The Lion), 141
 

 
 DEATH LETTER BLUES, 386
 

 
 The Death of Floyd Collins, 68
 

 
 Death Sting Me Blues, 86n245
 

 
 DEATH‘S BLACK TRAIN IS COMING, 61
 

 
 DEDICATED TO THE ONE I LOVE (Five Royales), 296, 336
 

 
 DEDICATED TO THE ONE I LOVE (The Shirelles), 336
 

 
 Deep Blue Sea Blues, 166
 

 
 The Deep End (album), 680
 

 
 DEEP PURPLE, 141–142
 

 
 Deep River, 39n162
 

 
 Deep South Suite, 203, 242
 

 
 The Defender (musical), 11
 

 
 Defying Gravity, 702
 

 
 Déjà vu (album), 460, 517
 

 
 Delia’s Gone— see
 LITTLE DELIA
 

 
 Delicado, 324
 

 
 Delicate (Terence Trent D’Arby), 622
 

 
 Delirious (Luka Bloom), 603n4
 

 
 Deliverance (movie), 494
 

 
 The Denomination Blues, 206–207
 

 
 Der Stiller Bulgarish, 62
 

 
 DESAFINADO (Joao Gilberto), 317
 

 
 DESAFINADO (Stan Getz & Charlie Byrd) 372–373, 505
 

 
 DESECRATION RAG, 26, 31n123
 

 
 Desert Rose, 642
 

 
 Desolation Row, 282
 

 
 DESPERADO (The Eagles), 497–498
 

 
 Desperadoes Waiting for a Train, 700
 

 
 Detroit City, 316
 

 
 Devil in a Blue Dress (movie), 208
 

 
 DEVIL WITH A BLUE DRESS ON & GOOD GOLLY, MISS MOLLY, 406
 

 
 DEY (Toto Bissainthe), 529
 

 
 Diamond Girl, 490
 

 
 Diamond Life (album), 577
 

 
 Diamonds and Rust, 562n88
 

 
 DIARABI, 606
 

 
 The Diary of Alicia Keys (album), 660
 

 
 Dick Tracy (movie), 604
 

 
 The Dick Van Dyke Show, 192, 365
 

 
 Dickie’s Dream, 149
 

 
 Did You See Jackie Robinson Hit That Ball?, 199
 

 
 Didn’t We Almost Have It All, 553
 

 
 Diesel and Dust (album), 594
 

 
 Different Drum, 462
 

 
 Diff’rent Strokes (TV show), 584
 

 
 DILL PICKLES RAG, 17–18, 19
 

 
 DIMINUENDO AND CRESCENDO IN BLUE, 276–277
 

 
 Dimples (John Lee Hooker), 349
 

 
 DINAH (Ethel Waters), 59, 89
 

 
 Directly from My Heart to You, 290
 

 
 Dirty Dancing (movie), 352
 

 
 Dirty Harry (movie), 424
 

 
 Dirty Man, 422
 

 
 The Disappointment (ballad opera), 5
 

 
 DISCO INFERNO, 525
 

 
 Disraeli Gears (album), 424
 

 
 Dixie (Dan Emmett), 653
 

 
 DIXIE / STRANGE FRUIT, 653
 

 
 Dixie Fried, 302
 

 
 DJOBI DJOBA, 597
 

 
 D Natural Blues, 218
 

 
 DO IT AGAIN (Steely Dan), 492
 

 
 Do Re Mi (Woody Guthrie), 213
 

 
 
 Do the Reggay, 441
 

 
 Do the Right Thing (movie), 640
 

 
 DO YOU HEAR WHAT I HEAR?, 367
 

 
 DO THEY KNOW IT’S CHRISTMAS?, 533n475, 576
 

 
 Do What You Wanna Do, 540
 

 
 DO YOU KNOW WHAT IT MEANS TO MISS NEW ORLEANS?, 201–202
 

 
 DO YOU LOVE ME (The Contours), 351
 

 
 Do You Really Want to Hurt Me, 571
 

 
 DOCTOR JAZZ, 63
 

 
 Dr. No (movie), 417, 695n105
 

 
 Dr. Strangelove (movie), 369
 

 
 Dodsworth (movie), 139
 

 
 Does He Love You, 678n215
 

 
 Dog Days Are Over, 692
 

 
 DOGGIN’ AROUND (Count Basie), 137
 

 
 DOGGIN’ AROUND (Jackie Wilson), 327
 

 
 DOGTOWN (Harry Chapin), 482–483
 

 
 Doin’ the Voom Voom, 135
 

 
 DOIN’ THINGS (Joe Venuti & Eddie Lang), 65–66
 

 
 DOLCE AVVENERE, 102
 

 
 The Dollar, 674
 

 
 Dollar Bill Blues, 142
 

 
 Donna Lee, 215
 

 
 Donnie Darko (movie), 661
 

 
 DON'T BE AFRAID OF THE DARK, 596
 

 
 DON’T BE THAT WAY (Chick Webb), 120–121
 

 
 Don’t Cry Now (album), 498
 

 
 Don’t Dream It’s Over, 591
 

 
 Don’t Give Up on Me (album), 656, 670
 

 
 Don’t Leave Me Here, 125
 

 
 Don’t Let Me Be Misunderstood, 536
 

 
 DON’T LET NOBODY TURN YOU AROUND, 204
 

 
 DON’T LET YOUR DEAL GO DOWN BLUES, 59, 68
 

 
 Don’t Look Back (documentary), 384
 

 
 Don’t Make Me Over, 368
 

 
 Don’t Make Me Pay for His Mistakes, 558
 

 
 Don’t Mess Up a Good Thing, 394
 

 
 Don’t Mess With My Man, 373
 

 
 Don’t Mess With the Messer, 402
 

 
 Don’t Shoot Me, I’m Only the Piano Player (album), 497
 

 
 DON’T START ME TALKIN’, 266
 

 
 DON’T STOP BELIEVIN’, 557, 560n77
 

 
 Don’t Stop the Carnival, 191, 275
 

 
 DON’T STOP TILL YOU GET ENOUGH, 541–542, 715
 

 
 DON'T THINK TWICE, IT'S ALL RIGHT (Bob Dylan), 363
 

 
 DON'T THINK TWICE, IT'S ALL RIGHT (Peter, Paul & Mary), 363
 

 
 Don’t You Just Know It, 292
 

 
 Don’t You Rock Me, Daddy-o, 66
 

 
 Dookie (album), 637
 

 
 DOO WOP (THAT THING), 640
 

 
 DOS GARDENIAS, 636–637
 

 
 Double Crossing Blues, 256, 267, 291
 

 
 Double Fantasy (album), 553
 

 
 Down Argentine Way, 145
 

 
 Down at the Bad Man’s Ball, 402n121
 

 
 Down Beat (periodical; selective citations), 110, 131, 143, 159, 164, 292, 293
 

 
 Down by the River (traditional folk song), 711n252
 

 
 DOWN BY THE WATER, 686
 

 
 DOWN, DOWN THE DEEP RIVER, 700
 

 
 THE DOWNEASTER "ALEXA", 604–605
 

 
 DOWN HOME BLUES (Z.Z. Hill), 558
 

 
 DOWN HOME RAG (Wilbur Sweatman), 33–34, 134
 

 
 Down Home Rag (Europe’s Society Orchestra), 25
 

 
 Down in Jungle Town, 17
 

 
 Down in the Boondocks, 435
 

 
 Down In the Valley, 71, 263
 

 
 DOWN ON THE CORNER, 446
 

 
 Down South Blues, 144
 

 
 Down South Camp Meeting, 119
 

 
 Down the Dirt Road Blues, 86
 

 
 Down the Road, 131
 

 
 DOWN UNDER (Woody Herman), 175
 

 
 Down Where the Wurzburger Flows, 36
 

 
 DOWNTOWN (Petula Clark), 378
 

 
 Dragnet (TV show), 267
 

 
 Dragnet (theme song), 257
 

 
 Dream Baby, 356
 

 
 Dream Girl, 286
 

 
 Dreamgirls (musical), 572
 

 
 The Dream of the Blue Turtles (album), 582
 

 
 DREAM ON (Aerosmith), 519
 

 
 DREAMS (Fleetwood Mac), 526–527, 542
 

 
 DREIDEL (Don McLean), 493
 

 
 Drill, Ye Terriers, Drill, 346
 

 
 DRIVE ALL NIGHT, 690
 

 
 Drive My Car, 393
 

 
 Drivin’ My Life Away, 456n6, 550n16
 

 
 Drivin’ Nails in My Coffin, 138n234
 

 
 Drops of Jupiter, 679
 

 
 DROWN IN MY OWN TEARS, 272, 274, 279n330, 332
 

 
 A Drum is a Woman, 343
 

 
 Drums of Passion (album), 325–326
 

 
 Dry Bones, 74
 

 
 DRY SPELL BLUES, 99–100
 

 
 DUELING BANJOS, 494
 

 
 Duncan (Paul Simon), 464
 

 
 Dust Bowl Ballads (album), 158, 159
 

 
 DUST MY BROOM (Elmore James), 129, 236–237
 

 
 (I Believe I’ll) Dust My Broom (Robert Johnson), 129
 

 
 The Dusty Foot Philosopher (album), 678
 

 
 Dusty in Memphis (album), 434
 

 
 DUSTY OLD DUST (SO LONG, IT’S BEEN GOOD TO KNOW YA), 158
 

 

 
 
 Each Minute Seems a Million Years, 190n192
 

 
 Eager Beaver, 183
 

 
 The Eagle Has Landed (movie), 424
 

 
 Eagle Ridin’ Papa, 64
 

 
 THE EAGLE STIRRETH HER NEST, 246–247
 

 
 Earl Brand, 293
 

 
 Early Autumn (Woody Herman), 208
 

 
 EARLY MORNING RAIN (Peter, Paul & Mary), 394–395
 

 
 EARLY MORNIN’ RAIN (Gordon Lightfoot), 395, 414
 

 
 Earth Angel, 286
 

 
 THE EAST BOUND TRAIN, 156
 

 
 EAST-WEST (Paul Butterfield Blues Band), 405–406
 

 
 Easy to Be Hard, 438, 589
 

 
 EASY TO LOVE, 129
 

 
 Easy Winners, 75
 

 
 The Ed Sullivan Show, 369, 404, 488
 

 
 THE EDGE OF GLORY, 688
 

 
 8 ½ (movie), 484
 

 
 EIGHT MORE MILES TO LOUISVILLE, 200
 

 
 Eighteen (Alice Cooper), 405
 

 
 EL CAPITAN MARCH, 6
 

 
 EL COLORADO, 133
 

 
 EL CONDOR PASA (IF I COULD), 464
 

 
 EL DEPORTADO (THE DEPORTEE), 87–88
 

 
 EL DIA QUE ME QUIERAS, 122
 

 
 El Lavaplatos, 88
 

 
 El Mirage (album), 529, 578, 664
 

 
 EL WATUSI, 358
 

 
 Elder Greene Blues, 125
 

 
 Electric Lady (album), 699
 

 
 Electric Ladyland (album), 432, 575
 

 
 ELECTRICITY (Jimmy Murphy), 234
 

 
 Elephant (album), 658
 

 
 Eleven-Cent Cotton and 50-Cent Meat, 94
 

 
 ELI’S COMING, 430, 445–446
 

 
 Elite Syncopations, 32
 

 
 
 Ella Fitzgerald Sings the Cole Porter Songbook (album), 270–271
 

 
 Ella Fitzgerald Sings the George & Ira Gershwin Songbook (album), 229–230
 

 
 ELUSIVE BUTTERFLY, 398–399
 

 
 The Emancipation of Mimi (album), 666
 

 
 EMBERS OF EDEN, 642
 

 
 EMBRACEABLE YOU (Charlie Parker), 205–206
 

 
 EMBRACEABLE YOU (Sarah Vaughan), 262
 

 
 Embraceable You (as composition), 101
 

 
 The Empire Strikes Back (movie), 538, 549
 

 
 Empyrian Isles (album), 373
 

 
 THE END (The Doors), 413
 

 
 Endless Love (September 17, 1983)

 
 The English and Scottish Popular Ballads, 8
 

 
 English Folk Songs from the Southern Appalachians, 37, 79, 114, 142, 145, 161, 245, 711
 

 
 ENTER, EVENING, 402–403
 

 
 ENTER SANDMAN, 610
 

 
 THE ENTERTAINER (Scott Joplin), 32–33, 75
 

 
 The Epic (album), 713–714
 

 
 “ER” (TV show), 618
 

 
 Escape (The Pina Colada Song), 510
 

 
 E.S.P. (Miles Davis), 377n377, 382
 

 
 THEME FROM “E.T.: THE EXTRA TERRESTRIAL”, 561–562, 620
 

 
 Ethel Sings ‘Em, 144
 

 
 EVE OF DESTRUCTION, 392–393
 

 
 EVER SINCE THE WORLD ENDED, 591
 

 
 Ever Green (1934 movie), 246
 

 
 EVERGREEN (LOVE THEME FROM “A STAR IS BORN”), 524–525
 

 
 Every Breath I Take (Gene Pitney), 348
 

 
 Every Breath You Take, 594, 635
 

 
 Every Little Bit Hurts, 438
 

 
 Every Little Movement, 23
 

 
 Everybody Rag With Me, 38
 

 
 Everybody Wants to Rule the World. 578
 

 
 Everybody’d Crazy ‘Bout the Doggone Blues, But I’m Happy, 44
 

 
 Everybody’s Doing It Now, 22
 

 
 EVERYBODY’S TALKIN’, 442, 443–444
 

 
 EVERY BREAKING WAVE, 709
 

 
 EVERY DAY I HAVE THE BLUES, 263
 

 
 EVERYDAY PEOPLE, 434, 480
 

 
 EVERYTHING I DO— see
 I DO IT FOR YOU
 

 
 EV’RY TIME WE SAY GOODBYE, 188–189
 

 
 Eve’s Bayou (movie), 637, 641
 

 
 Evidence (Thelonious Monk), 212
 

 
 Evil Gal Blues, 217, 315
 

 
 EVIL (IS GOING ON), 255–256
 

 
 Exile on Main Street (album), 485, 661n96
 

 
 Express Yourself (Watts 103rd St. Rhythm Band), 476
 

 
 Express Yourself (Madonna), 687
 

 
 EX’S AND OH’S, 710
 

 
 Eye In the Sky, 679
 

 
 EYE OF THE TIGER

 
 Eyesight to the Blind, 237, 266
 

 

 
 
 FAIR AND TENDER LADIES, 62, 241, 711n251
 

 
 FAITH (George Michael)

 
 Faith (album), 593–594
 

 
 FAKE PLASTIC TREES, 625–626
 

 
 Fall of Man, 141
 

 
 Falling from Grace (movie), 600
 

 
 FAME (David Bowie), 515
 

 
 Fame (TV show), 584
 

 
 FAMILY AFFAIR (Sly & the Family Stone), 480
 

 
 FAMILY AFFAIR (Mary J. Blige), 652
 

 
 Family Man, 313
 

 
 Famous Blue Raincoat (album), 589
 

 
 Famous in a Small Town, 683
 

 
 FANCY (Bobbie Gentry), 448–449
 

 
 Fancy Free (ballet), 514
 

 
 FANFARE FOR THE COMMON MAN, 527
 

 
 Fantasia (movie), 162
 

 
 Fantasie-Impromptu in C-Sharp Minor, 38
 

 
 Fantasy (Mariah Carey), 666
 

 
 Far in the Mountain, 84
 

 
 FARE YOU WELL, OLD JOE CLARK, 52
 

 
 FAREWELL BLUES, 49
 

 
 Farm Relief Song, 94
 

 
 Farther Up the Road, 337
 

 
 FASCINATING RHYTHM, 56
 

 
 “Fast and Furious” (movie franchise), 712
 

 
 Fast As You, 616
 

 
 The Fat Man (Fats Domino), 244
 

 
 Fat Meat is Good Meat, 199n251
 

 
 FATHER AND SON, 468–469
 

 
 FATHER FIGURE, 593–594
 

 
 Feel So Good (Shirley & Lee), 277
 

 
 Feelin’ Good (Junior Parker), 248
 

 
 Fell in Love With a Girl, 659
 

 
 Feudin’ Banjos, 494
 

 
 FEVER (Peggy Lee), 305–306
 

 
 Fever (Little Willie John), 268, 306
 

 
 THE FIELD BEHIND THE PLOW, 555–556
 

 
 THEME, “FIELD OF DREAMS”, 599, 638
 

 
 THE FIELDS HAVE TURNED BROWN, 221
 

 
 FIELDS OF GOLD (Eva Cassidy), 628
 

 
 Fields of Gold (Sting), 628
 

 
 Finian’s Rainbow (musical), 327
 

 
 Fire Down There, 275
 

 
 Fifteen Miles to Birmingham, 200
 

 
 Fina Estampa (album), 652
 

 
 FINE AND MELLOW, 143–144
 

 
 A FINE ROMANCE, 127
 

 
 FINGERTIPS, PART 2, 361–362, 365, 396
 

 
 Fire and Rain, 472n108
 

 
 The Firebird (Stravinsky), 164n48
 

 
 Fire in the Mountain, 84
 

 
 The First Cut is the Deepest, 468
 

 
 THE FIRST TIME I MET THE BLUES, 326–327
 

 
 First Time! The Count Meets the Duke (album), 343
 

 
 Fishing Blues, 78
 

 
 A Fistful of Dollars (movie score), 590
 

 
 Five Foot Two, Eyes of Blue, 62
 

 
 500 Miles, 133
 

 
 FIXIN’ TO DIE BLUES, 158
 

 
 FLASH LIGHT, 534
 

 
 The Fleet’s In (movie), 174
 

 
 Flower Drum Song (musical), 383
 

 
 A FLOWER IS A LOVESOME THING, 612
 

 
 Fly, Fly, My Sadness (album), 631
 

 
 The Flying Deuces (movie), 19n65
 

 
 FLYING HOME (Benny Goodman), 150
 

 
 Flying Home (Lionel Hampton), 150, 199
 

 
 Foggy Jones, 29
 

 
 Foggy Mountain Chimes, 249
 

 
 Foggy Mountain Breakdown, 425
 

 
 Foggy Mountain Top, 241n88
 

 
 Folk Music in America (Library of Congress album series), 234
 

 
 Folk Songs of the Hills (album), 204
 

 
 Follies (Stephen Sondheim musical), 574
 

 
 Follow Me, 475
 

 
 FOLLOW YOUR ARROW, 702
 

 
 FON DER CHOOPE (FROM THE WEDDING), 25
 

 
 A Fool for You, 272
 

 
 Fools Rush In, 148
 

 
 For Lovin’ Me, 395
 

 
 FOR ME AND MY GAL (Van & Schenck), 34
 

 
 FOR ME AND MY GAL (Judy Garland & Gene Kelly), 179
 

 
 For Me and My Gal (general references), 177
 

 
 
 (I LOVE YOU) FOR SENTIMENTAL REASONS, 202
 

 
 FOR THE GOOD TIMES, 461, 467
 

 
 For the Love of Money, 517
 

 
 For What It’s Worth, 476
 

 
 For Whom the Bell Tolls (novel), 471
 

 
 For Your Love, 404
 

 
 For Your Precious Love, 344, 364
 

 
 Forever and Ever, Amen, 585
 

 
 Forever Changes (album), 427–428
 

 
 FORMATION, 718–719
 

 
 Fortress Around Your Heart, 572
 

 
 Fortunate Son, 446, 457
 

 
 The Fortune Teller (musical), 15
 

 
 Forty Days, 358
 

 
 42nd Street (movie), 112
 

 
 FOUNTAIN OF SORROW, 511
 

 
 FOUR BROTHERS, 159, 163, 208
 

 
 FOUR STRONG WINDS, 364–365
 

 
 Four Walls, 320
 

 
 Fox Chase, 65
 

 
 Frailich in Swing, 62
 

 
 Framed (The Robins), 257n193
 

 
 France Blues, 75
 

 
 Frank Sinatra Sings for Only the Lonely (album), 302–303, 304, 570
 

 
 FRANKIE AND JOHNNY (Jimmie Rodgers), 90–91, 100
 

 
 Frankie and Johnny (general references), 108, 219
 

 
 FRANKLIN D. ROOSEVELT, THE POOR MAN’S FRIEND (Brother Willie Eason), 629–630; also see
 TELL ME WHY YOU LIKE ROOSEVELT
 

 
 Frank’s Place (TV show), 202
 

 
 Freak Out! (album), 415n210
 

 
 FREDDIE FREELOADER, 313
 

 
 FREDDIE’S DEAD, 489–490
 

 
 Free Bird, 514
 

 
 Freedom Highway (album), 387
 

 
 FREEWAY OF LOVE, 579
 

 
 Freeze-Frame (album), 557
 

 
 FREIGHT TRAIN, 305
 

 
 French Blues, 216
 

 
 Frenesi, 178
 

 
 FROGGIE WENT A-COURTING— see
 KING KONG KITCHIE KITCHIE KI-ME-O
 

 
 From a Window Seat, 716
 

 
 From Russia With Love (movie), 418
 

 
 Frontin’ (Pharrell Williams), 703
 

 
 Frozen (movie), 702–703
 

 
 F*** THA POLICE, 597–598
 

 
 Fujiyama Mama, 687
 

 
 Fulfillingness’ First Finale (album), 508
 

 
 Funeral (album), 665, 686
 

 
 Funeral March (Chopin), 26
 

 
 Funky Divas (album), 613
 

 
 Funny Face (musical), 232
 

 
 Funny Girl (musical), 48
 

 
 Funny How Time Slips Away, 335n93
 

 
 Furious 7 (movie), 712
 

 
 FURTHER TO FLY, 606
 

 

 
 
 GALAXIE 500, 632–633
 

 
 GALILEO (Indigo Girls), 615
 

 
 GALLO DEL CIELO, 626–627
 

 
 THE GALLOWS POLE, 142
 

 
 GALVESTON, 335, 438–439
 

 
 THE GAMBLER, 537, 585
 

 
 Games and Songs of American Children (collection), 66, 137, 407
 

 
 GAMES PEOPLE PLAY, 435
 

 
 The Garden of the Blues (album), 613
 

 
 Gaucho (album), 563
 

 
 Gee (The Crows), 257
 

 
 Gee Whiz, 342n133
 

 
 GENTLE ON MY MIND, 418, 485
 

 
 Gentlemen Prefer Blondes (movie), 247
 

 
 Genuine Negro Jig (album), 711
 

 
 The George & Ira Gershwin Songbook— see
 Ella Fitzgerald Sings the George & Ira Gershwin Songbook
 

 
 George Collins (folk song), 245
 

 
 George Jackson (Bob Dylan), 501
 

 
 GEORGIA CAMP MEETING— see
 AT A GEORGIA CAMP MEETING
 

 
 GEORGIA ON MY MIND (Mildred Bailey), 107–108
 

 
 Get a Job, 303
 

 
 GET BACK, 440, 459, 543
 

 
 GET HAPPY, 230–231
 

 
 Get It (The Midnighters), 254
 

 
 GET HERE (Oleta Adams), 606–607
 

 
 GET LUCKY, 541, 697, 703
 

 
 Get Ready, 403
 

 
 Getcha Heads Up, 693
 

 
 Get the Party Started, 686
 

 
 Get Together, 447
 

 
 GET UP I FEEL LIKE BEING A SEX MACHINE, 462
 

 
 Get Your Kicks on Route 66– see
 ROUTE 66
 

 
 GETHSEMENE (I ONLY WANT TO SAY), 465–466
 

 
 Getz/Gilberto (album), 372
 

 
 Ghostbusters (movie), 335
 

 
 The Ghost Catchers (movie), 307
 

 
 GHOST TOWN, 555
 

 
 Giant (movie), 143
 

 
 Giant Steps, 300, 377
 

 
 Giant Steps (album), 313–314, 377
 

 
 The Gilded Palace of Sin (album), 439
 

 
 Giles Collins, 146
 

 
 Gillespiana Suite, 424
 

 
 Gilmore Girls (TV series), 610, 653
 

 
 Gimme Shelter, 486
 

 
 Gimme Some Lovin’, 595
 

 
 The Girl Can’t Help It (movie), 275
 

 
 Girl Crazy (musical), 101, 172, 182, 262
 

 
 GIRL CRUSH, 709–710
 

 
 The Girl from Ipanema, 372, 434, 505
 

 
 The Girl from Utah (musical), 31
 

 
 The Girl I Love, She Got Long Curly Hair, 86
 

 
 The Girl I Loved in Sunny Tennessee, 198
 

 
 GIRLS JUST WANT TO HAVE FUN, 571–572
 

 
 Girls’ School, 533
 

 
 Give It Away, 674
 

 
 Give More Power to the People, 478
 

 
 GIVE YOURSELF TO LOVE, 566–567
 

 
 The Giving Tree (book), 375
 

 
 GIVING YOU THE BEST THAT I GOT, 596–597
 

 
 Gladiola Rag, 32n132
 

 
 Glamorous, 673
 

 
 Glee (TV show), 526n434, 690, 702
 

 
 The Glenn Miller Story (movie), 83
 

 
 GLORIA (Them featuring Van Morrison), 390, 518
 

 
 GLORIA (IN EXCELSIS DEO), 518
 

 
 GLORY (John Legend & Common), 710–711
 

 
 Glory (movie score), 599n324
 

 
 THE GLORY OF LOVE, 237–238, 633n183
 

 
 The Glow-Worm, 23
 

 
 GO ALL THE WAY, 488
 

 
 GO DOWN, MOSES, 39, 157
 

 
 GO REST HIGH ON THAT MOUNTAIN, 624–625
 

 
 Go to the Mirror, Boy, 479
 

 
 Go Where I Send Thee, 169
 

 
 Go Where You Wanna Go, 393n63, 416
 

 
 Go Your Own Way, 526, 542
 

 
 GOD BLESS THE CHILD (Blood, Sweat & Tears), 435–436
 

 
 God Bless the Child (Billie Holiday), 167, 435
 

 
 God Save the King, 31
 

 
 GOD SAVE THE QUEEN (Sex Pistols), 527
 

 
 God Walks These Hills With Me, 316
 

 
 LOVE THEME FROM “THE GODFATHER”, 484–485, 653n45
 

 
 GOIN’ BACK (The Byrds), 422–423
 

 
 GOING DOWN SLOW, 170–171
 

 
 GOING DOWN THE LEE HIGHWAY, 91
 

 
 Going Down to Liverpool, 578
 

 
 GOING HOME (Leonard Cohen), 691
 

 
 
 Going My Way (movie), 186–187
 

 
 GOIN’ OUT OF MY HEAD, 376–377
 

 
 Goin’ Places, 66
 

 
 Goin’ Steady, 337
 

 
 Goin’ to Chicago Blues, 252
 

 
 Going Up the Country, 78, 440n381
 

 
 Gold (John Stewart), 596n299
 

 
 GOLD DIGGER, 667
 

 
 Gold Diggers of 1933 (movie), 112
 

 
 Gold Watch and Chain, 114
 

 
 Golden Gate Gospel Train, 134
 

 
 Golden Leaf Strut, 51
 

 
 Goldfinger (movie), 673
 

 
 Goldfinger (title song), 418, 695
 

 
 GOLDEN TEARDROPS, 252
 

 
 Gone to Pablo, 663n4
 

 
 Gone With the Wind (movie), 151, 324, 351, 384, 561n86
 

 
 Gonna Take a Miracle (album), 512
 

 
 GOODBYE (Frank Sinatra), 304–305
 

 
 Goodbye (Benny Goodman), 270, 304
 

 
 GOODBYE, BABYLON, 99
 

 
 GOODBYE PORK PIE HAT, 314
 

 
 Goodbye to Love, 468
 

 
 GOODBYE YELLOW BRICK ROAD, 502
 

 
 Good Evening, Caroline, 19
 

 
 GOOD GOLLY, MISS MOLLY— see
 DEVIL WITH A BLUE DRESS ON
 

 
 Good Kid, M.A.A.D. City (album), 713
 

 
 Good Lovin’, 430
 

 
 GOOD MORNING, CARRIE, 9–10
 

 
 GOOD MORNING HEARTACHE, 199
 

 
 GOOD MORNING, LITTLE SCHOOLGIRL, 132
 

 
 Good Morning Starshine, 438
 

 
 Good Morning, Vietnam (movie), 421
 

 
 Goodnight, Irene, 241n92
 

 
 GOODNIGHT MY LOVE (PLEASANT DREAMS), 286
 

 
 Goodnight Sweetheart (Ray Noble), 117, 255n178
 

 
 GOODNITE, SWEETHEART, GOODNITE, 254–255
 

 
 Good Old Boys (album), 510
 

 
 GOOD OLD MOUNTAIN DEW— see
 MOUNTAIN DEW
 

 
 GOOD RIDDANCE— see
 TIME OF YOUR LIFE
 

 
 Good Rockin’ Tonight, 29, 209n308
 

 
 The Good, the Bad and the Ugly (movie score), 559, 590
 

 
 GOOD TIMES (Chic), 540–541, 575
 

 
 The Gospel at Colonus (musical), 651
 

 
 Gospel, Blues, and Street Songs (album), 270
 

 
 The Gosport Tragedy, 64
 

 
 Gotta Travel On, 127
 

 
 Grace (Jeff Buckley album), 625
 

 
 GRACELAND (Paul Simon)

 
 The Graduate (movie and soundtrack), 427–428, 551
 

 
 GRAND CANYON SUITE, 109–110, 328
 

 
 The Grand Coulee Dam, 168
 

 
 The Grand Old Rag, 11n37
 

 
 GRANDMA’S HANDS, 475, 479
 

 
 Grandpa’s Spells, 51, 67
 

 
 The Grapes of Wrath (novel and movie), 159
 

 
 Gray Eagle, 92
 

 
 Great Balls of Fire, 303
 

 
 Great Day! (musical), 141
 

 
 THE GREAT BEYOND, 644
 

 
 The Great Escape (movie), 335
 

 
 The Great Gatsby, 258
 

 
 The Great Magoo (play), 184
 

 
 The Great Pretender, 276
 

 
 The Great Reaping Day, 71
 

 
 The Great Speckled Bird, 242
 

 
 The Greatest Love of All, 581n217
 

 
 The Green Door, 288n392
 

 
 GREEN EYES, 168, 174, 178
 

 
 Green, Green, 392
 

 
 Green Grow the Lilacs (play), 185, 467
 

 
 Green Onions, 342, 355, 396, 409, 499
 

 
 Greenwich Village Follies of 1919, 43
 

 
 Grey’s Anatomy (TV show), 667, 669
 

 
 Griot New York (ballet), 616
 

 
 Gris-Gris (album), 497
 

 
 Grizzly Bear Rag, 19
 

 
 Groovin’ (The Rascals), 430
 

 
 GROOVIN’ HIGH, 194
 

 
 Guardians of the Galaxy (movie soundtrack), 488
 

 
 Guava Jelly, 495
 

 
 GUESS I’LL HANG MY TEARS OUT TO DRY, 303
 

 
 Guess Who, 286
 

 
 Guitar Boogie, 337n106
 

 
 The Guitar Song (album), 675
 

 
 Gumbo (album), 497
 

 
 Gunsmoke (TV show), 507
 

 
 THE GYPSY (Ink Spots), 200
 

 
 Gypsy (musical), 101
 

 
 GYPSY LOVE SONG, 15–16
 

 
 GYPSY WOMAN, 344–345, 364
 

 

 
 
 Hail to the Chief, 3
 

 
 Hair (musical), 438, 589
 

 
 HAITIAN FIGHT SONG, 289, 314
 

 
 Half As Much, 258
 

 
 HANDFUL OF KEYS, 86
 

 
 HALLELUJAH (Jeff Buckley), 625
 

 
 Hallelujah (as Leonard Cohen composition), 691
 

 
 Hallelujah (Vincent Youmans), 231
 

 
 Hallelujah, I’m a Bum (song), 80
 

 
 Hallelujah, I’m a Bum (movie), 198, 357
 

 
 Halo, 677
 

 
 Hamilton (Broadway musical), 716
 

 
 THE HAMMER SONG (IF I HAD A HAMMER), 219, 326
 

 
 Hand Jive (Betty Smith), 304n502
 

 
 Hand Me Down My Walking Cane, 27
 

 
 Handsome Molly, 71
 

 
 Hang on In There, Baby, 447
 

 
 Hanging by a Moment, 618
 

 
 Hangman, Slack Your Rope, 142
 

 
 Hank Williams’ Ghost, 633
 

 
 Happiness is Just a Thing Called Joe, 309
 

 
 HAPPY (Pharrell Williams), 701n159, 703
 

 
 Happy Days Are Here Again, 30
 

 
 The Happy Ending (movie), 504
 

 
 Happy Go Lucky (movie), 157
 

 
 HAPPY-GO-LUCKY LOCAL, 203, 242, 347
 

 
 Happy Home Waltz, 71
 

 
 A Hard Day’s Night (movie and soundtrack), 371, 387, 555
 

 
 Hard Promises (album), 554
 

 
 HARD TIMES COME AGAIN NO MORE, 664
 

 
 HARD TIME KILLIN’ FLOOR BLUES, 104
 

 
 Hard to Say I’m Sorry, 632
 

 
 THE HARD WAY, 617
 

 
 The Harder They Come (movie soundtrack), 442
 

 
 HARK! THE HERALD ANGELS SING, 22–23
 

 
 Harlem (Bill Withers), 475n125
 

 
 HARLEM NOCTURNE (The Viscounts), 320
 

 
 Harlem Nocturne (Johnny Otis), 320
 

 
 Harlem Rag, 7
 

 
 Harlem Strut, 47
 

 
 Harper Valley P.T.A., 694
 

 
 Harry Potter and the Philosopher’s Stone (novel), 635
 

 
 Harvest (album), 481
 

 
 Has Anybody here Seen Kelly?, 36
 

 
 The Hateful Eight (movie score), 590
 

 
 Haunted House, 386
 

 
 Haunting Rag, 30
 

 
 Havana is Calling Me, 582n226
 

 
 Have Mercy, Baby, 251
 

 
 Have You Heard, 351
 

 
 HAVE YOU SEEN HER, 478, 484
 

 
 HAVE YOURSELF A MERRY LITTLE CHRISTMAS, 186, 191, 468
 

 
 HAWAIIAN LOVE, 112
 

 
 Hawaiian Ripple, 112
 

 
 
 HAZARD (Richard Marx), 611
 

 
 HE AIN’T HEAVY … HE’S MY BROTHER (Neil Diamond), 465
 

 
 He Ain’t Heavy, He’s My Brother (The Hollies), 465
 

 
 He Hit Me (And It Felt Like a Kiss), 352n194
 

 
 He May Be Your Man (But He Comes to See Me Sometimes), 50
 

 
 HE NEVER SAID A MUMBLIN’ WORD, 171
 

 
 He Set Me Free, 203
 

 
 He Stopped Loving Her Today, 625
 

 
 He Will Break Your Heart, 344
 

 
 Head Hunters (album), 349, 505
 

 
 Heads and Tales (album), 482–483
 

 
 Heart and Soul, 142
 

 
 Heart Full of Soul, 404
 

 
 Heart Like a Wheel (song), 655
 

 
 Heart Like a Wheel (Linda Ronstadt album), 463
 

 
 HEART OF GLASS, 538–539
 

 
 HEART OF GOLD, 481
 

 
 Heartaches (Ted Weems), 54
 

 
 Heartbreaker (Mariah Carey), 666
 

 
 The Heat is On, 581
 

 
 Heat Treatment (album), 521
 

 
 Heaven Knows I’m Miserable Now, 577
 

 
 Heaven on Earth (movie), 639
 

 
 Heavy Makes You Happy, 476, 484
 

 
 HEEBIE JEEBIES, 21, 60–61
 

 
 HE’LL HAVE TO GO, 320
 

 
 HELLO (Adele), 716–717
 

 
 HELLO, DOLLY!, 369–370
 

 
 HELLO, FRISCO, HELLO!, 28–29
 

 
 HELLO LITTLE BOY, 254
 

 
 HELLO, LOLA, 92
 

 
 HELLO, MARY LOU, 339, 348
 

 
 HELLO WALLS, 336, 337–338
 

 
 Help! (The Beatles), 387
 

 
 HELP ME (Sonny Boy Williamson), 355
 

 
 HELP ME MAKE IT THROUGH THE NIGHT, 461, 467
 

 
 Help Me Somebody, 296
 

 
 Hen Cackle, 65
 

 
 Henderson the Rain King (Saul Bellow), 441
 

 
 The Herd Girl’s Dream, 25n92
 

 
 Here Come the Waves (movie), 192
 

 
 Here Comes My Baby, 468
 

 
 Here Comes the Night, 390
 

 
 HERE COMES THE SUN, 445, 466
 

 
 HERE’S TO LIFE, 613–614
 

 
 HERE’S WHERE THE STORY ENDS, 604
 

 
 HERO (Mariah Carey), 619
 

 
 Hero (Enrique Iglesias), 704
 

 
 Hero (movie), 619
 

 
 HEROES (David Bowie), 531–532
 

 
 HEROIN (Velvet Underground), 415, 496
 

 
 He’s a Cousin of Mine, 10n32
 

 
 HE’S A REBEL, 352, 715
 

 
 He’s in the Jailhouse Now, 73, 74; 
  also see
 IN THE JAILHOUSE NOW
 

 
 HE’S GOT THE WHOLE WORLD IN HIS HANDS, 243
 

 
 HE'S SO FINE, 356–357, 359, 466
 

 
 He’s So Shy, 620
 

 
 He’s the Greatest Dancer, 540
 

 
 THE HESITATING BLUES (W.C. Handy), 30, 39–40
 

 
 Hesitation Blues (folk song), 40
 

 
 Hey Joe, 419
 

 
 Hey Jude, 324, 429, 432, 523
 

 
 Hey Little Cobra, 543
 

 
 HEY NELLY NELLY, 375
 

 
 HEY SOUL SISTER, 679
 

 
 Hey, That’s No Way to Say Goodbye, 409
 

 
 HEY THERE (Rosemary Clooney), 258
 

 
 HEY THERE DELILAH, 672–673
 

 
 Hey There Lonely Boy/Girl, 356
 

 
 Hey, Ya! (Outkast), 660, 685
 

 
 HIDE AWAY, 337
 

 
 High Lonesome: The Story of Bluegrass (documentary), 520
 

 
 HIGH SCHOOL CONFIDENTIAL, 303–304
 

 
 High Sheriff of Jefferson County, 127
 

 
 High Society, 128n176
 

 
 High Water Everywhere, 89, 510
 

 
 HIGHER LOVE, 586
 

 
 Highway 40 Blues (Ricky Skaggs), 643
 

 
 Highway 49 Blues, 237n60
 

 
 Highway to Hell (album), 553
 

 
 THE HIGHWAYMAN (Jimmy Webb), 529, 578
 

 
 HIGHWAYMAN (Johnny Cash, Waylon Jennings, Willie Nelson, & Kris Kristofferson), 578
 

 
 The Highwayman (traditional folk song), 142
 

 
 The Hills (song), 715
 

 
 The Hills (TV show), 668n140
 

 
 His Eye is on the Sparrow, 630n160
 

 
 Hoedown (Aaron Copland), 527
 

 
 Hog Eyed Man, 92
 

 
 HOKUM BLUES, 84–85
 

 
 Hold Back the Night, 525
 

 
 Hold Me Tight, 495
 

 
 HOLD ON (Alabama Shakes), 691
 

 
 Hold On (En Vogue), 613
 

 
 Hold On! I’m a-Coming, 477
 

 
 Holding Out for a Hero, 567
 

 
 HOLIDAY (Green Day), 666
 

 
 Holiday (Madonna), 575, 577
 

 
 Holiday Inn (movie), 474
 

 
 Holly Holy, 456
 

 
 Hollywood Palace (TV show), 404
 

 
 Hollywood Revue of 1929 (movie), 88
 

 
 The Holy Babe, 119
 

 
 Homeland (TV series), 574n172
 

 
 HOME ON THE RANGE, 114–115
 

 
 Home Sweet Home, 134
 

 
 HOMEWARD BOUND, 400
 

 
 Honest I Do, 343
 

 
 Honey (Bobby Goldsboro), 501
 

 
 Honeycomb, 401
 

 
 The Honeymoon Express (musical), 24
 

 
 Honeysuckle Rose, 120
 

 
 Honeysuckle Rose (movie soundtrack), 551
 

 
 HONKY TONK, PARTS 1 AND 2 (Bill Doggett), 279
 

 
 Honky Tonk Women, 442, 443, 680
 

 
 HONOLULU CAKE WALK, 9
 

 
 Honolulu Lady, 9
 

 
 The Hoochie Coochie Song, 85
 

 
 HOODOO MAN BLUES, 394
 

 
 HOPE OF DELIVERANCE, 616
 

 
 HORA DECUBITIS (Elvis Costello with Metropole Orkest), 668
 

 
 Horses (album), 518
 

 
 Hot and Anxious, 134, 135
 

 
 Hot Buttered Soul (album), 477
 

 
 Hot Chocolates (musical), 90
 

 
 HOT HOUSE, 196, 205
 

 
 Hot Rod Lincoln, 233
 

 
 HOT ROD RACE, 233
 

 
 A Hot Time in the Old Town Tonight, 7, 64
 

 
 HOT TOWN, 87
 

 
 Hotter Than July (album), 552
 

 
 Hotter Than That, 65
 

 
 Hound Dog (Big Mama Thornton), 248n135, 425
 

 
 Hound Dog (Elvis Presley), 244
 

 
 The Hound of the Baskervilles, 10
 

 
 The House Carpenter, 52
 

 
 THE HOUSE I LIVE IN, 204, 215, 460
 

 
 House of Flowers (musical), 216n350, 319
 

 
 (HOUSE OF) THE RISING SUN (Roy Acuff), 138–139
 

 
 HOUSE OF THE RISING SUN (Josh White), 170
 

 
 House of the Rising Sun (The Animals), 371n325
 

 
 House of the Rising Sun (general references), 98, 650
 

 
 
 THE HOUSE THAT BUILT ME, 683–684
 

 
 HOW CAN A POOR MAN STAND SUCH TIMES AND LIVE, 93–94
 

 
 HOW CAN I BE SURE, 430
 

 
 How Do I Live, 632
 

 
 How High the Moon, 246
 

 
 HOW I GOT OVER (Mahalia Jackson), 237
 

 
 HOW I GOT OVER (Swan Silvertones), 314
 

 
 HOW I GOT OVER (Aretha Franklin)

 
 How I Got Over (Clara Ward & the Ward Singers), 229, 237, 286, 314, 487
 

 
 How Jesus Died, 283
 

 
 How Little We Know, 307
 

 
 HOW LONG HAS THIS BEEN GOING ON?, 229–230
 

 
 How Long, How Long Blues, 82
 

 
 HOW SOON IS NOW?

 
 How Will the Wolf Survive (album), 591
 

 
 How You Remind Me, 690
 

 
 Howl (Allen Ginsberg), 388
 

 
 HOWLIN’ WIND, 521
 

 
 H’RABTI (TU T’ES DETOURNEE DE MOI) (YOU TURNED AWAY FROM ME), 642
 

 
 The Hucklebuck, 218
 

 
 HUMAN TOUCH, 612
 

 
 Humoresque, 26
 

 
 THE HUMOURS OF ENNISTYMON, 48
 

 
 Humpty Dumpty Heart, 243
 

 
 Hungarian Rag, 30
 

 
 HUNGRY EYES (Merle Haggard), 437
 

 
 Hunky Dory (album), 494
 

 
 The Hunting Ground (documentary), 718
 

 
 Hurt So Bad, 377
 

 
 Hush (Deep Purple), 435
 

 
 The Hustle, 539
 

 

 
 
 I Ain’t Gonna Give Nobody None of My Jelly Roll, 46
 

 
 I AIN’T GOT NOBODY, 44–45, 77
 

 
 I Almost Lost My Mind, 285
 

 
 I AM A MAN OF CONSTANT SORROW (Emry Arthur), 73
 

 
 I Am a Man of Constant Sorrow (Stanley Brothers), 232
 

 
 I Am a Man of Constant Sorrow (general references), 135, 241
 

 
 I AM A PILGRIM, 78
 

 
 I AM BOUND FOR THE PROMISED LAND, 59, 68
 

 
 I AM…I SAID, 469, 480
 

 
 I Am Sam (movie soundtrack), 655
 

 
 I Am…Sasha Fierce (album), 676, 677
 

 
 I Am the True Vine, 123
 

 
 I AM WOMAN, 487–488
 

 
 I Believe I’ll Dust My Broom— see
 DUST MY BROOM
 

 
 I Believe I’ll Make a Change, 236
 

 
 I Belong to the Band—Hallelujah, 123
 

 
 I CAN (Nas), 658
 

 
 I Can See Clearly Now, 495
 

 
 I CAN'T GET NEXT TO YOU, 444, 474
 

 
 I Can’t Get Started (Bunny Berigan), 175n121, 281, 444
 

 
 I Can’t Get Started (Dizzy Gillespie), 200
 

 
 I CAN’T GIVE YOU ANYTHING BUT LOVE (Annette Hanshaw), 79
 

 
 I Can’t Give You Anything But Love (Louis Armstrong), 105n45
 

 
 I Can’t Help But Wonder Where I’m Bound, 376
 

 
 I CAN'T HELP MYSELF, 389
 

 
 I Can’t Hold Out, 236n57
 

 
 I Can’t Live Without My Radio, 593
 

 
 I Can’t Make You Love Me, 683n4
 

 
 I Can’t Stop Loving You, 348, 351
 

 
 I CAN'T TURN YOU LOOSE, 398
 

 
 I COULD HAVE DANCED ALL NIGHT, 273
 

 
 I Couldn’t Hear Nobody Pray, 174
 

 
 I Cried (Tammi Terrell), 402
 

 
 I Cried for You, 267
 

 
 I Didn’t Raise My Boy to Be a Soldier, 28
 

 
 I Dig You Baby, 406
 

 
 (EVERYTHING I DO) I DO IT FOR YOU, 609
 

 
 I Do Love You, 403
 

 
 I DON’T HURT ANYMORE, 256
 

 
 I Don’t Know (Willie Mabon), 264
 

 
 I Don’t Know How to Love Him, 487
 

 
 I Don’t Know Why, 440
 

 
 I Don’t Like Mondays, 576
 

 
 I DON’T STAND A GHOST OF A CHANCE WITH YOU, 312
 

 
 I Don’t Want to Mention Any Names, 643
 

 
 I Don’t Want to Miss a Thing, 632
 

 
 I Fall to Pieces, 289, 347
 

 
 I FEEL LOVE, 529
 

 
 I FEEL THE EARTH MOVE, 471–472
 

 
 I FOUGHT THE LAW, 399–400
 

 
 I Found a New Baby, 110
 

 
 I GET AROUND, 372
 

 
 I Got a Name, 503
 

 
 I Gotta Right to Sing the Blues, 144
 

 
 I Got a Woman (Ray Charles), 272, 274, 667
 

 
 I GOT IT BAD (AND THAT AIN’T GOOD), 253, 292
 

 
 I GOT RHYTHM (Ethel Merman), 101
 

 
 I Got Rhythm (general references, 149, 159, 193
 

 
 “I Got Rhythm” Variations, 101n23
 

 
 I GOT YOU, BABE, 391
 

 
 I GOTTA FEELING, 678
 

 
 I Guess the Lord Must Be in New York City, 443
 

 
 I Had the Craziest Dream, 247
 

 
 I Hear You Knocking, 287
 

 
 I Just Can’t Help Believing, 482
 

 
 I Just Can’t Stop Loving You, 594
 

 
 I JUST WANT TO MAKE LOVE TO YOU (Etta James), 336
 

 
 I Just Want to Make Love to You (Muddy Waters), 336
 

 
 I Just Wanna Stop, 516
 

 
 I KISSED A GIRL (Katy Perry), 675–676
 

 
 I Kissed a Girl (Jill Sobule), 676
 

 
 I Knew You When, 435
 

 
 I KNOW (Dionne Farris), 624
 

 
 I Left My Heart in San Francisco, 291
 

 
 I Love a Piano, 22
 

 
 I Love a Rainy Night, 456n6
 

 
 I Love Lucy (TV show), 238
 

 
 I LOVE ROCK ‘N ROLL, 557–558
 

 
 I Love You a Thousand Ways, 315
 

 
 I Love You Because, 218
 

 
 I Love You So, 19
 

 
 I Loved a Woman (movie), 114
 

 
 I LOVES YOU, PORGY, 316–317
 

 
 I Might Be Wrong, 689
 

 
 I Miss You, 491
 

 
 I Need a Beat, 593
 

 
 I NEED LOVE, 592–593, 607
 

 
 I Need Somebody, 405
 

 
 I Need to Know, 698
 

 
 I Never Loved a Man the Way I Love You (album), 413
 

 
 I NEVER WILL MARRY, 113–114, 241n88
 

 
 I ONLY HAVE EYES FOR YOU (Frank Sinatra), 198
 

 
 I ONLY HAVE EYES FOR YOU (Art Garfunkel), 516
 

 
 I Only Have Eyes for You (The Flamingos), 516
 

 
 I Only Want to Be With You, 434
 

 
 I PITY THE FOOL, 336–337
 

 
 I PUT A SPELL ON YOU, 283–284
 

 
 I Really Don’t Want to Know, 256
 

 
 I RUN FOR LIFE, 667–668
 

 
 I Run to You, 683n4
 

 
 I SAW THE LIGHT (Hank Williams), 203
 

 
 I Saw the Light (Todd Rundgren), 531
 

 
 
 I Say a Little Prayer, 424
 

 
 I Sent a Letter to My Love, 137
 

 
 I SHOT THE SHERIFF, 504, 552
 

 
 I Smell a Rat, 425
 

 
 I Sold My Heart to the Junkman, 512
 

 
 I Swear, 632
 

 
 I Think It’s Going to Rain Today, 486
 

 
 I VARKA (Marika Papagika & Marika Kastrouni), 69–70
 

 
 I WANT A GIRL JUST LIKE THE GIRL THAT MARRIED DEAR OLD DAD, 21–22
 

 
 I WANT MY CROWN, 212
 

 
 I Wanna Be Around, 372
 

 
 I Want to Be Happy, 56
 

 
 I Wanna Be Loved, 217
 

 
 I WANNA BE SEDATED, 537
 

 
 I Wanta Do Something Freaky to You, 615
 

 
 I Wanna Go Home— see
 SLOOP JOHN B
 

 
 I Want to Hold Your Hand, 369, 369, 371, 408, 533, 618
 

 
 I Was Made to Love Her, 440n382
 

 
 I Went to Your Wedding, 229
 

 
 I WILL ALWAYS LOVE YOU (Dolly Parton), 506
 

 
 I Will Always Love You (Whitney Houston), 506, 632
 

 
 I WILL WAIT, 694
 

 
 I WISH (Stevie Wonder), 524
 

 
 I WONDER (Cecil Gant), 188
 

 
 I WONDER IF I WILL EVER REST, 249–250
 

 
 I Won’t Back Down, 705
 

 
 The Ice Man Cometh (album), 437
 

 
 I’d Rather Go Blind, 422, 713
 

 
 IDA RED, 146
 

 
 IF (Bread), 469–470
 

 
 If Ever You’re in My Arms Again, 611
 

 
 If I Could Be With You One Hour Tonight, 47
 

 
 If I Didn’t Care, 141
 

 
 If I Get Lucky, 201
 

 
 If I Had a Hammer— see
 THE HAMMER SONG
 

 
 IF I HAD MY WAY I’D TEAR THE BUILDING DOWN (Blind Willie Johnson), 72, 270
 

 
 IF I HAD MY WAY (I’D TEAR THE BUILDING DOWN) (Rev. Gary Davis), 270
 

 
 If I Had Possession over Judgment Day, 86
 

 
 IF I LOVED YOU, 207
 

 
 IF I WERE A BOY, 676–677
 

 
 IF I WERE YOUR WOMAN

 
 If Loving You Is Wrong, I Don’t Want to Be Right, 476
 

 
 If U Leave, 693
 

 
 IF WE MAKE IT THROUGH DECEMBER, 502
 

 
 If You Believe in Love, 579
 

 
 IF YOU COULD READ MY MIND, 468
 

 
 If You Could See Me Now, 205
 

 
 If You Don’t Believe I Love You, Look What a Fool I’ve Been, 81n223
 

 
 IF YOU DON’T KNOW ME BY NOW, 491–492, 513
 

 
 If You Knew Susie, 85
 

 
 If You Really Love Me, 543
 

 
 If You Think You’re Lonely Now, 666
 

 
 If You Wanna Be Happy, 157
 

 
 If You’ve Got the Money, I’ve Got the Time, 315
 

 
 I.G.Y. (WHAT A BEAUTIFUL WORLD), 562–563
 

 
 IKO IKO, 385
 

 
 I’ll Be All Smiles Tonight, 93
 

 
 I’LL BE AROUND (Tony Bennett), 365–366
 

 
 I'LL BE AROUND (The Spinners), 490–491, 494
 

 
 I’LL BE HOME FOR CHRISTMAS, 183, 208, 336, 367, 468
 

 
 I’LL BE MISSING YOU, 634–635
 

 
 I’ll Be Seeing You, 253
 

 
 I’ll Be True, 249
 

 
 I’ll Be with You in Apple Blossom Time, 10
 

 
 I’ll Cry Instead, 417
 

 
 I’ll Drown in My Tears, 272
 

 
 I’LL FLY AWAY (Chuck Wagon Gang), 217–218
 

 
 I’LL FLY AWAY (Southern Sons), 176, 239
 

 
 I’ll Fly Away (James & Martha Carson), 217
 

 
 I’ll Follow the Sun, 616
 

 
 I’ll Get By, 197
 

 
 I’LL GO STEPPING TOO, 249
 

 
 I’ll Keep It With Mine, 401
 

 
 I’LL LIVE AGAIN, 240
 

 
 I’ll Never Smile Again, 161, 163, 180
 

 
 I’LL PLAY THE BLUES FOR YOU, 666
 

 
 I’ll Remember April (April 3, 1982, FN 68)

 
 I’ll Roll In My Sweet Baby’s Arms— see
 ROLL IN MY SWEET BABY’S ARMS
 

 
 I’LL SEE YOU IN MY DREAMS, 55, 57, 99
 

 
 I’LL TAKE YOU THERE, 483–484, 500
 

 
 I’LL WALK ALONE, 187
 

 
 Ill Wind, 113, 171
 

 
 Illmatic (album), 658
 

 
 I’M A BELIEVER, 408
 

 
 I’m a Drifter, 501
 

 
 I’M A FOOL TO WANT YOU, 235–236
 

 
 I’m a Jonah Man, 10
 

 
 I’m a King Bee, 340
 

 
 I’M A MAN (Bo Diddley), 263–264
 

 
 I’M A MAN—also see
 MANISH BOY
 

 
 I’m a Poor Pilgrim of Sorrow, 169n86
 

 
 I’m a Woman, 402
 

 
 I’m Alabama Bound, 124–125
 

 
 I’m All Alone, 338
 

 
 I’M ALWAYS CHASING RAINBOWS, 24, 38
 

 
 I’m Certainly Living a Rag-time Life, 8
 

 
 I’M COMING, VIRGINIA, 67
 

 
 I’m Done with Rag-time, 8n24
 

 
 I’M FREE (WHAT’S NEW?), 138
 

 
 I’M FREE AT LAST, 176
 

 
 I’M GETTING SENTIMENTAL OVER YOU, 124
 

 
 I’m Gone, 277
 

 
 I’M GONNA MEET MY SWEETIE NOW, 63–64
 

 
 I'M GONNA MOVE TO THE OUTSKIRTS OF TOWN, 173
 

 
 I’m Gonna Walk Your Log, 125n158
 

 
 I’m Gonna Wash That Man Right Out of My Hair, 216
 

 
 I’M IN THE MOOD (John Lee Hooker), 238
 

 
 I’m in the Mood for Love, 238
 

 
 I’m Like a Bird, 668
 

 
 I’m Moving On, 256
 

 
 I’M OLD-FASHIONED, 354
 

 
 I'M ON FIRE, 576
 

 
 I’M READY (Muddy Waters), 261
 

 
 I’m So Glad, 85, 435
 

 
 I’m So Lonesome I Could Cry, 482
 

 
 I’M SORRY (Brenda Lee), 328–329
 

 
 I’m Thinking Tonight of My Blue Eyes, 242
 

 
 I'M THROUGH WITH LOVE, 105
 

 
 I’m Troubled in Mind, 60
 

 
 I’m Waiting for the Man, 496
 

 
 I’m Walkin’, 339
 

 
 I’m Walking Behind You, 200
 

 
 The Imagined Savior is Far Easier to Paint (album), 704
 

 
 Imitation of Life (movie), 272
 

 
 Immigres (Youssou D’dour), 623
 

 
 Impatient, 675
 

 
 The Imperial, 17
 

 
 THE IMPOSSIBLE DREAM (THE QUEST) (Richard Kiley), 399
 

 
 
 THE IMPOSSIBLE DREAM (Jack Jones), 399
 

 
 IN A MELLOTONE, 162
 

 
 In a Mist, 115
 

 
 In a Silent Way (album), 459, 506
 

 
 In America (movie), 498
 

 
 In and Out of Love, 383
 

 
 In Cold Blood (Truman Capote), 413
 

 
 IN COLOR (Jamey Johnson), 674–675
 

 
 IN DREAMS, 355–356
 

 
 In My Harem, 23
 

 
 In My Life (album), 409
 

 
 IN MY ROOM, 365
 

 
 In Old Illinois, 20
 

 
 IN STATE (Kathleen Edwards), 665–666
 

 
 IN THE AIR TONIGHT, 554–555
 

 
 In the Baggage Coach Ahead, 156
 

 
 In the Evening by the Moonlight, 27
 

 
 In the Ghetto, 436
 

 
 IN THE GOOD OLD SUMMER TIME (Sousa’s Band), 11
 

 
 IN THE GOOD OLD SUMMER TIME (Billy Murray), 15
 

 
 In the Heights (musical), 716
 

 
 In the Hills of Shiloh, 375n362
 

 
 IN THE JAILHOUSE NOW, 75
 

 
 In the Midnight Hour, 407
 

 
 IN THE MOOD (Edgar Hayes), 134
 

 
 In the Mood (Glenn Miller), 134, 142n261, 143n262
 

 
 In the Mountains, 494n243
 

 
 IN THE PINES, 245, 623
 

 
 IN THE SHADE OF THE OLD APPLE TREE, 13–14
 

 
 In the Still of the Nite (Five Satins), 249n138
 

 
 In the Wee Small Hours of the Morning (album), 261
 

 
 IN YOUR EYES, 587, 623
 

 
 An Inconstant Lover, 61
 

 
 INDEPENDENCE DAY (Martina McBride), 621
 

 
 Independence Day (Bruce Springsteen), 553
 

 
 (Back Home Again in) Indiana, 35
 

 
 INFANT EYES, 377–378
 

 
 Ingenue (album), 614
 

 
 Ingredients in a Recipe for Soul (album), 363
 

 
 INNER CITY BLUES (MAKE ME WANNA HOLLER), 475–476
 

 
 Inner Urge, 360
 

 
 Innervisions (album), 508
 

 
 The Innocent Age (album), 556
 

 
 An Innocent Man (album), 569
 

 
 Insane Asylum, 402
 

 
 Inside Job (movie), 641
 

 
 Inside Llewyn Davis (movie), 711
 

 
 Inside Your Heaven, 669
 

 
 INSTANT KARMA (WE ALL SHINE ON), 456–457
 

 
 International Revue (musical), 120, 188
 

 
 Intervention (Arcade Fire), 671
 

 
 Into the Woods (musical), 574n172
 

 
 Intruder (Peter Gabriel), 555n48
 

 
 THE INVASION OF POLAND, 157–158
 

 
 Invisible Man (Ralph Ellison), 90, 245
 

 
 Invisible Touch (album), 588
 

 
 Invitation to the Blues, 306
 

 
 Iola, 17
 

 
 IRIS (Goo Goo Dolls), 639–640
 

 
 Ironbar, 282
 

 
 Irreplaceable, 679n223
 

 
 IS IT REALLY LOVE AT ALL?, 489
 

 
 Is She Really Going Out With Him, 562
 

 
 The Isle o’ Dreams (musical), 24
 

 
 Isn’t It a Pity (George Harrison), 466
 

 
 ISN’T IT ROMANTIC?, 309
 

 
 Israel (Miles Davis), 215
 

 
 IT AIN’T GONNA RAIN NO MO’, 53–54
 

 
 It Ain’t Necessarily So, 316
 

 
 IT DON’T MEAN A THING (IF IT AIN’T GOT THAT SWING), 108
 

 
 It Feels So Good, 82
 

 
 It Goes Like It Goes, 543, 589
 

 
 IT HAD TO BE YOU, 55, 99
 

 
 It Happened One Night (movie), 116
 

 
 IT HURTS TOO MUCH, 551
 

 
 IT MAKES NO DIFFERENCE NOW, 138
 

 
 It Never Rains in Southern California, 654
 

 
 It Takes a Nation of Millions to Hold Us Back (album), 594, 598
 

 
 IT WAS A VERY GOOD YEAR (Kingston Trio), 342
 

 
 It Was a Very Good Year (Frank Sinatra), 199n251, 342, 387
 

 
 It Wasn’t God Who Made Honky Tonk Angels, 242
 

 
 It Won’t Be Long, 73
 

 
 It’s a Heartache,

 
 IT’S A LONG, LONG WAY TO TIPPERARY, 28
 

 
 It’s a Low-down Dirty Shame, 201n262
 

 
 It’s a Mad, Mad, Mad, Mad World (movie), 402
 

 
 IT’S A MAN’S MAN’S MAN’S WORLD, 402
 

 
 It’s a Shame, 461, 490, 493, 543
 

 
 IT’S ALL IN THE GAME, 307
 

 
 IT’S ALL RIGHT (The Impressions), 364
 

 
 It’s All Right, Baby, 140n249
 

 
 IT'S ALRIGHT, MA (I'M ONLY BLEEDING), 388–389
 

 
 IT’S BEEN A LONG, LONG TIME, 198–199
 

 
 It’s Beginning to Look a Lot Like Christmas, 298
 

 
 It’s Funny to Everyone But Me, 180n140
 

 
 IT’S LIKE THAT, 566
 

 
 It’s My Thing, 594
 

 
 IT’S NOBODY’S FAULT BUT MINE, 72
 

 
 IT’S NOT FOR ME TO SAY, 291
 

 
 IT’S NOW OR NEVER, 331–332
 

 
 IT’S ONLY A PAPER MOON, 184
 

 
 IT’S ONLY MAKE BELIEVE, 308
 

 
 It’s Over (Roy Orbison), 356
 

 
 It’s Raining, 373
 

 
 IT’S RAININ’ HERE THIS MORNING, 185, 200
 

 
 IT’S TIGHT LIKE THAT, 81–83, 85
 

 
 It’s Too Late (Carole King), 471, 519
 

 
 It’s Too Soon to Know, 212n325
 

 
 It’s Your Thing, 477n140
 

 
 I’ve Been Loving You Too Long, 398
 

 
 I'VE GOT A CRUSH ON YOU (Frank Sinatra), 206
 

 
 I’ve Got a Lot of Living to Do, 369
 

 
 I’ve Got a New Home, 282
 

 
 I’ve Got Love on My Mind, 609
 

 
 I’ve Got My Captain Working for Me Now, 22
 

 
 I’VE GOT MY LOVE TO KEEP ME WARM (Billie Holiday), 130
 

 
 I’ve Got That Old Feeling (album), 624
 

 
 I’ve Got You Under My Skin, 286
 

 
 I’ve Heard That Song Before, 199, 559n68
 

 
 I’ve Laid Around and Played Around, 127
 

 
 I’VE TAKEN QUITE A FANCY TO YOU, 17
 

 
 IYA (Irakere), 541
 

 

 
 
 Jack of Diamonds, 71, 245
 

 
 Jackson (Nancy Sinatra & Lee Hazlewood), 418n229
 

 
 Jade (movie), 639
 

 
 Jailhouse Blues, 135n214
 

 
 JAKIE JAZZ ‘EM UP, 62
 

 
 JAMAICA FAREWELL, 282
 

 
 James Bond Theme, 417, 695n107
 

 
 Jamie Douglas, 241
 

 
 Jamming (Bob Marley), 552
 

 
 THE JAPANESE SANDMAN, 45
 

 
 Jaws (movie), 514, 538, 561
 

 
 Jazz (Ken Burns documentary series), 649
 

 
 
 Jazz Samba (album), 372
 

 
 The Jazz Scene (album), 221
 

 
 Jazznocracy, 118, 129
 

 
 The Jealous Lover, 213
 

 
 Jelly, Jelly, 217
 

 
 Jelly Roll Blues, 51
 

 
 Jennifer (movie), 302
 

 
 Jennifer Tompkins, 510
 

 
 Jenny, Jenny, 406
 

 
 Jenny Lynn, 231
 

 
 Jenny Take a Ride, 406
 

 
 Jersey Boys (musical), 495n248
 

 
 Jerusalem (album), 656
 

 
 Jerusalem Mournin’, 19
 

 
 JERUSALEM RIDGE, 520
 

 
 (JESUS CHRIST) SUPERSTAR, 455–456
 

 
 Jesus Christ, Superstar (album), 456, 487
 

 
 Jesus Hold My Hand, 217
 

 
 Jesus is a Mighty Good Leader, 104
 

 
 Jesus, Lover of My Soul, 22
 

 
 Jesus, Take the Wheel, 669
 

 
 Jesus Walks, 667
 

 
 Jesus Was a Capricorn (album), 496
 

 
 Jet (Paul McCartney), 661
 

 
 The Jig In “G”, 93
 

 
 JIM CRACK CORN (BLUE TAIL FLY), 117
 

 
 Jimmie’s Texas Blues, 500
 

 
 Jimmy’s Blues, 54n59
 

 
 JINGLE BELLS, 213, 262, 408–409
 

 
 JIN-GO-LO-BA (DRUMS OF PASSION), 325–326
 

 
 Jive Samba, 325
 

 
 Jive Talkin’, 522
 

 
 Jock-o-Mo, 385
 

 
 JOE HILL, 204, 460
 

 
 John Hardy, 159
 

 
 JOHN HENRY (Leadbelly), 140
 

 
 JOHN HENRY (Lilly Brothers), 293–294
 

 
 JOHN THE REVELATOR, 134–135
 

 
 Joe Turner Blues, 48
 

 
 Joey (Jeri Southern), 246
 

 
 Johannesburg, 471
 

 
 John Peel, 57
 

 
 JOHN WALKER’S BLUES, 656–657
 

 
 Johnny B. Goode, 32
 

 
 Johnny Come Lately, 175n120
 

 
 Johnny

 
 Johnny’s Greatest Hits (album), 287, 288, 291
 

 
 JOLENE (Dolly Parton), 502–503
 

 
 JOLIE BLON (LA VALSE DE GUEYDAN) (Leo Soileau), 121
 

 
 JOLIE BLONDE (Hackberry Ramblers), 128–129
 

 
 MA BLONDE EST PARTIE (JOLIE BLONDE), 87
 

 
 Jole Blon (general references), 216, 313n568
 

 
 Jonah (Golden Gate Jubilee Quartet), 134, 218
 

 
 JORDAN IS A HARD ROAD TO TRAVEL, 66–67
 

 
 Jordu, 259
 

 
 Joseph and the Amazing Technicolor Dreamcoat (musical), 455
 

 
 Joshua (Dolly Parton), 502
 

 
 Joshua Judges Ruth (album), 613
 

 
 The Joshua Tree (album), 593
 

 
 Journal of American Folklore (selective citations only), 11, 22, 52n49, 53, 71, 79, 107, 133, 140, 145, 160, 214, 241, 247, 294, 362n260, 407n147
 

 
 Joy Spring, 259
 

 
 JOY TO THE WORLD (Louvin Brothers), 345
 

 
 Jubilee (musical), 289
 

 
 Juke Box Jury (TV show), 257
 

 
 Julie Is Her Name (album), 267
 

 
 JUMP, JIVE, AN’ WAIL, 281–282
 

 
 June Fair and Warmer (album), 287
 

 
 Junker Blues, 244, 252
 

 
 Juno (movie), 665
 

 
 Jurassic Park (movie), 620
 

 
 Just a Closer Walk With Thee, 175
 

 
 Just a Dream, 333n70
 

 
 Just a Gigolo, 104
 

 
 JUST BECAUSE POLKA, 211
 

 
 Just Dance, 687
 

 
 Just Dropped In (to See What Condition My Condition Was In), 537
 

 
 JUST FRIENDS, 221
 

 
 JUST LIKE— see
 STARTING OVER
 

 
 Just One Look, 443, 493n229
 

 
 Just One More Chance, 209
 

 
 Just One More Day, 398
 

 
 JUST ONE OF THOSE THINGS, 289
 

 
 Just Out of Reach, 656, 670
 

 
 JUST THE WAY YOU ARE (Billy Joel), 532–533
 

 
 JUST THE WAY YOU ARE (AMAZING) (Bruno Mars), 685
 

 
 Justified (TV series), 633, 655
 

 

 
 
 Kaleidoscope Dream (album), 693
 

 
 Kansas City (Wilbert Harrison), 346
 

 
 Kansas City Man Blues, 51
 

 
 KARMA CHAMELEON, 571
 

 
 Karn Evil 9, 526n431
 

 
 K.C. Moan, 70n166
 

 
 Keep a-Knockin’, 32n131, 483
 

 
 Keep It Together, 604
 

 
 KEEP MOVIN’ , 5–6
 

 
 Keep My Skillet Good and Greasy, 67
 

 
 KEEP OFF THE GRASS, 47
 

 
 Keep On Pushing, 384
 

 
 KEEP ON THE SUNNY SIDE, 76
 

 
 Keep Your Arms Around Me, 201
 

 
 KENTUCKY RAIN, 456
 

 
 Kerosene, 683
 

 
 Kid Boots (musical), 59
 

 
 Killer (Seal), 621
 

 
 Kind Hearted Woman, 116, 130
 

 
 Kind of Blue (album), 259, 300, 308, 313, 341
 

 
 The King and I (musical), 71
 

 
 King Biscuit Time (radio show), 266
 

 
 The King is Dead (album), 686
 

 
 THEME, “KING KONG”, 112, 324
 

 
 KING KONG KITCHIE KITCHIE KI-ME-O, 79
 

 
 KING KUNTA, 713
 

 
 KING OF PAIN

 
 THE KING OF RAGS, 16
 

 
 KING OF THE BUNGALOOS, 21, 60
 

 
 King of the Delta Blues Singers (album), 130n188
 

 
 King of the New York Streets, 717
 

 
 KING PORTER (Benny Goodman), 122–123
 

 
 King Porter (as composition), 63
 

 
 KING SIZE PAPA, 209
 

 
 King’s Record Shop (album), 596
 

 
 Kinky Boots (musical), 572
 

 
 Kismet (musical), 399
 

 
 KISS (Prince & the Revolution), 583, 584
 

 
 KISS AND SAY GOODBYE, 520
 

 
 KISS FROM A ROSE, 626
 

 
 Kisses on the Wind, 623
 

 
 Kisses Sweeter Than Wine, 238
 

 
 Knickerbocker Holiday (musical), 139
 

 
 KNOCKIN' ON HEAVEN'S DOOR, 501–502, 517
 

 
 KNOZZ-MOE-KING, 588–589
 

 
 Ko Ko (Charlie Parker), 146
 

 
 Ko Ko (Duke Ellington), 277
 

 
 Kodachrome, 500
 

 
 Kokomo Blues, 119, 129
 

 
 The Koln Concert (album), 531
 

 
 Koloda Duda, 346
 

 
 Kum Ba Ya, 335n88
 

 
 Ku’u Pua I Paoakalini, 9
 

 
 Kyrie (Mr. Mister), 582
 

 

 
 
 L.A. Woman (álbum), 473
 

 
 LA BAMBA (Los Lobos), 591
 

 
 La Bamba (Ritchie Valens), 591
 

 
 LA BARCA, 329
 

 
 
 La Conga, 582n226
 

 
 La Copa de la Vida (The Cup of Life), 641
 

 
 LA CRISIS ACTUAL, 104
 

 
 La Dolce Vita (movie), 484
 

 
 La La Means I Love You, 482
 

 
 LA PATRIA MADRINA (MY HOME COUNTRY), 712
 

 
 L.A. Song (Out of This Town), 713
 

 
 La Strada (movie), 484
 

 
 LA TOMA DE MATAMOROS (The Assault on Matamoros), 101–102
 

 
 La Tortura, 704n187
 

 
 LA VALSE DE GUEYDAN— see
 JOLIE BLONDE
 

 
 LA VIE EN ROSE, 232
 

 
 Ladies Love Country Boys, 674
 

 
 Ladies’ Night, 552
 

 
 Ladies of the Canyon (album), 457
 

 
 Lady (Kenny Rogers), 569
 

 
 Lady, Be Good! (musical), 56, 71
 

 
 LADY GAY, 72
 

 
 The Lady In Red, 177
 

 
 Lady In Satin (album), 441
 

 
 Lady in the Dark (musical), 71
 

 
 Lady Madonna, 459
 

 
 LADY MARMALADE, 512
 

 
 Lady of Spain, 117
 

 
 Lady Sings the Blues (movie), 199
 

 
 Lady Soul (album), 426n280
 

 
 The Lamb Lies Down on Broadway (album), 588
 

 
 LAND OF CONFUSION, 588, 718
 

 
 LAND OF HOPE AND DREAMS, 649–650
 

 
 Land of Love, 210
 

 
 The Lady of the Lake (poem), 125
 

 
 L’Anee Pasee, 192
 

 
 The Lass of Roch Royal, 114, 293
 

 
 The Last Payday at Coal Creek, 136
 

 
 Last Fair Deal Gone Down, 59
 

 
 THE LAST MONTH OF THE YEAR, 614; 
 also see
 WHEN WAS JESUS BORN?
 

 
 LAST NIGHT (Mar-keys), 341–342, 477
 

 
 LAST NITE (The Strokes), 654
 

 
 The Last Night of the World, 642
 

 
 The Last One to Know, 630n164
 

 
 Last Night When We Were Young, 319
 

 
 The Last Round-up, 115n93, 237
 

 
 THE LAST SONG, 615
 

 
 THE LAST THING ON MY MIND, 376
 

 
 Last Train to Clarksville, 408
 

 
 The Last Waltz (movie), 266
 

 
 Latch, 706
 

 
 Late for the Sky (album), 511
 

 
 LATE IN THE EVENING, 551
 

 
 The Late Show With David Letterman, 715
 

 
 LAURA (Dick Haymes), 197
 

 
 Laura (Woody Herman), 193
 

 
 Lawdy, Lawdy Blues, 244
 

 
 LAWDY, MISS CLAWDY, 243–244, 310
 

 
 LAY DOWN (CANDLES IN THE RAIN), 458
 

 
 LAY LADY LAY, 442
 

 
 Layla, 493n229
 

 
 Lazy Afternoon (album), 507, 510
 

 
 LAZY DAY, 421–422
 

 
 Le Blues du ‘tit chien, 216
 

 
 Le Freak, 540, Nov. 17, 1984

 
 LEADER OF THE PACK, 376
 

 
 A League of Their Own (movie), 614
 

 
 Leah (Roy Orbison), 356
 

 
 LEAN ON ME, 485
 

 
 Learn to Fly (Foo Fighters), 688
 

 
 LEARNING TO FLY (Ruthie Foster), 707
 

 
 Leave My Woman Alone, 282n355
 

 
 Leaving Las Vegas (Sheryl Crow), 622
 

 
 LEAVING ON A JET PLANE, 445
 

 
 Lee Highway Blues, 91
 

 
 Legend (Bob Marley album), 497n261, 504n299, 527n438, 539n519, 557n58
 

 
 Lemonade (album), 718–719
 

 
 LES BLUES DE VOYAGE (TRAVELING BLUES), 118
 

 
 Les Miserables (musical), 641
 

 
 Les Oignons (The Onions), 240
 

 
 LESTER LEAPS IN, 149
 

 
 Lester Left Town, 377
 

 
 LET DOWN, 635
 

 
 Let Freedom Ring (revue), 215
 

 
 Let It Be (song), 445, 616
 

 
 Let It Be (Beatles album), 457, 458, 459, 466, 499, 655
 

 
 Let It Be (documentary), 440
 

 
 LET IT BE ME, 324
 

 
 Let It Bleed (album), 442, 443, 471
 

 
 LET IT GO, 702–703
 

 
 LET ME OFF UPTOWN, 167
 

 
 Let Me Prove My Love to You, 661
 

 
 LET THE GOOD TIMES ROLL (Shirley & Lee), 277–278
 

 
 LET THE SUNSHINE IN— see
 AQUARIUS
 

 
 Let’s Dance (David Bowie), 540, 568
 

 
 Let’s Fall in Love, 112
 

 
 LET'S GO CRAZY, 574
 

 
 Let’s Go, Let’s Go, Let’s Go, 312
 

 
 Let’s Have a Party, 687
 

 
 Let’s Hear It for the Boy, 620
 

 
 Let’s Spend the Night Together, 410, 488
 

 
 Let’s Stay Together, 573
 

 
 THE LETTER (Box Tops), 418–419
 

 
 Levee Camp Moan Blues, 247
 

 
 LEVI STUBBS’ TEARS

 
 THE LIBERTY BELL, 5
 

 
 Lieutenant Kije Suite, 429, 583
 

 
 Life is But a Dream (The Harptones), 253
 

 
 Life Less Ordinary, 670
 

 
 Life Magazine (premiere), 129
 

 
 Lift Ev’ry Voice and Sing, 448, 653
 

 
 LIFT HIM UP, THAT’S ALL, 71–72
 

 
 LIKE A ROCK, 585–586
 

 
 Like a Rose (album), 700n145
 

 
 LIKE A VIRGIN, 575–576
 

 
 LIKE TOY SOLDIERS, 665
 

 
 LIL' DARLIN' (Count Basie), 103, 295
 

 
 Lilacs in the Rain, 142n256
 

 
 Liliom (play), 207
 

 
 A Lincoln Portrait, 527
 

 
 Ling, Ting, Tong, 238
 

 
 LINUS AND LUCY, 396
 

 
 The Lion Sleeps Tonight, 356, 421
 

 
 Liquid Spirit (album), 701
 

 
 The Liquidator, 484
 

 
 The List (album), 703
 

 
 LISTEN TO MY HEART, 627–628
 

 
 Listen to the Mocking Bird, 27
 

 
 Listen to the Music, 538
 

 
 Little Annie Rooney, 4
 

 
 Little Benny— see
 CRAZEOLOGY
 

 
 A LITTLE BIT OF EVERYTHING, 689, 716
 

 
 Little Darlin’, 333
 

 
 LITTLE DELIA, 219
 

 
 THE LITTLE DOVE, 145–146
 

 
 The Little Drummer Boy, 367
 

 
 Little Lies, 420
 

 
 The Little Mermaid (movie), 611
 

 
 A Little Night Music (musical), 574
 

 
 LITTLE POCKET SIZE DEMONS, 692
 

 
 The Little Old Log Cabin in the Lane, 52
 

 
 Little Red Rooster, 340
 

 
 Little Sally Walker, 407
 

 
 Little Shop of Horrors (musical), 611
 

 
 Little Sparrow, 241
 

 
 Little Things Mean a Lot, 199
 

 
 Little White Lies, 103
 

 
 LIVE AND LET DIE, 500, 695
 

 
 Live at the Regal (album), 263
 

 
 Live Fast, Love Hard, Die Young, 337
 

 
 LIVE LIKE YOU WERE DYING, 663
 

 
 Liverpool Hornpipe, 92
 

 
 Livery Stable Blues, 35
 

 
 The Living Daylights (movie), 418
 

 
 Living for the City, 508
 

 
 Living Inside Myself, 516
 

 
 LIVIN’ LA VIDA LOCA, 641
 

 
 
 Liza Jane, 52
 

 
 Loco, 705n189
 

 
 THE LOCO-MOTION, 350, 359
 

 
 Logan County Blues, 136n220
 

 
 LOLA (The Kinks), 463–464
 

 
 Lollipops and Roses, 399
 

 
 London Blues, 51
 

 
 London Bridge, 673
 

 
 Lone Star State of Mind (album), 561
 

 
 LONELY AVENUE, 282–283, 333, 611
 

 
 LONELY BIRD, 631
 

 
 Lonely Weekends, 495
 

 
 Lonesome Dove (novel), 578
 

 
 The Lonesome Grove, 145
 

 
 Lonesome in the Pines, 245
 

 
 The Lonesome Jubilee (album), 653
 

 
 Lonesome Road, 146n276
 

 
 Lonesome Road (Buzz Busby), 319n598
 

 
 Lonesome, Nobody Cares, 60
 

 
 THE LONESOME RIVER, 232–233
 

 
 Lonesome Road, 62n116
 

 
 Lonesome Standard Time, 643
 

 
 The Lonesome Train, 157
 

 
 THE LONG AND WINDING ROAD, 459
 

 
 LONG BLACK VEIL, 315–316, 648
 

 
 Long John Blues, 217n357
 

 
 Long Lonesome Blues (Blind Lemon Jefferson), 282
 

 
 Long Lonesome Day Blues, 69
 

 
 LONG, LONG TIME (Linda Ronstadt), 462–463
 

 
 The Long Lost Blues, 32n131
 

 
 The Long Riders (movie score), 636
 

 
 Long Tall Sally, 275
 

 
 Long Time Gone, 633
 

 
 Longview, 637
 

 
 THE LONG WAY HOME, 703
 

 
 LONGER (Dan Fogelberg), 544
 

 
 The Longest Train I Ever Saw, 245
 

 
 Longing in Their Hearts (album), 620
 

 
 The Look of Love (Dusty Springfield), 434
 

 
 The Look of Love (ABC), 571
 

 
 Look to the Rainbow (album), 559
 

 
 Look Through Any Window, 404
 

 
 Lord Barnard and Little Musgrove, 650
 

 
 LORD, I JUST CAN’T KEEP FROM CRYING, 84
 

 
 LOSER (Beck), 619–620
 

 
 Losing My Religion, 648n16
 

 
 Lost April (April 17, 1948)

 
 THE LOST CHILD, 83, 367
 

 
 LOST HIGHWAY, 218–219
 

 
 Lost Horizon (movie), 324
 

 
 LOST IN A FOG, 120
 

 
 Lost in the Stars (musical), 139
 

 
 Lost in Translation (movie), 560
 

 
 Lotta Lovin’ (Gene Vincent), 275
 

 
 Lotus Blossom, 612
 

 
 Louie, Louie, 256
 

 
 LOUISIANA 1927, 510
 

 
 Love and Theft (album), 670
 

 
 Love at the Five and Dime, 561
 

 
 Love Break, 604
 

 
 Love Bridge Waltz, 216
 

 
 LOVE FOR SALE, 103
 

 
 Love Her Madly, 473
 

 
 The Love I Lost, 513
 

 
 Love In Vain (Robert Johnson), 132
 

 
 Love is a Hurtin’ Thing, 521
 

 
 Love is a Many-Splendored Thing, 253
 

 
 Love Is All Around (Sonny Curtis), 400
 

 
 Love Is Here to Stay— see
 OUR LOVE IS HERE TO STAY
 

 
 LOVE IS THE ANSWER, 530–531
 

 
 Love is the Sweetest Thing, 117
 

 
 Love is the Tender Trap, 559n68
 

 
 Love Is the Thing (album), 287
 

 
 Love Jones (movie), 624
 

 
 Love Me Do, 369
 

 
 Love Me Tonight (movie), 244, 309
 

 
 (I Wanna) Love My Life Away, 348
 

 
 Love of My Life (An Ode to Hip-Hop), 710
 

 
 LOVE POTION NO. 9, 318
 

 
 LOVE SHACK, 600
 

 
 LOVE SNEAKIN’ UP ON YOU, 620
 

 
 Love Story (Taylor Swift), 686n20
 

 
 A LOVE SUPREME: PART 1 (ACKNOWLEDGEMENT), 377
 

 
 A Love Supreme (album), 366, 377
 

 
 Love the Way You Lie, 702
 

 
 LOVE THEME— see
 CHINATOWN
 

 
 LOVE THEME— see
 THE GODFATHER
 

 
 Love to Love You, Baby, 529
 

 
 Love Train, 517
 

 
 LOVE WILL TEAR US APART, 550
 

 
 LOVER (Peggy Lee), 244
 

 
 Lover (Les Paul), 207, 244
 

 
 LOVER MAN (OH, WHERE CAN YOU BE) (Billie Holiday), 187–188, 195
 

 
 LOVER MAN (Dizzy Gillespie & Quintet with Sarah Vaughan), 195–196
 

 
 Love’s Made a Fool of You, 400
 

 
 LOVES ME LIKE A ROCK, 500
 

 
 LOVESICK BLUES (Emmett Miller), 77
 

 
 “Lucia” Sextet, 75
 

 
 LUCILLE (Little Richard), 290
 

 
 Lucille (Kenny Rogers), 537
 

 
 Lucky Man, 526
 

 
 Luck of the Draw (album), 620
 

 
 Lucky Star, 575
 

 
 Lucky Town (album), 612
 

 
 LUCY IN THE SKY WITH DIAMONDS, 416–417
 

 
 Luka (Suzanne Vega), 606
 

 
 LULEI SOROS’CHA (IF NOT FOR YOUR TORAH), 631
 

 
 LUNCEFORD SPECIAL, 151
 

 
 LUSH LIFE (Johnny Hartman & John Coltrane), 357
 

 
 Lush Life (Nat King Cole), 261, 357
 

 
 Lush Life (Joe Henderson album), 360, 612
 

 
 LYIN' EYES, 517
 

 

 
 
 MA BLONDE EST PARTIE, 87, 121
 

 
 Macarena (April 7, 1973, FN 259; 704n187
 

 
 MACARTHUR PARK (Richard Harris), 429–430, 536
 

 
 MACARTHUR PARK (Donna Summer), 536
 

 
 MACK THE KNIFE (THEME FROM THE “THREEPENNY OPERA”) (Louis Armstrong), 271
 

 
 Mack the Knife (Bobby Darin), 271, 316
 

 
 Mack the Knife (general references), 139, 268
 

 
 MAD WORLD, 661
 

 
 MADAME GEORGE, 433
 

 
 Madame Sherry (musical), 23
 

 
 Maggie’s Farm, 694
 

 
 The Magic Touch, 276
 

 
 THEME, “THE MAGNIFICENT SEVEN” (Elmer Bernstein), 334–335
 

 
 THE MAGNIFICENT SEVEN (Al Caiola), 334–335
 

 
 Mahogany Hall Stomp, 84
 

 
 The Maid Freed from the Gallows, 142
 

 
 Maid with the Flaxen Hair, 66
 

 
 Main Course (album), 522
 

 
 MAIN STEM, 175
 

 
 The Majestic, 346
 

 
 Make Believe, 295
 

 
 Make It With You, 470
 

 
 Making Love Out of Nothing at All, 567
 

 
 MAKIN’ WHOOPEE, 85
 

 
 Mal Hombre, 118
 

 
 The Maltese Falcon (movie), 169
 

 
 Mama Equero (I Want My Mama), 145
 

 
 Mama Look a Bubu, 192
 

 
 MAMA SAID KNOCK YOU OUT, 607
 

 
 Mama Told Me (Not to Come), 486
 

 
 Mama Tried, 437
 

 
 Mama Will Bark, 235
 

 
 MAMA’S BLACK BABY BOY, 5
 

 
 Mama’s Broken Heart, 694
 

 
 MAMBO NO. 5, 228
 

 
 
 MAN (Neko Case), 700–701
 

 
 The Man from U.N.C.L.E. (TV show), 507
 

 
 THE MAN I LOVE (Billie Holiday), 151
 

 
 THE MAN I LOVE (Lena Horne), 171
 

 
 THE MAN I LOVE (Coleman Hawkins’ Swing Four), 185
 

 
 THE MAN I LOVE (Lee Wiley/Eddie Condon & His Orchestra), 190–191
 

 
 The Man I Love (general references), 162n40, 172
 

 
 MAN IN THE MIRROR, 594
 

 
 Man Man Briscoe, 158
 

 
 A Man Needs a Maid, 481
 

 
 Man of La Mancha (musical), 399
 

 
 Man on the Moon (R.E.M. song and movie), 644
 

 
 MAN SMART, WOMAN SMARTER, 127, 192n204
 

 
 THE MAN WHO SHOT LIBERTY VALANCE, 348
 

 
 The Man Who Sold the World, 494
 

 
 The Man With the Golden Arm (movie), 335
 

 
 Mandy (Irving Berlin), 22
 

 
 MANES TSERGIACH, 93
 

 
 Manhattan (movie), 495n248
 

 
 MANIC MONDAY, 583, 584
 

 
 MANISH BOY, 264, 265–266, 394
 

 
 Manteca (Dizzy Gillespie), 200n257
 

 
 Many Moons, 685
 

 
 MAPLE LEAF RAG (Scott Joplin), 9, 32, 33
 

 
 MAPLE LEAF RAG (Sidney Bechet), 110
 

 
 MARAVAL GIRLS, 131
 

 
 Marching Through Georgia, 13
 

 
 MARCUS GARVEY, 518–519
 

 
 MARDI GRAS IN NEW ORLEANS, 220, 251
 

 
 Margie, 85
 

 
 Maria (“West Side Story”), 299
 

 
 Maria Elena, 168n75, 178
 

 
 MARIE (Tommy Dorsey), 130–131
 

 
 Marie (Randy Newman), 510n334
 

 
 Marrakesh Express, 445
 

 
 The Martian Chronicles (Ray Bradbury), 261n214
 

 
 Marvin Gaye (song by Charlie Puth), 712
 

 
 MARY DON’T YOU WEEP— see
  O MARY
 

 
 Mary Don’t You Weep (Swan Silvertones), 314, 500
 

 
 Mary Hamilton (folk song), 294
 

 
 Mary Lou, 358
 

 
 Mary Poppins (movie), 384
 

 
 The Mary Tyler Moore Show, 400, 492
 

 
 Mary Was My Mother’s Name, 22
 

 
 M*A*S*H (TV series), 492
 

 
 Mashed Potato Time, 350
 

 
 Mashed Potato, USA, 347n162
 

 
 Mass Destruction, 629
 

 
 MASTER BLASTER (JAMMIN’), 551–552
 

 
 Master of Puppets (album), 610
 

 
 MATCHBOX (Carl Perkins), 290
 

 
 Matchbox Blues (Blind Lemon Jefferson), 290
 

 
 Material Girl, 576
 

 
 Matthew and Son, 468
 

 
 MAYBE (The Chantels), 297
 

 
 MAYBE I'M AMAZED, 458
 

 
 Maybe It’s Because I Love You Too Much, 113
 

 
 Maybellene (Chuck Berry), 146, 233, 291
 

 
 Me and Bobby McGee, 461
 

 
 Me and Charlie Talking, 683
 

 
 Me and Juliet (musical), 383
 

 
 ME AND MRS. JONES, 492
 

 
 ME, MYSELF AND I (De La Soul), 599
 

 
 Me, Myself and I (1937 song), 239n71
 

 
 Mean to Me, 257
 

 
 Mean Woman Blues, 364
 

 
 Medicine Man, 491
 

 
 Meet Joe Black (movie), 618
 

 
 Meet Me in St. Louis (movie), 186, 189, 191; 
  photo, 189
 

 
 Meeting Across the River,

 
 MELANCHOLY BABY, 70
 

 
 Melody in A Major, 307
 

 
 MEMORIES OF YOU (Rosemary Clooney & Benny Goodman Trio), 269–270
 

 
 MEMPHIS (Lonnie Mack), 361
 

 
 Memphis (other references to Chuck Berry song), 405
 

 
 MEMPHIS BLUES (Victor Military Band), 26
 

 
 MEMPHIS BLUES (Lt. Jim Europe’s 369th Regiment Hellfighters Band), 38–39
 

 
 Memphis Blues (general references), 23, 29n116, 30, 258
 

 
 MEMPHIS IN THE MEANTIME, 592
 

 
 MERCY (Duffy), 675
 

 
 MERCY MERCY ME (THE ECOLOGY), 473–474
 

 
 Mercy, Mercy, Mercy, 458
 

 
 MERCY NOW (Mike Farris), 707–708
 

 
 MERRY CHRISTMAS, BABY, 207–208, 336
 

 
 MERRY CHRISTMAS, DARLING (The Carpenters), 468
 

 
 MERRY-GO-ROUND, 694
 

 
 A Mess of Blues, 331n63
 

 
 The Message (Grandmaster Flash), 570
 

 
 Metamodern Sounds in Country Music (album), 706
 

 
 The Metronome (periodical; selective citations), 14, 53, 90, 99, 104, 117, 184, 196, 202n265
 

 
 Metropolis (Ferde Grofe), 110
 

 
 Mexican Joe, 320
 

 
 Mi Tierra (album), 637
 

 
 Miami Vice (TV show), 581
 

 
 MICHAEL (The Highwaymen), 342–343
 

 
 MICHELLE (The Beatles), 397–398, 440
 

 
 MICHAELANGELO, 647
 

 
 Mickey Mouse Club (TV show), 661
 

 
 Midnight at the Oasis, 662
 

 
 Midnight Cowboy (movie), 418, 442, 443
 

 
 Midnight Hour Blues, 244n102
 

 
 MIDNIGHT RIDER, 465
 

 
 The Midnight Special, 160, 405
 

 
 MIDNIGHT SUN (Lionel Hampton), 206
 

 
 Midnight Train to Georgia, 504
 

 
 The Midnight Trot, 30
 

 
 A Midsummer Night’s Dream (movie), 136, 161
 

 
 MILENBERG JOYS, 51, 211
 

 
 Miles Ahead (album), 307
 

 
 MILES RUNS THE VOODOO DOWN, 458–459
 

 
 MILESTONES, 300
 

 
 Milestones (album), 300, 301n480
 

 
 Milk Cow Blues, 119, 129
 

 
 MILKY WHITE WAY, 205
 

 
 MINE (Taylor Swift), 685–686
 

 
 Miner’s Blues, 81n224
 

 
 MINGLEWOOD BLUES, 74
 

 
 Minnie the Moocher, 104n41
 

 
 Miracle on 34th Street (movie), 203
 

 
 MIS DOS PATRIAS (MY TWO COUNTRIES), 635
 

 
 The Miseducation of Lauryn Hill (album), 640
 

 
 Miss Clawdy B, 244
 

 
 Miss Perfumado (album), 614
 

 
 MISS YOU (Rolling Stones), 535
 

 
 THEME, “THE MISSION”, 590
 

 
 MISSION: IMPOSSIBLE, 423–424
 

 
 Mississippi Rag, 7
 

 
 Mississippi Steamboat, 302n487
 

 
 Mississippi Suite, 110
 

 
 Mister and Mississippi, 239n71
 

 
 Mr. Bojangles, 505n304
 

 
 Mr. Crump, 26
 

 
 MR. JELLY LORD, 51, 67
 

 
 
 (OH) MISTER JOHNSON, TURN ME LOOSE, 7
 

 
 MR. JONES (Counting Crows), 619
 

 
 MR. SANDMAN, 261
 

 
 Mr. Tambourine Man, 467n75
 

 
 MISTERIOSO, 212
 

 
 MISTY (Erroll Garner Trio), 259
 

 
 MISTY (Sarah Vaughan), 259, 318
 

 
 Misty (Johnny Mathis), 259
 

 
 MOANIN’ (Art Blakey & His Jazz Messengers), 309, 369n304
 

 
 Mocking Banjo, 494
 

 
 Modern Sounds in Country & Western Music (album), 348, 350
 

 
 Modern Sounds in Country & Western Music, Vol. 2, 353
 

 
 Modern Times (album), 670, 687
 

 
 Mohair Sam, 495
 

 
 Molly and Tenbrook, 160
 

 
 MOLLY, PUT THE KETTLE ON, 106–107
 

 
 Moment 4 Life, 688
 

 
 MON HOMME— see
  MY MAN
 

 
 Mon Legionnaire, 232
 

 
 Mona Lisa, 239
 

 
 MONEY (Pink Floyd), 498–499, 548
 

 
 Money Cannot Buy Your Soul, 362
 

 
 MONEY FOR NOTHING, 580
 

 
 MONEY HONEY, 251
 

 
 Money is King, 127
 

 
 Money Jungle (album), 162n37
 

 
 Money (That’s What I Want), 251
 

 
 Monty Python’s Flying Circus, 5
 

 
 THE MONSTER, 701–702
 

 
 Mood Indigo, 99
 

 
 Moody Blue (Elvis Presley), 558
 

 
 Moody’s Mood for Love, 252, 352
 

 
 MOON GLOW, 128
 

 
 THE MOON IS A HARSH MISTRESS, 663–664
 

 
 Moonlight Bay, 20
 

 
 MOONLIGHT COCKTAIL, 172
 

 
 MOONLIGHT IN VERMONT, 193, 331, 642n246
 

 
 Moonlight Serenade, 142, 143, 156, 182
 

 
 Moonpie Dreams (album), 633
 

 
 MOON RIVER (Jerry Butler), 344
 

 
 More (Kai Winding), 373
 

 
 Mo’ Better Blues (movie), 641
 

 
 MORE LOVE, 416
 

 
 Mo’ Money, Mo’ Problems, 635n189
 

 
 MORE THAN A FEELING, 522–523
 

 
 MORE THAN THIS, 560
 

 
 More Than Words, 616
 

 
 MORE THAN YOU KNOW, 141
 

 
 Morning Has Broken, 469
 

 
 Morning Side of the Mountain, 307
 

 
 The Most Beautiful Girl, 495
 

 
 Moten Swing, 111
 

 
 Mother and Home, 53
 

 
 Mother Machree, 24
 

 
 MOTHERLESS CHILD BLUES, 98
 

 
 Motherless Children Have a Hard Time, 72, 84, 98
 

 
 A MOTHER’S LAST WORD TO HER DAUGHTER, 93
 

 
 MOUNTAIN DEW, 74
 

 
 MOVE ON (Mandy Patinkin & Bernadette Peters), 574–575
 

 
 Move on Up a Little Higher, 229, 237
 

 
 Movin’ ‘n Groovin’, 305
 

 
 MRS. ROBINSON, 335, 427–428
 

 
 MS. JACKSON, 648
 

 
 M.T.A. (Kingston Trio), 316
 

 
 Muddy Water (A Mississippi Moan), 510
 

 
 Mudslide Slim and the Blue Horizon (album), 472
 

 
 Mule Skinner Blues, 69
 

 
 MULL OF KINTYRE, 533
 

 
 THE MUMMERS’ DANCE, 639
 

 
 MUNDO ENGANDOSO (DECEPTIVE WORLD), 118
 

 
 MURDER ON MUSIC ROW, 643
 

 
 Music Box (album), 619
 

 
 The Music Box Revue (musical), 296
 

 
 Music of My Mind (album), 496
 

 
 The Music Man (musical), 298
 

 
 Music Trades (periodical, selected references), 6, 8n21, 9n30, 13, 14, 20, 28, 34, 37, 45, 48n22, 50n37, 53n57, 54
 

 
 MUSTANG SALLY, 407
 

 
 My Aim Is True (album), 533, 579
 

 
 MY BACK PAGES (Bob Dylan), 375
 

 
 My Back Pages (The Byrds), 375
 

 
 My Beautiful Lady, 31
 

 
 My Black Mama, 100, 386n28
 

 
 My Blue Heaven, 70
 

 
 MY BOY LOLLIPOP, 372, 555
 

 
 My Brave Face, 597n308
 

 
 MY CHERIE AMOUR, 440, 496
 

 
 MY COUNTRY ‘TIS OF THEE— see
 AMERICA
 

 
 My Daddy Rocks Me, 298; 
  also see
 MY MAN ROCKS ME (WITH ONE STEADY ROLL)
 

 
 My Fair Lady (musical), 273, 384
 

 
 MY FAVORITE PICTURE OF YOU, 700
 

 
 MY FAVORITE THINGS (John Coltrane), 334
 

 
 My Flame Burns Blue (album), 668
 

 
 MY FUNNY VALENTINE (Chet Baker), 253–254
 

 
 MY FUNNY VALENTINE (Johnny Mathis), 311
 

 
 My Funny Valentine (general references), 319
 

 
 My Gal Dotty, 234
 

 
 My Girl (The Temptations), 374n356, 391, 444
 

 
 MY HEART WILL GO ON (LOVE THEME FROM “TITANIC”), 638–639
 

 
 My Heroes Have Always Been Cowboys, 551
 

 
 MY HOMETOWN, 582
 

 
 My Humps, 678
 

 
 My Immortal, 658
 

 
 My Life (album), 652
 

 
 My Life in the Bush of Ghosts (album), 568
 

 
 My Little Red Book, 427
 

 
 MY LONG JOURNEY HOME, 126–127
 

 
 My Lord, What a Mornin’, 39n162
 

 
 MY LORD’S GONNA MOVE THIS WICKED RACE, 51
 

 
 My Love Is Like a Red Red Rose, 146n276
 

 
 MY LOVIN’ (YOU’RE NEVER GONNA GET IT), 613
 

 
 MY MAN (MON HOMME), 47–48, 50
 

 
 My Man (Billie Holiday), 48n21
 

 
 MY MAN ROCKS ME (WITH ONE STEADY ROLL), 49–50
 

 
 My Maria (August 21, 1982, FN 88)

 
 MY MELANCHOLY BABY— see
 MELANCHOLY BABY
 

 
 My Mother’s Eyes, 177
 

 
 My Old Flame, 209
 

 
 My Old Kentucky Home, 6
 

 
 My One and Only Love, 357n223
 

 
 My Own Iona, 36
 

 
 My Own True Love, 351
 

 
 My Papa Doesn’t Two-Time No Time, 60
 

 
 MY PRAYER (Ink Spots), 141
 

 
 MY PRAYER (The Platters), 141, 301
 

 
 My Pretty Girl, 64n126, 66
 

 
 My Reverie, 142
 

 
 My San Antonio Maid, 17
 

 
 MY SHINING HOUR, 309
 

 
 MY SONG (Keith Jarrett & Jan Garbarek), 531
 

 
 My Song (Johnny Ace), 263
 

 
 My Soul is a Witness for My Lord, 78, 270, 365n279
 

 
 MY SWEET LORD, 356, 466
 

 
 MY WAY, 439, 619
 

 
 My Wild Irish Rose, 24
 

 
 The Mystery of Edwin Drood (musical), 510
 

 
 
 MYSTERY PACIFIC, 131–132
 

 
 MYSTERY TRAIN (Little Junior Parker), 248
 

 
 Mystery Train (Elvis Presley), 248
 

 
 Mystic Eyes, 390
 

 
 The Mystic’s Dream, 639
 

 

 
 
 NA WESILIU, PRY WECZERI (AT THE WEDDING DINNER), 63
 

 
 Nadine (Chuck Berry), 374
 

 
 NAIMA (John Coltrane), 313–314
 

 
 Name (Goo Goo Dolls), 640
 

 
 THE NANCY (Stan Rogers), 574
 

 
 Nashville Skyline (album), 442
 

 
 Nashville Star (TV show), 683, 702
 

 
 NASTY (Janet Jackson), 584–585
 

 
 NATIONAL EMBLEM, 17
 

 
 The Natural (movie), 572, 599
 

 
 Natural Blues (Moby), 133
 

 
 THE NATURAL FACTS (THAT’S ALL), 206–207
 

 
 A Natural Man, 521
 

 
 A Natural Woman, 426n280
 

 
 NATURE BOY, 210–211
 

 
 Naughty Marietta (musical), 15
 

 
 NCIS: Los Angeles (TV show), 593
 

 
 Near You (Francis Craig), 204
 

 
 THE NEARNESS OF YOU, 161
 

 
 Nebraska (album), 563, 573, 576, 582
 

 
 Need You, 193
 

 
 NEED YOU NOW, 678–679
 

 
 NEED YOUR LOVE SO BAD, 268
 

 
 NEEDLES AND PINS, 370–371, 390, 391
 

 
 Nefertiti (Wayne Shorter), 377n377
 

 
 Neon Bible (album), 671, 686
 

 
 NEVER CATCH ME, 708
 

 
 Never Let Me Go, 263
 

 
 Nevermind (album), 688n51
 

 
 Never Mind the Bullocks, Here’s the Sex Pistols (album), 527
 

 
 New Dimensions in Banjo and Bluegrass (album), 494
 

 
 New Minglewood Blues, 73n179
 

 
 New Morning (album), 501
 

 
 New Movements in Be-bop (album), 206
 

 
 New Orleans (movie), 201
 

 
 New Orleans (Gary U.S. Bonds), 339
 

 
 NEW RIVER TRAIN, 126
 

 
 A New Salty Dog, 116n100
 

 
 New San Antonio Rose, 173
 

 
 “New World” Symphony (Dvorak), 4, 39, 430
 

 
 NEW YORK IS MY HOME, 717
 

 
 NEW YORK, NEW YORK (Ryan Adams), 654–655
 

 
 The New Yorkers (musical), 103
 

 
 Newport Sunday, 427
 

 
 Next Time You See Me, 313
 

 
 Nice ‘n Easy (album), 206, 326
 

 
 Nice ‘n Easy (song), 504
 

 
 Nick of Time (album), 620
 

 
 NIGHT AND DAY (Ella Fitzgerald), 270
 

 
 Night and Day (general references), 112, 189
 

 
 A Night at the Opera (movie), 399
 

 
 The Nightfly (album), 562
 

 
 NIGHT IN TUNISIA (Bud Powell), 234–235
 

 
 Night in Tunisia (Dizzy Gillespie), 195, 234
 

 
 NIGHT LIFE (Willie Nelson), 335–336
 

 
 Night Life (Ray Price), 336
 

 
 The Night They Drove Old Dixie Down, 518
 

 
 NIGHT TIME IS— see
 THE RIGHT TIME
 

 
 NIGHT TRAIN (Jimmy Forrest), 203, 242, 347
 

 
 NIGHT TRAIN (James Brown), 347
 

 
 A Night With Daddy G, 339
 

 
 Nights in White Satin, 430
 

 
 Nine Below Zero, 355
 

 
 Nine-Fifteen Revue, 231
 

 
 900 Miles, 245
 

 
 “19” (album), 677
 

 
 96 TEARS, 405
 

 
 99 AND A HALF (WON’T DO), 278
 

 
 “1900” (movie score), 590
 

 
 1952 VINCENT BLACK LIGHTNING (Del McCoury Band), 651
 

 
 1952 Vincent Black Lightning (Richard Thompson), 651
 

 
 “1989” (album, Taylor Swift), 708
 

 
 NO CARS GO, 671
 

 
 No Fences (album), 605n16
 

 
 No Hard Times, 500
 

 
 NO LIGHT, NO LIGHT, 692
 

 
 No Line on the Horizon (album), 709
 

 
 No More Drama (album), 652
 

 
 NO MYTH, 603
 

 
 No, No, Nanette (musical), 56
 

 
 No, Not Much, 291n412
 

 
 No One to Depend On, 325
 

 
 No Ordinary Love, 577n188
 

 
 NO REGRETS (Tom Rush), 427
 

 
 No Strings (musical), 399
 

 
 No Woman, No Cry, 505n304
 

 
 Nobody But Me, 333
 

 
 Nobody Does It Better, 695
 

 
 Nobody In His Right Mind Would’ve Left Her, 624
 

 
 Nobody Knows the Trouble I’ve Seen, 39n162
 

 
 NOBODY KNOWS YOU WHEN YOU’RE DOWN AND OUT, 88
 

 
 Nola, 26
 

 
 NONE OF US ARE FREE, 656
 

 
 No One Cares (album), 312
 

 
 Norma Rae (movie), 543, 589
 

 
 North by Northwest (movie), 329
 

 
 Northern Lights, Southern Cross (album), 518
 

 
 Northwest Passage (album), 555
 

 
 NORWEGIAN WOOD (THIS BIRD HAS FLOWN), 398
 

 
 Not a Moment Too Soon (album), 663
 

 
 Not Fade Away, 400
 

 
 NOTHIN’ BUT A “G” THANG, 615
 

 
 Nothing from Nothing, 543
 

 
 Nothing Is Wrong (album), 689
 

 
 Nothin’ on You, 685
 

 
 Notting Hill (movie), 475
 

 
 Novacane, 693n85
 

 
 Noyakh’s Tevye, lid Yitskok, 238
 

 
 Now That I’ve Found You (album), 624
 

 
 Now’s the Time, 300
 

 
 N’ssi N’ssi (album), 693
 

 
 Nutcracker Suite, 19
 

 
 The Nylon Curtain (album), 564
 

 

 
 
 Oakie Boogie, 198
 

 
 Ode to Billie Joe, 448
 

 
 ODE TO LIFE, 603–604
 

 
 The Odyssey (Homer), 572
 

 
 Off the Wall (album), 541–542, 572
 

 
 Oh Baby Don’t, 285
 

 
 Oh Baby Mine (I Get So Lonely), 257
 

 
 O Brother, Where Art Thou? (soundtrack album), 362, 624, 649
 

 
 O COME ALL YE FAITHFUL— see
 ADESTE FIDELIS
 

 
 Oh Daddy (Ethel Waters), 34
 

 
 OH DEATH (Dock Boggs), 362, 649
 

 
 O DEATH (Ralph Stanley), 362, 649
 

 
 O Dem Golden Slippers, 27
 

 
 O’Dowd’s Neighbors (musical play), 5
 

 
 OH GIRL (Chi-Lites), 484
 

 
 Oh Happy Day, 458, 463, 466, 634
 

 
 Oh, Kay! (musical), 71, 229
 

 
 Oh, Look! (musical), 38
 

 
 O MARY DON’T YOU WEEP, DON’T YOU MOURN, 30
 

 
 Oh Mercy (album), 608
 

 
 OH MISTER JOHNSON, TURN ME LOOSE, 7
 

 
 O PROMISE ME, 4
 

 
 O QUE E QUE BAIANA TEM?, 145
 

 
 O Sole Mio, 331
 

 
 Oh Susanna, 21
 

 
 O Waly, Waly, gin Love be Bonny, 241
 

 
 
 Oh What a Beautiful City— see
 TWELVE GATES TO THE CITY
 

 
 OH, WHAT A NITE, 284
 

 
 O What a Thrill, 712
 

 
 Oh! What It Seemed to Be, 142, 421
 

 
 Ohio (Crosby, Stills, Nash & Young), 460n27
 

 
 OK Computer (album), 635
 

 
 OKLAHOMA! (title song), 184–185
 

 
 Oklahoma! (musical), 184–185, 207, 216
 

 
 OKLAHOMA HILLS, 197–198
 

 
 Old Dan Tucker, 67
 

 
 Old Dog Tray, 21
 

 
 Old-Fashioned Love, 60
 

 
 An Old Fashioned Love Song, 525
 

 
 The Old Fiddler, 231
 

 
 OL’ 55 (Tom Waits), 498
 

 
 OL’ 55 (The Eagles), 498
 

 
 Old Folks, 195
 

 
 THE OLD FOLKS AT HOME, 4
 

 
 OLD JOE CLARK— see
 FARE THEE WELL, OLD JOE CLARK
 

 
 The Old Kit Bag (album), 659
 

 
 Old Man Ben, 197
 

 
 Ol’ Man River, 215
 

 
 Ole Miss Rag, 48
 

 
 OLD ORIGINAL KOKOMO BLUES, 119, 129
 

 
 Old Ruben, aka Old Reuben, 71, 133, 245
 

 
 The Old Spinning Wheel, 237
 

 
 OLD-TIME ROCK & ROLL, 539–540
 

 
 Oliver! (musical), 555
 

 
 On Broadway (The Drifters), 392, 482, 489
 

 
 On the Avenue (movie), 130
 

 
 ON THE BANKS OF THE WABASH, 8
 

 
 On the Beach at Waikiki, 36
 

 
 On the Border (album), 498
 

 
 On the Mississippi, 26
 

 
 ON THE OTHER HAND, 585, 624
 

 
 ON THE ROAD AGAIN, 551, 558
 

 
 ON THE SUNNY SIDE OF THE STREET (Louis Armstrong), 120
 

 
 ON THE SUNNY SIDE OF THE STREET (Tommy Dorsey), 188
 

 
 On the Town (musical), 514
 

 
 On the Trail— see
 GRAND CANYON SUITE
 

 
 ON THE WINGS OF A NIGHTINGALE, 575
 

 
 On Top of Old Smoky, 62
 

 
 Once Upon a Time in America (movie score), 590
 

 
 Once Upon a Time in the West (movie score), 590
 

 
 One (Three Dog Night), 443
 

 
 ONE (Warren Haynes), 663
 

 
 One (U2), 663
 

 
 ONE DAY (Angelic Gospel Singers & Dixie Hummingbirds), 239–240
 

 
 ONE FINE DAY, 359–360
 

 
 One Flew Over the Cuckoo’s Nest (novel), 350
 

 
 One for My Baby, 303
 

 
 One Hour, 92
 

 
 One Million Lawyers, 376
 

 
 One Mint Julep, 318
 

 
 One Monkey Don’t Stop No Show, 578
 

 
 One More Try, 593n286
 

 
 One Nation Under a Groove, 534
 

 
 One Night, 287
 

 
 One Night in Bangkok, 456
 

 
 100 Years, 652
 

 
 ONE LOVE / PEOPLE GET READY, 527–528
 

 
 One More Rounder Gone, 219
 

 
 One More Time, 697
 

 
 ONE MORNING IN MAY, 295
 

 
 One Night in Havana, 295
 

 
 One of the Boys (album), 676
 

 
 One of These Nights (album), 517
 

 
 One of Us, 627
 

 
 One Step at a Time, 329
 

 
 One-Step de Lacassine, 216
 

 
 1, 000 Tales of the Arabian Nights, 516
 

 
 One Touch of Venus (musical), 139, 268
 

 
 One Tree Hill (TV show), 669
 

 
 One Trick Pony (movie soundtrack), 551
 

 
 One Way Out, 355
 

 
 One’s on the Way, 375
 

 
 ONLY LOVE IS REAL, 519
 

 
 Only the Lonely (Roy Orbison), 369
 

 
 ONLY THE STRONG SURVIVE, 437
 

 
 ONLY YOU (AND YOU ALONE), 266
 

 
 OOO BABY BABY, 384
 

 
 Oops Upside Your Head, 709
 

 
 Open Fire, Two Guitars (album), 311, 335
 

 
 An Operatic Nightmare, 26n98, 31n123
 

 
 OPERATIC RAG, 30–31
 

 
 Operator (Manhattan Transfer), 560
 

 
 Opus No. 1, 188
 

 
 ORANGE BLOSSOM SPECIAL, 145
 

 
 Ordinary People, 701
 

 
 ORGAN GRINDER’S SWING, 129
 

 
 Original Rags, 32n132
 

 
 ORY’S CREOLE TROMBONE, 46–47
 

 
 Other Voices (album), 259n203
 

 
 Other Voices, Other Rooms (Truman Capote), 319
 

 
 Otis Blue (album), 395
 

 
 OUR BASEMENT, 704
 

 
 OUR DAY WILL COME, 356
 

 
 OUR DELIGHT, 205
 

 
 OUR FATHER (Original Five Blind Boys), 230
 

 
 Our House, 460n29
 

 
 OUR LOVE IS HERE TO STAY (Gene Kelly), 238
 

 
 Our Town (Iris Dement), 695
 

 
 Outa-Space, 543
 

 
 Outbound Plane, 626
 

 
 THEME, “OUT OF AFRICA”, 418, 583–584
 

 
 OUT OF NOWHERE, 104
 

 
 Outside of a Small Circle of Friends, 423
 

 
 OUTSIDE OF THE INSIDE, 659
 

 
 Over My Head, 520
 

 
 OVER THE RAINBOW (Ray Charles), 363
 

 
 OVER THE RAINBOW (Israel Kamakawiwo’ole), 618
 

 
 Over the Rainbow (Judy Garland), 148
 

 
 Over the Rainbow (general references), 253, 319, 628
 

 
 OVER THERE (Nora Bayes), 36–37
 

 
 Over to My House, 98
 

 
 OWNER OF A LONELY HEART, 571
 

 
 OYE COMO VA (Santana), 325, 469
 

 
 Oye Como Va (Tito Puente), 469
 

 
 Ozark Folksongs (collection), 52, 114, 316, 711n252
 

 

 
 
 PACKING UP (Clara Ward & the Ward Singers (featuring Marion Williams), 286
 

 
 PACKING UP (Marion Williams & the Stars of Faith), 286
 

 
 Pagan Love Song, 88
 

 
 Pagliacci, 12
 

 
 Paint It Black, 398, 406
 

 
 The Pajama Game (musical), 258
 

 
 Pal Joey (musical), 179
 

 
 Pal Joey (movie), 286
 

 
 PAN AMERICAN BLUES, 65
 

 
 Panama Hattie (movie), 289
 

 
 PANCHO AND LEFTY, 565
 

 
 PAPA DON'T PREACH, 586, 594
 

 
 Papa’s Got a Brand New Bag, 383
 

 
 PAPER DOLL, 181–182, 365
 

 
 PAPER PLANES, 676
 

 
 Parade of the Wooden Soldiers, 50n37
 

 
 The Parent Trap (movie), 610
 

 
 Paris Blues (movie), 343
 

 
 Paris, Texas (movie), 636
 

 
 Parisian Thoroughfare, 259
 

 
 PARKER’S MOOD (King Pleasure), 252
 

 
 Parker’s Mood (Charlie Parker), 252
 

 
 Parsely, Sage, Rosemary & Thyme (album), 400, 427n291
 

 
 
 Party of Five (TV show), 629
 

 
 PASQUINADE, 9
 

 
 The Passing Show of 1914, 26
 

 
 The Passing Show of 1916, 33
 

 
 PASSIONATE KISSES (Lucinda Williams), 595–596
 

 
 Passionate Kisses (Mary Chapin Carpenter), 595
 

 
 PASTURES OF PLENTY, 167–168
 

 
 Pat Garrett and Billy the Kid (movie), 501, 706
 

 
 PATA PATA, 420
 

 
 Patton (movie), 507
 

 
 Pawel Walc (Paul’s Waltz), 190
 

 
 The Payback, 713n267
 

 
 Peace on Earth/Little Drummer Boy, 367n294
 

 
 Peace Piece, 514n361
 

 
 Peace Train, 469
 

 
 Peaceful Valley, 195
 

 
 PEACEFUL WORLD, 653
 

 
 Peacherine Rag, 17
 

 
 The Peanut Vendor, 168, 541
 

 
 The Pearls, 51, 67
 

 
 Peer Gynt (play), 467
 

 
 Peg o’ My Heart, 21, 38
 

 
 PENNY LANE, 411, 412
 

 
 PENT-UP HOUSE, 272
 

 
 PEOPLE GET READY (Jeff Beck & Rod Stewart), 579
 

 
 PEOPLE GET READY—also see
 ONE LOVE (Bob Marley & the Wailers)
 

 
 People Get Ready (The Impressions), 579
 

 
 People Got to Be Free, 420
 

 
 People Gotta Move, 516
 

 
 PEOPLE LIKE ME, 678
 

 
 Pepino, the Italian Mouse, 102
 

 
 Peppermint Twist, 272n280, 279n330
 

 
 PERFECT (Pink), 686–687
 

 
 Perfidia, 178
 

 
 Performance (movie), 442
 

 
 Permanent Vacation (album), 519
 

 
 Personality (Lloyd Price), 244
 

 
 Pet Sounds (album), 401, 429
 

 
 Pete Kelly’s Blues (movie), 267
 

 
 PETER GUNN (Henry Mancini), 311–312, 334, 337
 

 
 PETER GUNN (Duane Eddy), 334
 

 
 PETITE FLEUR, 240–241
 

 
 P.F. Sloan (song), 393n63
 

 
 Phenomenon (movie), 630
 

 
 PHILADELPHIA LAWYER, 213
 

 
 Phoenix (album), 544
 

 
 PHONE BOOTH, 570
 

 
 PIANO CONCERTO IN B FLAT, 3RD MOVEMENT (Keith Emerson), 526
 

 
 Piano in the Dark, 607n32
 

 
 PIANO MAN, 505, 532
 

 
 Piano Quartet in A (Dvorak), 211
 

 
 The Piano Starts Here (album), 214
 

 
 Pickin’ Up the Pieces (album), 600
 

 
 Pictures at an Exhibition, 527
 

 
 PIECE OF MY HEART, 431, 668
 

 
 Pieces of a Man (album), 470
 

 
 Pieces of the Sky (album), 513
 

 
 Pilgrim’s Song, 318n595
 

 
 PINE GROVE BLUES, 216
 

 
 The Pinery Boy, 711n252
 

 
 Pinetop’s Boogie Woogie, 54n59, 88
 

 
 Pink Cadillac, 609
 

 
 Pins and Needles (musical), 184
 

 
 Pipe Dream (musical), 383
 

 
 Pipeline (The Chantays), 473
 

 
 Pirates of Penzance (musical), 570
 

 
 PISTOL PACKIN’ MAMA, 173, 181
 

 
 Pistol Packin’ Papa (Jimmie Rodgers), 181n144
 

 
 A Place in the Sun, 8
 

 
 Planet of the Apes (movie), 507
 

 
 PLANET ROCK, 559
 

 
 Playboy magazine, 252, 375, 471, 557
 

 
 Pleasantville (movie), 302, 655
 

 
 Please (Bing Crosby), 369
 

 
 PLEASE COME HOME FOR CHRISTMAS, 336
 

 
 Please Help Me, I’m Falling, 256
 

 
 PLEASE MR. POSTMAN, 344
 

 
 PLEASE PLEASE ME, 369, 371
 

 
 PLEASE, PLEASE, PLEASE, 273
 

 
 Please Read the Letter, 674
 

 
 PLEASURES OF THE HARBOR, 423
 

 
 PLEDGING MY LOVE, 263
 

 
 POINCIANA (Ahmad Jamal), 297, 334
 

 
 POINT BLANK, 552
 

 
 Police and High Sheriff Come Ridin’ Down, 127
 

 
 Police Gazette, 37
 

 
 Political Science, 486n192
 

 
 Polly, Put the Kettle On, 107
 

 
 Pon de Replay, 673
 

 
 Pontoon, 710
 

 
 Poor Boy, 142
 

 
 Poor Mourner, 6
 

 
 THE POOR SIDE OF TOWN, 405
 

 
 Porgy and Bess (folk opera), 123, 144, 308, 316, 403, 524
 

 
 PORTRAIT OF A GUINEA FARM, 166
 

 
 The Postman Always Rings Twice (novel), 302
 

 
 Potato Head Blues, 52, 65
 

 
 THE POWER OF LOVE (Huey Lewis & the News), 579–580
 

 
 Praise the Lord and Pass the Ammunition, 176n125
 

 
 PRAYER FOR THE DYING, 621, 626
 

 
 PRAYER IN OPEN D, 618–619
 

 
 The Preacher (Horace Silver), 299, 369n304
 

 
 The Preacher (album), 299
 

 
 Preachin’ the Blues, 64, 100
 

 
 Preaching Blues (Robert Johnson), 327
 

 
 PRECIOUS LORD (Five Soul Stirrers), 150
 

 
 PRECIOUS LORD, TAKE MY HAND (Marion Williams with Thomas A. Dorsey), 499
 

 
 PRECIOUS LORD (general references), 83, 169, 387, 487, 711
 

 
 Prelude to the Afternoon of a Faun, 174, 198
 

 
 PRESSURE DROP, 441–442
 

 
 Presumed Innocent (movie), 621
 

 
 The Pretender (Foo Fighters), 679n221
 

 
 PRETTY BABY, 21, 33
 

 
 PRETTY BALLERINA, 410
 

 
 Pretty Mama Blues, 285
 

 
 PRETTY POLLY (Dock Boggs), 64–65, 136
 

 
 PRETTY POLLY (Coon Creek Girls), 136
 

 
 Pretty Polly (general references), 168
 

 
 PRIDE AND JOY (Stevie Ray Vaughan), 568
 

 
 Prince Igor (opera), 163
 

 
 Prince of Wails, 111
 

 
 The Princess Bride (movie), 574n172
 

 
 The Princess Diaries 2 (movie soundtrack), 664
 

 
 Prisoner of Love, 402
 

 
 Private Dancer (album), 573
 

 
 The Prodigal Son, 91
 

 
 PROMISCUOUS, 668–669
 

 
 PROMISED LAND (Elvis Presley), 511
 

 
 Promised Land (Chuck Berry), 511
 

 
 Promises of a Brand New Day (album), 707
 

 
 Proud Mary, 446
 

 
 PROVE IT ON ME BLUES, 76–77
 

 
 Providence Help the Poor People, 125
 

 
 The Psalms of David, 345
 

 
 PSYCHO (THEME), 329
 

 
 Pullman Passenger Train, 10
 

 
 Pulp Fiction (movie), 375
 

 
 Pump It, 678
 

 
 Pure Heroine (album), 699
 

 
 Purple Haze, 419
 

 
 The Purple People Eater, 371n331
 

 
 PURPLE RAIN, 575
 

 
 Purple Rain (soundtrack album), 574, 575
 

 
 Pusherman, 490
 

 
 
 Put a Little Love in Your Heart, 390
 

 
 PUT ON YOUR OLD GREY BONNET, 19–20
 

 
 Put Your Arms Around Me, Honey, 10
 

 
 PUTTIN’ ON THE RITZ, 98–99
 

 
 Pygmalion (George Bernard Shaw), 273
 

 

 
 
 QUARTER TO THREE, 339
 

 
 QUE NAO SE NE (CANNOT BE SEEN AS YOU WANT ME), 652–653
 

 
 Que Rico el Mambo, 228
 

 
 The Quiet Man (movie), 246
 

 
 QUIMBARA, 508–509
 

 

 
 
 Race Between a Ford and a Chevrolet, 233
 

 
 RADIO FREE EUROPE, 567–568
 

 
 Rag Doll (Four Seasons), 569
 

 
 RAGTIME ANNIE, 48–49
 

 
 RAGTIME COWBOY JOE, 23, 89
 

 
 RAGTIME MEDLEY, 7
 

 
 Raiders of the Lost Ark (movie), 538, 555, 561, 620
 

 
 Raindrops Keep Fallin’ on My Head, 481
 

 
 RAIN ON THE SCARECROW, 585
 

 
 RAININ’ IN MY HEART, 339–340
 

 
 Raisin in the Sun (play), 448
 

 
 Raising Sand (album), 674
 

 
 Ramblin’ Boy (album), 376
 

 
 RAMBLIN’ MAN (Allman Brothers Band), 500
 

 
 RAMBLIN’ ON MY MIND, 130
 

 
 Rapper’s Delight, 540
 

 
 Rapture (album), 587, 596
 

 
 Raunchy (Bill Justis), 497
 

 
 RAVE ON, 302
 

 
 RAVEL’S BOLERO, 147–148
 

 
 Raw-Hide (Link Wray), 301
 

 
 Ray (movie), 332, 667
 

 
 RAY OF LIGHT, 640
 

 
 THE REACH (Dan Fogelberg), 556
 

 
 Reach Out and Touch, 462
 

 
 Reach Out, I’ll Be There, 409, 412
 

 
 READY TO START, 686
 

 
 The Real Old Mountain Dew, 74
 

 
 Rear Window (movie), 259, 329
 

 
 Rebecca (movie), 329
 

 
 REBEL-‘ROUSER, 305
 

 
 RECOVERY (Frank Turner), 696–697
 

 
 Red (album, Taylor Swift), 709
 

 
 Red Dirt Girl (album), 647
 

 
 Red Headed Music Maker, 53
 

 
 Red Headed Stranger (album), 558
 

 
 RED ONION RAG, 24, 37
 

 
 THE RED ROOSTER, 340
 

 
 RED WING (AN INDIAN FABLE), 16
 

 
 REELIN’ AND ROCKIN’, 298
 

 
 Reflections (Stan Getz), 424
 

 
 Reflections (The Supremes), 447
 

 
 REFUGEE (Tom Petty & the Heartbreakers), 548–549
 

 
 REHAB, 671–672
 

 
 REINCARNATION OF A LOVEBIRD, 289–290
 

 
 Reliques of Ancient English Poetry (collection), 330
 

 
 Remember (Walkin’ In the Sand), 376
 

 
 Remember WENN (TV show), 510
 

 
 Rent (musical), 702
 

 
 RESCUE ME, 394
 

 
 RESCUE MISSION, 603
 

 
 The Resistance (album), 679
 

 
 RESPECT (Otis Redding), 393, 398
 

 
 Respect (Aretha Franklin), 393
 

 
 RESPECT YOURSELF, 476–477, 484
 

 
 Return to Sender, 388
 

 
 Reuben’s Train, aka Ruben’s Train, 133
 

 
 REUNITED (Peaches & Herb), 539
 

 
 REVOLUTION (The Beatles), 432
 

 
 Revolution (album, Miranda Lambert), 683
 

 
 THE REVOLUTION WILL NOT BE TELEVISED, 470–471
 

 
 RHAPSODY IN BLUE (Maurice Peress), 589–590
 

 
 Rhapsody In Blue (as composition), 54, 81, 110, 148n285
 

 
 RHIANNON (WILL YOU EVER WIN), 519–520
 

 
 RHINESTONE COWBOY, 514
 

 
 The Rhythm of the Saints (album), 606
 

 
 The Riddle, 652
 

 
 Ride Like the Wind, 549
 

 
 RIDERS ON THE STORM, 473
 

 
 Riding on That New River Train— see
 NEW RIVER TRAIN
 

 
 RIDING ON THAT TRAIN “45, ” 71, 133
 

 
 Right Here Waiting, 611
 

 
 Right or Wrong, 77
 

 
 RIGHT PLACE, WRONG TIME, 497
 

 
 Right Round, 685
 

 
 The Right Stuff (Tom Wolfe), 542
 

 
 (NIGHT TIME IS) THE RIGHT TIME, 310–311, 332
 

 
 Right Time of the Night, 589
 

 
 Rigoletto, 12
 

 
 Rikki, Don’t Lose That Number, 373
 

 
 RIOT IN CELL BLOCK #9, 256, 267, 291
 

 
 RIP IT UP, 275–276
 

 
 Ripples of the Nile, 172
 

 
 Rising High Water Blues, 510
 

 
 THE RISING SUN (Roy Acuff), 98, 138–139
 

 
 Risky Business (movie), 539, 555n51
 

 
 The Rite of Spring (Stravinsky), 403
 

 
 RIVER (Joni Mitchell), 474
 

 
 The River (Bruce Springsteen album), 552, 563
 

 
 The River and the Thread (album), 703–704
 

 
 RIVERBOAT SHUFFLE, 66
 

 
 RIVER DEEP, MOUNTAIN HIGH (Darlene Love), 715
 

 
 The River of Jordan, 76
 

 
 Riverside (album), 603
 

 
 Roadie (movie), 550
 

 
 ROAR (Katy Perry), 700
 

 
 “Robin Hood” (musical), 4
 

 
 Robin Hood: Prince of Thieves (movie), 609
 

 
 ROCK-A-BYE YOUR BABY WITH A DIXIE MELODY, 37
 

 
 ROCK AND ROLL (Led Zeppelin), 483
 

 
 Rock and Roll Dreams Come Through, 567
 

 
 Rock & Roll Hoochie Koo, 567
 

 
 ROCK AND ROLL LULLABY, 481–482
 

 
 Rock Around the Clock, 259, 264, 298, 530n455
 

 
 Rock in a Weary Land, 239
 

 
 R.O.C.K. IN THE U.S.A. (A SALUTE TO ‘60s ROCK), 583
 

 
 ROCK ISLAND LINE (Kelly Pace), 119–120
 

 
 ROCK ISLAND LINE (Leadbelly), 119–120
 

 
 Rock Lobster, 600
 

 
 Rock Me (Sister Rosetta Tharpe), 140
 

 
 ROCK MY SOUL, 137–138
 

 
 Rock On (David Essex), 496n253
 

 
 ROCK STEADY, 475, 479
 

 
 Rock With You, 572
 

 
 Rockferry (album), 675
 

 
 Rockin’ Chair, 108
 

 
 ROCKIN' IN RHYTHM, 103
 

 
 ROCKIN’ PNEUMONIA & THE BOOGIE WOOGIE FLU, 292
 

 
 The Rocks (Clay Custer), 54
 

 
 ROCKY MOUNTAIN HIGH, 492–493
 

 
 Rocky III (movie), 560
 

 
 ROCKY TOP, 425–426
 

 
 Rodeo (Aaron Copland), 527
 

 
 ROLL AND TUMBLE BLUES, 73, 86–87
 

 
 ROLL ‘EM, PETE, 140
 

 
 ROLL IN MY SWEET BABY’S ARMS, 231–232
 

 
 ROLL, JORDAN, ROLL, 20
 

 
 Roll On, Columbia, 168
 

 
 ROLL ON, MISSISSIPPI, ROLL ON, 105
 

 
 Roll Over Beethoven, 291, 292
 

 
 
 ROLL WITH IT, 595
 

 
 Rollin’ and Tumblin’, 73, 87, 435
 

 
 Rolling in the Deep, 695
 

 
 ROLLIN’ STONE (Muddy Waters), 166, 227
 

 
 Rolling Stone (magazine, premiere issue), 422
 

 
 Roly Poly, 194n223
 

 
 Roman Holiday (movie), 246
 

 
 Romance in the Dark, 167
 

 
 Romance in the Rough (movie), 161
 

 
 Romeo & Juliet (1969 movie score), 653n45
 

 
 Romeo & Juliet (Baz Luhrmann movie), 622
 

 
 Roots (TV miniseries), 525
 

 
 Ropin’ the Wind (album), 605n16
 

 
 Rosalie (musical), 230
 

 
 ROSALITA (COME OUT TONIGHT), 503
 

 
 Rose Garden, 435
 

 
 Rose Room, 39, 162
 

 
 ROUND ABOUT MIDNIGHT (Dizzy Gillespie), 199–200
 

 
 ROUND MIDNIGHT (Ella Fitzgerald), 340
 

 
 Round Midnight (Miles Davis), 300
 

 
 Round Midnight (general references), 279
 

 
 Roundabout (Yes), 571
 

 
 Round About Midnight (Miles Davis album), 215, 274, 300
 

 
 Rounder’s Luck, 170
 

 
 ROUTE 66 (Manhattan Transfer), 559–560
 

 
 (Get Your Kicks On) Route 66 (general references), 267, 559
 

 
 The Roving Kind, 401
 

 
 ROXANNE (The Police), 539
 

 
 ROYAL GARDEN BLUES (Mamie Smith’s Jazz Hounds), 45–46
 

 
 ROYALS (Lorde), 699
 

 
 Reuben’s Train, aka Ruben’s Train, 133
 

 
 Rubber Soul (album), 397–398, 440
 

 
 Ruby, Are You Mad at Your Man?, 245n115
 

 
 Ruby (Don’t Take Your Love to Town), 537
 

 
 RUBY TUESDAY, 410
 

 
 RUM AND COCA-COLA, 191–192
 

 
 RUMBLE (Link Wray), 301
 

 
 RUMOUR HAS IT, 689
 

 
 Rumours (album), 519, 527, 542, 569n133, 689
 

 
 Rumors Are Flying, 142, 421
 

 
 RUN THROUGH THE JUNGLE, 457
 

 
 Runaround Sue, 346
 

 
 RUNAWAY TRAIN (Rosanne Cash), 596
 

 
 RUNAWAY TRAIN (Soul Asylum), 617
 

 
 RUNNING HARD, 507
 

 
 RUNNING ON EMPTY, 534
 

 
 Runnin’ Wild (musical), 10n32, 47, 58
 

 
 RUSSIANS (Sting), 582–583
 

 

 
 
 The Sacred Harp (hymnbook), 68, 76, 217
 

 
 Sadko (opera), 131
 

 
 SAIL AWAY (Randy Newman), 486
 

 
 SAIL AWAY, LADIES, 66
 

 
 SAILING (Christopher Cross), 549
 

 
 Sailing Down the Chesapeake Bay, 19
 

 
 The Sailor Boy, 711
 

 
 ST. JAMES’ INFIRMARY (Cab Calloway), 102–103
 

 
 St. James’ Infirmary (general references), 252
 

 
 ST. LOUIS BLUES (Prince’s Orchestra), 30
 

 
 ST. LOUIS BLUES (Marion Harris), 44
 

 
 ST. LOUIS BLUES (Original Dixieland Jazz Band), 46
 

 
 ST. LOUIS BLUES—MEDLEY FOX TROT (W.C. Handy’s Memphis Blues Band), 48
 

 
 ST. LOUIS BLUES (Duke Ellington & His Orchestra w/ Bing Crosby), 108
 

 
 St. Louis Blues (general references), 58, 258
 

 
 St. Louis Blues (movie), 543
 

 
 St. Louis Rag, 18
 

 
 St. Louis Tickle, 14, 16
 

 
 St. Louis Woman (musical), 273
 

 
 ST. TERESA (Joan Osborne), 627
 

 
 ST. TERESA (Beth Hart), 713
 

 
 ST. THOMAS, 275
 

 
 Sally Ann, 66
 

 
 Sallie Gooden, 48
 

 
 SALLY GO ROUND THE ROSES, 363
 

 
 Sally, Sally Water, 407
 

 
 Salt Peanuts, 175, 196
 

 
 SALUDO CELESTIAL, 535
 

 
 Saludos Amigos (movie), 178
 

 
 Sam and Delilah, 101
 

 
 Samba de Orpheus, 434
 

 
 SAMBA WITH SOME BARBECUE, 433–434
 

 
 SAME LOVE (Macklemore & Ryan Lewis), 696
 

 
 Same Trailer, Different Park (album), 694, 702
 

 
 Samson Tore the Building Down, 270
 

 
 SANS SOUCI (MAXIXE BRASILIENNE), 26–27
 

 
 Santy Ano, 326n19
 

 
 Satan’s Camp-a Fire, 53
 

 
 (I Can’t Get No) Satisfaction, 396, 535
 

 
 SATURDAY IN THE PARK, 489
 

 
 Saturday Night Fever (movie soundtrack), 522, 525, 530
 

 
 Saturday Night Fish Fry, 229
 

 
 Saturday Night Live (TV show), 356n217, 619n99, 678, 680
 

 
 SATURDAY NIGHT SPECIAL, 514–515
 

 
 Save Me, 422
 

 
 SAVE THE COUNTRY, 430–431
 

 
 SAVE THE LAST DANCE FOR ME, 332–333, 611
 

 
 SAVING ALL MY LOVE FOR YOU, 580–581
 

 
 Saxophone Colossus (album), 275
 

 
 Say Anything (movie) , 587
 

 
 Say Au Revoir But Not Goodbye, 50
 

 
 SAY IT LOUD—I’M BLACK AND I’M PROUD, 431
 

 
 Scandalous Thompson, 17
 

 
 Scarborough Fair, 427
 

 
 Scarecrow (album), 585
 

 
 Scarlet Ribbons for Her Hair, 363
 

 
 Scheherazade (Rimsky-Korsakov), 516
 

 
 Scenes from the Southside (album), 595
 

 
 THEME, “SCHINDLER’S LIST”, 620–621
 

 
 SCHOOL DAY (Chuck Berry), 291
 

 
 School is Out, 339n120
 

 
 Schweig Mein Hertz (Hush, My Heart), 210
 

 
 Sea Cruise, 292
 

 
 The Searchers (movie), 324
 

 
 Searchin’ (The Coasters), 291
 

 
 SEASONS (WAITING ON YOU), 705
 

 
 Secret Agent Man, 393n63
 

 
 Second Chorus (movie), 161
 

 
 Second Hand Rose, 90
 

 
 Second Hungarian Rhapsody, 26
 

 
 The Secret Life of Walter Mitty (movie), 494n241
 

 
 SECRET LOVE, 253
 

 
 SECTION GANG BLUES, 69
 

 
 See Emily Play, 548
 

 
 SEE ME, FEEL ME— see
 WE’RE NOT GONNA TAKE IT
 

 
 Seesaw (album), 713
 

 
 See See Rider Blues, 55n69
 

 
 SEE THAT MY GRAVE IS KEPT CLEAN, 75
 

 
 SEE YOU AGAIN, 712–713
 

 
 See You Later, Alligator, 330
 

 
 Selling That Stuff, 81
 

 
 Selma (movie), 710
 

 
 SEMPER FIDELIS, 3
 

 
 
 SENOR BLUES (Horace Silver), 284–285
 

 
 SENSATION RAG, 38
 

 
 SENT FOR YOU YESTERDAY (AND HERE YOU COME TODAY), 135
 

 
 Separate Ways (Elvis Presley), 558
 

 
 Sepheryn, 640
 

 
 September of My Years (album), 386
 

 
 SEPTEMBER SONG (Walter Huston), 139, 268
 

 
 SEPTEMBER SONG (Frank Sinatra), 386
 

 
 SERIES OF DREAMS, 608, 612
 

 
 THE SERMON (Jimmy Smith), 299
 

 
 Sermonette, 325
 

 
 SET FIRE TO THE RAIN, 688
 

 
 7 and 7 Is, 427
 

 
 Seven Brides for Seven Brothers (movie), 559n68
 

 
 The Seven Lively Arts (musical), 189
 

 
 Seven Long Years, 170n91
 

 
 SEVEN NATION ARMY, 658–659
 

 
 7 SECONDS (Youssou D’dour & Neneh Cherry), 622–623
 

 
 Seven Sister Blues, 144
 

 
 SEVEN YEAR ACHE, 554
 

 
 THE SEVENTH SON, 264, 405
 

 
 The Seventh Voyage of Sinbad (movie), 329
 

 
 76 TROMBONES, 298
 

 
 Seville (Luiz Bonfa), 691
 

 
 Sexual Healing, 693
 

 
 Sexy Ways, 254
 

 
 Sgt. Pepper’s Lonely Hearts Club Band (album), 295, 411, 412, 416–417, 441, 472, 599
 

 
 Shadowland (album), 614
 

 
 THEME FROM “SHAFT”, 477
 

 
 SHAKE A HAND, 248–249, 252n159
 

 
 Shake ‘Em on Down, 158
 

 
 Shake It Out, 692
 

 
 SHAKE, RATTLE AND ROLL (Bill Haley & the Comets), 259
 

 
 Shake, Rattle, and Roll (Big Joe Turner), 259
 

 
 Shake That Boogie, 132
 

 
 Shake Your Groove Thing, 539
 

 
 Shame on You, 205
 

 
 Shame, Shame, Shame, 278, 515
 

 
 Shanghai Rooster Yodel, 340
 

 
 The Shape of Jazz to Come (album), 314
 

 
 Sharky’s Machine (movie), 560
 

 
 Shaw ‘Nuff, 195
 

 
 SH-BOOM (The Chords), 253, 257–258
 

 
 She Ain’t Got No Hair, 220
 

 
 She Bop, 571n153
 

 
 She Done Him Wrong (movie), 90
 

 
 She Keeps Me Warm, 696n119
 

 
 She Lives (TV movie), 503
 

 
 She Loves You (The Beatles), 369, 533
 

 
 She Moves Me, 264, 265
 

 
 SHE THINKS I STILL CARE, 347
 

 
 The Sheltering Sky (movie), 206n292
 

 
 SHENANDOAH (Bill Frisell & Ry Cooder), 641–642
 

 
 SHERRY (Four Seasons), 352, 569
 

 
 She’s a Heartbreaker, 707
 

 
 She’s a Mystery to Me, 356
 

 
 SHE’S ALREADY MADE UP HER MIND, 613
 

 
 She’s Always a Woman, 701
 

 
 SHE’S GONE, 522
 

 
 SHE’S GOT YOU, 347
 

 
 She’s in the Graveyard Now, 74
 

 
 She’s So Unusual (album), 571
 

 
 SHILO (Neil Diamond), 456
 

 
 Shimmy, Shimmy, Ko-ko-Bo, 376
 

 
 SHINE ON, HARVEST MOON, 18–19, 36
 

 
 The Shining (novel), 525
 

 
 SHINING STAR (Earth, Wind & Fire), 513
 

 
 SHINY STOCKINGS, 279
 

 
 Ship Ahoy (album), 517
 

 
 The Ship That Never Returned, 316
 

 
 Shoot Out the Lights (album), 565
 

 
 Shop Around, 344, 353
 

 
 SHOTGUN, 382–383, 595
 

 
 SHOUT (Tears for Fears)

 
 Shout (Isley Brothers), 349
 

 
 Show Boat (musical), 56
 

 
 THE SIDEWINDER, 368–369
 

 
 Sigh No More (album), 694
 

 
 SIGN O’ THE TIMES (Prince), 591
 

 
 SIGNED, SEALED, DELIVERED (I’M YOURS), 461–462, 543
 

 
 SILENT NIGHT, HOLY NIGHT, 22n77, 212n325, 367
 

 
 Silver Bell, 20
 

 
 SILVER THREADS AMONG THE GOLD, 11–12
 

 
 Silver Threads and Golden Needles, 434
 

 
 The Silver-Tongued Devil and I (album), 496
 

 
 Simple Gifts, 527
 

 
 (Play a) Simple Melody, 22
 

 
 Simple Simon (musical), 246
 

 
 SIN CITY, 439–440
 

 
 Sinbad (musical), 37
 

 
 SINCE I FELL FOR YOU (Buddy Johnson), 199
 

 
 Since I Fell for You (Lenny Welch), 199, 350
 

 
 SINCE I LOST MY BABY, 391
 

 
 SINCE I MET YOU, BABY, 285
 

 
 SINCE YOU ASKED, 423
 

 
 SINCERELY (The Moonglows), 262
 

 
 Sinfonetta for Strings, 329
 

 
 Sing for Your Supper (revue), 157
 

 
 Sing Out! (magazine, selected citations), 219, 231n30; , 305n512, 317n594, 335, 342, 355, 394, 495n244, 567
 

 
 Sing, Sing, Sing (With a Swing), 131, 163, 175n121, 281
 

 
 SING THE DELTA, 694–695
 

 
 SINGIN’ IN THE RAIN (Cliff Edwards), 88
 

 
 Singin’ In the Rain (movie), 240
 

 
 SINGLE GIRL, MARRIED GIRL, 69
 

 
 SINGLE LADIES (PUT A RING ON IT), 676, 677
 

 
 Single Life, 69n157
 

 
 SIR DUKE, 525–526
 

 
 Sisters of Mercy, 409
 

 
 Sitting In the Park, 389, 403
 

 
 Sittin’ on Top of the World, 98
 

 
 SIX DAYS ON THE ROAD, 360
 

 
 Six o’Clock News (Kathleen Edwards), 666
 

 
 6 Pieces of Silver (album), 284
 

 
 SIXTEEN TONS (Merle Travis), 204
 

 
 Sixty Minute Man, 254
 

 
 S.K. Blues, 195n225
 

 
 Skating (Vince Guaraldi), 396n86
 

 
 Sketches of Spain (album), 259, 334n78
 

 
 Skewball, 61; 
  also see
 STEWBALL
 

 
 SKYFALL (Adele), 695
 

 
 Sky Fell (Judy Collins), 423n266
 

 
 SKYLARK (Earl Hines & Orchestra with Billy Eckstine), 173
 

 
 SKYLINER (Charlie Barnet), 187
 

 
 The Sky’s the Limit (movie), 309
 

 
 Slaughter on Tenth Avenue, 581n221
 

 
 Slave Songs of the United States, 10n34, 20, 53, 342, 368
 

 
 Sleep (Fred Waring), 103
 

 
 Sleep On, Mother, 78
 

 
 A SLEEPIN’ BEE, 319–320
 

 
 Sleepless in Seattle (movie), 363
 

 
 SLEEPY LAGOON, 174
 

 
 SLEIGH RIDE (Boston Pops Orchestra), 221–222, 240
 

 
 SLEIGH RIDE (Leroy Anderson & “Pops” Concert Orchestra), 222
 

 
 Slipping Around, 138n234
 

 
 SLIPPIN’ INTO DARKNESS, 481
 

 
 SLOOP JOHN B, 401–402
 

 
 Slumdog Millionaire (movie), 676
 

 
 Smallville (TV series), 652, 653
 

 
 Smells Like Teen Spirit, 523
 

 
 Smile (musical), 611
 

 
 THE SMILER, 16–17
 

 
 
 Smithsonian Collection of Classic Country Music (boxed set), 67, 71, 91, 121, 136, 156, 200, 213, 245, 250, 294, 320, 426, 478, 520
 

 
 Smithsonian Collection of Classic Jazz (boxed set), 32, 119, 149, 207, 212, 236, 314, 325, 366
 

 
 Smithsonian’s American Popular Song (boxed set), 31, 45, 111, 141, 149, 161, 182, 195, 198, 200, 229, 230, 246, 249, 269, 270, 281, 289, 290, 295, 296, 307, 309, 320, 354, 366
 

 
 Smoke Gets in Your Eyes, 144, 214
 

 
 SMOKE ON THE WATER (Bob Wills & His Texas Playboys), 194
 

 
 Smoke on the Water (Deep Purple), 466
 

 
 Smoke Rings, 109
 

 
 SMOKE! SMOKE! SMOKE! (THAT CIGARETTE), 204–205
 

 
 Smokestack Lightning, 98
 

 
 SMOKEY JOE’S CAFÉ, 256, 267–268, 291
 

 
 Smoking Gun, 596
 

 
 SMOKY MOKES, 8–9, 24
 

 
 Smoky Mountain Ballads (album), 204n276
 

 
 Smooth Criminal, 713n267
 

 
 SMOOTH OPERATOR

 
 Smooth Sailing, 279
 

 
 Smuggler’s Blues, 581
 

 
 Snatch and Grab It, 209
 

 
 Sniper (Harry Chapin), 457, 648
 

 
 Snowfall (Claude Thornhill, 166, 202
 

 
 Snow White and the Seven Dwarfs (movie), 134
 

 
 So I Married an Axe Murderer (movie), 610
 

 
 SO LONG, IT’S BEEN GOOD TO KNOW YA (DUSTY OLD DUST) (Woody Guthrie), 158, 326
 

 
 So Long, It’s Been Good to Know Ya (The Weavers), 326
 

 
 SO MANY ROADS, SO MANY TRAINS, 324–325
 

 
 So Rare, 530
 

 
 So Round, So Firm, So Fully Packed, 204
 

 
 So Tired, 85
 

 
 So What (Miles Davis), 313
 

 
 S.O.B. (Nathaniel Rateliff & the Night Sweats), 715
 

 
 SOCIETY’S CHILD, 415–416, 506
 

 
 SODADE (Cesaria Evora), 614
 

 
 Soldier’s Joy, 231
 

 
 SOLITUDE (Billie Holiday), 167
 

 
 Solitude Standing (album), 606
 

 
 SOLO FLIGHT, 165–166
 

 
 SOME ENCHANTED EVENING (Jane Olivor), 529–530
 

 
 Some Enchanted Evening (general references), 216
 

 
 Some Girls (album), 535
 

 
 Some Like It Hot (movie), 310
 

 
 SOME OTHER TIME, 514
 

 
 Some Sunny Day, 22
 

 
 Somebody Hoodooed the Hoodoo Man— see
 HOODOO MAN BLUES
 

 
 SOMEBODY STOLE MY GAL, 54
 

 
 SOMEDAY SOON, 436
 

 
 SOMEDAY WE’LL BE TOGETHER, 447, 462
 

 
 Someone Like You (Adele), 701
 

 
 SOMEONE THAT I USED TO KNOW, 690–691
 

 
 SOMEONE TO WATCH OVER ME (Gertrude Lawrence), 71
 

 
 SOMEONE TO WATCH OVER ME (Lee Wiley/Eddie Condon & Orchestra), 191
 

 
 SOMEONE TO WATCH OVER ME (Ella Fitzgerald), 229
 

 
 Someone to Watch Over Me (general references), 316
 

 
 Something (The Beatles), 466
 

 
 Something Beautiful, 690
 

 
 SOMETHING COOL, 260–261
 

 
 SOMETHIN’ DOIN’ (Nap Hayes & Matthew Prader), 75
 

 
 Something Keeps a-Worrying Me, 201n262
 

 
 SOMETHING SO STRONG, 591
 

 
 Somethin’ Stupid, 418
 

 
 Something to Live For, 612
 

 
 SOMETIMES I FEEL LIKE A MOTHERLESS CHILD, 133–134, 307
 

 
 Sometimes I’m Happy, 123
 

 
 SOMEWHERE (“West Side Story”), 299–300
 

 
 SOMEWHERE A VOICE IS CALLING, 28
 

 
 Somewhere in Time (movie score), 418, 584
 

 
 SON OF A PREACHER MAN, 434–435
 

 
 Song and Dance (musical), 574n172
 

 
 Songbird (Eva Cassidy album), 628
 

 
 Song for My Father, 360, 373
 

 
 SONG OF BERNADETTE (Jennifer Warnes), 589
 

 
 SONG FOR A WINTER’S NIGHT, 414
 

 
 SONG FOR ZULA, 697
 

 
 Song from “Moulin Rouge”, 324
 

 
 SONG OF INDIA, 131
 

 
 THE SONG OF SCHEHERAZADE, 516
 

 
 SONG OF THE VOLGA BOATMEN, 164
 

 
 Songs for Swingin’ Lovers (album), 268–269, 285
 

 
 Songs in the Key of Life (album), 508, 524, 526, 552
 

 
 Songs of Innocence (album), 709
 

 
 Sonic Highways (documentary series), 689
 

 
 Sonny’s Blues (short story), 713n271
 

 
 Soolaimon, 465
 

 
 SOPHISTICATED LADY, 113
 

 
 The Sopranos (TV show), 557
 

 
 Soul Deep, 419
 

 
 Soul Man, 477
 

 
 Soulphony, 205
 

 
 Soul Train (TV show), 515
 

 
 The Souls of Black Folk (W.E.B. Du Bois), 342
 

 
 Sound City (documentary), 689
 

 
 THE SOUND OF MUSIC, 383–384
 

 
 The Sound of Music (musical), 334, 383
 

 
 THE SOUND OF SILENCE (Disturbed), 718
 

 
 The Sound of Silence (Simon & Garfunkel), 400, 427, 435, 718
 

 
 Sourwood Mountain Medley, 107
 

 
 SOUTH (Bennie Moten’s Kansas City Orchestra), 80
 

 
 South Before the War (theatrical production), 6
 

 
 South Florida Blues— see
 ORANGE BLOSSOM SPECIAL
 

 
 South Pacific (musical and Broadway cast album), 184, 216, 273n292, 383n12, 384, 529
 

 
 South Pacific (movie and soundtrack), 384
 

 
 Southbound Passenger Train, 10
 

 
 SOUTHERN CROSS, 562
 

 
 Sowing the Seeds of Love, 606
 

 
 SPACE ODDITY, 494
 

 
 Spain (Isham Jones), 55
 

 
 Spanish Fandango, 135
 

 
 SPANISH HARLEM (Aretha Franklin), 475
 

 
 SPEAK LOW, 268
 

 
 Speak No Evil (album), 377
 

 
 Speak Now (album), 685
 

 
 Speakerboxx/The Love Below (album), 660
 

 
 Speaking in Tongues (album), 568
 

 
 The Spectacular Now (movie), 697
 

 
 SPEED OF SOUND, 667
 

 
 Spike (album), 597
 

 
 Spill the Wine, 481
 

 
 Spinning Wheel, 436
 

 
 The Spitting Image (TV show), 588
 

 
 
 A SPOONFUL BLUES (Charley Patton), 88–89
 

 
 Sports (album), 579
 

 
 Sports Illustrated Swimsuit Issue, 701
 

 
 Sports Night (TV show), 446
 

 
 SPREAD LOVE, 598–599
 

 
 Stack-a-Lee (Archibald), 310
 

 
 Stack o’Lee Blues, 85, 285
 

 
 Stacy’s Mom, 632
 

 
 STAGGER LEE, 244, 310, 316
 

 
 Stairway to Heaven, 483
 

 
 STAN (Eminem featuring Dido), 647–648
 

 
 STAND! (Sly & the Family Stone), 439
 

 
 Stand Up and Be Counted (movie), 487
 

 
 STANDING IN THE SHADOWS OF LOVE, 409, 412
 

 
 Standing in the Shadows of Motown (documentary), 349n172, 627
 

 
 Stankonia (album), 648, 660
 

 
 STAR DUST (Isham Jones), 99, 104n41
 

 
 STAR DUST (Bing Crosby), 105–106
 

 
 STAR DUST (Glenn Miller), 156
 

 
 STAR DUST (Tommy Dorsey & His Orchestra with Frank Sinatra), 163
 

 
 STARDUST (Coleman Hawkins), 192–193
 

 
 STARDUST (Doc Cheatham & Nicholas Payton), 634
 

 
 Star Dust (Artie Shaw), 156, 163
 

 
 Stardust (general references), 142, 183, 295
 

 
 Stardust (Willie Nelson album), 193n214, 558
 

 
 Star Eyes, 559n68
 

 
 A Star Is Born (Judy Garland movie), 186n169, 191n201, 320
 

 
 A Star Is Born (Barbra Streisand movie), 507, 524
 

 
 Star Search (TV show), 713
 

 
 THE STAR-SPANGLED BANNER (John McCormack), 34–35
 

 
 THE STAR-SPANGLED BANNER (Whitney Houston), 607–608
 

 
 The Star-Spangled Banner (general references), 31, 653
 

 
 Star-Spangled Rhythm (movie), 179
 

 
 Star Trek: The Motion Picture, 507
 

 
 Star Trek: The Next Generation (TV show), 507, 597
 

 
 Star Trek 2: The Wrath of Khan (movie score), 599
 

 
 Star Wars (movie), 384, 527, 538
 

 
 Star Wars: The Force Awakens, 717
 

 
 STARS (Janis Ian), 506–507
 

 
 THE STARS AND STRIPES FOREVER (Columbia Orchestra), 7
 

 
 The Stars and Stripes Forever (John Philip Sousa), 6
 

 
 (JUST LIKE) STARTING OVER, 553
 

 
 STAY (Maurice Williams & the Zodiacs), 333–334
 

 
 Stay a Little Longer, 194n223
 

 
 Stay in My Corner, 284
 

 
 STAY WITH ME (Lorraine Ellison), 406
 

 
 STAY WITH ME (Sam Smith), 705–706, 709n237
 

 
 STEAL AWAY (Dinwiddie Colored Quartet), 10
 

 
 STEALIN’, STEALIN’, 78, 81
 

 
 Stein Song (University of Maine), 111
 

 
 STEPPIN’ OUT (Joe Jackson), 562
 

 
 STEWBALL (Leadbelly & Golden Gate Quartet), 61, 160
 

 
 Sticky Fingers (album), 471, 472
 

 
 Still a Fool, 227n2
 

 
 Still I Love Him, 69n156
 

 
 The Sting (movie), 32n132
 

 
 STIR IT UP, 495–496, 517
 

 
 STOMP (God’s Property featuring Kirk Franklin), 633–634
 

 
 STOMPIN' AT THE SAVOY (Benny Goodman), 125
 

 
 Stomping at the Savoy (Chick Webb), 120, 125
 

 
 Stoned Soul Picnic, 430, 446n416
 

 
 STONES (Neil Diamond), 480
 

 
 STONES IN MY PASSWAY, 132
 

 
 Stoney End, 430
 

 
 STOP AND LISTEN BLUES, 98
 

 
 Stop Draggin’ My Heart Around, 554n44
 

 
 STOP! IN THE NAME OF LOVE, 383
 

 
 Stop, Look and Listen (to Your Heart), 482
 

 
 Stop the World, I Want to Get Off (musical), 418
 

 
 Storm At Sunup (album), 516
 

 
 Storm Front (album), 604
 

 
 The Storms Are on the Ocean, 69
 

 
 Storms of Life (album), 585
 

 
 Stormy Monday Blues (Earl Hines), 173, 217
 

 
 STORMY WEATHER (Leo Reisman Orch. w/ Harold Arlen), 112–113
 

 
 STORMY WEATHER (Duke Ellington), 113
 

 
 Stormy Weather (Lena Horne), 190
 

 
 Straight from the Heart, 580
 

 
 STRAIGHT, NO CHASER (Thelonious Monk), 236
 

 
 STRAIGHT, NO CHASER (Miles Davis), 236, 300
 

 
 Straight Outta Compton (album), 597–598, 615
 

 
 Straight to Hell, 676
 

 
 Straighten Up and Fly Right, 202
 

 
 STRANGE FRUIT— see
 medley with DIXIE
 

 
 Strange Fruit (Billie Holiday), 144, 215
 

 
 Strange Fruit (general references), 88, 170n
 

 
 STRANGE MAN, 426
 

 
 The Stranger (album), 532
 

 
 STRATOSPHERE (Jimmie Lunceford), 118
 

 
 STRAWBERRY FIELDS FOREVER, 411, 412
 

 
 The Strawberry Roan, 467
 

 
 STRAWBERRY WINE, 630–631
 

 
 Street Fighting Man, 326, 432n
 

 
 Street Life (Crusaders), 553
 

 
 Street of Dreams, 312
 

 
 Street Scene, 300
 

 
 STREETS OF LONDON, 511–512
 

 
 Stripped (album), 657
 

 
 The Stroll, 301
 

 
 Strut Miss Lizzie, 51
 

 
 Struttin’ with Some Barbecue, 65, 433
 

 
 Stuck in the Middle With You, 534
 

 
 Student Demonstration Time, 257
 

 
 The Student Prince (musical), 55
 

 
 A Study in Blue, 142
 

 
 A Study in Brown, 142
 

 
 SUBTERRANEAN HOMESICK BLUES, 280, 384–385
 

 
 The Suburbs (album), 686
 

 
 Such Sweet Thunder, 343
 

 
 Sucker MCs, 566
 

 
 Sugar Baby, 64, 114
 

 
 Sugar Mountain, 458
 

 
 Sugar Pie, Honey Bunch— see
 I CAN’T HELP MYSELF
 

 
 SUITE: JUDY BLUE EYES 436n356, 444–445
 

 
 SUMMER BREEZE, 490
 

 
 Summer of ’42 (movie), 501
 

 
 Summer of ’42 (theme song), 504
 

 
 Summer of ’42 (Broadway musical), 702
 

 
 SUMMER OF ’69, 580
 

 
 A Summer Place— see
 THEME FROM A SUMMER PLACE
 

 
 Summer Sequence, 208
 

 
 Summer Stock (movie), 231
 

 
 SUMMER (THE FIRST TIME), 500–501
 

 
 SUMMERTIME (Abbie Mitchell/ “Porgy & Bess”), 123
 

 
 SUMMERTIME (Sidney Bechet), 144–145
 

 
 SUMMERTIME (Miles Davis), 307–308
 

 
 SUMMERTIME (Billy Stewart), 403
 

 
 
 SUMMERTIME (Ray Charles & Cleo Laine), 524
 

 
 Summertime (general song references), 316
 

 
 SUMMIT RIDGE DRIVE, 161
 

 
 Sun City, 595
 

 
 Sunbonnet Sue, 20
 

 
 Sunday Bloody Sunday (movie), 456
 

 
 Sunday in the Park with George (musical), 574
 

 
 A SUNDAY KIND OF LOVE (Claude Thornhill), 166, 202, 281
 

 
 A SUNDAY KIND OF LOVE (The Harptones), 252–253
 

 
 Sunday Morning Comin’ Down, 461, 467
 

 
 Sunday Will Never Be the Same, 421
 

 
 Sunflower, 370
 

 
 Sunflower Slow Drag, 75
 

 
 SUNLIGHT (The Youngbloods), 447
 

 
 Sunny Mountain Chimes, 425
 

 
 Sunrise (The Triplets), 608
 

 
 SUNRISE SERENADE (Glen Gray & Casa Loma Orchestra), 109, 142
 

 
 SUNRISE SERENADE (Glenn Miller), 142, 172
 

 
 SUNSET GRILL, 581
 

 
 SUNSET MEDLEY, 31–32
 

 
 SUNSHINE OF YOUR LOVE, 424
 

 
 SUPER BASS, 688
 

 
 Super Chief, 32
 

 
 Superfly (movie soundtrack), 489
 

 
 THEME FROM “SUPERMAN”, 538
 

 
 SUPERMAN (IT’S NOT EASY), 652
 

 
 (JESUS CHRIST) SUPERSTAR, 455–456
 

 
 Sure Thing, 693n90
 

 
 SURELY GOD IS ABLE, 228–229, 237, 286
 

 
 Surf Party (movie), 390
 

 
 Surrender (Elvis Presley), 388, 421
 

 
 Suspicion (movie), 329
 

 
 Suspicious Minds, 436, 558
 

 
 SUZANNE (Judy Collins), 409–410
 

 
 Suzanne (as composition), 653n46, 691
 

 
 Suzie-Q, 339
 

 
 Sweeney Todd (musical), 574
 

 
 Sweet Adeline, 50
 

 
 SWEET AMARILLO, 706
 

 
 Sweet Blindness, 430, 446n416
 

 
 Sweet Caroline, 456
 

 
 Sweet Dreams (Faron Young), 337
 

 
 SWEET DREAMS (ARE MADE OF THIS), 565
 

 
 Sweetheart of the Rodeo (album), 440
 

 
 Sweethearts (musical), 15
 

 
 Sweet Home Alabama, 514
 

 
 SWEET HOME CHICAGO, 119, 129
 

 
 Sweet Jesus Boy, 211n315
 

 
 SWEET LITTLE ANGEL (B.B. King), 280
 

 
 Sweet Little Sixteen, 298
 

 
 SWEET LORRAINE, 183–184
 

 
 Sweet Nothin’s, 330
 

 
 Sweet Rosie O’Grady, 4
 

 
 Sweet Sue, 112
 

 
 Sweet Talkin’ Guy, 359
 

 
 Sweet Thing, 114
 

 
 Sweet William, 372
 

 
 The Sweetest Taboo, 577n188
 

 
 Sweets for My Sweet, 371
 

 
 Swimming Pool (Drank), 713
 

 
 Swing Easy (album), 286
 

 
 Swing Low, Sweet Chariot, 6
 

 
 Swing Shift, 175
 

 
 Swing Time (movie), 127
 

 
 Swing Your Daddy, 496
 

 
 Swingin’ Down the Lane, 55, 99
 

 
 SWINGING ON A STAR, 186–187
 

 
 SWINGING THE BLUES, 135
 

 
 A Swingin’ Affair (album), 286
 

 
 ‘S WONDERFUL (Gene Kelly & George Guetary), 238–239
 

 
 ‘s Wonderful (general references), 171
 

 
 Syeeda’s Song Flute, 314
 

 
 Sylvia’s Mother, 375
 

 
 Symphony of Six Million (movie), 112
 

 
 Synchronicity (album), 568, 572
 

 

 
 
 A Table in the Corner, 206
 

 
 T’ain’t Nobody’s Business If I Do— see
 AIN’T NOBODY’S BUSINESS
 

 
 Take Five, 353, 559
 

 
 Take Me Back to Oklahoma (movie), 164
 

 
 TAKE ME BACK TO TULSA, 164, 181
 

 
 Take Me Home, Country Roads, 492, 513
 

 
 TAKE ME OUT TO THE BALL GAME, 10, 18, 20
 

 
 TAKE ME TO CHURCH, 705
 

 
 TAKE ME TO THE RIVER (Al Green), 511, 537
 

 
 TAKE ME TO THE RIVER (Talking Heads), 537
 

 
 Take My Hand, Precious Lord— see
 Precious Lord
 

 
 Take My Love, 235
 

 
 Take the “A” Train, 612
 

 
 Taking It Easy, 385
 

 
 TAKING OFF (Milton Brown & His Brownies), 121–122
 

 
 Takin’ Off (album), 346
 

 
 Talking Book (album), 496
 

 
 Talking Machine World (magazine, selective), 1n1, 13, 24, 27, 50n35, 57n86, 100
 

 
 The T.A.M.I. Show (movie), 347
 

 
 TANGERINE (Jimmy Dorsey), 174
 

 
 Tap Root Manuscript (album), 463, 465
 

 
 Tapestry (Carole King album), 470, 471, 472, 489, 519, 581
 

 
 Tapestry (Don McLean album), 485
 

 
 Tar Paper Stomp, 134
 

 
 Tara’s Theme, 351
 

 
 Tarkus (album), 526n431
 

 
 A Taste of Honey, 465n63
 

 
 Taxi (Harry Chapin), 482, 483, 505
 

 
 Tea for the Tillerman (album), 468
 

 
 TEA FOR TWO, 56
 

 
 TEACH ME TONIGHT, 261n217, 315, 

 
 TEACH YOUR CHILDREN, 460
 

 
 Teacher, Teacher, 291
 

 
 Tear the Roof Off the Sucker, 534, 713n267
 

 
 Teardrops on My Guitar, 686
 

 
 Teardrops on Your Letter, 312
 

 
 TEARS (King Oliver’s Creole Jazz Band), 52
 

 
 Tears in Heaven, 630
 

 
 Tears on My Pillow, 376
 

 
 Teenage Dream (album), 700
 

 
 A Teenager’s Romance, 339
 

 
 Tell Daddy, 422
 

 
 TELL IT LIKE IT IS, 407–408
 

 
 TELL MAMA, 422
 

 
 Tell Me, Dusky Maiden, 176
 

 
 TELL ME WHY YOU LIKE ROOSEVELT, 218; also see
 FRANKLIN D. ROOSEVELT, THE POOR MAN’S FRIEND
 

 
 TELL THE TRUTH, 296, 332
 

 
 TEMPTATION ‘BOUT TO GET ME, 389
 

 
 The Ten Commandments (movie), 335
 

 
 Ten Days in Jail, 256
 

 
 TEN MILLION SLAVES, 655–656
 

 
 Tenbrook and Molly, 61
 

 
 Tender is the Night, 581
 

 
 Tenderly, 180, 258
 

 
 1070 (I’M YOUR DIRTY MEXICAN), 684–685
 

 
 Tennessee (Arrested Development), 624
 

 
 TENNESSEE WHISKEY, 714
 

 
 Tequila (The Champs), 490
 

 
 TERMINAL (Rupert Holmes), 509–510
 

 
 The Terminal (movie), 621
 

 
 TERRAPLANE BLUES, 129–130
 

 
 (I Wanna) Testify, 534
 

 
 Texaco Star Theater (TV show), 209
 

 
 TEXAS FLOOD (Larry Davis), 302, 568
 

 
 TEXAS FLOOD (Stevie Ray Vaughan), 567, 568
 

 
 Thank You (Dido), 648
 

 
 
 THANKS FOR THE MEMORY, 139
 

 
 That Chick’s Too Young to Fry, 307
 

 
 That Lonesome Song (album), 674
 

 
 THAT LOVIN’ YOU FEELIN’ AGAIN, 550
 

 
 THAT OLD BLACK MAGIC, 179–180, 308
 

 
 That Silver-Haired Daddy of Mine, 143
 

 
 THAT THING YOU DO!, 631–632
 

 
 That Too-Doo, 135
 

 
 THAT'S ALL RIGHT (Arthur “Big Boy” Crudup), 201
 

 
 That’s All Right (Elvis Presley), 201, 260
 

 
 That’s All You Gotta Do, 329n47
 

 
 THAT’S ENOUGH (Dorothy Love Coates), 278
 

 
 That’s How I Got to Memphis, 670
 

 
 THAT’S NO WAY TO GET ALONG, 91
 

 
 That’s the Blues, Old Man, 242
 

 
 THAT’S THE WAY I’VE ALWAYS HEARD IT SHOULD BE, 470
 

 
 THAT’S THE WAY OF THE WORLD, 515–516
 

 
 That’s the Way of the World (album), 513
 

 
 That’s What Girls Are Made For, 493
 

 
 THEME—for themes to motion pictures (other than those directly below), see movie title

 
 Theme from “Mahogany”, 581
 

 
 THEME FROM “SHAFT”, 477–478
 

 
 THEME FROM “A SUMMER PLACE”, 324, 353
 

 
 THEME FROM “VALLEY OF THE DOLLS”, 424–425
 

 
 THEN HE KISSED ME, 362, 577
 

 
 THERE AIN’T NO CURE, 680
 

 
 THERE ARE SUCH THINGS, 177
 

 
 THERE BUT FOR FORTUNE (Joan Baez), 393–394
 

 
 THERE BUT FOR FORTUNE (Phil Ochs), 393–394
 

 
 There Goes My Baby, 333
 

 
 There Goes Rhymin’ Simon (album), 500
 

 
 THERE IS ALWAYS ONE MORE TIME, 611–612
 

 
 There is Nothin’ Like a Dame, 216
 

 
 There Must Be a Better World Somewhere, 611
 

 
 THERE SHE GOES, 609–610
 

 
 THERE STANDS THE GLASS, 250–251
 

 
 There Used to Be a Ballpark, 614
 

 
 THERE WILL NEVER BE ANOTHER YOU, 247–248
 

 
 There’ll Be a Hot Time in the Old Town Tonight— see
 Hot Time in the Old Town
 

 
 THERE’S A LIGHT BEYOND THESE WOODS, 561
 

 
 There’s a Long, Long Trail, 31
 

 
 THERE’S A MEETIN’ HERE TONIGHT, 367–368
 

 
 There’s a Rhythm in Harlem, 134
 

 
 There’s a Riot Goin’ On (album), 257, 480
 

 
 THERE’S A STAR-SPANGLED BANNER WAVING SOMEWHERE, 173–174
 

 
 THERE’S A TRAIN, 633
 

 
 There’s No Business Like Show Business, 184
 

 
 There’s No Tomorrow, 331
 

 
 These Boots Were Made for Walkin’, 418
 

 
 These Words, 668
 

 
 THEY DIDN’T BELIEVE ME, 31
 

 
 They Say, 385
 

 
 THEY SAY IT'S WONDERFUL, 200–201
 

 
 They Were Doin’ the Mambo, 261
 

 
 Things Have Changed (Bob Dylan), 670
 

 
 Think (Five Royales), 296
 

 
 Think of One (album), 589
 

 
 THINKIN’ ‘BOUT YOU, 693
 

 
 THINKING OUT LOUD, 708
 

 
 THE THIRD DEGREE, 247
 

 
 THIRSTY BOOTS, 400–401
 

 
 13 Going on 30 (movie), 572n161
 

 
 This Charming Man, 577
 

 
 This Here (Bobby Timmons), 284n370, 309, 369n304
 

 
 This is Our Country, 586
 

 
 This Is the Army (revue), 184
 

 
 THIS LAND IS YOUR LAND (The Weavers), 326
 

 
 THIS LAND IS YOUR LAND (Sharon Jones & the Dap-Kings), 664–665
 

 
 This Land is Your Land (Woody Guthrie), 168, 478
 

 
 This Little Girl of Mine, 274
 

 
 This Love of Mine, 235
 

 
 This Nearly Was Mine, 216
 

 
 THIS OLD HEART OF MINE (IS WEAK FOR YOU), 349, 401
 

 
 This Subdues My Passion, 668
 

 
 THIS TRAIN (IS BOUND FOR GLORY), 140–141, 650
 

 
 THIS USED TO BE MY PLAYGROUND, 614
 

 
 This Will Be, 609
 

 
 This Year’s Kisses, 130
 

 
 A THOUSAND MILES (Vanessa Carlton), 655
 

 
 A THOUSAND MILES AWAY, 285, 338
 

 
 A Thousand Miles from Nowhere, 616
 

 
 The Three Babes, 72
 

 
 3 Feet High and Rising (album), 599
 

 
 Three Little Girls in Blue (movie), 269
 

 
 Three Little Pigs (cartoon), 111
 

 
 Three Little Words, 108
 

 
 THREE O’CLOCK IN THE MORNING, 50
 

 
 The Threepenny Opera, 139, 271
 

 
 Three Shades of Blue, 110
 

 
 Thrift Shop, 696
 

 
 THRILLER (Michael Jackson), 572
 

 
 Thriller (album), 542, 553n35, 569n133, 572n157, 594, 662
 

 
 Thumbs Up (musical), 281
 

 
 THUNDER ON THE MOUNTAIN (Bob Dylan), 670
 

 
 THUNDER ON THE MOUNTAIN (Wanda Jackson), 687
 

 
 THE THUNDERER (United States Marine Band), 3
 

 
 THE THUNDERER MARCH (Gilmore’s Band), 9
 

 
 TICKET TO RIDE, 387, 464
 

 
 Tico-Tico no Fuba, 178
 

 
 TIGER RAG (Mills Brothers), 106
 

 
 Tiger Rag (general references, 115
 

 
 TIGHT LIKE THAT— see
 IT’S TIGHT LIKE THAT
 

 
 TIGHT LIKE THIS (Louis Armstrong), 85
 

 
 TIGHTROPE (Janelle Monae), 685, 699
 

 
 TIL IT HAPPENS TO YOU, 718
 

 
 Till the End of Time, 201
 

 
 TIME IN A BOTTLE, 503–504
 

 
 TIME IS ON MY SIDE, 373
 

 
 Time is Running Out, 679
 

 
 (I’ve Had) The Time of My Life, 589
 

 
 TIME OF YOUR LIFE (GOOD RIDDANCE), 637
 

 
 Time Out for Tears, 315
 

 
 Time Out of Mind (album), 635, 670
 

 
 TIME PASSAGES, 536
 

 
 TIME TO PRETEND, 674
 

 
 Timothy (The Buoys), 510
 

 
 Ti-Na-Na, 252
 

 
 Tin Roof Blues, 49, 51
 

 
 TIPITINA (Professor Longhair), 251–252
 

 
 TIRED OF BEING ALONE, 474
 

 
 ‘Tis Autumn, 193n211
 

 
 TIS KSENITY AS O PONOS (THE EXILE’S GRIEF), 78
 

 
 Titanic (movie), 638–639
 

 
 Tite Negresse, 216
 

 
 TO BE YOUNG, GIFTED, AND BLACK, 448
 

 
 THEME, “TO KILL A MOCKINGBIRD”, 335, 353–354
 

 
 To Kill a Mockingbird (novel), 330, 354
 

 
 To a Skylark (poem), 173
 

 
 
 To Anacreon in Heaven, 34
 

 
 To Have and Have Not (movie), 306
 

 
 To Know Him is to Love Him, 543
 

 
 To Pimp a Butterfly (album), 713, 714
 

 
 Toast of the Town (TV show), 209
 

 
 TOBY (Bennie Moten’s Kansas City Orchestra), 111–112
 

 
 TOM JOAD, PARTS 1 & 2 (Woody Guthrie), 159, 388
 

 
 TOM DOOLEY (Frank Profitt), 160–161
 

 
 TOM DOOLEY (Frank Warner), 160–161
 

 
 Tom Dooley (Kingston Trio), 316, 346
 

 
 Tommy (album), 441, 479
 

 
 TOM’S DINER, 606
 

 
 Tomorrow is My Turn (album), 711
 

 
 TOMORROW NIGHT (Lonnie Johnson), 209–210
 

 
 Tonada de Luna Llena, 550
 

 
 Tonight (“West Side Story”), 299
 

 
 Tonight I Celebrate My Love, 611
 

 
 Tonight’s the Night (The Shirelles), 356
 

 
 Tonight’s the Night (Neil Young), 473
 

 
 TONIGHT'S THE NIGHT (GONNA BE ALRIGHT), 523
 

 
 Too Far Gone, 513
 

 
 Too Fat Polka, 211
 

 
 TOO LONG IN THE WASTELAND, 599–600
 

 
 TOO MUCH MONKEY BUSINESS, 251, 280, 291, 385
 

 
 TOO MUCH MUSTARD (TRES MOUTARDE), 25
 

 
 Too Young, 239
 

 
 Toolie Oolie Doolie, 211
 

 
 Too-Ra-Loo-Ra-Loo-Ral, 24
 

 
 Top of the World, 468
 

 
 Torch (Carly Simon album), 556, 570
 

 
 Total Destruction to Your Mind (album), 707
 

 
 TOTAL ECLIPSE OF THE HEART, 567
 

 
 Touch Me in the Morning, 581
 

 
 Touch Me, Lord Jesus, 240
 

 
 A TOUCH OF GREY, 592
 

 
 Town Without Pity, 348
 

 
 TOXIC (Britney Spears), 661–662
 

 
 Toy Soldiers (Martika), 665
 

 
 Toys In the Attic (album), 523
 

 
 The Trail of the Lonesome Pine, 26
 

 
 TRAIN DON’T LEAVE ME, 650–651
 

 
 TRAIN FORTY-FIVE, 70–71, 133, 245
 

 
 The Train I Ride, 248
 

 
 THE TRAIN KEPT A-ROLLIN’, 280, 483
 

 
 Train Song, 633
 

 
 Train Special, 145
 

 
 Tramp, Tramp, Tramp (The Boys Are Marching), 35
 

 
 Trans-Europe Express, 559
 

 
 Transformer (album), 496
 

 
 TRAVELIN’ BAND, 456
 

 
 Travelin’ Man, 339
 

 
 Traveling Riverside Blues, 86
 

 
 Treasure of the Sierra Madre (movie), 139
 

 
 A Tree in the Meadow, 200
 

 
 Triad (David Crosby), 423
 

 
 THE TROLLEY SONG, 189
 

 
 Troubador (album), 678
 

 
 Trouble Hearted Blues, 78n204
 

 
 TROUBLE IN MIND, 59–60
 

 
 TROUBLE OF THE WORLD, 272–273
 

 
 TROUBLE SO HARD, 133
 

 
 Truck Driver’s Blues, 360
 

 
 Truck Driving Man, 360
 

 
 TRUCK STOP GOSPEL, 704
 

 
 TRUCKIN' (Grateful Dead), 480–481
 

 
 Try a Little Tenderness, 446
 

 
 TRY ME (I NEED YOU), 310
 

 
 TRYING TO GET TO YOU, 264–265
 

 
 TUESDAY AFTERNOON (FOREVER AFTERNOON), 430
 

 
 Tuesday Night Music Club (album), 621
 

 
 Tuff Enough, 695
 

 
 TUMBLING DICE, 485–486
 

 
 Tumbling Tumbleweeds, 117
 

 
 Tunnel of Love (album), 612
 

 
 TUPELO HONEY, 481
 

 
 Tupelo Honey (album), 477
 

 
 Turkey In the Straw, 48n25
 

 
 Turn of the Cards (album), 507
 

 
 TURN ON YOUR LOVE LIGHT, 345
 

 
 TURN THE PAGE, 521
 

 
 TURN! TURN! TURN! (TO EVERYTHING THERE IS A SEASON) (Pete Seeger), 355
 

 
 Turn! Turn! Turn! (The Byrds), 355
 

 
 Turn Your Radio On, 217
 

 
 TURTLES ALL THE WAY DOWN, 706
 

 
 TUSK (Fleetwood Mac), 542–543, 689
 

 
 Tutti Fruti, 244, 275
 

 
 TUXEDO JUNCTION (Erskine Hawkins), 147, 276n313, 402n123
 

 
 Tuxedo Junction (Glenn Miller), 147
 

 
 The 12 Days of Christmas, 169
 

 
 TWELVE GATES TO THE CITY, 123–124
 

 
 Twenty Feet from Stardom (documentary), 471n102
 

 
 “21” (album, Adele), 662, 688, 689, 716
 

 
 22-20 Blues, 104
 

 
 “25” (album), 716, 717
 

 
 20, 000 Leagues Under the Sea (Jules Verne), 115
 

 
 TWILIGHT TIME, 301
 

 
 The Twilight Zone (TV show), 365
 

 
 THE TWIST (Hank Ballard & the Midnighters), 312
 

 
 TWIST AND SHOUT (Isley Brothers), 349, 401
 

 
 Twist and Shout (The Beatles), 371
 

 
 Twist Around the Clock (movie), 346
 

 
 Two Occasions, 666
 

 
 Two of a Kind, Working on a Full House, 663
 

 
 Two Sleepy People, 139
 

 
 Two Steps from the Blues (album), 336n99
 

 
 2001: A Space Odyssey (movie), 423
 

 
 TWO WEEKS, 707
 

 
 Two White Horses in a Line, 75
 

 

 
 
 Ugly Woman, 157
 

 
 Ukrainske Wesilia (Ukrainian Wedding), 63
 

 
 UMBRELLA (Rihanna), 673
 

 
 UN-BREAK MY HEART, 632
 

 
 UNCLE PEN, 231
 

 
 Under the Bamboo Tree, 176
 

 
 UNDER THE DOUBLE EAGLE, 121
 

 
 UNFINISHED SYMPATHY, 607
 

 
 UNFORGETTABLE (Nat “King” Cole), 239
 

 
 UNFORGETTABLE (Natalie Cole & Nat “King” Cole), 239., 609
 

 
 Unit Structures (album), 402–403
 

 
 Unorthodox Jukebox (album), 709
 

 
 The Unquiet Grave, 72
 

 
 Until I Met You, 265
 

 
 Until the Real Thing Comes Along, 559n68
 

 
 UNWRITTEN (Natasha Bedingfield), 668
 

 
 Up Above My Head, I Hear Music in the Air, 206, 633
 

 
 Up and Down Broadway (musical), 27n105
 

 
 Up in the Air (movie), 665
 

 
 UP ON CRIPPLE CREEK, 446–447
 

 
 Up on the Housetop, 408
 

 
 UP TO THE MOUNTAIN (Solomon Burke), 670
 

 
 UP TO THE MOUNTAIN (Patty Griffin), 670
 

 
 UP, UP, AND AWAY, 416, 429, 438
 

 
 Up Where We Belong, 589
 

 
 UPRISING (Muse), 679
 

 
 Upside Down, 541
 

 
 UPTIGHT (EVERYTHING’S ALRIGHT), 396–397, 440n382
 

 
 Uptown (The Crystals), 352, 392, 656
 

 
 UPTOWN FUNK!, 708n218, 709
 

 
 UPTOWN GIRL

 
 
 Urban Cowboy (movie soundtrack), 585, 616
 

 
 Urge for Going, 457
 

 
 USA Today (newspaper), 562
 

 
 Use Me, 485
 

 

 
 
 The Vacant Chair, 13
 

 
 The Vagabond Lover (movie), 111
 

 
 VALLEY OF THE DOLLS, THEME FROM, 424–425
 

 
 THE VALLEY ROAD, 595
 

 
 VAN LEAR ROSE, 662–663, 687
 

 
 Variety (magazine, premiere issue), 13
 

 
 VAYA CON DIOS (MAY GOD BE WITH YOU), 246
 

 
 Vehicle (Ides of March), 560
 

 
 The V-8 Blues, 233
 

 
 Vengeance is Sleeping, 701n155
 

 
 VERONICA (Elvis Costello), 597
 

 
 Vertigo (movie), 301, 329
 

 
 Verities and Balderdash (album), 509
 

 
 THE VERY THOUGHT OF YOU, 117
 

 
 Very Warm for May (musical), 150
 

 
 VESTI LA GIUBBA (ON WITH THE PLAY) (“Pagliacci, ” Act 1), 12
 

 
 The Victor March, 13
 

 
 Vincent (Don McLean), 485, 506
 

 
 VISION OF LOVE, 605
 

 
 Viva Las Vegas, 611
 

 
 Vive la Compagnie, 275
 

 
 VIVIR MI VIDA, 693, 698
 

 
 VOGUE (Madonna), 604, 687
 

 
 Volga Boat Song— see
 SONG OF THE VOLGA BOATMEN
 

 
 The Voice (TV show), 703
 

 
 The Voice of Frank Sinatra (album), 326n20
 

 
 VOODOO CHILD (SLIGHT RETURN), 432–433
 

 

 
 
 THE WABASH CANNONBALL (Carter Family), 93
 

 
 WADE IN THE WATER, 387
 

 
 Wagon Wheel, 706
 

 
 Wagon Wheels (1934 song), 141, 237
 

 
 WAIT TILL THE SUN SHINES, NELLIE, 14–15, 21
 

 
 THE WAITING, 554
 

 
 Waiting for a Train, 76n196, 500
 

 
 Waiting for the Robert E. Lee, 23
 

 
 Wake Me, Shake Me, 401
 

 
 Wake Me Up Before You Go-Go, 594
 

 
 WAKE UP (Arcade Fire), 665
 

 
 Wake Up and Dream (musical), 271
 

 
 WAKE UP, EVERYBODY, 517, 710
 

 
 WAKE UP, LITTLE SUSIE, 294, 425
 

 
 Wake Up, Susan, 92
 

 
 WALK (Foo Fighters), 689
 

 
 The Walk (Jimmy McCracklin), 337
 

 
 Walk a Mile in My Shoes, 435
 

 
 Walk Away Renee, 410, 523
 

 
 WALK, DON’T RUN, 331
 

 
 WALK LIKE A MAN, 355
 

 
 Walk On By (Dionne Warwick), 368
 

 
 WALK ON THE WILD SIDE, 496
 

 
 Walk Right In, 73, 371n326
 

 
 WALK THIS WAY (Aerosmith), 523–524
 

 
 WALKIN’ AFTER MIDNIGHT, 288–289
 

 
 Walking Blues, 386
 

 
 WALKING ON SUNSHINE,

 
 Walking on Thin Ice, 553
 

 
 WALKING TO NEW ORLEANS, 330
 

 
 The Wall (album), 548, 553n35
 

 
 THE WALL OF DEATH, 565
 

 
 The Wallflower (Roll With Me, Henry), 254
 

 
 WALTZ ACROSS TEXAS, 395
 

 
 WALTZ FOR DEBBY, 340–341
 

 
 THE WANDERER (Dion), 346
 

 
 WANG DANG DOODLE, 402
 

 
 War of the Worlds (radio broadcast), 138
 

 
 THE WAR WAS IN COLOR, 670–671, 675
 

 
 WARM VALLEY, 162, 175n121
 

 
 Warwick Avenue, 675
 

 
 WASHBOARD BLUES, 108–109
 

 
 WASHINGTON POST MARCH, 6
 

 
 Wasn’t That a Witness for My Lord, 270
 

 
 Wasted Days and Wasted Nights, 512
 

 
 Wasted on the Way, 562
 

 
 Watch the Throne (album), 693
 

 
 Watch Your Step (musical), 25
 

 
 Watching Scotty Grow, 501
 

 
 WATER NO GET ENEMY, 515
 

 
 WATERFALLS (TLC), 626, 660
 

 
 Waterloo (Abba), 525
 

 
 WATERLOO SUNSET, 414–415, 463
 

 
 WATERMELON MAN, 369n304
 

 
 Wavin’ Flag, 678, 685n16
 

 
 The Way I Feel (album), 414
 

 
 The Way It Is, 595
 

 
 The Way We Were, 504, 717
 

 
 THE WAY YOU DO THE THINGS YOU DO, 370
 

 
 The Way You Look Tonight, 127
 

 
 THE WAY YOU MOVE, 660
 

 
 WAYFARING STRANGER, 317–318, 706n207, 711n251
 

 
 WE ARE FAMILY, 540
 

 
 WE ARE THE CHAMPIONS— see
 WE WILL ROCK YOU
 

 
 We Are the World, 576, 594, 609
 

 
 WE ARE YOUNG, 690, 699
 

 
 WE BELONG TOGETHER, 666–667
 

 
 WE CAN WORK IT OUT, 397
 

 
 WE GOTTA GET OUT OF THIS PLACE, 392
 

 
 We Gotta Get You a Woman, 530
 

 
 We Have No Secrets, 493
 

 
 WE WILL ROCK YOU / WE ARE THE CHAMPIONS, 531
 

 
 THE WEARY KIND, 683
 

 
 Weave Me the Sunshine, 475
 

 
 Wedding Bell Blues, 430
 

 
 Wedding of the Painted Doll, 88
 

 
 THE WEDDING SONG (THERE IS LOVE), 475
 

 
 WEDNESDAY NIGHT PRAYER MEETING, 311
 

 
 Weed Smoker’s Dream, 167
 

 
 Weeping Willow Rag, 32n132
 

 
 Weeping Willow Tree, 68
 

 
 The Weight, 446
 

 
 Welcome to Paradise, 637
 

 
 Well-Tempered Clavier (Bach), 125
 

 
 WE’RE GONNA MAKE IT, 384
 

 
 We’re Gonna Rock, 188n181
 

 
 We’re In This Love Together, 559
 

 
 WE’RE NOT GONNA TAKE IT / SEE ME, FEEL ME, 441
 

 
 Were You There (When They Crucified My Lord), 30n120
 

 
 WEST COAST BLUES, 325
 

 
 WEST END BLUES (King Oliver & His Orchestra), 86
 

 
 WEST END BLUES (Nicholas Payton), 651
 

 
 West End Blues (Louis Armstrong), 86, 187, 195, 206, 651
 

 
 West of Memphis (documentary), 696
 

 
 WEST SIDE BABY, 209, 217
 

 
 West Side Story (musical), 299–300, 301, 590
 

 
 The West Wing (TV series), 653
 

 
 We’ve Got Tonight, 575n177
 

 
 WE’VE ONLY JUST BEGUN, 464, 525
 

 
 Wham! (Lonnie Mack), 361
 

 
 What a Crying Shame, 712
 

 
 WHAT A DIFF'RENCE A DAY MAKES, 177, 315
 

 
 WHAT A FOOL BELIEVES, 538
 

 
 WHAT A TIME, 19
 

 
 WHAT A WONDERFUL WORLD, 421, 614, 618
 

 
 WHAT ARE YOU DOING THE REST OF YOUR LIFE?, 504–505
 

 
 What Did You Learn in School Today?, 376
 

 
 What I Am, 673n178
 

 
 WHAT IS THIS THING CALLED LOVE?, 196, 271
 

 
 What Kind of Fool Am I, 418
 

 
 What the Water Gave Me, 692
 

 
 
 WHAT THE WORLD NEEDS NOW IS LOVE, 390
 

 
 What Will I Tell My Heart, 239n71
 

 
 What’d I Say?, 332, 342
 

 
 WHAT’LL I DO?, 296
 

 
 What’s Going On, 659
 

 
 What’s Going On (album), 473, 476
 

 
 WHAT’S LOVE GOT TO DO WITH IT, 573
 

 
 I’M FREE (WHAT’S NEW?) (Bob Crosby), 138, 193
 

 
 WHAT’S NEW? (Linda Ronstadt), 569–570
 

 
 What’s the 411? (album), 634
 

 
 What’s the Story, Morning Glory? (album), 628
 

 
 WHEEL OF FORTUNE, 241–242, 421
 

 
 Wheels of Fire (album), 435
 

 
 When Doves Cry, 584
 

 
 When I Fall in Love, 609
 

 
 When I’m Gone, 438
 

 
 WHEN IRISH EYES ARE SMILING, 24
 

 
 When It’s Sleepy Time Down South, 201n264
 

 
 When Johnny Comes Marching Home, 9
 

 
 WHEN LIGHTS ARE LOW, 149–150
 

 
 When Mussolini Laid His Pistol Down, 185
 

 
 WHEN MY BABY SMILES AT ME, 43
 

 
 When My Man Comes Home, 199
 

 
 When She Makes Music, 288n389
 

 
 When Something is Wrong With My Baby, 477
 

 
 WHEN SUNNY GETS BLUE, 287–288
 

 
 WHEN THE LEVEE BREAKS, 89, 510
 

 
 When the Lovelight Starts Shining Through His Eyes. 374, 409
 

 
 WHEN THE MASTER CALLS THE ROLL, 703–704
 

 
 WHEN THE MIDNIGHT CHOO CHOO LEAVES FOR ALABAM’, 23
 

 
 WHEN THE SAINTS GO MARCHING IN, 238
 

 
 WHEN THE SUN COMES OUT, 269
 

 
 WHEN WAS JESUS BORN?, 169; 
 also see
 THE LAST MONTH OF THE YEAR
 

 
 WHEN WE WERE YOUNG, 717
 

 
 WHEN YOU SAY NOTHING AT ALL, 624
 

 
 When You Walk in the Room, 371, 390
 

 
 When You Wish Upon a Star, 56
 

 
 When Your Hair Has Turned to Silver, 141
 

 
 WHENEVER, WHEREVER (Shakira), 654
 

 
 WHERE AM I GOING?, 516
 

 
 WHERE DID OUR LOVE GO, 374, 383, 389
 

 
 WHERE DID YOU SLEEP LAST NIGHT, 245, 623
 

 
 Where Do We Go from Here (documentary), 707
 

 
 Where Does My Heart Beat Now, 638
 

 
 WHERE HAVE ALL THE FLOWERS GONE? (Kingston Trio), 346
 

 
 WHERE HAVE ALL THE FLOWERS GONE? (Pete Seeger), 346, 355
 

 
 WHERE IS THE LOVE (Black Eyed Peas with Justin Timberlake), 659–660, 673, 678
 

 
 WHERE OR WHEN (Tony Bennett), 319
 

 
 Where or When (general references), 171
 

 
 Where the Sidewalk Ends (book), 375
 

 
 WHERE THE STREETS HAVE NO NAME, 593
 

 
 Where the Truth Lies (novel and movie), 510
 

 
 WHERE WILL THIS END?, 318–319
 

 
 Which Side Are You On?, 633
 

 
 While My Guitar Gently Weeps, 466
 

 
 WHILE YOU SEE A CHANCE, 553–554
 

 
 Whipped Cream, 16
 

 
 Whispering (Paul Whiteman), 45, 109, 194
 

 
 Whispering (Benny Goodman), 194n219
 

 
 Whispering Bells, 288
 

 
 “The White Album” (Beatles), 432
 

 
 White Blood Cells (album), 662n109
 

 
 WHITE CHRISTMAS (The Ravens), 212–213, 262
 

 
 WHITE CHRISTMAS (The Drifters), 212, 262–263
 

 
 White Christmas (Bing Crosby), 176, 183, 367, 474
 

 
 White Heat, 129
 

 
 WHITE LINES (DON’T DO IT), 570
 

 
 A Whiter Shade of Pale, 417n227
 

 
 WHO DO YOU LOVE (Ronnie Hawkins), 358–359
 

 
 Who Do You Love (Bo Diddley), 358
 

 
 Who Framed Roger Rabbit? (movie), 595
 

 
 Who Killed Cock Robin, 75n190
 

 
 WHO KNOWS WHERE THE TIME GOES, 442
 

 
 Who Knows Where the Time Goes (Judy Collins album), 436, 442, 444
 

 
 The Who Sell Out (album), 441, 479n162
 

 
 Who Threw the Whiskey in the Well, 29
 

 
 WHOLE LOTTA LOVE (Led Zeppelin), 447–448
 

 
 The Whole World in His Hands— see
 HE’S GOT THE WHOLE WORLD IN HIS HANDS
 

 
 Who’ll Stop the Rain?, 457
 

 
 Whoopee (stage show), 85
 

 
 Who’s Gonna Buy You Ribbons, 363n271
 

 
 Who’s Next (album), 479
 

 
 Who’s Zoomin’ Who (album), 579
 

 
 Why Do Fools Fall in Love, 182n149
 

 
 WHY DON’T YOU DO RIGHT (Lil Green), 166–167
 

 
 Why Don’t You Do Right (Benny Goodman), 167
 

 
 Why I Like Roosevelt— see
 TELL ME WHY YOU LIKE ROOSEVELT (1949) (also end June 1996)
 

 
 WHY ME (Kris Kristofferson), 496–497
 

 
 Wicked (musical), 702
 

 
 The Wide Mizzoura, 641
 

 
 Wide Open Spaces (album), 679
 

 
 WIDESCREEN (Rupert Holmes), 507
 

 
 Widescreen (album), 507, 509–510
 

 
 The Wife of Usher’s Well, 72
 

 
 The Wild Bunch (album), 501
 

 
 WILD CAT BLUES, 51–52
 

 
 Wildflowers (album), 409, 423
 

 
 WILD HORSES, 472
 

 
 Wild Is the Wind (movie theme), 324
 

 
 WILD MAN BLUES, 65
 

 
 The Wild Miz-zou-rye, 641
 

 
 WILD NIGHT (Van Morrison), 477
 

 
 Wild One (Faith Hill), 643
 

 
 THE WILD SIDE OF LIFE, 242–243
 

 
 The Wild, the Innocent, & the E Street Shuffle (album), 503
 

 
 Wild Women Don’t Have the Blues, 386
 

 
 Wildwood Flower, 121
 

 
 Wild World, 468
 

 
 Will It Go Round in Circles, 543
 

 
 Will the Circle Be Unbroken, 78
 

 
 WILL YOU LOVE ME TOMORROW (Carole King), 470
 

 
 Will You Love Me Tomorrow (The Shirelles), 336, 470
 

 
 WILLIE AND THE HAND JIVE, 304
 

 
 Willie, Mickey and the Duke (Talkin’ Baseball), 491
 

 
 The Willow (English folk song), 68n155
 

 
 WILLOW WEEP FOR ME, 110–111
 

 
 Willy and the Poorboys (album), 446
 

 
 Wimoweh— see
 The Lion Sleeps Tonight
 

 
 The Wind and the Lion (movie), 507
 

 
 THE WIND CRIES MARY, 419
 

 
 The Windmills of Your Mind, 504
 

 
 WIND ON THE WATER, 517
 

 
 Wings of Desire (movie), 640
 

 
 Winkin, Blinkin’ and Nod, 470
 

 
 Wishin’ and Hopin’, 434
 

 
 Witchy Woman, 497
 

 
 
 WITH A LITTLE HELP FROM MY FRIENDS (The Beatles), 417
 

 
 WITH A LITTLE HELP FROM MY FRIENDS (Joe Cocker), 417
 

 
 With All Her Faults, I Love Her Still, 11
 

 
 WITH YOU I’M BORN AGAIN, 543–544
 

 
 Witness (movie), 328
 

 
 Wives and Lovers, 399
 

 
 The Wiz (movie), 542
 

 
 The Wizard of Oz, 148, 282, 502, 618
 

 
 WOLFCRY (Gregory Porter), 701
 

 
 Wolverine Blues, 67
 

 
 The Woman in Me (album), 638
 

 
 The Wonder Years (TV show), 417, 597
 

 
 WONDERFUL! WONDERFUL!, 287, 288
 

 
 WONDERFUL WORLD (Sam Cooke), 328
 

 
 Wondering (Webb Pierce), 250
 

 
 WONDERWALL (Oasis), 628
 

 
 Won’t You Come Over to My House, 14, 209
 

 
 Woodchoppers’ Ball— see
 AT THE WOODCHOPPERS’ BALL
 

 
 The Woodchuck Song, 23
 

 
 Woodstock (soundtrack album), 460
 

 
 Woody ‘n You, 200n257
 

 
 WOOLLY BULLY, 385–386
 

 
 Words and Music (movie), 286
 

 
 WORK IT (Missy Elliott), 656
 

 
 THE WORK SONG, 325
 

 
 WORK WITH ME, ANNIE, 254, 312
 

 
 THE WORKERS’ APPEAL, 127
 

 
 Workingman’s Dead (album), 460, 480
 

 
 A World of Pleasure (musical), 33
 

 
 WORLDS APART (Jude Cole), 617–618
 

 
 WORRIED LIFE BLUES, 168
 

 
 Worried Man Blues, 248
 

 
 WOULDN’T YOU LIKE TO HAVE ME FOR A SWEETHEART?, 17
 

 
 WRAPPED AROUND YOUR FINGER, 572
 

 
 WRAPPIN' IT UP, 119
 

 
 The Wreck of the Edmund Fitzgerald, 530
 

 
 The Wreck of the Jon B— see
 SLOOP JOHN B
 

 
 The Wreck of the Old ’97, 316
 

 
 WRECK ON THE HIGHWAY, 174–175
 

 
 Wrecking Ball (album), 647
 

 
 Writing’s on the Wall, 718
 

 
 Wrong Side of Memphis, 630n164
 

 
 WSCICKLA POLKA (WILD POLKA), 84
 

 
 Wuthering Heights (novel), 603
 

 

 
 
 YAKETY YAK, 303
 

 
 Yamshtchik, 235
 

 
 Yancey Special, 218
 

 
 Yankee Dollar, 192
 

 
 YANKEE DOODLE, 5
 

 
 The Yankee Tourist (musical), 17
 

 
 Yeah! (Usher), 662
 

 
 The Year of the Cat, 400, 536
 

 
 Yeezus (album), 698
 

 
 YELLOW (Coldplay), 649
 

 
 Yentl (movie), 505
 

 
 Yes I Am (album), 620
 

 
 Yesterday (The Beatles), 397
 

 
 Yesterday Once More, 468
 

 
 YESTERDAYS (Billie Holiday), 144
 

 
 YESTERDAYS (Art Tatum), 214
 

 
 Yonder Comes the High Sheriff, 127
 

 
 You Are Everything, 482
 

 
 YOU ARE MY SUNSHINE (Ray Charles), 352–353
 

 
 You Are My Sunshine (Jimmie Davis), 353
 

 
 YOU ARE THE SUNSHINE OF MY LIFE, 496
 

 
 YOU ARE TOO BEAUTIFUL (Dick Haymes), 198, 357
 

 
 YOU ARE TOO BEAUTIFUL (Johnny Hartman & John Coltrane), 357–358
 

 
 You Baby (The Turtles), 393n63
 

 
 YOU BELONG TO ME (The Duprees), 351
 

 
 You Belong to Me (Jo Stafford), 240n85, 351
 

 
 YOU BELONG TO THE CITY, 581
 

 
 You Better Go Now, 246
 

 
 You Brought a New Kind of Love to Me, 253
 

 
 YOU CAN’T ALWAYS GET WHAT YOU WANT, 442–443
 

 
 (You Can’t Hurry God) He’s Right on Time, 404
 

 
 YOU CAN’T HURRY LOVE, 404
 

 
 You Do Something to Me, 179
 

 
 You Don’t Have to Go, 343
 

 
 You Don’t Have to Go Home Tonight, 608
 

 
 You Don’t Have to Say You Love Me, 434
 

 
 YOU DON’T KNOW ME (Eddy Arnold), 279
 

 
 YOU DON’T KNOW ME (Ray Charles), 350–351
 

 
 YOU DON’T KNOW MY NAME, 660–661
 

 
 YOU DON'T KNOW WHAT LOVE IS, 290
 

 
 You Don’t Mess Around With Jim, 503
 

 
 You Don’t Move Me (The Spaniels), 254n175
 

 
 You Don’t Move Me No More (Big Mama Thornton), 425
 

 
 You Get a Line and I’ll Get a Pole— see
 THE CRAWDAD SONG
 

 
 You Give Good Love, 581
 

 
 YOU GO TO MY HEAD, 326
 

 
 YOU GOTTA BE (Des’ree), 622
 

 
 YOU HAVEN’T DONE NOTHIN’, 508
 

 
 You Know I’m No Good, 671
 

 
 YOU MADE ME LOVE YOU, 24–25
 

 
 YOU MAKE ME FEEL SO YOUNG, 268
 

 
 You Need Love, 448
 

 
 YOU NEVER CAN TELL, 374–375
 

 
 YOU NEVER NEED NOBODY, 696
 

 
 YOU ONLY LIVE TWICE, 417–418, 695
 

 
 You Poured Sugar on Me, 495
 

 
 You Really Got Me, 415, 463
 

 
 You Sang to Me, 698
 

 
 YOU SHOULD BE DANCING, 522
 

 
 You Should Hear How She Talks About You, 620
 

 
 You Talk Too Much, 385n23
 

 
 You Were Never Lovelier (movie), 354
 

 
 You Were on My Mind, 364
 

 
 YOU WILL NEVER MISS YOUR MOTHER UNTIL SHE’S GONE, 53–54
 

 
 You’d Be Surprised, 22, 85
 

 
 You’d Better Leave That Liar Alone, 282n355
 

 
 You’ll Lose a Good Thing, 513
 

 
 YOU'LL NEVER FIND ANOTHER LOVE LIKE MINE, 521
 

 
 You’ll Never Know, 309
 

 
 YOU’LL NEVER LEAVE HARLAN ALIVE (Darrell Scott), 633
 

 
 You’ll Never Leave Harlan Alive (Patty Loveless), 633
 

 
 You’ll Never Walk Alone, 363, 512
 

 
 Young Americans (album), 515
 

 
 YOUNG BLOOD (The Coasters), 291, 611
 

 
 Young Frankenstein (movie), 523
 

 
 YOUNG, GIFTED, AND BLACK— see
 TO BE YOUNG, GIFTED, AND BLACK
 

 
 YOUNG WOMAN’S BLUES, 62
 

 
 You’re a Big Girl Now, 482
 

 
 You’re Makin’ Me High, 632
 

 
 You’re Sixteen, 280
 

 
 YOU’RE SO VAIN, 493
 

 
 YOU’RE STILL THE ONE (Shania Twain), 637–638
 

 
 
 Your Enemy Cannot Harm You, 488
 

 
 Your Hit Parade (radio program, premiere), 122
 

 
 YOUR PRECIOUS LOVE, 419, 427
 

 
 Your True Love, 290
 

 
 You’ve Been a Good Old Wagon, But You Done Broke Down, 7, 14
 

 
 YOU’VE GOT A FRIEND (James Taylor), 472
 

 
 You’ve Got a Friend (Carole King), 472, 485
 

 
 You’ve Got My Mind Messed Up, 410
 

 
 You’ve Lost That Lovin’ Feeling, 378n382, 482
 

 
 YOU’VE MADE ME SO VERY HAPPY, 436, 437–438
 

 
 YOU’VE REALLY GOT A HOLD ON ME, 353
 

 
 Yuppies in the Sky, 376
 

 

 
 
 Ziegfeld Follies of 1908, 19
 

 
 Ziegfeld Follies of 1910, 20
 

 
 Ziegfeld Follies of 1915, 29
 

 
 Ziegfeld Follies productions (general), 15, 34, 36, 47, 85
 

 
 Zing! Went the Strings of My Heart, 189, 525
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 A & M Records, 417, 423, 433, 439, 464, 468, 516, 539, 562, 568, 572, 580, 582, 584, 592, 606, 609, 621, 655, 659, 678
 

 
 Aaron, Hank, 506
 

 
 ABBA, 525, 543
 

 
 Abbey Road (studios), 445, 456, 499, 607 (also see 
 The Beatles in general)
 

 
 Abbott, Lynn, 20n70
 

 
 ABC (pop group), 571
 

 
 ABC Records, ABC-Paramount Records, 295, 310, 344, 348, 350, 352, 363, 364, 421, 445, 491, 492, 503, 512, 517
 

 
 Abshire, Abshire, 216
 

 
 Abrahams, Maurice, 23
 

 
 Abrams, Lawrence, 230
 

 
 Abramson, Herb, 195n225, 248
 

 
 Abramson, Mark, 375
 

 
 A cappella (or virtual a cappella) recordings, 57, 76, 134, 137, 145, 169, 176, 187, 204, 212, 218, 239, 598–599, 606, 614, 631, 649
 

 
 Accordion, songs featuring, 87, 118, 133, 211, 216, 420, 635
 

 
 AC-DC, 553, 637, 692n78
 

 
 Ace, Johnny, 188n182, 263
 

 
 Ace Records, 292
 

 
 Acklin, Barbara, 478
 

 
 Ackroyd, Robert, 692n82
 

 
 Acoustic recording technology, 3n2, 11, 37
 

 
 Acuff, Roy, 93, 129, 138–139, 146, 174–175, 203, 242
 

 
 Acuff-Rose (song publishers), 175, 234, 425, 550n17
 

 
 Adams, Berle, 197
 

 
 Adams, Bryan, 580, 609
 

 
 Adams, Faye, 248–249
 

 
 Adams, George, 604
 

 
 Adams, Justin, 208, 330
 

 
 Adams, Oleta, 606–607
 

 
 Adams, Pepper, 311, 314
 

 
 Adams, Ryan, 654–655, 665
 

 
 Adams, Stanley, 177
 

 
 Adepoju, Demola, 588
 

 
 Adcock, Eddie, 359
 

 
 Adderley, Cannonball, 300, 307, 313, 325, 341, 458
 

 
 Adderley, Nat, 325
 

 
 Addiction as song subject, 672
 

 
 Addy, Obo, 623
 

 
 Ade, King Sunny, 588
 

 
 Adele (Adkins), 662, 675, 677–678, 688, 689, 692, 695, 701, 706, 708m225, 709, 716, 717
 

 
 Ades, Hawley, 111
 

 
 Adkins, Trace, 674
 

 
 Adler, Emile, 618
 

 
 Adler, Lou, 328, 392–393, 405
 

 
 Adler, Richard, 258
 

 
 Adventures in Music/Sanctuary Records, 661
 

 
 Aeolian piano rolls, 32
 

 
 Aerosmith, 519, 523–524
 

 
 Afansieff, Walter, 611, 619, 639
 

 
 Affleck, Ben, 658
 

 
 Affordable Care Act, 684
 

 
 African performances, 325–326, 420, 472–473, 515, 606, 614, 622, 623, 642
 

 
 African-American, early/landmark recordings, 4, 5–6, 9–10, 10, 20, 25, 45, 46
 

 
 African-American history as musical subject, 178
 

 
 African-American record purchases, 64n127
 

 
 AFS Records, 135
 

 
 Aftermath Records, 647, 665, 701, 704
 

 
 Aguilera, Christina, 657; 
  photo, 657
 

 
 Ahbez, Eden, 210–211
 

 
 Ahern, Brian, 514, 550
 

 
 Ahmed, Ranchid Baba, 693
 

 
 AIDS (disease), 580, 611, 615
 

 
 Aiken Country String Band, 127
 

 
 Air (jazz combo), 692n80
 

 
 Airplanes/flight, songs concerning, 20–21, 395, 419, 445
 

 
 Air Supply, 567
 

 
 Aitken, Laurel, 372
 

 
 Akerlund, Jonas, 640n227
 

 
 Akinmusire, Ambrose, 704
 

 
 Akst, Harry, 59, 89–90
 

 
 Alabama, recordings made in, 133 (also see 
 Muscle Shoals)
 

 
 Alabama, songs concerning, 29, 71, 366
 

 
 Alabama Shakes, 691; 
  photo, 691
 

 
 Aladdin Records, 205, 212, 228, 234, 237, 277
 

 
 Albritten, Dub, 328
 

 
 Alexander, Gary, 404
 

 
 Alexander, George, 31
 

 
 Alexander, James, 477n140
 

 
 Alexander, J.W., 212
 

 
 Alexander, Texas, 69, 98n4, 247
 

 
 Alexander, Van, 137
 

 
 Alge, Tom Lord, 595
 

 
 Algerian artists and music, 692–693
 

 
 Ali, Muhammad, 370, 511
 

 
 “Allan, Lewis” see Lewis Meeropol

 
 Allen, Ed, 88
 

 
 Allen, Harley “Red, ” (bluegrass artist), 425
 

 
 Allen, Henry “Red, ” (jazz artist), 119, 134
 

 
 Allen, Johnny, 478
 

 
 Allen, Lee, 208, 244, 251, 275, 290, 292n424
 

 
 
 Allen, Lily, 665, 709
 

 
 Allen, Ray, 102
 

 
 Allen, Richard “Pistol, ” 462
 

 
 Allen, Robert, 291
 

 
 Allen, Thomas, 481
 

 
 Allen, Woody, 495n248, 551
 

 
 Allen Brothers, 116n100
 

 
 All-4-One, 632
 

 
 Allison, Joe & Audrey, 320
 

 
 Allison, Margaret “Babe, ” 240
 

 
 Allison, Mose, 264, 591
 

 
 Allison, Verne, 284
 

 
 Allison’s Sacred Harp Singers, 76
 

 
 Allman, Duane, 411n179, 465, 500
 

 
 Allman, Gregg, 411n179, 465, 500
 

 
 Allman Brothers Band, 465, 500, 514, 663
 

 
 Allyson, Karrin, 663–664
 

 
 Alpert, Herman, 164
 

 
 Almanac Singers, 157n4, 170
 

 
 Alomar, Carlos, 515, 532
 

 
 Alonso, Pacho, 636
 

 
 Alperin, Mikhail, 631
 

 
 Alpert, Herb, 325, 328, 464, 516
 

 
 Alpert, Herb, & the Tijuana Brass, 429
 

 
 Alsbrook, Adolphus, 328
 

 
 Alston, Gerald, 520
 

 
 Alter, Lou, Oct. 17, 1946

 
 Altman, Arthur, 180
 

 
 Alvin, Dave, 633
 

 
 Alzneimer’s disease as song subtext, 597
 

 
 American Federation of Musicians (AFM) recording strikes, 176, 180, 181, 182, 187, 188, 209
 

 
 American Film Institute, top songs from motion pictures, 139, 189, 383, 427
 

 
 American Gramophone Company, 6
 

 
 American Movie Classics (AMC), 510
 

 
 American patriotic anthems, 31, 34, 35, 157, 215, 607
 

 
 American Quartet, 20, 21, 27, 28, 35, 37
 

 
 American Roots Publishing, 664
 

 
 Ammons, Albert, 140, 207
 

 
 Ammons, Gene, 195
 

 
 Amnesty International, 375, 623, 639
 

 
 Amos, Tori, 658, 667
 

 
 Amsterdam, Morey, 191–192
 

 
 Amy Records, 320
 

 
 Anderle, David, 436
 

 
 Andersen, Deborah Green, 489
 

 
 Andersen, Eric, 400–401, 489
 

 
 Anderson, Bill, 306
 

 
 Anderson, Cat, 203, 343
 

 
 Anderson, Gary, 339
 

 
 Anderson, Ivie, 108, 113, 292
 

 
 Anderson, Jon, 571
 

 
 Anderson, Katharine, 343
 

 
 Anderson-Lopez, Kristin, 702
 

 
 Anderson, Leroy, 221–222, 240
 

 
 Anderson, Lynn, 435
 

 
 Anderson, Marian, 125–126, 133–134, 178, 243; 
  photo, 126
 

 
 Anderson, Maxwell, 139
 

 
 Anderson, Mozelle, 623n121
 

 
 Anderson, Pink, 548
 

 
 Anderson, Queen Candice, 228
 

 
 Anderson, Wes, 616
 

 
 Andersson, Benny, 525, 543
 

 
 Andre 3000 (Andre Benjamin), 648, 660
 

 
 Andrew, Sam, 431
 

 
 Andrews, Bob, 521
 

 
 Andrews, Dope, 45
 

 
 Andrews, Julie, 273, 383–384
 

 
 Andrews, Michael, 661
 

 
 Andrews, Punch, 586
 

 
 Andrews Sisters, 145, 165, 181, 191–192, 211, 409; 
  photo, 165
 

 
 Angel, David, 429
 

 
 Angelic Gospel Singers, 239–240
 

 
 Anglin Brothers (Jim & Jack), 362
 

 
 The Animals, 371n325, 392, 481, 536
 

 
 Anka, Paul, 439
 

 
 Anthony, Marc, 654, 693, 698, 712
 

 
 Anthony, Ray, 311n559
 

 
 Antonoff, Jack, 690
 

 
 Apollo Records, 186, 237, 249, 354
 

 
 Apollo Theater (New York), 116, 237, 276, 370, 520
 

 
 Apollonia, 583
 

 
 Appel, Mike, 536
 

 
 Apple, Fiona, 655
 

 
 Apple (technology company), 572, 661, 709 (also see 
 Itunes)
 

 
 Apple Records, 432, 440, 445, 456, 458, 459, 466, 500
 

 
 Applebaum, Larry, 277n317
 

 
 Arata, Tony, 605
 

 
 Arbus, Diane, 460
 

 
 ARC Records, 123, 140
 

 
 Arcade Fire, 665, 671, 686
 

 
 Archeophone Records, 4, 6, 7, 8, 9, 11, 13, 16, 17, 23, 27, 31, 32, 34, 39, 44; 
  photos, 13, 14, 18, 19, 34, 40
 

 
 Archer, J. “Buddie, ” 51
 

 
 “Archibald” (Leon Gross), 310
 

 
 Ardoin, Amede, 118
 

 
 Area Code 615 (group), 481
 

 
 Argo Records, 297, 336
 

 
 Arhoolie Records, 84, 88, 104, 118, 121, 425, 629, 651
 

 
 Arista Records, 518, 536, 551, 579, 580, 592, 607, 617, 632, 636, 660
 

 
 Arista Nashville, 669
 

 
 Arizona, songs concerning, 280
 

 
 Arkansas, recordings made in, 694
 

 
 Arkansas, songs concerning, 684
 

 
 Arlen, Harold, 112, 113, 169, 179–180, 184, 189–190, 192, 216n350, 230–231, 269, 273–274, 309, 319–320, 618
 

 
 Armatrading, Joan, 587
 

 
 Armstrong, Billie Joe, 637, 666
 

 
 Armstrong, Joseph, 205
 

 
 Armstrong, Lil Hardin, 52, 60, 100
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 Austin, Tony, 280
 

 
 Austin, William, 197
 

 
 Austin, Texas area, songs recorded in, 558, 561, 565
 

 
 Automobiles, early history, 11, 18; also see 
 Cars as song subject
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 Bad Boy Records, 634, 685, 699
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 Bananarama, 576
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 Bell, Jimmie, 311n550
 

 
 Bell, Madeline, 417, 443
 

 
 Bell, Robert, 552
 

 
 Bell, Thom, 437, 482, 489, 490–491, 494, 522
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 Bennett, Wayne, 337, 346
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 Bertolucci, Bernardo, 206n292, 590
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 Big Maybelle, 264n236m, 276, 333
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 Bishop, Elvin, 405
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 Blackwell, Bumps, 275–276
 

 
 Blackwell, Chris, 372
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 Blackwell, Scrapper, 116, 129, 130
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 Blenkhorn, Ada, 76
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 Blesh, Rudi, 7, 33, 58, 60, 76
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 Bogguss, Suzy, 626
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 Bonfa, Luiz, 434, 691
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 Bowlly, Al, 117, 129, 295
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 Bromberg, Bruce, 570, 596
 

 
 Bromberg, David, 463
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 Brookmeyer, Bob, 208
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 Brooks, Garth, 605, 643, 663
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 Brown, Pete, 424
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 Brox Sisters, 105
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 Cajun music, 76, 87, 118, 121, 128, 131, 216, 228
 

 
 Cakewalks, 8, 9, 14
 

 
 Cale, John, 415, 518, 625n131
 

 
 California Ramblers, 58
 

 
 California, songs concerning, 54–55, 391
 

 
 Callahan, Fred, 108–109
 

 
 Callahan, Homer, Callahan Brothers, 170
 

 
 Callender, Red, 202
 

 
 Callender’s Georgia Minstrels, 27
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 Cameo Records, 405
 

 
 Cameo-Parkway Records, 350
 

 
 Cameron, G.C., 493
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 Campbell, Olive Dame, 37
 

 
 Campbell, Mike, 548–549
 

 
 Campbell brothers, 651
 

 
 Canada, songs concerning, 409, 414, 555–556
 

 
 Cancer as song subject or subtext, 667–668
 

 
 Candoli, Pete, 213n561, 269, 270
 

 
 Cane, Marvin, 351n184
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 Capricorn Records, 465, 500
 

 
 Carbon Leaf, 670–671, 675
 

 
 Carey, Jack, 106n52
 

 
 Carey, Mariah, 605, 619, 666–667
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 Carnegie Hall, 12, 81, 134, 140, 164, 165, 178, 201, 203, 204n275, 207, 326, 328, 420, 472, 516
 

 
 Carnes, Kim, 416
 

 
 Carney, Harry, 108, 162, 179, 203, 343
 

 
 Carnival ride as song subject/metaphor, 565
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 Cita, Raoul, 252
 

 
 Civil rights movement, 255, 293, 339, 363, 366, 373, 387, 392
 

 
 Civil rights movement, songs relating to, 278, 342, 375, 384, 387, 395, 413, 431, 448, 632–633, 670, 710–711
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 Cline, Charlie, 245
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 Columbia Records (2000-2016), 649, 654, 658, 667, 670, 674, 676, 677, 679, 688, 689, 694, 701, 703, 705, 715, 716, 717, 718
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 Cosby, Hank, 349, 361, 396, 440
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 Costello, Elvis, 412n190, 533, 555, 579, 592, 597, 649, 656, 668
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 Cotten, Elizabeth, 305, 510
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 Cotton, James, 255
 

 
 Cotton Club (New York), 103, 113, 189
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 Couch, Tommy, 558
 

 
 Counting Crows, 619, 695
 

 
 Country Gentlemen, 114, 318, 359
 

 
 Country music, early/landmark recordings and events, 48, 52, 59
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 Courtney, Opal, 255
 

 
 Cousin Emmy, 245n115
 

 
 Cousins, Richard, 570, 596
 

 
 Cousins, (Sam), & (Ed) DeMoss, 6
 

 
 Cowart, Juanita, 344
 

 
 
 Cowboy/Western songs, 114–115, 143
 

 
 Cowles, Eugene, 15–16
 

 
 Cowsills, 438
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 Cox, Bryan Michael, 662
 

 
 Cox, Gertrude “Baby, ” 88
 

 
 Cox, Ida, 386
 

 
 Cox, Jimmy, 88
 

 
 Coyne, Tom, 688
 

 
 Cozzens, Ellsworth, 75
 

 
 Craft, Morty, 307
 

 
 Craig, Francis, 204
 

 
 Craig, Judy, 357, 359
 

 
 Craig, Mikey, 571
 

 
 Crain, Billy, 600
 

 
 Crain, Roy, 150
 

 
 Cramer, Floyd, 250, 320, 329, 347, 388
 

 
 Crane, Larry, 583, 585, 600
 

 
 Cranshaw, Bob, 369
 

 
 Crawford, Hank, 332
 

 
 Crawford, Sugar Boy, & His Cane Cutters, 385
 

 
 Cray, Robert, 558, 568, 570, 596
 

 
 Craze productions, 629
 

 
 Cream, 424, 435, 523n413
 

 
 Creed, Linda, 482, 491
 

 
 Creedence Clearwater Revival, 446, 456, 457
 

 
 Crenshaw, Marshall, 680
 

 
 Creole music, 9; also see 
 Cajun music
 

 
 Creole Orchestra (with Freddie Keppard), 26
 

 
 Crepps, Colin, 666
 

 
 The Crests, 351n184
 

 
 The Crew Cuts, 257
 

 
 Crewe, Bob, 352, 355, 406, 512
 

 
 The Crickets— see
 Buddy Holly
 

 
 Cristal, Lee, 558
 

 
 Croce, Jim, 491, 503–504
 

 
 Crofts, Dash, 490
 

 
 Cropper, Steve, 279, 296, 341, 393, 395, 398, 409
 

 
 Crosby, Bing, 45, 62, 88, 90, 104, 105, 105–106, 107, 108, 111, 114–115, 117n110, 118, 138, 139, 143, 163, 176, 181, 183, 186–187, 188n182, 192, 262, 297, 312, 336, 367, 369, 409, 468, 474, 570; 
  photo, 185
 

 
 Crosby, Bob, 120, 124, 138, 148, 193, 241, 288, 315, 570
 

 
 Crosby, David, 423, 444, 460, 517, 534, 562, 615
 

 
 Crosby, Israel, 297
 

 
 Crosby, Stills, Nash (& Young), 444, 444–445, 460, 481, 517, 562, 685, 689
 

 
 Cross, Christopher, 549
 

 
 Crouch, Andrae, 594
 

 
 Crouch, Dennis, 674
 

 
 Crow, Sheryl, 463, 621–622, 665
 

 
 Crowded House, 591
 

 
 Crowder, “Little Sax, ” 247
 

 
 Crowe, Cameron, 428n296, 587
 

 
 Crowell, Rodney, 554, 596, 624, 703–704
 

 
 The Crows, 257
 

 
 Croxton, Frank, 35
 

 
 Crudup, Arthur “Big Boy, ” 201, 236
 

 
 Cruise, Tom, 423, 539, 555n51
 

 
 Crumit, Frank, 91
 

 
 Crump, Albert, 285
 

 
 Crump, Stephan, 692n81
 

 
 The Crusaders, 553
 

 
 Cruz, Celia, 508–509, 535, 636
 

 
 The Crystals, 352, 362, 656, 715
 

 
 CTI Records, 433
 

 
 Cuba, Joe, 358
 

 
 Cuban missile crisis, 352, 367
 

 
 Cuban songs and Cuban music, 168, 228, 508, 541, 582, 636–637
 

 
 Cugat, Xavier, 177–178, 187, 424
 

 
 Culley, Wendell, 103, 295
 

 
 Culture Club, 571, 576
 

 
 Cummings, William Hayman, 23
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 Cuomo, Andrew, 718
 

 
 Curb Records, 613, 629, 663
 

 
 Curbelo, Jose, 358
 

 
 Curtis, Ian, 550
 

 
 Curtis, Mann, 324
 

 
 Curtis, Richard & Michael, 562
 

 
 Curtis, Sonny, 399–400
 

 
 Curtis & Muldoon, 640
 

 
 Curtom Records, 489
 

 
 Cusack, John, 587
 

 
 Cuscuna, Michael, 603n8
 

 
 Custer, Clay, 54
 

 
 Cutting, Ernie, 43
 

 
 Cylinders, musical, history, 3, 7n16, 10, 18, 18n63, 23, 35–36, 73
 

 
 Cymbalom (concert hammer dulcimer), 30–31
 

 
 Cypress Records, 589
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 Dagmar, 

 
 Dairo, I.K., & His Blue Spots, 472–473
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 Dalgas, Andonis, 78, 93
 

 
 Dalhart, Vernon, 80, 114, 126
 

 
 Dallas, songs recorded in, 71, 72, 84, 84–85, 90, 93, 132
 

 
 Dallas Cowboys, 557
 

 
 Dallas String Band, 75, 84–85
 

 
 Daltrey, Roger, 441, 479
 

 
 Dameron, Tadd, 196, 200, 205, 492
 

 
 Dammers, Jerry, 555
 

 
 Dance bands, early evolution, 39–40, 45, 55–56
 

 
 Dance craze (1910s), 25, 26, 27n103
 

 
 Dandridge, Dorothy, 182
 

 
 D’Angelo, 637
 

 
 Daniel, Marcus, 422
 

 
 Daniels, Chan, 342
 

 
 Daniels, Charlie, 442
 

 
 Danielsson, Palle, 531
 

 
 Danko, Rick, 358, 518
 

 
 Danks, Hart Pease, 11–12
 

 
 Danny & the Juniors, 295–296
 

 
 Danoff, Bill, 513–514
 

 
 Dap-Kings, 664–665, 671n167, 709
 

 
 Daptone Records, 664
 

 
 Dara, Olu, 658
 

 
 Darbone, Luderin, 128
 

 
 Darby, Blind Teddy, 243
 

 
 D’Arby, Terence Trent, 622
 

 
 Darby, Tom (Darby & Tarlton), 71, 245
 

 
 Darenbourg, Joe, 370
 

 
 Darin, Bobby, 271, 335, 350, 465n63, 486n193
 

 
 Darion, Joe, 399
 

 
 Darling, Erik, 326, 495
 

 
 Darnell, Shelby, 173
 

 
 Dash, Sarah, 512
 

 
 Dashut, Richard, 526n433, 542
 

 
 da Silva, Jose, 614
 

 
 Davenport, Billy, 406n140
 

 
 Davenport, Cow Cow, 32
 

 
 Davenport, Jed, 81
 

 
 David, Hal, 348, 356n221, 368, 390, 413–414, 464
 

 
 David, Lee, 182n147
 

 
 David, Mack, 232, 276
 

 
 Davidson, Clay, 618
 

 
 Davies, Dave, 415, 415
 

 
 Davies, Ray, 414–415, 463–464, 628
 

 
 Davis, Art (fiddler), 121
 

 
 Davis, Art (jazz bassist), 377
 

 
 Davis, Benny, 63
 

 
 Davis, Bill, 275
 

 
 Davis, Billy (producer and songwriter), 384, 394n80
 

 
 Davis, Billy, Jr. (5th Dimension), 416, 438, 581
 

 
 Davis, Charles (saxophonist), 315n581
 

 
 Davis, Charlie, 55
 

 
 
 Davis, Clive, 427n294, 430, 442, 458, 518, 519, 523, 536n507, 579, 581, 632
 

 
 Davis, Don, Oct. 8, 1949

 
 Davis, Eddie “Lockjaw, ” 295
 

 
 Davis, Ethel, 363
 

 
 Davis, (Rev.) Gary, 85, 92, 123–124, 270
 

 
 Davis, Geena, 619
 

 
 Davis, George, 407
 

 
 Davis, Huey, 351
 

 
 Davis, Ivan, 589–590
 

 
 Davis, James, 240
 

 
 Davis, Jessie Bartlett, 4
 

 
 Davis, (Governor) Jimmie, 138, 353
 

 
 Davis, Jimmy (pop/jazz songwriter), 187
 

 
 Davis, Larry, 302, 567
 

 
 Davis, Linda, 678n215
 

 
 Davis, Maxwell, 212, 228, 263, 286
 

 
 Davis, Miles, 105, 147, 200, 202, 206, 207, 215, 216, 236, 253, 259, 274, 284, 293, 297, 300 (two songs), 307–308, 313 (two songs), 325, 328, 334n78, 341, 373, 377, 382, 433, 458–459, 506, 531, 577, 589, 613
 

 
 Davis, Milton, 624
 

 
 Davis, Owen, 85
 

 
 Davis, Pat, 102n27
 

 
 Davis, Pluma, 345
 

 
 Davis, Richard, 433
 

 
 Davis, Sammy, Jr., 418
 

 
 Davis, Steve, 334
 

 
 Davis, Spencer, Group, 553, 595
 

 
 Davis, Walter, 129
 

 
 Davis, Willie, 212
 

 
 Dawes, 689, 716
 

 
 Dawes, Charles, 307
 

 
 Day, Dennis, 268
 

 
 Day, Doris, 253
 

 
 Day, Jimmy, 250
 

 
 Day of the Dead, 712
 

 
 The DB’s (group), 567
 

 
 DCP Records, 376
 

 
 Dead Oceans Records, 697
 

 
 Deakin, Paul, 712
 

 
 Dean, David, 302
 

 
 Dean, James, 143
 

 
 Deasy, Mike, 429
 

 
 Death, songs concerning, 75, 98, 141, 142, 158, 170, 174, 362, 386, 615, 621, 649, 663 (also see 
 Murders)
 

 
 Death Row Records, 615
 

 
 DeBarge, 402
 

 
 Debussy, Claude, 31, 66, 198, 411
 

 
 DeCastro Sisters, 261n217, 559
 

 
 Decca Records, 1930s, 101, 118, 119, 120, 121, 127, 129, 134, 135, 137, 138, 139, 140, 141, 142, 143
 

 
 Decca Records, history, 118, 182
 

 
 Decca Records, 1940s: 157, 161, 165, 168, 174, 175, 179, 181, 182, 183, 184, 186, 187, 190, 191, 192, 196, 197, 198, 199, 200, 206, 207, 221
 

 
 Decca Records, 1950s: 229, 230, 231, 238, 240, 244, 245, 246, 250, 259, 268, 288, 306
 

 
 Decca Records, 1960 onward: 328, 347, 395, 425, 430, 441, 455, 465, 479
 

 
 Decca Records (British), 471–472
 

 
 The Decemberists, 686
 

 
 de Cervantes, Miguel, 399
 

 
 Dee, Joey, & the Starliters, 279n330
 

 
 Dee, Sandra, 324
 

 
 The Deele, 666
 

 
 Deems, Barrett, 258, 271
 

 
 Deep Purple, 435, 466
 

 
 Def Jam Records, 592, 594, 607, 673, 698
 

 
 Def Leppard, 637
 

 
 DeFranco, Buddy, 214n341
 

 
 deGorgoza, Emilio, 4
 

 
 de Havilland, Olivia, 136
 

 
 de Homem-Christo, Guy-Manuel, 697
 

 
 DeJohnette, Jack, 514n361, 704
 

 
 Dekker, Desmond, 372
 

 
 de Koven, Reginald, 4
 

 
 Delaney & Bonnie, 466
 

 
 Delange, Eddie, 128, 201–202
 

 
 Delanoe, Pierre, 324n3
 

 
 de la Paz, Julio, 464
 

 
 De La Soul, 559, 599
 

 
 The Delfonics, 482, 522
 

 
 De-Lite Records, 552
 

 
 The Dells, 262n223, 284, 491n221
 

 
 Dell-Vikings, 288
 

 
 Delmark Records, 394
 

 
 Delmore Brothers (Alton & Rabon), 116, 200, 209, 218, 245, 340
 

 
 Del Naja, Robert, 607
 

 
 DeLory, Al, 352, 439n370
 

 
 Delp, Brad, 522
 

 
 Del Satins, 346
 

 
 Delta blues styles, 85–86, 88–89, 124–125, 132, 236–237
 

 
 Dement, Iris, 694–695
 

 
 DeMornay, Rebecca, 555n51
 

 
 DeMoss, Ed, 6
 

 
 de Mourir, Avant, 141
 

 
 Dempsey, Jack, 70
 

 
 Dempsey, William, 252
 

 
 DeNaut, Jud, 161
 

 
 De Niro, Robert, 590
 

 
 Dennis, Cathy, 661–662, 675–676
 

 
 Dennis, Matt, 302
 

 
 Dennis, Willie, 311, 314
 

 
 Denny, Jim, 315
 

 
 Denny, Sandy, 442
 

 
 Densmore, John, 413, 473
 

 
 Dent, Cedric, 599
 

 
 Denver, John, 445, 475, 492–493, 495, 513
 

 
 Deodato, Eumir, 552
 

 
 DePaul, Gene, 290, 559
 

 
 Depp, Johnny, 696
 

 
 Deram Records, 430
 

 
 Derek, Bo, 148
 

 
 Derek & the Dominoes, 493n229
 

 
 DeRose, Peter, 141–142
 

 
 Derringer, Rick, 567
 

 
 Descendant Records, 696
 

 
 Deschenel, Zooey, 428n296
 

 
 DeShannon, Jackie, 371, 390; 
  photo, 389
 

 
 Desmond, Paul, 433–434
 

 
 Des’ree (Weeks), 622
 

 
 Destiny’s Child, 613
 

 
 Destri, Jimmy, 538, 539
 

 
 DeSylva, Buddy, 54–55, 62
 

 
 Detroit, recordings made in, 238, 349, 579 (also nearly all records on Motown labels from 1961–72)

 
 Detroit Tigers, 597
 

 
 Devers, Rayfield, 345
 

 
 DeVito, Hank, 554
 

 
 DeVito, Tommy, 352
 

 
 DeVol, Frank, 210
 

 
 DeWitt, Alan, 180
 

 
 Dexter, Al, 173, 181
 

 
 Dexter, Dave, 209
 

 
 DGC Records, 604, 619, 623
 

 
 Diabate, Toumani, 606
 

 
 Dial Records, 199, 205, 207
 

 
 Diamond, Lee, 407
 

 
 Diamond, Leo, 238
 

 
 Diamond, Neil, 408, 436, 456, 463, 469, 480
 

 
 The Diamonds, 482
 

 
 Dias, Denny, 492
 

 
 Diaz, Simon, 550–551
 

 
 Dibango, Manu, 293
 

 
 Di Caprio, Leonardo, 639
 

 
 di Capua, Edoardo, 331
 

 
 Dickenson, Vic, 186, 209
 

 
 Dickerson, B.B., 481
 

 
 Dickerson, Carroll, 101
 

 
 Dickey, James, 495
 

 
 Dickinson, Jim, 260n212, 472
 

 
 DiCresenzo, Delilah, 673
 

 
 Diddley, Bo, 263–264, 265, 304, 358–359, 403, 578
 

 
 Dido (Florian Armstrong), 647–648
 

 
 Diener, Joan, 399n103
 

 
 Dieterle, Kurt, 110
 

 
 Dietrich, Rene, 36
 

 
 Dietz, Howard, 163–164, 249
 

 
 DiFranco, Ani, 665
 

 
 
 Diggs, Jerry, 389
 

 
 Digital music download sales, 633, 660, 695, 696, 717
 

 
 Digital recordings, 534
 

 
 Dill, Danny, 315–316
 

 
 Dillard, Doug, 418
 

 
 The Dillards, 494
 

 
 Dillon, Dean, 714
 

 
 Dillon, William, 21
 

 
 DiMaggio, Joe, 169, 428
 

 
 Dimension Records, 350
 

 
 Dinwiddie Colored Quartet, 10
 

 
 Dion (DiMucci), 346, 357, 359, 680, 717
 

 
 Dion, Celine, 610–611, 622, 632, 638–639
 

 
 Diplo (Thomas Wesley Pentz), 692
 

 
 Dire Straits, 580
 

 
 Disc records, early history, 6, 9, 23
 

 
 Disclosure (pop group), 706
 

 
 Disco records, 512, 513, 515, 522, 525, 529, 536, 538, 540, 541
 

 
 Disney, Walt, 134, 178, 265
 

 
 Disney movies, 56, 110, 134, 162, 610–611, 702
 

 
 Disneyland (opening), 265
 

 
 Disturbed (group), 718
 

 
 Dixie Chicks, 633, 679
 

 
 Dixie Cups, 385, 539
 

 
 Dixie Hummingbirds, 19, 169, 212, 239, 240, 499n276, 500, 650
 

 
 Dixieland Jug Blowers, 63n120
 

 
 Dixon, Charlie, 64
 

 
 Dixon, Dorsey, and Dixon Brothers, 174–175
 

 
 Dixon, George, 493
 

 
 Dixon, Luther, 336, 338
 

 
 Dixon, Mort, 62
 

 
 Dixon, Popsy, 633
 

 
 Dixon, Willie, 247, 255, 261, 263, 264, 266, 325, 327, 338, 340, 402, 405, 447–448
 

 
 DJ Frank E (Justin Franks), 712
 

 
 DMG Records, 698
 

 
 D.N.A. (disc jockey duo), 606
 

 
 Dobbins, Georgia, 344
 

 
 Dobro (amplified guitar), 146n278
 

 
 Dockstader, Lew, 11
 

 
 Dr. Dre (Andre Young), 597–598, 615, 652
 

 
 Dr. Hook & the Medicine Show, 375
 

 
 Dr. John (Mac Rebennack), 220, 251, 391n51, 479, 497, 

 
 Dr. Luke (Lufkasz Gottwald), 675–676
 

 
 Document Records, 6
 

 
 Dodd, Rory, 567
 

 
 Dodds, Baby, 52, 65, 67
 

 
 Dodds, Johnny, 47, 52, 60, 65, 67
 

 
 Doerge, Craig, 534n485
 

 
 Doggett, Bill, 279, 337
 

 
 Doherty, Denny, 414
 

 
 Dolan, Ramblin’ Jimmie, 233
 

 
 Dolenz, Mickey, 408
 

 
 Dolphy, Eric, 334n80
 

 
 Dolton Records, 331
 

 
 Domino, Fats, 212, 243, 251, 287, 330, 339, 553
 

 
 The Dominoes, 142
 

 
 Donahue, Sam, 206
 

 
 Donahue, Troy, 324
 

 
 Donaldson, Bobby, 269
 

 
 Donaldson, Lou, 299
 

 
 Donaldson, Walter, 85
 

 
 Donegan, Dan, 718
 

 
 Donegan, Lonnie, 66, 119n126, 342n135, 371, 401
 

 
 Donner, Richard, 538
 

 
 Doobie Brothers, 538
 

 
 Dooley, Bill, 90
 

 
 Doo-wop music, 237, 252, 252–253, 254–255, 262, 285, 288, 338
 

 
 The Doors, 361, 413, 428, 429, 473, 

 
 Dorham, Kenny, 360–361
 

 
 Dorsey, Jimmy, 56, 64, 77, 90, 105, 109, 117, 124, 142, 168, 169, 174, 180n136, 206, 269, 295, 530
 

 
 Dorsey, Lee, 512
 

 
 Dorsey, Thomas A., 64, 77, 81–82, 85, 150, 169, 387, 499
 

 
 Dorsey, Tommy, 56, 77, 90, 105, 109, 117, 124, 130–131, 131, 142, 148, 150, 161, 163, 165, 173, 174, 177, 180, 188, 197, 203, 235, 265, 268, 295, 354; 
  photo, 124
 

 
 Dorsey Brothers Orchestra, 120, 124, 138, 174, 315
 

 
 Dost, Andrew, 690
 

 
 Dot Records, Feb. 16, 1957 & FN 392, pg. 423, 512
 

 
 Double-sided records, introduction of, 18
 

 
 Douglas, Jerry, 234
 

 
 Douglas, K.C., 233
 

 
 Douglas, Steve, 305, 334, 352
 

 
 Douglas, Tom, 683
 

 
 Dove, Nat, 425
 

 
 Dowd, Tom, 311n552, 407, 424, 435, 445n410, 523
 

 
 Downey, Morton, 221
 

 
 Downs, Lila, 712
 

 
 Doyle, Arthur Conan, 10
 

 
 Dozier, Lamont, 365, 374, 383, 389, 401, 403, 409, 412
 

 
 Draiman, David, 718
 

 
 Drake, 690
 

 
 Drake, Alfred, 184–185
 

 
 Drake, Ervin, 199, 342
 

 
 Drake, Nick, 433
 

 
 Drake, Pete, 435, 442
 

 
 Drake, Tom, 186n170
 

 
 Draper, Rusty, 305
 

 
 Dreams, songs concerning, 57, 355–356, 608, 662
 

 
 Dreiser, Theodore, 8
 

 
 Dresser, Paul, 8, 20
 

 
 Drew, Kenny, 293
 

 
 The Drifters, 212, 251, 262, 291n414, 312, 332–333, 371, 489, 510, 611
 

 
 Drinking, songs concerning, 250–251, 326
 

 
 Drive-in movies, 305
 

 
 D’Rivera, Paquito, 541
 

 
 DRM Records, 660
 

 
 Droughts, songs concerning, 99–100
 

 
 Drug abuse as song subject, 489, 570
 

 
 Drums, songs featuring, 325–326, 623
 

 
 Dubin, Al, 198, 247
 

 
 Du Bois, W.E.B., 50
 

 
 Duchin, Eddy, 178
 

 
 Duchon, Edwin, 128–129
 

 
 Dudek, Les, 500
 

 
 Dudgeon, Gus, 463, 494, 502, 512
 

 
 Dudley, Ann, 621
 

 
 Dudley, Audley & George, 16
 

 
 Dudley, Dave, 360
 

 
 Dudley, S.H., 11, 20n68
 

 
 Duffey, John, 318, 359
 

 
 Duffy, (Aimee), 675, 678
 

 
 Duke Records, 263, 302, 345
 

 
 Duke, George, 542n537, 559
 

 
 Duke, Vernon, 281, 294
 

 
 Dukes, Willie, 195
 

 
 Dulcimer, 30
 

 
 Dulceola, aka dolceola, 71–72, 93
 

 
 Dunaway, Faye, 507
 

 
 Dunbar, Richard, 389
 

 
 Duncan, Al, 355
 

 
 Duncan, Frank, 140
 

 
 Duncan, Henry (Hank), 87, 110
 

 
 Duncan, Todd, 123
 

 
 Duncan, Tommy, 164, 194
 

 
 Dunford, Michael, 507, 516
 

 
 Dunhill Records, 392, 414, 429, 445, 491
 

 
 Dunlap, Marguerite, 23
 

 
 Dunn, Bob, 112, 121–122, 138
 

 
 Dunn, Donald “Duck, ” 341, 393, 394, 395, 398, 409, 475
 

 
 Dunn, James, 482
 

 
 Dunn, Johnny, 45, 48
 

 
 Dunn, Larry, 513
 

 
 Dupree, Champion Jack, 243, 251
 

 
 Dupree, Cornell, 337n103, 479, 487
 

 
 DuPree, Reese, 220
 

 
 The Duprees, 351
 

 
 Dupri, Jermaine, 662, 667
 

 
 Duran Duran, 541, 567n124, 576
 

 
 
 Durham, Eddie, 112, 135, 151
 

 
 Duritz, Adam, 619
 

 
 Dust Bowl as song subject, 158
 

 
 Dust to Digital Records, 84, 99, 169
 

 
 Dutrey, Honore’, 52
 

 
 Duval, Taiwo, 326
 

 
 Duvalier, “Papa Doc” and “Baby Doc” dictatorships, 528n443
 

 
 DuVall, William, 624
 

 
 DuVernay, Ava, 710
 

 
 Duvivier, George, 416n215
 

 
 Dvorak, Anton, 4, 26, 39, 430
 

 
 Dwayne, Ted, 694
 

 
 Dylan, Bob, 104, 159, 196, 221n378, 233n39, 280, 301, 356, 359, 363, 364, 375 (two songs), 384–385, 388–389, 392, 394, 395, 398, 400n109, 401, 408, 413n191, 435, 442, 443, 481, 501–502, 504, 565, 595, 596, 608, 611, 612, 630, 631, 635, 648, 656, 657n67; , 670, 680, 687, 694, 706, 711; 
  photo, 388
 

 
 Dyson, Ronnie, 438
 

 

 
 
 E-Squared Records, 656
 

 
 E Street Band— see
 Bruce Springsteen
 

 
 The Eagles (1950s R& B group), 264
 

 
 The Eagles, 336, 440, 497–498, 498, 517, 553n35, 562, 572, 581, 600
 

 
 Earle, Steve, 470, 616, 656–657
 

 
 Earth, Wind, & Fire, 394n80, 403n129, 513, 515–516, 535, 541, 605
 

 
 Eason, Brother Willie, 218, 629–630
 

 
 East, Nathan, 597n305, 697
 

 
 East European recordings, 25, 30, 63
 

 
 Eastwest Records, 613
 

 
 Easton, Sheena, 583
 

 
 Eberle, Ray (clarinetist), 102n27
 

 
 Eberle, Ray (singer), 141, 161, 172, 180
 

 
 Eberly, Bob, 168, 174
 

 
 Echols, Damien, 695–696
 

 
 Echols, John, 428
 

 
 Easton, Edward D., 3
 

 
 Eckstine, Billy, 173, 195, 205, 216–217, 292, 360n250
 

 
 ECM Records, 531
 

 
 Ecology as song subject, 473
 

 
 Eddy, Duane, 305, 334, 335, 337, 352, 438, 482
 

 
 Edenton, Ray, 426
 

 
 The Edge (Dave Evans), 593, 647
 

 
 Edison, Harry “Sweets, ” 135, 151, 270, 285
 

 
 Edison, Thomas, 3
 

 
 Edison Bell Records (Britain), 28
 

 
 Edison Grand Concert Band, aka Edison Concert Band, 5, 8
 

 
 Edison Records, 8, 13, 14, 15, 16, 18, 19, 22, 46, 53, 58 (also see 
 North American Phonograph Co.)
 

 
 Edison Records history, 18, 23
 

 
 Edmunds, Dave, 575
 

 
 Edwards, Bernard, 540, 540–541
 

 
 Edwards, Blake, 312
 

 
 Edwards, Cliff (“Ukulele Ike”), 21, 56, 59, 60, 77, 88
 

 
 Edwards, Dennis, 441
 

 
 Edwards, Eddie, 38
 

 
 Edwards, Gordon, 522
 

 
 Edwards, Gus, 20
 

 
 Edwards, Kathleen, 665–666
 

 
 Edwards, Nokie, 331
 

 
 Edwards, Odessa, 278
 

 
 Edwards, Sherman, 288
 

 
 Edwards, Tommy, 307
 

 
 Edwards, William “Ricky, ” 257
 

 
 Effros, Bob, 90
 

 
 Egan, Raymond B., 45
 

 
 Egoyan, Atom, 510
 

 
 Einstein, Albert, 33, 659
 

 
 Eisenhower, Dwight, 246, 298
 

 
 Eisenstein, Sergei, 583
 

 
 Ekins, Alfred, 170
 

 
 Ekland, Britt, 523
 

 
 Eldridge, Roy, 141, 167, 196, 333
 

 
 Electrical recording, early evolution, 45, 57–58, 59, 67
 

 
 Electronic dance music, 607, 697
 

 
 Electric Flag, 406
 

 
 Elektra Records, 160, 375, 376, 393, 405, 409, 413, 423, 427, 428, 436, 469, 470, 473, 482, 493, 509, 523, 530, 531, 587, 587–588, 609, 610, 622, 656, 661, 685
 

 
 Elektra Musician Records, 597
 

 
 Elenkrig’s, Abe, Yiddishe Orchestra, 25
 

 
 Eli, Bobby, 491n221
 

 
 Eliscu, Edward, 141
 

 
 Elizalde, Fred, 117n116
 

 
 Ellington, Duke, 86n242, 88, 90, 103, 108 (two songs), 111, 112–113, 115–116, 129n181, 135, 143, 146, 149, 159, 162 (two songs), 163, 167, 172, 175, 178–179, 183, 193, 199, 203, 209, 242, 276–277, 289, 292, 305, 307, 333, 343, 347, 357, 508, 612; 
  photo, 277
 

 
 Ellington, Mercer, 268
 

 
 Elliot, Brian, 586
 

 
 Elliott, Bobby, 404n133
 

 
 Elliott, Cass, 414
 

 
 Elliott, Missy “Misdemeanor, ” 656, 658
 

 
 Ellis, Alfred “Pee Wee, ” 431
 

 
 Ellis, Jimmy, 525
 

 
 Ellis, Ray, 285
 

 
 Ellis, Terry, 613
 

 
 Ellison, Lorraine, 406
 

 
 Ellison, Ralph, 90n263, 166, 175, 245
 

 
 Ellsworth, Ruth, 695–696
 

 
 Elman, Ziggy, 62, 148, 173
 

 
 Elmhirst, Tom, 717n301
 

 
 Elmquist, Brian, 696
 

 
 Ely, Brother Claude, 327
 

 
 Ely, Joe, 626–627
 

 
 Emerick, Geoff, 411
 

 
 Emerson, Ralph Waldo, 706
 

 
 Emerson, Bill (bluegrass artist), 319, 359, 651
 

 
 Emerson, Billy (keyboardist), 355
 

 
 Emerson, Keith, 526, 527
 

 
 Emerson, Victor, 7
 

 
 Emerson, Lake, & Palmer, 526, 527
 

 
 Emerson Records, 33
 

 
 Emerson String Trio, 33
 

 
 EMI America, 557
 

 
 EMI Records, 329
 

 
 Eminem, 647–648, 662, 665, 701–702
 

 
 Emmett, Dan. 67, 653
 

 
 Emmons, Bobby, 411, 434, 436
 

 
 Empire City Quartette, 14
 

 
 End Records, 297
 

 
 England Dan & John Ford Coley, 490n215, 531
 

 
 English, Evan, 597
 

 
 Enigma Records, 550
 

 
 Eno, Brian, 529, 531–532, 560, 568
 

 
 Enterprise Records, 477
 

 
 Entwistle, J. Howard, 76
 

 
 Entwistle, John, 441n386
 

 
 En Vogue, 613
 

 
 Enya, 658
 

 
 Epic Records, 387, 434, 439, 480, 495, 507, 509, 512, 522, 541, 565, 567, 568, 571, 572, 579, 582, 594, 598, 610, 615, 618, 622, 631, 638, 653, 668 (also see 
 Columbia Records)
 

 
 Epitaph Records, 656
 

 
 Epstein, Brian, 432
 

 
 Epworth, Paul, 692, 695
 

 
 Ertegun, Ahmet, 220, 248, 257, 285
 

 
 Ertegun, Nesuhi, 267
 

 
 Ertel, Janet, 261
 

 
 Ervin, Bobby, 592
 

 
 Ervin, Booker, 311, 314
 

 
 Essex, David, 496n253
 

 
 Estefan, Emilio, 582
 

 
 Estefan, Gloria, 509, 582, 619, 654
 

 
 Estelle (Swaray), 675
 

 
 Estes, Sleepy John, 86, 132, 168
 

 
 Etheridge, Melissa, 615n79, 620, 667–668
 

 
 Etheridge, Marqueeze, 626
 

 
 Ethridge, Chris, 440
 

 
 
 Europe, James Reese, 25, 25–26, 33–34, 38; 
  photo, 39
 

 
 Eurythmics, 565
 

 
 Evanescence, 658
 

 
 Evangelist Singers, 218
 

 
 Evangelists, songs concerning, 436, 704
 

 
 Evans, Bill, 313 (two songs), 340–341, 514
 

 
 Evans, Faith, 634–635
 

 
 Evans, George, 11
 

 
 Evans, Gil, 105, 163n45, 202, 215, 307–308, 313, 399
 

 
 Evans, Herschel, 135, 137, 165
 

 
 Evans, Joe, 75
 

 
 Evans, John, 418
 

 
 Evans, Lynn, 261
 

 
 Evans, Mal, 457
 

 
 Evans, Redd, 167
 

 
 Evans, Robert, 507
 

 
 Evans, Sara, 633
 

 
 Event Records, 293
 

 
 Everly, Don, 588, 674; also see 
 Everly Brothers
 

 
 Everly, Phil, 588, 674; also see 
 Everly Brothers
 

 
 Everly Brothers, 156, 294, 324, 328, 369n307, 425, 543, 575, 674
 

 
 Evora, Cesaria, 614
 

 
 Ewen, David, 5, 13, 47
 

 
 Excello Records, 339
 

 
 Exclusive Records, 207
 

 
 Extreme (group), 616
 

 
 Eyton, Frank, 232
 

 

 
 
 Fabulous Thunderbirds, 695
 

 
 The Faces, 535, 680
 

 
 Fagan, Garth, 616
 

 
 Fagen, Donald, 368, 492, 562–563
 

 
 Fagerquist, Don, 355n209
 

 
 Fahey, John, 65, 73, 98n5
 

 
 Fails, Vernon, 597n305
 

 
 Fahl, Mary, 618
 

 
 Fain, Sammy, 253
 

 
 Fairchild, Karen, 710
 

 
 Fairfield Four, 204, 614
 

 
 Fairport Convention, 442
 

 
 Faith, Percy, 324, 353
 

 
 Faithfull, Marianne, 399, 443
 

 
 Faithless (group), 629
 

 
 Falcon, Joseph, 76, 87, 121
 

 
 The Falcons, 407
 

 
 Fall, Mildred, 272
 

 
 Fallon, Larry, 433
 

 
 Falsetto vocals, significant early recordings, 78, 104
 

 
 Faltskog, Agnetha, 525, 543
 

 
 Fambrough, Henry, 494
 

 
 Fame, Herb, 539
 

 
 FAME Studios, 407, 422, 669n148
 

 
 Fania Records, 508, 535
 

 
 Fanning, Dakota, 655
 

 
 Fantasy Records, 353, 396, 446, 456, 457
 

 
 Farley, Jesse, 150
 

 
 Farmers, songs concerning, 93–94, 312–313, 555–556, 585
 

 
 Farr, Hugh, 117
 

 
 Farrakhan, Lewis, 594
 

 
 Farrell, Colin, 683
 

 
 Farrell, Larry, 539
 

 
 Farren, Chris, 630
 

 
 Farris, Dionne, 624
 

 
 Farris, Mike, 707–708
 

 
 Farris, Steve, 582
 

 
 Fat Possum Records, 656
 

 
 Fatool, Nick, 150, 162
 

 
 Faye, Alice, 117, 130
 

 
 Fazola, Irving, 138
 

 
 Feaster, Carl & Claude, 257
 

 
 Feather, Leonard (as songwriter, session leader), 195, 217
 

 
 Federal Records, 254, 273, 310, 337
 

 
 Fee Bee Records, 288
 

 
 Feist, Leo, 8, 50
 

 
 Fekaris, Dino, 539
 

 
 Feld, Morey, 188
 

 
 Feldman, Victor, 312, 561
 

 
 Feldman, Y.L., 235
 

 
 Feliciano, Jose, 607
 

 
 Fell, Terry, 360
 

 
 Fellini, Federico, 484
 

 
 Feminist songs in theme or subtext, 69, 76, 470, 487–488, 571, 621
 

 
 Fender, Freddy, 512–513
 

 
 Fenoy, Roosevelt, 169
 

 
 Ferera, Frank, 35–36, 71
 

 
 Feret, Pierre, 132
 

 
 Fergie (Stacy Ferguson), 660, 673, 678
 

 
 Ferguson, Bob, 503
 

 
 Ferguson, Maynard, 270
 

 
 Ferreira, Sky, 692
 

 
 Ferrer, Ibrahim, 636–637
 

 
 Ferry, Bryan, 560, 570
 

 
 Fiddle, records featuring, 48, 48–49, 53, 63, 83, 91, 98, 106–107, 145, 231, 520
 

 
 Fiddling contests, 48n26, 83
 

 
 Fiedler, Arthur, 221–222, 240
 

 
 Field, Al B., Minstrels, 75n186
 

 
 Fielder, Clarence, 367
 

 
 Fielder, Jim, 436
 

 
 Fields, Dorothy, 79, 105, 120, 127, 188, 200
 

 
 Fields, Frank, 207, 290
 

 
 Fields, Shep, 139n243
 

 
 Fields, W.C., 29
 

 
 5th Dimension, 393n63, 405, 416, 429, 430, 431, 438, 446n416, 529
 

 
 Fike, Lamar, 456
 

 
 Fincher, David, 604
 

 
 Finegan, Bill, 156, 164
 

 
 Fink, Matt, 574
 

 
 Finn, Neil, 591
 

 
 Fischoff, George, 421
 

 
 Fisher, Dan, 199
 

 
 Fisher, Dave, 342
 

 
 Fisher, Fred, 20–21
 

 
 Fisher, Marvin, 287–288
 

 
 Fisk University Jubilee Singers, Quartet, 10, 20, 30, 39, 60, 174, 387; 
  photo, 20
 

 
 Fitzgerald, Ella, 109, 137, 187, 229, 229–230, 238, 267, 270, 270–271, 271, 279, 292, 302, 306n515, 313, 340, 354, 354–355, 524n419; , 525, 570, 612, 671n168; 
  photo, 341
 

 
 Fitzgerald, F. Scott, 258
 

 
 Five Blind Boys of Mississippi, 230, 239n76, 345, 650
 

 
 550 Music, 622, 638
 

 
 Five for Fighting, 652
 

 
 Five Keys, 237, 633n183
 

 
 5 Royales, 296, 336, 362n256
 

 
 Five Satins, 249n138
 

 
 Five Sharps, 338
 

 
 FKA Twigs, 707
 

 
 The Flamingos, 252
 

 
 Flanagan, Tommy, 270, 275, 313, 325
 

 
 Flanders, Julie, 618
 

 
 Flariella Records, 694
 

 
 The Flatlanders, 627
 

 
 Flatt, Lester, & Earl Scruggs, 231–232, 249, 293, 359, 425
 

 
 Fleetwood, Mick, 519, 526, 542
 

 
 Fleetwood Mac, 519–520, 526–527, 542–543, 690, 710
 

 
 Fleming, Ian, 500
 

 
 Fletcher, Curly, 467
 

 
 Flo Rida, 685
 

 
 Floods, songs concerning, 64, 89, 302, 510, 567
 

 
 Florence & the Machine, 692
 

 
 Florida music scene, 651 (also see
  Miami)
 

 
 Florida Orchestra, 608n42
 

 
 Flowers, Herbie, 496n253
 

 
 Fluck and Law, 588
 

 
 Flying Lotus, 708
 

 
 Flynn, Errol, 136
 

 
 Flying Burrito Brothers, 439–440, 472
 

 
 Flying Dutchman Records, 470
 

 
 Flying Machine, 472
 

 
 Fogarty’s Cove Records, 555, 574
 

 
 Fogelberg, Dan, 511, 544, 556
 

 
 Fogerty, John, 19n65, 446, 456, 457
 

 
 Fogerty, Tom, 446
 

 
 Fogg, Heath, 691
 

 
 
 Foley, Red, 29, 194, 315, 329
 

 
 Folksay Trio, 161n28
 

 
 Folkways Records, 245, 305, 317, 329, 362, 416
 

 
 Fonda, Henry, 159
 

 
 Fonovista Records, 635
 

 
 Fontana Records, 606
 

 
 Foo Fighters, 679n221, 688–689
 

 
 Ford, Frankie, 292
 

 
 Ford, Gerald, 523
 

 
 Ford, Harrison, 328, 555
 

 
 Ford, Henry, 66, 83
 

 
 Ford, John, 324, 348
 

 
 Ford, Mary— see
 Les Paul & Mary Ford
 

 
 Ford, Oscar, 233
 

 
 Ford, Tennessee Ernie, 204, 213n328
 

 
 Ford Motor Company, 18
 

 
 Fordham, Julia, 609
 

 
 Foreigner (group), 604
 

 
 Foreman, George, 511
 

 
 Forman, Milos, 644
 

 
 Forrest, Helen, 148–149, 150, 172
 

 
 Forrest, Earl, 309
 

 
 Forrest, Jimmy, 203, 242, 347
 

 
 Forrester, Howdy, 107
 

 
 Forssi, Ken, 428
 

 
 Fort Worth (Texas), songs recorded in, 164
 

 
 Fortina, Carl, 501
 

 
 Fosse, Bob, 677
 

 
 Foster, David, 541, 609, 632
 

 
 Foster, Denzil, 613
 

 
 Foster, Dope, 39
 

 
 Foster, Frank, 273, 279, 295, 343
 

 
 Foster, Pops, 92, 207
 

 
 Foster, Radney, 702
 

 
 Foster, Ruthie, 707
 

 
 Foster, Stephen, 4, 17, 20, 21, 27, 664
 

 
 Fountain, Clarence, 230n21, 650
 

 
 Fountains of Wayne, 632
 

 
 4AD Records, 705
 

 
 Four Knights, 257
 

 
 Four Lads, 291n412
 

 
 Four Pennies, 359n241
 

 
 Four Preps, 372
 

 
 The Four Seasons, 352, 355, 406, 569
 

 
 Four Star Records, 213, 288
 

 
 The Four Tops, 389, 401, 403, 409, 412–413, 587
 

 
 Fournier, Vernel, 297
 

 
 Fox, Curly, 367
 

 
 Fox, Harry, 38
 

 
 Fox, Matthew, 629
 

 
 Fox, Michael J., 580
 

 
 Fox, Roy, 117n116
 

 
 Fox Searchlight soundtrack, 683
 

 
 Foxx, Jamie, 667
 

 
 Fraiture, Nikolai, 654
 

 
 France, songs recorded in, 120, 131–132, 240, 318, 485, 497, 502
 

 
 Francis, Audley, 141
 

 
 Francis, David “Panama, ” 272, 283
 

 
 Francis, Kay, 114
 

 
 Francois, Claude, 439
 

 
 Frandon, Pete, 549
 

 
 Frankie Goes to Hollywood, 576
 

 
 Franklin, Aretha, 171, 246, 262, 276, 373, 393, 394, 399, 407n148, 413, 418n231, 422, 426, 431, 435, 448, 465n63, 475, 479, 486–487, 487, 490n216, 540, 579, 593, 622; 
  photo, 476
 

 
 Franklin, Carolyn, 426, 475
 

 
 Franklin, (Rev.) C.L., 246–247, 345, 394, 487
 

 
 Franklin, Erma, 431, 475, 479
 

 
 Franklin, Kirk, 633–634
 

 
 Franklin, Melvin, 391n55, 403, 444
 

 
 Franklin, Moze l, 150
 

 
 Franz, Chris, 568
 

 
 Fraser, Paul, 564
 

 
 Fraternity Records, 361
 

 
 Frazee, Harry, 56
 

 
 Freed, Alan, 243, 254, 260, 262, 283, 297, 303, 372n334, 376, 405
 

 
 Freed, Arthur, 88
 

 
 Freedom as song subject, 375, 629, 656 (also see 
 civil rights movement)
 

 
 Freeman, Bud, 131, 190
 

 
 Freeman, Isaac, 614
 

 
 Freeman, Ned, 171
 

 
 Freeman, Stan, 221
 

 
 Fregon, Phil, 233
 

 
 French songs, 232, 439
 

 
 French, Richard Todd, 614
 

 
 Frey, Glenn, 497–498, 517, 581
 

 
 Friars’ Society Orchestra, 50
 

 
 Fricker, Sylvia, 364
 

 
 Fridmann, Dave (rock producer), 674
 

 
 Friedhofer, Hugo, 136
 

 
 Friedman, David (songwriter), 627
 

 
 Friedman, Jim, 375
 

 
 Friedman, Porky, 198
 

 
 Fripp, Robert, 532
 

 
 Frisell, Bill, 641–642
 

 
 Fritz, Jonny, 716
 

 
 Frizzell, Lefty, 315–316, 648
 

 
 Froom, Mitchell, 591
 

 
 Frosini, Pietro, 30
 

 
 Fruge, Atlas & Columbus, 216
 

 
 Fryzel, Bryan, 701
 

 
 Fueled by Ramen Records, 690
 

 
 Fugees, 640
 

 
 Fuller, Blind Boy, 123
 

 
 Fuller, Bobby, 399–400, 583
 

 
 Fuller, Curtis, 293
 

 
 Full Moon Records, 544, 556
 

 
 Fulson, Lowell, 263
 

 
 Fulton, Jack, 101, 110
 

 
 Fun (pop group), 690, 699
 

 
 Funches, Johnny, 284
 

 
 Funkadelic, 534
 

 
 Furay, Richie, 600
 

 
 Future Islands, 705
 

 
 Fuqua, Charlie, 141, 200, 262
 

 
 Fuqua, Critter, 706n210
 

 
 Fuqua, Harvey, 262, 365, 382, 419, 447, 493
 

 
 Furtado, Nelly, 668–669
 

 

 
 
 Gabler, Milt, 143–144, 186, 187, 197
 

 
 Gabriel, Peter, 532n467, 555, 587, 609, 610, 623, 639n221, 640, 650, 691
 

 
 Gad, Tony, 676–677, 701
 

 
 Gainsbourg, Serge, 326
 

 
 Gaisberg, Fred W., 7, 164
 

 
 Gale, Corky, 270
 

 
 Gale, Sunny, 241
 

 
 Galileo as song inspiration, 615
 

 
 Gallagher, Liam, 628
 

 
 Gallagher, Noel, 628
 

 
 Gallimore, Byron, 643
 

 
 Galloway, Bill, 252
 

 
 Gallup, Cliff, 275
 

 
 Galuten, Albhy, 522
 

 
 Gamble, Kenny, 437, 488–489, 491, 492, 513, 517, 520, 521, 522
 

 
 Gannon, Kim, 172, 183
 

 
 Ganser, Mary Ann & Marge, 376
 

 
 Gant, Cecil, 188, 233
 

 
 Gap Band, 709
 

 
 Gara, Jeremy, 686
 

 
 Garbarek, Jan, 531
 

 
 Garcia, Enrique, 582
 

 
 Garcia, Jerry, 270, 460, 480, 592, 663
 

 
 Gardner, Ava, 235; 
  photo with Frank Sinatra, 235
 

 
 Gardner, Carl, 256, 267, 291
 

 
 Gardner, June, 408
 

 
 Garibay, Fernando, 688
 

 
 Garfield, Alfred, 20
 

 
 Garfunkel, Art, 324, 427–428, 464, 516, 717
 

 
 Garland, Ed, 46
 

 
 Garland, Hank, 320, 347
 

 
 Garland, Joe, 134
 

 
 Garland, Judy, 25, 34, 148, 179, 180, 182, 186, 189, 191, 230–231, 319, 529, 628; 
  photo, 189
 

 
 Garland, Red, 274, 300, 524
 

 
 Garlow, Clarence, 228, 277
 

 
 
 Garner, Erroll, 259, 297, 318
 

 
 Garner, Jennifer, 572n161, 658
 

 
 Garrett, Lee, 461
 

 
 Garrett, Peter, 594–595
 

 
 Garrett, Siedah, 594
 

 
 Garrett, William, 344
 

 
 Garrison, Jimmy, 357, 366, 377
 

 
 Gaskin, Leonard, 276
 

 
 Garson, Mort, 356
 

 
 Garzon, Armando, 636
 

 
 Gasca, Luis, 477
 

 
 Gaston, Harvey, 333
 

 
 Gates, David, 469–470
 

 
 Gates, Rev. J.M., 61, 82, 246
 

 
 Gatlin, Larry, 497
 

 
 Gaudio, Bob, 352, 355
 

 
 Gatica, Lucho, 329
 

 
 Gauthier, Mary, 707–708
 

 
 Gavurin, David, 604
 

 
 Gay rights, songs concerning, 687, 705
 

 
 Gaye, Barbie, 372
 

 
 Gaye, Marvin, 344, 362n257, 365, 419–420, 426–427, 462, 473–474, 475–476, 607, 659, 693, 712
 

 
 Gelber, Wylie, 689
 

 
 Gaskin, George J., 4, 8
 

 
 Geer, Will, 159
 

 
 Geffen, David, 498, 553
 

 
 Geffen Records, 507, 553, 576, 581, 587, 620, 668
 

 
 Gehrig, Lou, 70
 

 
 Gehman, Don, 653
 

 
 Geils, J., Band, 557
 

 
 Geldof, Bob, 576
 

 
 Gellar, Herb, 270
 

 
 Gender-switching, songs concerning, 463–464, 676, 700, 709–710
 

 
 General Motors, 586
 

 
 Genesis, 555, 588
 

 
 Gennett Records, 49, 51, 53, 70, 76
 

 
 Gente de Zona, 704
 

 
 Gentleman, Horace, 555
 

 
 Gentlemen of the Road/Red/Glassnote Records, 694
 

 
 Gentry, Bobbie, 448–449
 

 
 Gentry, Chuck, 270
 

 
 Gentry, Jane Hicks, 160
 

 
 George, Karl, 183n153
 

 
 George, Lowell, 534
 

 
 George, Steve, 582
 

 
 Georgia as song subject, 8, 107
 

 
 Georgia Minstrels, 5
 

 
 Georgia Slim, 107
 

 
 “Georgia Tom”— see
 Thomas A. Dorsey
 

 
 Gerber, Nina, 566
 

 
 Germano, Lisa, 615
 

 
 Germany, songs recorded in, 531–532
 

 
 Gernhard, Phil, 333
 

 
 Gerrard, Matthew, 664
 

 
 Gershwin, George, 32, 54, 56, 71, 80–81, 101, 110, 123, 151, 171, 172, 182, 185, 190, 191, 205–206, 206, 229, 229–230, 238 (two songs), 262, 270, 307–308, 316–317, 403, 524, 526, 589–590; 
  photo, 82
 

 
 Gershwin, Ira, 56, 71, 80, 101, 123, 151, 171, 172, 182, 185, 190, 191, 206, 229, 229–230, 238 (two songs), 262, 270, 281, 308, 316–317, 524
 

 
 Getz, Stan, 208, 241, 253, 317, 331, 372–373, 424, 434, 591
 

 
 Ghent, Aubrey, 650–651
 

 
 Gibb, Barry, Robin, & Maurice, 522, 530
 

 
 Gibbs, Arthur, 58
 

 
 Giblin, Irene, 16
 

 
 Gibson, Andy, 218
 

 
 Gibson, Bob (folk artist), 368
 

 
 Gibson, Don, 520
 

 
 Gibson, Kirk, 597
 

 
 Giddens, Rhiannon, 98n2; , 711; 
  photo, 711
 

 
 Gifford, Gene, 102, 109
 

 
 Giguere, Russ, 404
 

 
 Gil, Gilberto, 561, 652
 

 
 Gilbert, Cary, 492
 

 
 Gilbert, Joe, 367–368
 

 
 Gilbert, Ronnie, 219, 326
 

 
 Gilberto, Astrud, 372–373, 434
 

 
 Gilberto, Joao, 267, 317, 372–373, 434, 505, 652
 

 
 Gilbert & Sullivan, 6, 569
 

 
 Gilford, Peter, 594
 

 
 Gill, Vince, 596, 624–625
 

 
 Gillan, Ian, 465–466
 

 
 Gillespie, Dizzy, 165, 169, 175, 193, 194, 195, 196, 199–200, 205n281, 217, 221, 234, 265, 277n314, 360n250, 368, 424, 535, 542, 634; 
  photo, 196
 

 
 Gillette, Irving— see
 Henry Burr
 

 
 Gillette, Lee, 205
 

 
 Gilley, Mickey, 537
 

 
 Gilliland, Henry, 48n25, 91
 

 
 Gillum, Jazz, 247
 

 
 Gilmore, Buddy, 25
 

 
 Gilmore, Jimmie Dale, 627
 

 
 Gilmore, Marcus, 692n81
 

 
 Gilmore’s Band and Patrick S. Gilmore, 9
 

 
 Gilmour, David, 499, 548
 

 
 Gilstrap, Jim, 496
 

 
 Gilt-Edge Records, 188, 233
 

 
 Gimble, Johnny, 503, 565
 

 
 Ginsberg, Allen, 388, 393
 

 
 Giordano, Vince, 590
 

 
 Gioviale, Giovanni, 75, 102
 

 
 Gioviale String Trio, 75
 

 
 Gipsy Kings, 550–551, 597
 

 
 Girls of the Golden West, 114
 

 
 Gittens, James, 383
 

 
 Gittens, Larry, 552
 

 
 Giuffre, Jimmy, 208
 

 
 Givens, Clifford, 176, 239
 

 
 Gladden, Texas, 176
 

 
 The Gladiolas, 333
 

 
 Glahe, Will, 211
 

 
 Glaser, Joe, 257, 315
 

 
 Glass, Philip, 717
 

 
 Gleason, Jackie, 367
 

 
 Glee club recordings, 57
 

 
 Glenn, Artie, 388
 

 
 Glenn, Garry, 587
 

 
 Glenn, John, 346
 

 
 Glenn, Lloyd, 263
 

 
 Glenn, Tyree, 169
 

 
 Glitter, Gary, 699n136
 

 
 Glosson, Lonnie, 218n364, 233
 

 
 Glover, Corey, 598
 

 
 Glover, Henry, 199n250, 218, 272, 279n330
 

 
 Gluck, Alma, 27–28
 

 
 Gnarls Barkley, 685
 

 
 GNP Crescendo Records, 367
 

 
 Godfrey, Arthur, 209, 211, 288
 

 
 Go! Discs Records, 587
 

 
 Godrich, Nigel, 635
 

 
 God’s Property, 633–634
 

 
 Goetz, E. Ray, 34, 179
 

 
 Goffin, Gerry, 350, 359, 422–423, 470, 580–581
 

 
 Gold, Wally, 331
 

 
 Goldberg, Barry, 406
 

 
 Golden Chords, 406
 

 
 Golden Gate Orchestra, 58
 

 
 Golden Gate Quartet, 19, 123, 134–135, 137–138, 150, 159n13, 160, 171, 205, 212, 218, 227, 240, 270, 387
 

 
 Golden Wing Records, 360
 

 
 Goldfield, Harry, 81
 

 
 Goldkette, Jean, 63–64, 66, 174
 

 
 Goldner, George, 285, 297
 

 
 Goldsboro, Bobby, 495n249, 500–501
 

 
 Goldsmith, Jerry, 507, 640–641
 

 
 Goldsmith, Taylor, 689, 716
 

 
 Goldwasser, Ben, 674
 

 
 Goldwax Records, 410
 

 
 Golson, Benny, 300, 309, 612
 

 
 Gomez, Eddie, 514n361
 

 
 Gomez, Jaime, 659n83
 

 
 Gonsalves, Paul, 277, 343
 

 
 Gonzales, Tony, 121
 

 
 Gonzalez, Ruben, 636
 

 
 
 G.O.O.D. Records, 698, 701
 

 
 Gooden, Sam, 364
 

 
 Goodman, Benny, 46, 62, 102, 109, 115, 119, 121, 122, 122–123, 125, 128, 134, 143, 147–148, 149, 150, 162–163, 165–166, 167, 172, 175n121, 178, 180, 187, 188–189, 190, 193, 194n219, 197, 198, 199, 207, 229, 269–270, 281, 304, 373, 408, 532, 634; 
  photo, 147
 

 
 Goodman, Shirley, 277, 486
 

 
 Goodman, Steve, 478
 

 
 Goodwin, William & Mary, 114
 

 
 Goo Goo Dolls, 639–640
 

 
 Gorbachev, Mikhail, 593
 

 
 Gordon, Billy, 351
 

 
 Gordon, Dexter, 195, 284, 349
 

 
 Gordon, Henry, 441
 

 
 Gordon, Irving, 239, 609
 

 
 Gordon, Jim, 493n229
 

 
 Gordon, Mack, 247–248, 268–269
 

 
 Gordon, Robert Winslow, 40n167, 68, 71, 80n211, 126n169, 138, 232, 248, 401
 

 
 Gordon, Wycliffe, 616
 

 
 Gordy, Anna, 246
 

 
 Gordy, Berry, Jr., 247, 251, 344, 349n172, 351, 361, 365, 370, 374, 383, 396, 403, 412, 427, 437, 440n383, 447, 462, 474, 545n547
 

 
 Gordy, Emory, Jr., 554, 619
 

 
 Gordy Records, 351, 370, 391, 403, 444
 

 
 Gore, Al, 649
 

 
 Gore, Lesley, 542
 

 
 Gorner, Jay, 111
 

 
 Gorson, Arthur, 401n113
 

 
 Gospel recordings, 51, 61, 71, 72, 78, 84, 93, 99, 123, 134, 137, 140, 150, 169, 171, 176 (two songs), 204, 205, 206, 212, 217, 218, 227, 228, 230, 237, 239, 239–240, 240, 243, 246, 249, 270, 272, 278 (two songs), 286, 314, 387, 426, 485, 486, 499, 614, 633, 650 (also see 
 Spirituals)
 

 
 Gotham Records, 228
 

 
 Gottschalk, Louis Moreau, 9
 

 
 Gottwald, Lukasz (Dr. Luke), 700
 

 
 Gotye, 690–691
 

 
 Gouldman, Graham, 403–404
 

 
 Gov’t Mule, 663
 

 
 Gozzo, Conrad, 270, 312n561
 

 
 Graham, Bill, 469n84
 

 
 Graham, Larry, 480
 

 
 Graham, Roger, 44–45
 

 
 Grammer, Billy, 127
 

 
 Grammy Hall of Fame, earliest inductees, 12, 139, 157, 182
 

 
 Gramophone, 3
 

 
 Gramophone and Typewriter Company, 12
 

 
 Grand Canyon as musical subject, 109–110
 

 
 Grand Ole Opry, 59, 65, 66, 116, 353
 

 
 Granger, Wilson, 216
 

 
 Grandmaster Flash, 550, 570
 

 
 Grant, Cary, 498
 

 
 Grant, Hugh, 475
 

 
 Grant, Jewell, 263
 

 
 Grant, Milt, 301
 

 
 Grantham, George, 600
 

 
 Granz, Norman, 221, 270, 271, 524
 

 
 Grappelli, Stephane, 132, 192, 520
 

 
 Grass Roots, 393
 

 
 Grateful Dead, 406, 460, 480–481, 592
 

 
 Graves, James, 383
 

 
 Gray, Tom, 359
 

 
 Grass Roots, 393
 

 
 Grateful Dead, 81, 406, 663
 

 
 Gravatt, Carter, 671
 

 
 Graves, Alexander, 262
 

 
 Graves, Randell, 19
 

 
 Gray, Billy, 242
 

 
 Gray, David, 648
 

 
 Gray, Glen, 102, 108–109, 142, 221
 

 
 Gray, Henry, 394n77
 

 
 Gray, Jerry, 148, 172
 

 
 Gray, Thomas, 48
 

 
 Graydon, Jay, 541, 559
 

 
 Grayson, G.B., 70–71, 91, 133, 245
 

 
 Great Depression, 92, 104, 107, 112, 157
 

 
 Great Depression, songs concerning, 111
 

 
 Great White Way Orchestra, 21
 

 
 Greek recordings, 69–70, 78, 93
 

 
 Green, A.B., 195n225
 

 
 Green, Adolph, 514
 

 
 Green, Al, 426, 474, 511, 537, 573, 708
 

 
 “Green, Alice”— see
 Olive Kline
 

 
 Green, Cee-lo, 685
 

 
 Green, Charlie, 56, 58
 

 
 Green, Curtis, 341
 

 
 Green, Freddie, 149, 151, 217, 265, 295
 

 
 Green, George, 585
 

 
 Green, Jerome, 263
 

 
 Green, Johnny, 100, 101, 104, 216–217, 238, 556
 

 
 Green, Lattimer, 204
 

 
 Green, Leo, 525
 

 
 Green, Lil, 166–167
 

 
 Green, Linda, 539
 

 
 Green, Mitzi, 285, 319
 

 
 Green, Peter, 519
 

 
 Green, Urbie, 270n272, 421, 434
 

 
 Green Day, 637, 666, 679
 

 
 Greenbriar Boys, 495
 

 
 Greene, Earl, 360
 

 
 Greenfield, Howard, 350
 

 
 Grenados, Enrique, 169
 

 
 Greene, Gene, 21, 60
 

 
 Greene, Graham, 627n144
 

 
 Greenwood, Jonny & Colin, 635n194
 

 
 Grenet, Eliseo, 582n226
 

 
 Greenus, Irene, 36
 

 
 Greenwich, Ellie, 362, 376, 385, 408, 715
 

 
 Greer, Jesse, 64
 

 
 Gregory, Gerald, 254
 

 
 Grever, Maria, 315
 

 
 Grey, Al, 295
 

 
 Griffin, Bessie, 499n276
 

 
 Griffin, Bob, 629
 

 
 Griffin, Chris, 148, 199
 

 
 Griffin, James, 470
 

 
 Griffin, Johnny, 199
 

 
 Griffin, Patty, 670
 

 
 Griffith, Andy, 114, 365
 

 
 Griffith, D.W., 28
 

 
 Griffith, Johnny, 374n358, 476n130
 

 
 Griffith, Nanci, 561, 613, 626, 633
 

 
 Griffiths, Marcia, 448n434
 

 
 Grimes, Henry, 403
 

 
 Grimes, Howard, 474n122
 

 
 Grimes, Keith, 628
 

 
 Grimes, Tiny, 199, 283
 

 
 Griptite, Binky, 665n120
 

 
 Grisham, Audrey, 250
 

 
 Grisman, David, 631
 

 
 Grist, Reri, 299
 

 
 Grofe, Ferde, 45, 50, 81, 109–110, 327, 590
 

 
 Grohl, Dave, 688–689
 

 
 Grolnick, Don, 570
 

 
 Grossman, Albert, 364, 445n415
 

 
 Grosz, Will, 209
 

 
 “Groove, ” history of term, 194n220
 

 
 Groves, Lani, 496
 

 
 Growling Tiger (Neville Marcano), 127, 131
 

 
 Gruber, Franz, 354
 

 
 Grubbs, Clyde, 203
 

 
 Grusin, Dave, 551
 

 
 Guanieri, Johnny, 161, 163
 

 
 Guaraldi, Vince, 353, 396
 

 
 Guard, Dave, 316, 342
 

 
 Guercio, James William, 436n353, 540
 

 
 Guetary, George, 238
 

 
 Guida, Frank, 339
 

 
 Guild Records, 194, 195, 196
 

 
 Guilbeau, Ronnie, 600
 

 
 Giullaume, Robert, 446
 

 
 Guitar, electronically amplified, early and landmark recordings, 112, 121–122, 165
 

 
 Guitar instrumentals, 35–36, 92, 301, 305, 325, 331, 334, 337, 361, 396, 641–642, 650–651
 

 
 
 Guitar, records featuring (selective), 123, 131–132, 140, 150, 208, 236–237, 246, 263, 263–264, 358–359, 405–406, 447–448, 488, 575, 580
 

 
 Guitar, slide, 71, 72
 

 
 Guitar Slim (Eddie “Guitar Slim” Jones), 292
 

 
 Guitar, steel, 36n151
 

 
 Guitar, twelve-string, 118, 371; also see 
 “sacred steel” guitar
 

 
 Gulf War (1991), 604n19, 607
 

 
 Guns ‘n Roses, 500, 560n74, 612
 

 
 Guns, songs concerning, 457, 514–515
 

 
 Gurgiolo, Lauren, 700
 

 
 Gutenberg, Johannes, 22
 

 
 Guthrie, Arlo, 198n243, 422, 444
 

 
 Guthrie, Jack, 197–198, 213
 

 
 Guthrie, Woody, 141, 142, 157n4, 158, 159, 167–168, 170, 197–198, 213, 233, 326, 330, 385, 388, 422, 563, 587, 650, 664–665; 
  photo, 159
 

 
 Guy, Billy, 291
 

 
 Guy, Buddy, 326–327, 394, 402, 568, 587n254
 

 
 Guy, Fred, 108
 

 

 
 
 Hackberry Ramblers, 87, 128–129
 

 
 Hackett, Bobby, 156, 206, 365
 

 
 Hackett, Dolly, 33
 

 
 Haden, Charlie, 314
 

 
 Hadfield, Chris, 494
 

 
 Hadi, Shafi, 289, 314
 

 
 Haenschen, W.G., 31–32
 

 
 Hagen, Earle, 320
 

 
 Haggard, Merle, 437, 502, 558n67, 565, 643, 674, 695, 706
 

 
 Haggart, Bob, 138, 167, 191, 569–570
 

 
 Haig, Al, 195, 196, 200
 

 
 Haitian music, 528
 

 
 Hale, Andrew, 577
 

 
 Hale, Jack, 474
 

 
 Hale, Malcolm, 421
 

 
 Hale, Sonny, 246
 

 
 Haley, Alex, 525, 713
 

 
 Haley, Bill, & the Comets, 259, 264, 298, 330; 
  photo, 260
 

 
 Hall, Daryl, & John Oates, 522, 541
 

 
 Hall, Edmond, 201, 230n17, 271
 

 
 Hall, Jim, 208, 642
 

 
 Hall, Juanita, 216
 

 
 Hall, Minor, 201
 

 
 Hall, Rene, 358
 

 
 Hall, Rick, 422, 449
 

 
 Hall, Roy, 145
 

 
 Hall, Russ, 250
 

 
 Hall, Solomon, 276
 

 
 Hall, Terry, 555
 

 
 Hall, Tom T., 670
 

 
 Hall, Vera, 125, 133
 

 
 Hall, Wendell, 53
 

 
 Hall, Willie, 477
 

 
 Haller, Harry, 320
 

 
 Halligan, Dick, 436
 

 
 Halsey, Shae, 703
 

 
 Hamilton, Alexander, 716
 

 
 Hamilton, Arthur, 267
 

 
 Hamilton, DeMar, 672
 

 
 “Hamilton, Edward”— see
 Reinald Werrenrath
 

 
 Hamilton, Jimmy, 203, 343
 

 
 Hamilton, Tom, 519, 523
 

 
 Hamlisch, Marvin, 611
 

 
 Hamm, Charles, 22
 

 
 Hammerstein, Oscar, ii, 150, 184–185, 200–201, 207, 216, 334, 354–355, 383, 512, 529–530
 

 
 Hammett, Kirk, 610
 

 
 Hammond, Albert, 654
 

 
 Hammond, Albert, Jr., 654
 

 
 Hammond, John, 64, 115, 122–123, 140, 149, 165, 207, 386, 409
 

 
 Hammond, John, Jr., 650
 

 
 Hampton, Lionel, 52, 101, 128, 149, 150, 199, 206, 269, 315, 325, 360n250, 641; 
  photo, 149
 

 
 Hancock, Butch, 627
 

 
 Hancock, Herbie, 348–349, 360, 369n304, 373, 377, 382, 434, 505–506, 612, 697n126
 

 
 Handel, George Frederick, 345
 

 
 Handy, John, 311, 314
 

 
 Handy, W.C., 23, 26, 29n116, 30, 32, 38–39, 39–40, 44, 46, 48, 49, 58, 66, 108, 126, 258, 543
 

 
 Hanighen, Bernard, 340
 

 
 Hanks, Tom, 363, 632
 

 
 Hannibal Records, 442, 565
 

 
 Hansberry, Lorraine, 448
 

 
 Hanshaw, Annette, 79
 

 
 Hanson, Per, 662
 

 
 Harbach, Otto, 144
 

 
 Harburg, E.Y., 111, 184, 281, 618
 

 
 Hardaway, Lulu, 461
 

 
 Hardesty, Herb, 287
 

 
 Hardin, Glenn, 514
 

 
 Harding, Buster, 169
 

 
 Hargrove, Ron, 303
 

 
 Hardwick, Otto “Toby, ” 113, 115
 

 
 Hardy, Oliver, 19n65
 

 
 Hare, Ernest, 80
 

 
 Hargrove, Linda, 714
 

 
 Harlan, Byron G., 13, 14, 22, 23, 29
 

 
 Harlem, songs concerning, 98–99
 

 
 Harlem Hamfats, 167
 

 
 Harman, Buddy, 320
 

 
 Harmonica, records featuring, 65, 73, 132, 339–340, 355, 361, 394
 

 
 Harmony Records, 79
 

 
 Harney, Ben R., 7, 14, 37
 

 
 Harp-guitar, records featuring, 68
 

 
 Harpo, Slim, 339–340, 485
 

 
 Harpsichord, records featuring, 161
 

 
 Harp-Tones, 165, 202, 252–253
 

 
 Harrell, Bill, 318
 

 
 Harrell, Dickie, 275
 

 
 Harrell, Kelly, 61–62, 69, 126, 160, 176
 

 
 Harrell, Thadis, 673
 

 
 Harris, Barry, 325, 368
 

 
 Harris, Benny, 207
 

 
 Harris, Bill (jazz trombonist), 193
 

 
 Harris, Bill (The Clovers), 318
 

 
 Harris, C.W., 11
 

 
 Harris, David, 624
 

 
 Harris, Dennis, 525
 

 
 Harris, Emmylou, 465, 513–514, 550, 565, 618–619, 624, 625, 647, 704; 
  photo, 647
 

 
 Harris, Joe, 125
 

 
 Harris, Leroy, 173
 

 
 Harris, Marion, 44, 44–45, 55, 56, 258,   photo, 57
 

 
 Harris, Norman, 489n204, 517n380, 525
 

 
 Harris, Paul, 427
 

 
 Harris, Phil, 204
 

 
 Harris, R.H. (Rebert), 150, 227
 

 
 Harris, Richard, 429–430, 529, 536
 

 
 Harris, Sam (guitarist), 85
 

 
 Harris, Willie, 84
 

 
 Harris, Wynonie, 29, 209n308
 

 
 Harrison, Billy, 390
 

 
 Harrison, Charles, 31, 35, 38
 

 
 Harrison, Donald, 641
 

 
 Harrison, Gary, 630
 

 
 Harrison, George, 66, 290, 357, 371, 387, 397, 398, 406, 411, 417, 440, 445, 457, 459, 466, 523n413, 543, 628
 

 
 Harrison, Jerry, 568
 

 
 Harrison, Jimmy, 64
 

 
 Harrison, Rex, 273
 

 
 Harrison, Wilbert, 346
 

 
 Harry, Deborah, 538–539
 

 
 Harry J All-Stars, 483
 

 
 Hart, Beth, 713
 

 
 Hart, Bobby, 408
 

 
 Hart, Clyde, 149, 194
 

 
 Hart, Lorenz, 198, 216, 244, 246, 253–254, 285–286, 309, 311, 319, 357–358, 424n268
 

 
 Hart, Mickey, 480
 

 
 Hart, Moss, 289
 

 
 Hartford, John, 418, 485
 

 
 Hartman, Johnny, 241, 357, 357–358
 

 
 Harvest Records, 498
 

 
 
 Harvey, Todd, 75
 

 
 Haskell, Jimmie, 449
 

 
 Haslam, Annie, 507, 516, 618, 639
 

 
 Hastings, Count, 276n313
 

 
 Hatch, Tony, 378
 

 
 Hathaway, Donny, 448n434, 475, 479
 

 
 Hauenschild, Clara, 156
 

 
 Hauser, Tim, 559–560
 

 
 Hausser, Michel, 318
 

 
 Havens, Richie, 444, 445, 470
 

 
 Havez, Jean, 19
 

 
 Hawaiian music, 9, 28, 35–36, 112, 618, 630
 

 
 Hawes, Beth, 316
 

 
 Hawketts, 407
 

 
 Hawkins, Barbara Ann & Rosa Lee, 385
 

 
 Hawkins, Coleman, 56, 83, 92, 120, 144, 149, 151, 175n121, 185, 192–193, 214; 
  photo, 120
 

 
 Hawkins, Dale, 339
 

 
 Hawkins, Edwin, Singers, 458, 463, 466, 634
 

 
 Hawkins, Erskine, 147, 160, 276n313, 402n123
 

 
 Hawkins, Roger, 407, 422, 476, 483
 

 
 Hawkins, Ronnie, 358–359
 

 
 Hawkins, Screamin’ Jay, 283–284, 359
 

 
 Hawkins, Taylor, 688
 

 
 Hawks, Howard, 306
 

 
 Hay, “Judge” George D., 65, 67
 

 
 Hay, Roy, 571
 

 
 Hayden, Chris, 692n82
 

 
 Hayden, Scott, 75
 

 
 Haydn Quartet, 11, 15, 18, 19–20, 20, 21, 49, 408
 

 
 Hayes, Alfred, 460–461
 

 
 Hayes, Chris, 579
 

 
 Hayes, Edgar, 134
 

 
 Hayes, Ernie, 283, 402n123
 

 
 Hayes, Isaac, 477–478
 

 
 Hayes, Kevin, 706n210
 

 
 Hayes, Louis, 284, 325
 

 
 Hayes, Nap, 32, 75
 

 
 Hayes, Roland W., 30
 

 
 Haymes, Dick, 197, 198, 268, 290, 357
 

 
 Haymes, Joe, 54, 124
 

 
 Haynes, Roy, 262
 

 
 Hayne, Warren, 663
 

 
 Hays, Jack, 233
 

 
 Hays, Lee, 170, 219, 326
 

 
 Hayton, Lennie, 289
 

 
 Hayward, Justin, 430
 

 
 Haywood, Dave, 678–679
 

 
 Haywood, Doug, 511
 

 
 Haywood, Leon, 615
 

 
 Hazard, Robert, 571–572
 

 
 Hazel, Eddie, 534
 

 
 Hazlewood, Lee, 305, 418
 

 
 Hazlett, Chester, 110
 

 
 Head, Murray, 455–456
 

 
 Heap, Jimmy, 242–243
 

 
 Heard, Dick, 456
 

 
 Heard, Fats, 259
 

 
 Heartbeats, 285, 338
 

 
 Heath, Albert “Tootie, ” 316, 325
 

 
 Heath, Percy, 252, 325
 

 
 Heath, Ted, 99
 

 
 Heatherton, Ray, 319
 

 
 Heaven 17, 573
 

 
 Heavenly Gospel Singers, 19, 169, 614
 

 
 Hecht, Ben, 184
 

 
 Hecht, Don, 288
 

 
 Hefti, Neal, 193, 221, 268, 295
 

 
 Heidelberg Quintet, 26
 

 
 Heidt, Horace, 209
 

 
 Heifetz, Jascha, 221
 

 
 Heinlein, Robert, 664
 

 
 Helium Records, 679
 

 
 Heller, Joseph, 345
 

 
 Hellerman, Fred, 219, 326
 

 
 Helm, Amy, 704
 

 
 Helm, Levon, 358, 447, 518
 

 
 Helms, Don, 288
 

 
 Hemingway, Ernest, 471
 

 
 Henderson, Alan, 390
 

 
 Henderson, Billy, 494
 

 
 Henderson, Fletcher, 49, 55–56, 60, 62, 64, 83, 87, 111, 119, 120, 122, 123, 131, 134, 135, 148, 149, 150, 159, 162, 194n219, 212n321, 214, 230, 634
 

 
 Henderson, Horace, 134, 189
 

 
 Henderson, Joe, 360–361, 368, 612
 

 
 Henderson, Ray, 62
 

 
 Hendley, Fisher, 121
 

 
 Hendricks, Belford, 315n581
 

 
 Hendricks, Margie, 272, 310–311, 332, 353
 

 
 Hendrickson, Al, 161
 

 
 Hendrix, Jimi, 419, 424n269, 429, 432–433, 444, 470, 488, 518, 533n480, 575, 579, 598, 607, 651; 
  photo, 433
 

 
 Hendryx, Nona, 512
 

 
 Henie, Sonja, 247
 

 
 Henley, Don, 497–498, 511, 517, 549, 581, 622
 

 
 Henry, Buck, 427
 

 
 Henry, Clarence “Frogman, ” 631
 

 
 Henry, Ernie, 281
 

 
 Henry, Haywood, 283, 402n123
 

 
 Henry, Joe, 656n58
 

 
 Henry, Macy Lela, 228
 

 
 Henry, Simeon, 167
 

 
 Hentoff, Nat, 144n267
 

 
 Hepburn, Audrey, 238, 246, 384
 

 
 Hepburn, Katharine, 112, 241
 

 
 Herald Records, 248, 333
 

 
 Herald, John, 367
 

 
 Herbert, Victor, 15–16, 26
 

 
 Herman, Woody, 142–143, 147, 159, 162, 175, 193, 196, 197, 203, 208, 
  August 3, 1953; 335, 353, 396; 
  photo, 208
 

 
 Herman, Jerry, 369–370
 

 
 Hernandez, Jorge, 635
 

 
 Herring, Samuel, 705
 

 
 Herrmann, Bernard, 301, 329
 

 
 Herron, Cindy, 613
 

 
 Herron, Joel, 235
 

 
 Hester, Paul, 591n270
 

 
 Hetfield, James, 610
 

 
 Hewett, Howard, 596
 

 
 Hewson, Richard, 459
 

 
 Hey, Jerry, 542n537, 544
 

 
 Heyman, Edward, 104
 

 
 Heyward, DuBose, 123, 307, 316–317, 403
 

 
 Heywood, Eddie, 167, 185, 186, 187n179, 196, 634
 

 
 Hi Records, 474, 511
 

 
 Hiatt, John, 592, 650n30
 

 
 Hibbert, Frederick “Toots, ” 441–442
 

 
 Hibbert, Johnny, 568
 

 
 Hickman, Art, 39–40, 55, 162; 
  photo, 40
 

 
 Hicks, Tony, 404
 

 
 Hidalgo, David, 591
 

 
 Hidley, Tom, 415n210
 

 
 Higgard, Billy, 361
 

 
 Higgenson, Tom, 672–673
 

 
 Higginbotham, Irene, 199
 

 
 Higginbotham, J.C., 86, 134
 

 
 Higgins, Billy, 314, 348, 369
 

 
 Higgins, Henry, 6
 

 
 High Top Mountain/Thirty Tigers Music, 706
 

 
 Hightower, Rosetta, 417
 

 
 Higley, Bruce, 114
 

 
 Highways/Federal Highway Act, 275
 

 
 The Highwaymen (1960s folk group), 342–343
 

 
 The Highwaymen (1980s supergroup), 578
 

 
 Hill, Albert, 333
 

 
 Hill, Bertha “Chippie, ” 59–60
 

 
 Hill, Billy, 237
 

 
 Hill, Faith, 643, 663, 686
 

 
 Hill, James, 204
 

 
 Hill, Joe, as song subject, 460
 

 
 Hill, Lauryn, 640
 

 
 Hill, Ruby, 273
 

 
 Hill, Teddy, 86
 

 
 Hill, Tiny, 233
 

 
 Hill, Wesley, 176, 177
 

 
 Hill, Z.Z., 558
 

 
 Hilliard, Bob, 356
 

 
 
 Hillman, Chris, 439–440
 

 
 Hills, Nate, 668
 

 
 Hilltoppers, 266
 

 
 Himber, Richard, 124
 

 
 Hinds, Delroy, 518
 

 
 Hines, David, 384
 

 
 Hines, Earl, 65, 83, 85, 134n210, 173, 175, 195, 265, 292
 

 
 Hinton, Eddie, 483
 

 
 Hinton, Milt, 129, 141, 149, 272, 315n581
 

 
 Hip-hop, precursors, 470–471
 

 
 Hip-hop songs, 549, 559, 566, 570, 592, 594, 598, 599, 607, 615, 619, 626, 634, 640, 648, 656, 658, 665, 673, 675, 676, 678, 688, 696, 698, 701, 712, 713, 716
 

 
 Hirsch, Ken, 611–612
 

 
 Hirsch, Louis, 28–29
 

 
 Hirst, Rob, 594–595
 

 
 Hit of the Week Records, 100
 

 
 Hitchcock, Alfred, 259, 301, 329
 

 
 Hitchcock, Bill, 505
 

 
 Hitchens, Christopher, 705
 

 
 Hitler, Adolf, 127, 136, 139, 194
 

 
 HMV Records, 93, 125, 131
 

 
 Ho, Don, 438
 

 
 Hobo songs, 79–80
 

 
 Hodges, Johnny, 52, 108, 151, 162, 175, 179, 242, 292, 334, 343, 612
 

 
 Hodges, Kenny, 421
 

 
 Hodges, Mabon “Teenie, ” 474, 511, 537
 

 
 Hoffman, Abbie, 432
 

 
 Hoffman, Al, 331
 

 
 Hoffman, Dustin, 427, 443, 469, 520, 619
 

 
 Hoffman, Robert, 124
 

 
 Hoffs, Susannah, 583
 

 
 Hogan, Ernest, 7
 

 
 Hoggs, Billy, 351
 

 
 Hokum Jug Band, 81–82
 

 
 Holcomb, Roscoe, 317–318
 

 
 Holdridge, Lee, 480
 

 
 Holiday, Billie, 48n21, 101, 129, 130, 137, 141, 143, 144, 149, 150, 151, 167, 170n88, 186, 187–188, 195, 199, 201, 221, 268, 269, 274, 326, 435–436, 441, 570, 577, 614, 634, 653
 

 
 Holiday Inn, founding, 246
 

 
 Holland, Brian, 344, 365, 374, 383, 389, 401, 404, 409, 412
 

 
 Holland, Dave, 459n21
 

 
 Holland, Eddie, 365, 374, 383, 389, 401, 403, 404, 409, 412
 

 
 Holland, Peanuts, 187
 

 
 Holland, Randy, 596–597
 

 
 The Hollies, 403–404, 444, 465
 

 
 Hollins, Delrose, 51
 

 
 Hollon, Kenneth, 144
 

 
 Holloway, Brenda, 374n354, 437–438
 

 
 Holloway, Patrice, 437
 

 
 Holly, Buddy, 302, 399, 400, 627
 

 
 Holly, Doyle, 396
 

 
 Hollywood, recordings made in (selective), 74, 79, 100, 101, 159, 175, 194, 200, 204, 259, 470, 656n58
 

 
 Hollywood Records, 672
 

 
 Holman, Eddie, 356
 

 
 Holman, Libby, 100
 

 
 Holmes, Charlie, 86
 

 
 Holmes, Rupert, 507, 509–510; 
  photo, 510
 

 
 Holmes, Sherlock (character), 10, 535
 

 
 Holmes Brothers (Sherman & Wendell), 633
 

 
 Holsapple, Peter, 567
 

 
 Holt, David Lee, 712
 

 
 Holt, Will, 316n584
 

 
 Holzman, Jac, 401n118, 409, 413n192, 429n301, 436, 443n401, 470, 473n117
 

 
 Holzmann, Abe, 8, 24
 

 
 Home School Records, 675
 

 
 Homer & Jethro, 114
 

 
 “Homesick James” (Williamson), 236
 

 
 Honeyboy & Sassafrass, 114
 

 
 Honey Cone, 578
 

 
 Honeyman-Scott, James, 549
 

 
 Hood, David, 422, 476, 483, 500n279
 

 
 Hook, Peter, 550
 

 
 Hooker, Earl, 280
 

 
 Hooker, Jake, 557–558
 

 
 Hooker, John Lee, 29n117, 166, 238, 248, 349, 440n381, 606
 

 
 Hooley, William F., 20, 22, 26, 28, 35
 

 
 Hootenanny Records, 219
 

 
 Hoover, J. Edgar, 238
 

 
 Hope, Bob, 139
 

 
 Hopper, Dennis, 356
 

 
 Hopper, Sean, 579
 

 
 Hopkins, Clarence, 239
 

 
 Hopkins, Lightnin’, 212, 336n94, 340
 

 
 Hopper, DeWolf, 6
 

 
 Horizon Music Group, 680
 

 
 Horn, Jim, 78n203
 

 
 Horn, Lawrence, 383
 

 
 Horn, Onzie, 477n141
 

 
 Horn, Shirley, 613–614
 

 
 Horn, Trevor, 571, 621
 

 
 Horne, Lena, 189–190, 289, 319
 

 
 Horner, James, 599, 638–639
 

 
 Hornsby, Bruce, 595
 

 
 Horses or horse racing, songs concerning, 160, 467
 

 
 Horton, Gladys, 344, 374
 

 
 Hotchkiss, Rob, 679
 

 
 Houck, Matthew, 697
 

 
 Houdini, Wilmouth, 192n206
 

 
 House, James, 616
 

 
 House, Son, 85, 99–100, 386, 606
 

 
 House of God church, 650
 

 
 Houston, songs recorded in, 228, 312, 335, 512–513
 

 
 Houston, Cissy, 368n301, 373, 390n44, 426, 580
 

 
 Houston, Whitney, 427n291, 506, 522, 553, 580–581, 607–608, 632
 

 
 Howard, Dominic, 679
 

 
 Howard, Brittany, 691
 

 
 Howard, Eddie, 622
 

 
 Howard, Fred, 467
 

 
 Howard, Joe, 270
 

 
 Howard, Tom, 670n155
 

 
 Howe, Bones, 430, 438
 

 
 Howe, Julia Ward, 35
 

 
 Howlin’ Wolf, 89, 98, 170, 255, 264, 280, 326, 340, 359, 394, 402, 405, 448, 457
 

 
 Hozier, 705
 

 
 Hub/Q Prime Records, 716
 

 
 Hubbard, Freddie, 349, 373, 377
 

 
 Hudson, Garth, 358, 518
 

 
 Hudson, George, 217
 

 
 Hudson, Hattie, 125n158
 

 
 Hudson, James “Pookie, ” 254–255
 

 
 Hudson, Rock, 580
 

 
 Hudson, Will, 128
 

 
 Huesca, Andres, 591
 

 
 Huff, Leon, 437, 488–489, 491, 492, 513, 517, 520, 521, 522
 

 
 Hugg, Dick “Huggy Bear, ” 257
 

 
 Hughes, Billy, 198
 

 
 Hughes, Langston, 286, 471
 

 
 Hughes, Leon, 291
 

 
 Hughes, Marvin, 320
 

 
 Hughes, Spike, 99
 

 
 Hugo, Chad, 703
 

 
 Hull, Papa Harvey, 75
 

 
 Hull Records, 285, 338
 

 
 Human League, 640
 

 
 Humeniuk, Pawlo, 63
 

 
 Humes, Helen, 242n93, 279
 

 
 Humphrey, Hubert, 432
 

 
 Hunter, Alberta, 58, 88, 258
 

 
 Hunter, Carol, 501
 

 
 Hunter, Ivory Joe, 285
 

 
 Hunter, Robert, 480, 592
 

 
 Hupfield, Herman, 186
 

 
 Hurley, Clyde, 156, 190
 

 
 Hurley, John, 434–435
 

 
 Hurdt, Walter, 145
 

 
 Hunter, Ian, 680
 

 
 Hurray for the Riff Raff, 76
 

 
 Hurricanes, 202, 330, 667
 

 
 Hurst, Robert, 589
 

 
 
 Hurston, Zora Neale, 215n347
 

 
 Hurt, Mississippi John, 85–86, 90, 310
 

 
 Hurtt, Phil, 490–491
 

 
 Huskey, Junior, 467
 

 
 Hussein, Saddam, 607
 

 
 Huston, John, 90, 139, 319
 

 
 Huston, Walter, 139
 

 
 Hutchison, Frank, 81n224, 136n220, 310
 

 
 Hutchinson, James, 620
 

 
 Hutchinson Family, 13
 

 
 Hutton, Danny, 446
 

 
 Huun-Huur-Tu, 631
 

 
 Hyams, Marjorie, 193
 

 
 Hylton, Jack, 67n148, 120, 246
 

 
 Hyman, Dick, 269, 288, 291, 366
 

 
 Hyman, Jerry, 436
 

 
 Hyman, Rob, 627
 

 
 Hynde, Chrissie, 549
 

 

 
 
 Ian, Janis, 415–416, 506
 

 
 Ian & Sylvia, 395, 436
 

 
 Ibsen, Henrik, 467
 

 
 Ice Cube (O’Shea Jackson), 597–598
 

 
 Ides of March, 560
 

 
 Ienner, Jimmy, 488
 

 
 Iggy & the Stooges/Iggy Pop, 532, 661
 

 
 Iglesias, Enrique, 704–705
 

 
 Iglesias, Julio, 704
 

 
 Imperial Records, 287, 330, 339, 373, 390, 403, 405
 

 
 The Impressions, 344–345, 364, 384, 489, 528, 579
 

 
 Impulse Records, 357 (two songs), 366, 377
 

 
 Indestructible Cylinders, 35
 

 
 India.Arie (India Arie Simpson), 653
 

 
 Indiana, recordings made in, 51, 76, 88; also see 
 Gennett Records generally
 

 
 Indigo Girls, 615, 617
 

 
 Industrial Workers of the World (I.W.W.), 80
 

 
 Infante, Frank, 538
 

 
 Ingmann, Jorgen, 559n73
 

 
 Ingram, Ashley, 622
 

 
 Ingram, Barbara, 482
 

 
 Ingram, Luther, 476
 

 
 The Ink Spots, 141, 200, 209, 239, 262, 276, 279, 329
 

 
 Instant Records, 717
 

 
 Interscope Records, 615, 662, 665, 678, 687, 688, 696, 701, 709, 713
 

 
 Iovoka, Sonja, 631
 

 
 Iovine, Jimmy, 548, 554, 615n81
 

 
 Irakere, 541
 

 
 Iraq war, 389, 656n61, 656–657, 658, 666, 685
 

 
 Irish Music Festival, 28
 

 
 Irish songs, 24, 48, 74
 

 
 Irons, Jeremy, 590
 

 
 I.R.S. Records, 567
 

 
 Irvine, Weldon, 449
 

 
 Irwin, May, 7
 

 
 Isidore, Gus, 621
 

 
 Island Records, 500, 518, 527, 553, 566, 586, 593, 620, 647, 666, 667, 709
 

 
 Isley, Ronald, 401
 

 
 Isley Brothers, 349, 401
 

 
 Israels, Chuck, 375
 

 
 Italian songs, 12, 75, 102
 

 
 Italy, songs recorded in, 679n220
 

 
 Itunes, 445, 660, 674, 696, 709
 

 
 Ives, Burl, 117, 318n596
 

 
 Iyer, Vijay, 692, 704
 

 

 
 
 J Records, 660
 

 
 Jackson, Al, 393, 395, 398, 409, 474, 475
 

 
 Jackson, Alan, 617, 643
 

 
 Jackson, Aunt Molly, 145–146, 159n13
 

 
 Jackson, Brian, 471
 

 
 Jackson, Bull Moose, 205
 

 
 Jackson, Charlie, 53
 

 
 Jackson, Chuck, 288
 

 
 Jackson, Chubby, 193
 

 
 Jackson, George (songwriter), 539–540
 

 
 Jackson, Janet, 584–585
 

 
 Jackson, Jesse, 476
 

 
 Jackson, Jim, 74
 

 
 Jackson, Joe, 562
 

 
 Jackson, John, 66
 

 
 Jackson, Mahalia, 228, 237, 249–250, 272, 278, 329n45, 354, 392, 426, 487, 543, 650; 
  photo, 250
 

 
 Jackson, Melvin, 346
 

 
 Jackson, Michael, 541–542, 553n35, 572, 576, 584n236, 588, 594, 622, 658, 662, 685, 699, 704, 713n267, 715; 
  photo, 573
 

 
 Jackson, Milt, 200, 212, 236
 

 
 Jackson, Otis, 218, 630
 

 
 Jackson, Papa Charlie, 88–89, 124
 

 
 Jackson, Paul, 506
 

 
 Jackson, Pervis. 494
 

 
 Jackson, Randy, 612n65
 

 
 Jackson, Tommy, 203, 244, 288, 306
 

 
 Jackson, Tony (New Orleans pianist/singer), 21, 33, 60
 

 
 Jackson, Tony (The Searchers), 371
 

 
 Jackson, Wanda, 396, 658, 687, 710
 

 
 Jackson, Wayne, 341, 474, 595, 596
 

 
 Jackson, Willie (of The Spaniels), 254
 

 
 Jackson, Willis (saxophonist), 268
 

 
 Jackson Five, 508, 584
 

 
 Jackson Harmoneers— see
 Original Five Blind Boys of Mississippi
 

 
 Jacobs, Adolph, 291
 

 
 Jacquet, Illinois, 150, 190
 

 
 Jagger, Mick, 410, 432n326, 442–443, 471, 472, 485–486, 493, 523, 535, 598
 

 
 Jahnig, Morgan, 706n210
 

 
 Jail or prison, songs concerning, 71, 74–75, 158, 256–257, 695
 

 
 Jam, Jimmy (James Harris III), 584–585
 

 
 Jamaican music, 372; also see 
 reggae, listed separately
 

 
 Jamal, Ahmad, 297, 325, 334
 

 
 Jamerson, James, 349, 351, 370, 374, 383, 389, 397, 403, 409, 412, 462, 476n130
 

 
 James, Cheryl, 634
 

 
 James, Clifton, 263
 

 
 James, Dick, 497
 

 
 James, Elmore, 130, 236–237, 359n238, 394
 

 
 James, Etta, 254, 336, 422, 443, 677n206
 

 
 James, Fanita, 352
 

 
 James, Harry, 25, 103n34, 148, 162, 163, 172, 174, 180–181, 197, 198–199, 203, 265, 268, 287, 303
 

 
 James, Inez, 246
 

 
 James, “Jelly, ” 87
 

 
 James, Joni, 351
 

 
 James, LeBron, 719
 

 
 James, Mark, 558
 

 
 James, Skip, 85, 104, 250, 424, 435, 705n196
 

 
 James, Sonny, 244
 

 
 James, Tommy (& the Shondells), 558n62
 

 
 Jamie Records, 305, 334
 

 
 Jan & Dean, 392
 

 
 Janov, Arthur, 578
 

 
 Jara, Victor, 219n370
 

 
 Jardine, Al, 401
 

 
 Jarrard, Rick, 443
 

 
 Jarreau, Al, 559
 

 
 Jarrett, Keith, 341, 531
 

 
 Jarvis, Al, 122
 

 
 Jarvis, Felton, 490
 

 
 Jaxon, Frankie “Half Pint, ” 50, 82
 

 
 The Jaynetts, 363
 

 
 Jay-z, 673, 677, 693, 703
 

 
 Jazz, early history, 14, 19, 25, 26, 31–32, 33, 34, 35, 38
 

 
 Jean, Brittany, 676–677
 

 
 Jean, Gloria, 306
 

 
 Jefferson, Blind Lemon, 71, 75, 150, 201, 248, 282, 290, 510
 

 
 Jefferson, Eddie, 252
 

 
 Jefferson, Hilton, 119
 

 
 Jefferson, Thomas, 716
 

 
 Jefferson Airplane, 406, 423, 431n315, 444
 

 
 Jeffries, Herb, 302n491
 

 
 Jenkins, Andrew/Jenkins family, 68
 

 
 
 Jenkins, Edmund, 67n148
 

 
 Jenkins, Frank, 136n220
 

 
 Jenkins, Freddy, 116
 

 
 Jenkins, Gordon, 244, 304–305, 312, 386
 

 
 Jenney, Jack, 164
 

 
 Jenkins, Jimmy Ray, 422
 

 
 Jennings, John, 617
 

 
 Jennings, Waylon, 297, 578, 695
 

 
 Jennings, Will, 553, 586, 595, 638–639
 

 
 Jerome, Jerry, 148, 164
 

 
 Jerome, Michael, 659
 

 
 Jerome, William (Billy), 27, 37, 47
 

 
 Jersey/Warner Records, 644
 

 
 Jesse & Marvin, 286
 

 
 Jesso, Tobias, Jr., 717
 

 
 Jet (rock group), 661
 

 
 Jeter, Claude, 314, 426
 

 
 Jett, Joan, & the Blackhearts, 557–558
 

 
 Jim and Jesse & the Virginia Boys, 244–245
 

 
 Jimenez, Santiago, 643
 

 
 Jive Records, 657, 661
 

 
 J.O.B. Records, 170
 

 
 Jobim, Antonio Carlos, 317, 360, 372–373, 505, 

 
 Joe & Eddie, 367–368
 

 
 Joel, Billy, 376n370, 495, 505, 532–533, 553n35, 564, 569, 604, 701
 

 
 Joffe, Roland, 590
 

 
 Johansson, Scarlett, 560
 

 
 John, Elton, 417, 463, 494n238, 497, 502, 512, 533n475, 553n30, 576, 615, 619, 670, 717, 718
 

 
 John, Little Willie, 268, 306
 

 
 John, Mable, 477
 

 
 Johnakins, Leslie, 276
 

 
 Johnnie & Jack, 335
 

 
 Johns, Ethan, 647
 

 
 Johns, Glyn, 440, 459, 498
 

 
 Johnson, Bessie, & Sanctified Singers, 243
 

 
 Johnson, Bill (bassist), 26
 

 
 Johnson, Bill (Golden Gate Quartet), 135
 

 
 Johnson, Bill (blues pianist), 248
 

 
 Johnson, Billy (guitarist), 262
 

 
 Johnson, Blind Willie, 72 (two songs), 84, 93, 135, 270
 

 
 Johnson, Brian, 553
 

 
 Johnson, Budd, 173, 195, 214
 

 
 Johnson, Buddy (bandleader), 199
 

 
 Johnson, Charles L., (songwriter), 17, 19
 

 
 Johnson, Charlie (bandleader), 149
 

 
 Johnson, Corinthian “Krips, ” 288
 

 
 Johnson, Dink, 47
 

 
 Johnson, Don, 581
 

 
 Johnson, Eldridge R., 9
 

 
 Johnson, Ella, 199
 

 
 Johnson, George Washington, 6
 

 
 Johnson, Gus, 272
 

 
 Johnson, Howie, 331
 

 
 Johnson, Hubert, 351
 

 
 Johnson, James P., 47, 58, 64, 86, 172
 

 
 Johnson, J.J., 207, 215, 421, 434
 

 
 Johnson, J. Rosamund, 171, 176–177
 

 
 Johnson, James Weldon, 16, 171, 176–177
 

 
 Johnson, Jamey, 674–675
 

 
 Johnson, Jimmy (guitarist), 422, 483
 

 
 Johnson, Joan Marie, 385
 

 
 Johnson, Joe (Pilgrim Travelers), 212
 

 
 Johnson, Johnnie (Chuck Berry’s pianist), 298, 374
 

 
 Johnson, Joseph (Trumpeteers), 205
 

 
 Johnson, Lonnie, 69, 85, 130, 209–210
 

 
 Johnson, Louis, 314
 

 
 Johnson, Louis (bassist), 542n537
 

 
 Johnson, Lyndon, 366, 374, 391, 426
 

 
 Johnson, Odie, 237n62
 

 
 Johnson, Pete, 140, 195n225
 

 
 Johnson, Plas, 312n561, 355n209, 358, 570
 

 
 Johnson, Robert, 59, 86, 87, 100, 129, 129–130, 130, 132, 150, 209, 236–237, 306n520, 327, 386, 394, 424, 435, 596, 606, 705n196
 

 
 Johnson, Steve, 691
 

 
 Johnson, Syl, 511
 

 
 Johnson, Terry, 341
 

 
 Johnson, Tommy, 98, 250
 

 
 Johnson, Will (banjo/guitarist), 86
 

 
 Johnson, William (saxophonist), 147
 

 
 Johnson, Willie (gospel singer), 171
 

 
 Johnson, Willie (blues guitarist), 280, 359
 

 
 Johnston, Bob, 400n109, 442
 

 
 Johnston, Bruce, 391
 

 
 Johnston, Johnnie (singer/actor), 179
 

 
 Johnston, Tom, 538
 

 
 Jolicoeur, David, 599
 

 
 Jolson, Al, 24–25, 37, 54–55, 59, 70, 88, 198, 236, 357; 
  photo, 55
 

 
 Jones, Ada, 17 (two songs), 19, 21, 22
 

 
 Jones, Allan, 399
 

 
 Jones, Barbara Lee, 357, 359
 

 
 Jones, Booker T., 395, 409, 475, 477, 479, 485
 

 
 Jones, Brian, 398, 410
 

 
 Jones, Burt, 471
 

 
 Jones, Charley, 245
 

 
 Jones, Coley, 84–85
 

 
 Jones, Creadel “Red, ” 478
 

 
 Jones, Davy, 408, 494
 

 
 “Jones, Deacon, ” (fictional character), 29
 

 
 Jones, Dorothy, 350
 

 
 Jones, Elvin, 334, 357, 366, 377
 

 
 Jones, George, 313n568, 336n94, 347, 426, 500, 585, 625, 643, 706, 714
 

 
 Jones, Gloria, 352, 466–467
 

 
 Jones, Grandpa, 116, 185, 200, 209, 241
 

 
 Jones, Hank, 421
 

 
 Jones, Hoppy, 239
 

 
 Jones, Isham, 55, 57, 99, 104n41, 105, 142
 

 
 Jones, Jab, 81
 

 
 Jones, Jack, 399
 

 
 Jones, Jennifer, 589
 

 
 Jones, Jimmy, 262
 

 
 Jones, Jo (Count Basie band), 149, 151
 

 
 Jones, Joe (R& B artist), 385n23
 

 
 Jones, John Paul, 483
 

 
 Jones, Johnny, 394
 

 
 Jones, Jonah, 130, 169
 

 
 Jones, Marty, 619
 

 
 Jones, Maxine, 613
 

 
 Jones, Mick (of Foreigner), 604
 

 
 Jones, Norah, 460, 662
 

 
 Jones, Ollie, 215
 

 
 Jones, Orville “Hoppy, ” 141, 200
 

 
 Jones, Philly Joe, 274, 293, 300
 

 
 Jones, Quincy, 252, 282, 318, 424, 478n142, 532, 542, 572, 594
 

 
 Jones, Ralph, March 27, 1956

 
 Jones, Reunald, 120
 

 
 Jones, Richard M., 59–60, 60n107
 

 
 Jones, Sam, 325
 

 
 Jones, Sharon, 664–665, 671n167, 709
 

 
 Jones, Thad, 265, 273, 279, 295, 343
 

 
 Jones, Thomas, 539–540
 

 
 Jones, William “Dub, ” 303
 

 
 Joplin, Janis, 425, 431, 461, 473, 496, 668, 680, 692
 

 
 Joplin, Scott, 9, 32, 32–33, 75, 110, 125; 
  photo, 32
 

 
 Jordan, Charlie, 142
 

 
 Jordan, Duke, 206
 

 
 Jordan, Joe, 110n73
 

 
 Jordan, Louis, 32, 173, 188, 196–197, 201n262, 229, 277, 279, 307, 394
 

 
 Jordan, Michael, 640
 

 
 Jordan, Rudy, 74n186
 

 
 Jordan, Steve, 653n48
 

 
 Jordanaires, 308, 345, 347, 388
 

 
 Jose, Richard, 11–12
 

 
 Joseph, John, 523
 

 
 Journey, 557, 560n77
 

 
 Joy, Leonard, 146
 

 
 Joy Division, 550
 

 
 Joyce, Jay, 697
 

 
 Juanes, 707n213, 712
 

 
 Judd, Wynonna, 630
 

 
 Jug bands, 73, 74, 81, 82
 

 
 Juju music, 473
 

 
 Jukeboxes, 16, 127
 

 
 
 Jules, Gary, 661
 

 
 June, Valerie, 624
 

 
 Junior, Marvin, 284
 

 
 Justis, Bill, 497
 

 
 Justman, Seth, 557
 

 

 
 
 Kahn, Gus, 33, 55, 57, 85, 100–101, 105
 

 
 Kahn, Roger Wolfe, 66
 

 
 Kahn, Walter, 43
 

 
 Kaleidoscope Records, 566
 

 
 Kaili, David, 36
 

 
 Kallen, Kitty, 198–199, 303
 

 
 Kamakawiwo’ole, Israel, 618
 

 
 Kamen, Michael, 609
 

 
 Kaminsky, Max, 190, 191
 

 
 Kandel’s Jazz Orchestra, 62
 

 
 Kansas and Kansas City musical scene and traditions, 3, 80, 140, 209n305
 

 
 Kansas City Seven, 149
 

 
 Kansas City, songs concerning, 252
 

 
 Kansas Joe— see
 Kansas Joe McCoy
 

 
 Kaplansky, Lucy, 561
 

 
 Kapp, Jack, 107, 115, 118
 

 
 Kapp Records, 309, 356, 369, 370, 399
 

 
 Karnes, Alfred G., 59, 68
 

 
 KaSandra, John, 370n316
 

 
 Kaslin, Bea, 285
 

 
 Kastrouni, Marika, 69–70
 

 
 Kath, Terry, 489
 

 
 Katrina & the Waves, 578
 

 
 Katz, Gary, 492, 563
 

 
 Katz, Steve, 435–436
 

 
 Kaufman, Andy, 644
 

 
 Kaulkin, Andy, 656
 

 
 Kay, Connie, 433
 

 
 Kaye, Barry, 288
 

 
 Kaye, Carol, 328n41, 402n119, 412
 

 
 Kaye, Lenny, 518
 

 
 Kaye, Tony, 571
 

 
 Kazee, Buell, 72, 164
 

 
 K-Doe, Ernie, 512
 

 
 Keane, Bob, 400n106
 

 
 Kear, Josh, 669, 678–679
 

 
 Kearns, Allen, 238
 

 
 Keaton, Buster, 642
 

 
 Keels, James, 205
 

 
 Keen Records, 328
 

 
 Keenophone Records, 24
 

 
 Keepnews, Orrin, 281
 

 
 Kegley, Will, 216
 

 
 Keita, Salif, 606
 

 
 Keitel, Harvey, 515
 

 
 Keith, Ben, 514
 

 
 Keith, Leslie, 367
 

 
 Kekuku, Joseph, 36n151
 

 
 Kelis, 703
 

 
 Keller Sisters, 105
 

 
 Kelley, Charles, 678
 

 
 Kelley, Dan, 114
 

 
 Kelley, H. Alf, 32
 

 
 Kelly, Gene, 34, 88, 179, 238, 238–239, 240
 

 
 Kelly, Jack, & South Memphis Jug Band, 81
 

 
 Kelly, Kenneth, 520
 

 
 Kelly, Leon, 233
 

 
 Kelly, R., 130
 

 
 Kelly, Tom, 575–576
 

 
 Kelly, Wynton, 313, 314
 

 
 Keltner, Jim, 501, 592, 642
 

 
 Kemp, Hal, 172n97
 

 
 Kendle’s First Regiment Band, 14
 

 
 Kendrick, Nat, 347
 

 
 Kendricks, Eddie, 370, 403, 444
 

 
 Kennedy, Gordon, 630
 

 
 Kennedy, Jimmy, 141, 276
 

 
 Kennedy, John F., 269n263, 335, 352, 365, 366, 605n19
 

 
 Kennedy, Robert F., 339, 430, 440n378
 

 
 Kennedy Center, 590, 713
 

 
 Kenner, Chris, 512
 

 
 Kenny, Bill, 141, 200
 

 
 Kenny, Herb, 200, 239
 

 
 Kent, Mel, 660
 

 
 Kent, Walter, 171–172, 183
 

 
 Kent State, 460, 471, 685
 

 
 Kenton, Stan, 118, 182–183, 246, 260, 374
 

 
 Kentucky Derby, 61
 

 
 Kentucky music styles, traditions, 72, 126–127, 145, 330
 

 
 Kentucky, recordings made in, 74
 

 
 Kentucky, songs concerning, 135, 200, 204, 633, 662
 

 
 Kenzie, Phil, 536
 

 
 Keppard, Freddie, 26, 47
 

 
 Kern, Jerome, 31, 32, 127, 144, 150, 177, 200, 214, 221, 295, 354, 354–355
 

 
 Kerner, Kenny, 504
 

 
 Kerns, Grace, 27, 31
 

 
 Kerouac, Jack, 428
 

 
 Kerr, Anita, 329n48, 338
 

 
 Kersey, Ron, 525
 

 
 Kershenbaum, David, 562n88
 

 
 Kesey, Ken, 350, 480
 

 
 Kesler, Stan, 386
 

 
 Kessel, Barney, 167, 187n175, 267, 268, 270, 312n561, 358, 391
 

 
 Kessinger Brothers, 121
 

 
 Key, Francis Scott, 34–35, 607–608
 

 
 Keynote Records, 170
 

 
 Keys, Alicia, 460, 655, 660–661, 670
 

 
 Keys, Bobby, 471
 

 
 Khaled (Khaled Hadj Ibrahim), 692–693, 698
 

 
 Khan, Chaka, 586, 624
 

 
 Khan, Nusrat Fateh Ali, 625
 

 
 Khumalo, Baghiti, 588
 

 
 Kibble, Mark, 599
 

 
 Kiley, Richard, 399
 

 
 Kilmer, Val, 626
 

 
 Kilpatrick, Wayne, 630
 

 
 Kimbra, 690–691
 

 
 Kincaid, Bradley, 79, 241
 

 
 Kindt, William, 93
 

 
 King, Albert, 302, 325, 343, 666
 

 
 King, B.B., 171, 204, 212n321, 263, 280, 327, 500, 558, 611–612
 

 
 King, Ben E., 333, 335
 

 
 King, Billie Jean, 502
 

 
 King, Carole, 350, 359–360, 422–423, 470, 471, 472, 489, 495, 519, 581
 

 
 King, Charles, 36
 

 
 King, Clydie, 486
 

 
 King, Ed (Lynyrd Skynyrd), 514
 

 
 King, Eddie, 31, 63, 110
 

 
 King, Elle, 710
 

 
 King, Freddy, 337, 361
 

 
 King, Joel, 697
 

 
 King, Martin Luther, 176, 237, 363, 366, 387, 413, 426, 430, 431, 487, 499, 605n19, 633
 

 
 King, Martin Luther, as song subject, 670, 710–711
 

 
 King, Pee Wee, 190
 

 
 King, Stan, 105
 

 
 King, Stephen, 525
 

 
 King, Teddi, 290
 

 
 King, Windsor, 296
 

 
 King Crimson, 526, 532n466
 

 
 King Curtis, 291, 303, 410, 426
 

 
 King Pleasure (Clarence Beeks), 252, 352
 

 
 King Radio (Norman Span), 127, 157, 192n204
 

 
 King Records, 185, 200, 209, 218, 254, 268, 272n280, 279, 280, 296, 312, 336, 347, 402, 431, 462
 

 
 Kingsbury, Tim, 671n160, 686
 

 
 Kingston Trio, 161n28, 316, 342, 346, 359, 401, 596; 
  photo, 317
 

 
 The Kinks, 414–415, 463–464, 628, 661
 

 
 Kinsella, W.P., 599
 

 
 Kirby, Dave, 503
 

 
 Kirby, John, 130, 187
 

 
 Kirby, Pete “Brother Oswald, ” 146
 

 
 Kirk, Andy, 159, 242
 

 
 Kirkeby, Ed, 58
 

 
 Kirkland, Eddie, 238
 

 
 Kirkland, Kenny, 641
 

 
 Kirkman, Terry, 404
 

 
 Kirshner, Don, 350, 392, 408
 

 
 Kiss (group), 470
 

 
 Klein, Allen, 392, 457
 

 
 
 Klein, Danny, 557
 

 
 Klein, Manny, 90, 105, 117, 171, 205
 

 
 Kleinow, “Sneaky” Pete, 440
 

 
 Kleinstub, Aaron, 701
 

 
 Klenner, John, 221
 

 
 Klezmer/Yiddish music, 25, 43, 62, 631
 

 
 Kline, Olive, 23, 28–29, 31
 

 
 Klink, Al, 167
 

 
 K’naan, 678, 685n16
 

 
 Knepper, Jimmy, 289, 311, 314
 

 
 Knetchel, Larry, 352, 393n65, 416, 427n293, 429, 470n89
 

 
 Knight, Gladys (& the Pips), 466–467, 504, 524n420, 665
 

 
 Knight, June, 289
 

 
 Knight, Marie, 206
 

 
 Knight, Peter, 430
 

 
 Knight Brothers, 389
 

 
 Knopfler, Mark, 590
 

 
 Knowles, Beyonce’, 676, 677, 679n223, 685n19, 686, 688n43, 703, 711, 718–719; 
  photo, 677
 

 
 Knowling, Ransom, 201
 

 
 Koehler, Ted, 112–113, 189–190, 230–231, 269
 

 
 Koenig, Martha, 58
 

 
 Koester, Bob, 394
 

 
 Koestler, Arthur, 388
 

 
 Koki, Sam, 112, 122
 

 
 Kolb, Vera Conner, 278
 

 
 Kolomoku, Walter, 121
 

 
 Kong, Leslie, 442
 

 
 Konitz, Lee, 215
 

 
 Kool & the Gang, 552, 576, 688n43, 709
 

 
 Kooper, Al, 435–436, 438, 443, 514n365
 

 
 Korean War, 228, 234, 247
 

 
 Korngold, Erich Wolfgang, 136, 538
 

 
 Kortchmar, Danny, 472, 519, 534, 581, 

 
 Kotick, Teddy, 340
 

 
 Koussevitzky, Serge, 148n284
 

 
 Kraftwerk, 532, 559
 

 
 Krall, Diana, 267, 613
 

 
 Kramer, Alex, 276
 

 
 Kramer, Eddie, 448, 470
 

 
 Kramer, Joey, 523
 

 
 Krause, Peter, 446
 

 
 Krauss, Alison, 624, 651, 674
 

 
 Krauss, Viktor, 642
 

 
 The Krayolas, 684–685
 

 
 Kreiger, Robby, 413, 473
 

 
 Krell, William, 7
 

 
 Kress, Carl, 187
 

 
 Kreuger, Benny, 104
 

 
 Kreutzmann, Bill, 480
 

 
 Kristofferson, Kris, 298, 442, 461, 467, 478n143, 493, 496–497, 501, 524, 578, 704
 

 
 Kronos Quartet, 631
 

 
 Krupa, Gene, 92, 123, 128, 129, 162, 167, 188, 206, 246
 

 
 Kubrick, Stanley, 369, 423
 

 
 Kunkel, Russ, 519, 534n485
 

 
 Kurstin, Greg, 716–717, 717n305
 

 
 Kuti, Fela, 515, 528
 

 
 Kuvar, Anatoly, 631
 

 
 Kweskin, Jim, Jug Band, 401n118, 662
 

 
 Kyle, Billy, 258, 271
 

 
 Kyser, Kay, 171–172
 

 

 
 
 LaBelle, 512
 

 
 LaBelle, Patti, 512, 580
 

 
 Labor unions, songs concerning, 135–136, 157n5, 460
 

 
 Ladiner, Tommy, 110
 

 
 Lady Antebellum, 678–679, 683n4, 710
 

 
 La Face Records, 632, 648, 662, 686
 

 
 Lady Gaga, 687, 688, 718
 

 
 Laine, Cleo, 524
 

 
 Laine, Denny, 533
 

 
 Laine, Frankie, 199n252
 

 
 Laine, Papa Jack, 38
 

 
 Lake, Greg, 526, 527
 

 
 Lamar, Holly, 643
 

 
 Lamar, Kendrick, 708, 713, 714
 

 
 Lamare, Nappy, 138
 

 
 Lambert, Dennis, 514
 

 
 Lambert, Kit, 441
 

 
 Lambert, Mary, 696
 

 
 Lambert, Miranda, 683–684, 694, 
  photo, 684
 

 
 Lambert, Pee Wee, 221, 232
 

 
 Lambert, Hendricks, & Ross, 559, 598
 

 
 Lambro, Phillip, 507
 

 
 Lamm, Robert, 489
 

 
 LaMott, Nancy, 627–628
 

 
 Land, Harold, 259, 272
 

 
 Landau, Jon, 563, 573
 

 
 Landis, John, 572
 

 
 Landron, Jack, 393
 

 
 Landry, Bill, 121
 

 
 Landry, Gill, 706n210
 

 
 Lane, Burton, 607n34
 

 
 Lane, Noi, & Hawaiian Orchestra, 112, 122
 

 
 Lanegan, Mark, 623
 

 
 Lang, Eddie, 64, 65–66, 67, 77, 92, 105, 109, 132
 

 
 Lang, Jim, 608
 

 
 Lang, John, 582
 

 
 Lang, K.D., 614–615
 

 
 Lange, Dorothy, 437
 

 
 Lange, Robert John “Mutt, ” 553, 609, 637–638
 

 
 Langford, Frances, 129
 

 
 Langford, William, 134, 176, 177
 

 
 Langhorne, Bruce, 363n270, 427
 

 
 Lanois, Daniel, 593, 608, 611, 647n2
 

 
 Lansbury, Angela, 611
 

 
 Lanza, Mario, 331
 

 
 Lapine, James, 574n170
 

 
 Lara & Novelo, 101–102
 

 
 Largest ensembles on pop records, 57–58, 542–543
 

 
 Larkins, Ellis, 229, 230, 270
 

 
 LaRocca, Nick, 35, 38, 46
 

 
 LaRue, Florence, 416, 438
 

 
 The La’s, 609–610
 

 
 Las Vegas history, 228
 

 
 Last Poets, 470
 

 
 Latin jazz performances, 358, 469, 541 (also see 
 Cuban songs)
 

 
 Latin pop songs, 145, 168, 654, 698, 704–705 (also see 
 Brazilian songs, Mexican-American songs)
 

 
 Latouche, John, 157
 

 
 Lattisaw, Stacy, 579n207
 

 
 Lauderdale, Jim, 670n155
 

 
 Lauper, Cyndi, 571–572
 

 
 Laurel & Hardy, 19n65
 

 
 Laurents, Arthur, 299
 

 
 Laurie, Annie, 199
 

 
 Laurie Records, 346, 356, 359
 

 
 Laurson, Jeppe, 687
 

 
 Lava/Republic Records, 699
 

 
 Lavigne, Avril, 664
 

 
 Law, Don, 132n198, 206, 316n583, 461n37
 

 
 Lawrence, Carol, 299
 

 
 Lawrence, Gertrude, 71
 

 
 Lawrence, Jack, 142, 180–181
 

 
 Lawrence, Katie, 4
 

 
 Lawrence, Philip, 685
 

 
 Lawrence, Trevor, 524, 525
 

 
 Laws, Hubert, 471
 

 
 Lay, Sam, 406
 

 
 Layton, Chris, 568
 

 
 Lazarides, Kostas, 616
 

 
 Leadbelly (Huddie Ledbetter), 39, 119, 140, 142, 159n13, 160, 245, 330, 386, 405, 407, 623
 

 
 Leadon, Bernie, 514, 517, 581
 

 
 Leake, Lafayette, 325, 355, 402
 

 
 Leake County Revelers, 107
 

 
 Leatherwood, Ray, 267
 

 
 LeBlanc, Leroy “Happy Fats, ” 216
 

 
 Led Zeppelin, 89, 142, 447–448, 483, 553n35, 598, 674
 

 
 Ledford, Lily May, 136
 

 
 Ledford, Steve, 133
 

 
 Lee, Albert, 554, 575
 

 
 Lee, Amy, 658
 

 
 Lee, Arthur, 427–428
 

 
 Lee, Bertha, 362
 

 
 Lee, Bill, 328
 

 
 
 Lee, Brenda, 328–329, 558n65
 

 
 Lee, Emma Dell, 228
 

 
 Lee, George E., 209
 

 
 Lee, Harper, 330, 354
 

 
 Lee, Julia, 209
 

 
 Lee, Laura, 422
 

 
 Lee, Leonard, 277–278
 

 
 Lee, Peggy, 109, 137n231, 166, 188, 229, 244, 305–306, 557, 615, 701
 

 
 Lee, Spike, 328, 622, 641
 

 
 Leecan, Bobby, 88
 

 
 Leech, Mike, 419n237, 436
 

 
 Lees, Gene, 341n129
 

 
 LeFaro, Scott, 341
 

 
 Left Banke, 410, 523
 

 
 Legend, John, 661, 675, 701, 710–711
 

 
 Legge, Wade, 289
 

 
 Legrand, Michel, 300, 504–505
 

 
 Legrand Records, 339
 

 
 Leiber, Jerry, 256–257, 267–268, 270, 291–292, 303, 318, 332, 346, 348n164, 376, 385, 444
 

 
 Leigh, Janet, 329
 

 
 Leigh, Mitch, 399
 

 
 Leighton brothers, 90–91
 

 
 Leisz, Greg, 642
 

 
 Lejeune, Iry, 216
 

 
 Leka, Paul, 509
 

 
 Lemmons, Kasi, 637
 

 
 Lenhoff, Ron, 462
 

 
 Lennon, John, 66, 339, 369, 371, 387, 397, 398, 411, 412, 416, 417, 432, 440, 441, 443, 445, 456–457, 459–460, 466, 515, 529, 553, 584n239, 655
 

 
 Lennon, Julian, 417
 

 
 Lennox, Annie, 565, 609
 

 
 Lenya, Lotte, 139, 271
 

 
 Lenzberg, Julius, 30–31
 

 
 Leonard, Anita, 202, 252–253
 

 
 Leonard, Grace, 15
 

 
 Leonard, Jack, 130–131, 180
 

 
 Leonard, Ty Terrell, 256
 

 
 Leoncavallo, Ruggero, 12
 

 
 Leondaridhis, Lambros, 78, 93
 

 
 Leone, Sergio, 590
 

 
 Lerner, Al, 174
 

 
 Lerner, Alan Jay, 273, 429, 607n34
 

 
 Lesbianism or bisexuality as song subject or subtext, 76–77, 627, 675–676
 

 
 Lesh, Phil, 480
 

 
 Leslie, Edgar, 34, 179
 

 
 Leslie, Lew, 120
 

 
 Lester, Bobby, 262
 

 
 Lester, Richard, 387
 

 
 Lester, Robert, 478
 

 
 Letterman, David, 715
 

 
 Leventhal, Harold, 422, 485n185
 

 
 Leventhal, John, 703, 703–704
 

 
 Levert, Eddie, 488
 

 
 Levey, Stan, 200
 

 
 Levin, Tony, 551
 

 
 Levine, Ari, 685
 

 
 Levine, Arnold, 563
 

 
 Levine, Larry, 352
 

 
 Levinson, Barry, 421
 

 
 Levy, Lou, 180n136, 439
 

 
 Levy, Jacques, 467
 

 
 Levy, Morris, 372
 

 
 Lewis, Eddie, 43
 

 
 Lewis, Furry, 86n246, 310
 

 
 Lewis, Huey, & the News, 579–580
 

 
 Lewis, Jenny, 654n53
 

 
 Lewis, Jerry Lee, 290, 298, 303–304, 495; 
  photo, 304
 

 
 Lewis, John, 215, 252, 506
 

 
 Lewis, Leona, 677
 

 
 Lewis, Meade Lux, 130, 140, 144, 218
 

 
 Lewis, Noah, 73
 

 
 Lewis, Pete “Guitar, ” 296, June 23, 1958

 
 Lewis, Ramsey, 409n162, 515
 

 
 Lewis, Ryan— see
 Macklemore
 

 
 Lewis, Sam M., 37, 59, 221
 

 
 Lewis, Smiley, 287
 

 
 Lewis, Ted, 43, 174
 

 
 Lewis, Terry, 584–585
 

 
 Lewis, Willie Frank, 204
 

 
 Lewy, Henry, 474n121
 

 
 Libbey, J. Aldrich, 11
 

 
 Liberty Records, 267, 331
 

 
 Library of Congress recordings, 119, 133, 140, 145, 176, 219
 

 
 Liebling, Rachel, 520
 

 
 Lightbody, Gary, 669
 

 
 Lightfoot, Gordon, 394–395, 414 (two songs), 468, 512n346, 530, 574
 

 
 Lightning, Chuck 699
 

 
 Lightnin’ Slim, 326, 340
 

 
 Liliukalani, Lydia Kamekeha, 35–36
 

 
 Lighthouse All-Stars, 353
 

 
 Lil’ Wayne, 688
 

 
 Lilly, Harold, 660
 

 
 Lilly Brothers (Everett & Mitchell), 293–294
 

 
 Lillywhite, Steve, 593, 610
 

 
 Limeliters, 368
 

 
 Lincoln, Abraham, 13, 157
 

 
 Lind, Bob, 398–399
 

 
 Lind, Espen, 679
 

 
 Lind, Jenny, 231
 

 
 Lind, Jon, 576–577
 

 
 Linde, Dennis, 490
 

 
 Lindbergh, Charles, 67
 

 
 Lindh, John Walker, 656–657
 

 
 Lindley, David, 511, 534, 650
 

 
 Lindsey, Hillary, 709–710
 

 
 Ling, Jahja, 608n42
 

 
 Linkin Park, 658
 

 
 Linnear, Claudia, 471
 

 
 The Lion— see
 Roaring Lion
 

 
 Lion, Alfred, 140, 236
 

 
 Lipsius, Fred, 436, 438
 

 
 Lipscomb, D.L., 347
 

 
 LiPuma, Tommy, 609
 

 
 Liston, Sonny, 370
 

 
 Little, Joel, 699
 

 
 Little Anthony & the Imperials, 376–377
 

 
 Little Big Town, 709–710
 

 
 Little Eva, 350, 359
 

 
 Little Feat, 534
 

 
 Little Milton, 384
 

 
 Little Richard, 212, 243, 275–276, 286, 290, 406, 407, 483, 545
 

 
 Little Walter (Jacobs), 171, 261, 355, 394
 

 
 Livesey, Warne, 595n293
 

 
 Living Colour, 598
 

 
 Livingston, Fud, 105
 

 
 Liszt, Franz, 26
 

 
 LL Cool J (James Todd Smith), 592–593, 607
 

 
 Llanas, Sam, 629
 

 
 Lloyd, Charles, 531
 

 
 Locke, Marshall, 80n210
 

 
 Locklin, Hank, 256, 312
 

 
 Lockwood, Robert Jr., 237, 337
 

 
 Lodice, Don, 173
 

 
 Loesser, Frank, 298
 

 
 Loewe, Frederick, 273, 429
 

 
 Logan, Ed, 474
 

 
 Logan, Harold, 310
 

 
 Loggins, Kenny, 538
 

 
 Loggins & Messina, 600
 

 
 Lohan, Lindsay, 610
 

 
 Lomax, Alan, 66, 114, 117n112, 124, 126, 133, 135, 140, 145, 159n13, 160, 161, 170, 176, 282, 293, 316, 387, 401n117, 407, 641, 711
 

 
 Lomax Hawes, Bess, 159n13, 316, 330, 387
 

 
 Lomax, John, 114, 124, 126, 133, 139, 140, 160, 161, 176, 219, 293, 310, 316, 641
 

 
 Lomax, Ruby, 219
 

 
 Lombardo, Carmen, 101
 

 
 Lombardo, Guy, 195
 

 
 Lombo, Ralph, 158
 

 
 London, Julie, 267, 615
 

 
 London, Laurie, 243n99
 

 
 London Bach Choir, 443
 

 
 London Festival Orchestra, 430
 

 
 London Philharmonic, 418
 

 
 London, recordings made in (pre-1960 only), 71, 98, 120
 

 
 London Records, 410, 442, 609
 

 
 London Symphony Orchestra, 412, 424
 

 
 
 The Lone Bellow, 696
 

 
 Lonesome Pine Fiddlers, 425
 

 
 Lone Star Cowboys, 114, 211
 

 
 Long, Shorty, 406
 

 
 Long, Vyvienne, 660
 

 
 Long-playing records, history, 19, 28, 30, 107, 109, 211–212
 

 
 Longest songs, 87, 108–109, 276–277, 406, 413, 422, 429, 631, 713–714
 

 
 Longshaw, Fred, 58
 

 
 Lonow, Rick, 600
 

 
 Lopes, Lisa “Left Eye, ” 626
 

 
 Lopez, Jennifer, 654, 658, 698
 

 
 Lopez, Robert, 702
 

 
 Lopez, Tim, 672
 

 
 Lopez, Vincent, 111
 

 
 Lord Beginner (calypso artist), 157
 

 
 Lord Burgess (Irving Louis Burgie), 282
 

 
 Lord Invader (Rupert Grant), 191–192
 

 
 Lorde, 699
 

 
 Loring, Michael, 460
 

 
 Los Angeles Dodgers, 597
 

 
 Los Angeles Lakers, 402
 

 
 Los Angeles music scene and history, 122–123, 714
 

 
 Los Angeles recordings (selective), 46–47, 212, 233 (also see 
 Hollywood recordings)
 

 
 Los Cancioneros Alegres, 104
 

 
 Los Del Rio, 704n187
 

 
 Los Hermanos Banuelos, 87–88
 

 
 Los Incas, 464
 

 
 Los Lobos, 591
 

 
 Los Tigres Del Norte, 635
 

 
 Lost Highway Records, 654, 683
 

 
 Loughnane, Lee, 489
 

 
 Louiguy, Louis, 232
 

 
 Louis, Joe, 137
 

 
 Louise, Helen, 35–36
 

 
 Louisiana, recordings made in, 76, 128, 216, 633n181
 

 
 Louisiana, songs concerning, 364; also see 
 New Orleans
 

 
 Louvin Brothers (Ira & Charlie), 156, 244–245, 324, 345
 

 
 Lovato, Demi, 703
 

 
 Love (group), 427–428
 

 
 Love, Andrew, 474, 595, 596
 

 
 Love, Airrion, 482
 

 
 Love, Darlene, 352, 482, 715
 

 
 Love, Maureen, 365
 

 
 Love, Mike, 365, 372, 391, 401
 

 
 Loveless, Patty, 633
 

 
 Lovett, Ben, 694
 

 
 Lovett, Lyle, 613
 

 
 Lovett, Winfred “Blue, ” 520
 

 
 Spoonful, Lovin’, 414, 498n269
 

 
 Lowe, Albert, 422
 

 
 Lowe, Jim, 288n392
 

 
 Lowe, Nick, 521, 549, 579, 592
 

 
 Lowe, Sammy, 147, 276n313, 402
 

 
 Lowell, Lisa, 613
 

 
 Lua, Pale L., 36
 

 
 Lucas, Buddy, 276
 

 
 Lucas, George, 527
 

 
 Lucas, Harold, 318
 

 
 Lucas, John, 43
 

 
 Lucky, Warren, 276
 

 
 Lufsky, Marshall, 25
 

 
 Lugo, Frank, 405
 

 
 Luhrmann, Baz, 622
 

 
 Lulu Belle & Scotty, 74
 

 
 Lunceford, Jimmie, 118, 129, 151, 188, 198, 205
 

 
 Lund, Art, 122
 

 
 Lunsford, Bascom Lamar, 52, 74
 

 
 Luntzel, Tim, 703
 

 
 Lupino, Ida, 302
 

 
 Lupper, Ken, 487
 

 
 Lusafrica Records, 614
 

 
 Luter, Claude, 240
 

 
 Luther, Frank, 80, 114
 

 
 Lyle, Graham, 573
 

 
 Lyle, Will, 52
 

 
 Lymon, Frankie, 182n149
 

 
 Lynch, David, 356
 

 
 Lyngstad, Frida, 525, 543
 

 
 Lynn, Barbara, 513
 

 
 Lynn, Loretta, 375, 658, 662–663, 687
 

 
 Lynn, Tammi, 486
 

 
 Lynn, Vera, 171
 

 
 Lynne, Jeff, 575, 705
 

 
 Lynyrd Skynard, 514–515
 

 
 Lyons, Billy, 310
 

 
 Lyric Quartet, 23, 29
 

 
 Lytell, Jimmy, 79, 199n251
 

 

 
 
 Mabon, Willie, 264
 

 
 MacArthur, Douglas, 234
 

 
 MacDermot, Galt, 438
 

 
 MacDonald, Jeanette, 244
 

 
 Macdonough, Harry, 11, 18–19, 20, 23, 28, 31, 35
 

 
 MacGregor, Chummy, 164, 172
 

 
 Machito, 177
 

 
 Mack, Bill, 629
 

 
 Mack, Cecil, 9–10, 58
 

 
 Mack, Lonnie, 361
 

 
 Mack, Ronnie, 356–357, 359, 466
 

 
 Mack, Tom, 7
 

 
 MacLean, Bryan, 427–428
 

 
 Macklemore & Ryan Lewis, 696
 

 
 Macon, Uncle Dave, 66, 66–67, 107, 116, 135
 

 
 Macpherson, Elle, 569n138
 

 
 Macy’s Records, 228
 

 
 Madaio, Steve, 524, 525
 

 
 Madden, Edward, 17, 20
 

 
 Maddox Brothers & Rose, 213
 

 
 Madison Records, 320
 

 
 Madonna, 541, 575–576, 576–577, 586, 594, 604, 614, 640, 669, 687, 697
 

 
 Maethot, Mayo, 141
 

 
 Magaha, Mack, 503
 

 
 Magic Sam, 337n106
 

 
 Magness, Tommy, 145, 367
 

 
 Magnetic tape, introduction, 202
 

 
 Maguire, Tobey, 302
 

 
 Taj Mahal (performer), 81, Jan. 29, 1956; 662
 

 
 Mahanthappa, Rudresh, 692
 

 
 Mahavishnu Orchestra, 579n207
 

 
 Main Ingredient, 661
 

 
 Maine as song subject matter, 556
 

 
 Maine, recordings made in, 293, 662
 

 
 Mainer, Wade, 133, 245
 

 
 Maines, Lloyd, 627
 

 
 Maines, Natalie, 627
 

 
 Mainieri, Mike, 557
 

 
 Makeba, Miriam, 420; 
  photo, 420
 

 
 Mala Records, 418
 

 
 Malaco Records, 558
 

 
 Maldonado, Ray, 524, 525
 

 
 Malick, Terence, 536
 

 
 Malneck, Matty, 105, 108
 

 
 Malo, Raul, 356n218, 627, 711–712
 

 
 “Malone, Deadric”— see
 Don Robey
 

 
 Mamas & the Papas, 414, 422, 428
 

 
 Mambo music, 228
 

 
 Mamet, David, 375
 

 
 Mancini, Henry, 311–312, 313, 334, 337, 344
 

 
 Mandela, Nelson, 420
 

 
 Mandel, Johnny, 609, 613
 

 
 Mandell, Steve, 375, 494–495
 

 
 Mandolin, records featuring, 75, 81, 84–85, 93, 102, 126–127
 

 
 Mangiaracina, Cavet, 339n117
 

 
 Manhattan Brothers, 420
 

 
 Manhattan Harmony Four, 176
 

 
 Manhattan Transfer, 559–560, 598
 

 
 The Manhattans, 520
 

 
 Mann, Aimee, 603
 

 
 Mann, Barry, 392, 481–482, 656
 

 
 Mann, Bosco, 665n120
 

 
 Mann, Herbie, 262, 358
 

 
 Mann, Michael, 581
 

 
 Mann, Peggy, 188–189
 

 
 Manne, Shelly, 185, 306
 

 
 Manning, Terry, 477n135, 483
 

 
 Manone, Wingy, 134, 194n220
 

 
 Mansfield, David, 703
 

 
 Mansfield, Jayne, 275, 579
 

 
 Mansfield, Saxie, 143
 

 
 
 Mantle, Mickey, 428
 

 
 Manuel, Richard, 358, 518, 708
 

 
 Manzanera, Phil, 560
 

 
 Manzarek, Ray, 413, 473
 

 
 Mapplethorpe, Robert, 518
 

 
 Marable, Fate, 65
 

 
 Marais, Luis, 614
 

 
 Marascalo, Johnny, 276
 

 
 Marchan, Bobby, 292
 

 
 Marchand, Pierre, 636
 

 
 Marches (recordings), 3, 6, 7, 9, 17, 121
 

 
 Marciano, Rocky, 246
 

 
 Mardi Gras, songs relating to, 220, 385
 

 
 Mardin, Arif, 435, 475, 522
 

 
 Mares, Paul, 49, 51
 

 
 Maresca, Ernie, 346
 

 
 Margo, Phil & Mitch, 357, 359
 

 
 Margulies, Ben, 605
 

 
 Margulis, Charlie, 81
 

 
 Marie, Rene, 653
 

 
 Marinelli, George, 620
 

 
 Mark 56 Records, 123
 

 
 Mar-keys, 341–342, 393, 477
 

 
 Marks, E.B., 182n148 & 149; 315
 

 
 Marks, Larry, 423
 

 
 Marl, Marley 607
 

 
 Marley, Bob (& the Wailers), 372, 448n434, 495–496, 497n261, 504, 505n304, 518, 527–528, 539, 552, 557n58; 
  photo, 528
 

 
 Marmarosa, Dodo, 187
 

 
 Marr, Johnny, 577–578
 

 
 Marriage equality, 696, 714
 

 
 Marriage, songs concerning, 113–114, 164, 470
 

 
 Mars, Bruno, 685, 708n218, 709, 718
 

 
 Marsalis, Ellis, 651
 

 
 Marsalis, Wynton, 588–589, 612, 616, 701
 

 
 Marsh, Dave (selective citations), v-vi, 208, 243, 262, 265, 268, 283, 330, 333, 336, 338, 347, 351, 356, 362, 371, 386, 387, 391, 397, 405, 412, 434, 437, 441, 482, 502, 517, 536, 552, 563, 570, 580, 582, 596, 657, 664, 713n271, 715n289, 717
 

 
 Marsh, Lucy Isabelle, 23
 

 
 Marshall, Grant, 607
 

 
 Marshall, Joe, 254
 

 
 Marshall, Maithe, 212, 215
 

 
 Marshall, Penny, 614
 

 
 Marshall, Winston, 694
 

 
 Martika, 665
 

 
 Martin, Benny, 231, 249
 

 
 Martin, Bobby, 437, 489, 491, 492, 517n380, 520, 521
 

 
 Martin, Chris, 649, 667
 

 
 Martin, Freddy, 180n136
 

 
 Martin, George, 368, 369, 371, 411, 412, 417, 440, 459, 500, 529
 

 
 Martin, Grady, 280, 288, 347, 426, 461
 

 
 Martin, Hugh, 186, 189, 191
 

 
 Martin, Jack, 306n517
 

 
 Martin, Jimmy, 231, 245, 425
 

 
 Martin, Luci, 541
 

 
 Martin, Mary, 384
 

 
 Martin, Max, 675–676, 686–687, 700, 709
 

 
 Martin, Ollis, 127
 

 
 Martin, Ricky, 637, 641, 654, 704
 

 
 Martin, Roberta, 272n283
 

 
 Martin, Sallie, 150, 278, 499n276
 

 
 Martin, Sara, 86n245
 

 
 Martin, Steve (Left Banke), 410
 

 
 Martin, Rony, 331
 

 
 Martinez, Narciso, 133
 

 
 Martinez, Rudy, 405
 

 
 The Marvelettes, 344, 374
 

 
 Marvin, Lee, 348
 

 
 Marx, Richard, 611
 

 
 Marx Brothers, 59, 399, 667
 

 
 Masakela, Hugh, 420, 606
 

 
 Mase, 703
 

 
 Maslin, Harry, 515n369, 551
 

 
 Mason, David, 412
 

 
 Mason, Harvey, 506
 

 
 Mason, Lowell, 31, 345
 

 
 Mason, Nick, 548
 

 
 Mason, Vincent, 599
 

 
 Masse, Laurel, 559
 

 
 Masser, Michael, 580–581
 

 
 Massey, Henderson, 169
 

 
 Massi, Nick, 352
 

 
 Massive Attack, 607
 

 
 Masters, Tim, 634
 

 
 Mastren, Carmen, 131
 

 
 Mateen, Tarus, 666
 

 
 Mathes, Rob, 713
 

 
 Mathias, Jack, 174
 

 
 Mathis, Johnny, 259, 287, 288, 291, 296, 311, 318, 324, 335, 363
 

 
 Matlock, Matty, 138
 

 
 Matta, Adam, 711
 

 
 Mattea, Kathy, 561, 566n119, 633, 643
 

 
 Matthewman, Stu, 577
 

 
 Matthews, Count Otis, 304
 

 
 Matthews, Dave, 624, 648n15, 691
 

 
 Matthews, Ian, 442
 

 
 Matthews, Jessie, 246
 

 
 Matthias, Jerry, 441
 

 
 Matz, Peter, 627
 

 
 Maupin, Bernie, 506
 

 
 Maverick Records, 640
 

 
 The Mavericks, 356n218, 627, 711–712
 

 
 Mavers, Lee, 609–610
 

 
 Maxixe (Brazilian dance), 26–27
 

 
 Maxjazz Records, 653
 

 
 Maxton, Earl, 665n120
 

 
 Maxwell, Jimmy, 163
 

 
 May, Billy, 146, 164, 270, 294
 

 
 May, Brian, 531
 

 
 Mayall, John, & Bluesbreakers, 424, 519
 

 
 Mayer, Duncan, 87
 

 
 Mayer, Roger, 488
 

 
 Mayfield, Curtis, 344–345, 364, 392, 419, 489–490, 518, 527–528, 579, 637, 713
 

 
 Mayfield, Percy, 212n321
 

 
 Maynard, Ken, 114, 467
 

 
 Mayorga, Lincoln, 423
 

 
 Mazarati (group), 584
 

 
 Mazer, Elliot, 463n45, 481
 

 
 Mazeroski, Bill, 334
 

 
 MCA Records, 497, 502, 514, 515, 561, 561–562, 564, 581, 611, 615, 620, 624, 626, 652
 

 
 McAnally, Mac, 694
 

 
 McAnally, Shane, 702
 

 
 McAuley, Jackie & Pat, 390
 

 
 McAuliffe, Leon, 112, 164
 

 
 McBride, Christian, 612
 

 
 McBride, Dickie, 138
 

 
 McBride, Jim, 617
 

 
 McBride, Martina, 621, 669
 

 
 McBride, Reggie, 508
 

 
 McCaffrey, James, 105
 

 
 McCall, Bill, 288
 

 
 McCartney, Linda, 458
 

 
 McCartney, Paul, 66, 369, 371, 387, 397, 398, 411, 412, 416, 417, 440, 441, 443, 445, 458, 459, 460, 466, 500, 529, 533, 575, 576, 584n239, 597, 616, 661, 709
 

 
 McCarthy, (Senator) Joe, and McCarthyism, 262, 326, 346
 

 
 McCarthy, Joseph (songwriter), 24–25, 38
 

 
 McCarthy, Michael, 670
 

 
 McCarthy, Pat, 644
 

 
 McCarty, Jim, 406
 

 
 McClain, Arthur, 75
 

 
 McClennan, Tommy, 129, 166
 

 
 McClintock, Harry, 79–80, 460n32
 

 
 McClinton, O.B., 410n176
 

 
 McClure, Bobby, 394
 

 
 McCoo, Marilyn, 416, 438, 581
 

 
 McCormack, John, 23, 28 (two songs), 34–35, 58; 
  photo, 29
 

 
 McCormick, Mack, 78, 98n4
 

 
 McCoury, Del, 651
 

 
 McCoy, Chance, 706n210
 

 
 
 McCoy, Charlie, 442
 

 
 McCoy, Kansas Joe, 89 (two songs), 166–167
 

 
 McCoy, Paul, 658
 

 
 McCoy, Robert Lee, 132
 

 
 McCoy, Rose Marie, 264–265
 

 
 McCoy, Van, 539
 

 
 McCracken, Hugh, 522
 

 
 McCracklin, Jimmy, 337
 

 
 McCrary, Sam, 204
 

 
 McCrae, Earl-Jean, 350
 

 
 McDaniel, Willard, 263
 

 
 McDaniels, Darryl, 566
 

 
 McDevitt, Charles, Skiffle Group, 305
 

 
 McDonald, Earl, & Original Louisville Jug Band, 74
 

 
 McDonald, Harold, 50
 

 
 McDonald, Howie, 540
 

 
 McDonald, Kathi, 486
 

 
 McDonald, Michael, 538, 549
 

 
 McDonald, Ralph, 551
 

 
 McDonough, Dick, 115, 117
 

 
 McDowell, Josephine, 240
 

 
 McDuff, Jack, 360
 

 
 McEachern, Murray, 142
 

 
 McElroy, Sollie, 252
 

 
 McElroy, Thomas, 613
 

 
 McEnroe, John, 551
 

 
 McEntire, Reba, 449, 630n164, 643, 678n215
 

 
 McFadden, Gene, 488–489, 513, 517
 

 
 McFarlane, Elaine “Spanky, ” 421–422
 

 
 McFee, John, 477, 533n481
 

 
 McFerrin, Bobby, 598
 

 
 McGarity, Lou, 122
 

 
 McGarrigle, Anna, 574
 

 
 McGarrigle, Kate, 655
 

 
 McGee, Dennis, 118, 121
 

 
 McGee, F.W., 243
 

 
 McGhee, Howard, 192
 

 
 McGee, Sam & Kirk, 66, 67, 116
 

 
 McGill, Lucius & Mickey, 284
 

 
 McGraw, Tim, 643, 663
 

 
 McGuinn, Roger, 355, 414, 422–423, 440n378, 467, 501, 554
 

 
 McGuire, Barry, 392–393, 414
 

 
 McGuire Sisters, 254, 262
 

 
 McHugh, Jimmy, 79, 105, 120, 188
 

 
 McIntosh, Robbie, 616
 

 
 McKay, Andy, 560
 

 
 McKee, Bonnie, 700
 

 
 McKenna, Lori, 709–710
 

 
 McKennitt, Loreena, 639
 

 
 McKernan, Ron “Pigpen, ” 480
 

 
 McKibbon, Al, 215, 236
 

 
 McKinley, Ray, 147
 

 
 McKenzie, Red, 92, 221
 

 
 McKinley, William, 9
 

 
 McKinney’s Cotton Pickers, 64, 82, 102n28, 149, 634
 

 
 McKnight, Brian, 598
 

 
 McKnight, Claude, 598
 

 
 McLachlan, Kyle, 356
 

 
 McLachlan, Sarah, 636
 

 
 McLagan, Ina, 448, 535
 

 
 McLaughlin, John, 459
 

 
 McLean, Bert, & Jazz Hounds, 131
 

 
 McLean, Don, 485, 493, 506
 

 
 McLean, Ernest, 330
 

 
 McLean, Jackie, 311
 

 
 McLemore, Lamont, 416, 438
 

 
 McMichen, Clayton, 84, 107, 140
 

 
 McMurray, Clay, 466
 

 
 McMurry, Lillian, 237, 239, 266
 

 
 McMurtry, James, 599–600
 

 
 McMurtry, Larry, 578, 600
 

 
 McNally, John, 370
 

 
 McNeely, Big Jay, 279
 

 
 McPartland, Jimmy, 49, 51
 

 
 McPhatter, Clyde, 212, 251, 262, 312, 353
 

 
 McPherson, Ellis, 78
 

 
 McQuater, Matthew, 318
 

 
 McRae, Carmen, 268, 306–307, 309, 615
 

 
 McRae, Dave, 276
 

 
 McRae, Floyd “Buddy, ” 257
 

 
 McRary, Sam, 614
 

 
 McReynolds, Jim & Jesse— see
 Jim & Jesse
 

 
 McShann, Jay, 214, 242
 

 
 McShann, Pete, 214
 

 
 McTell, Blind Willie, 219, 511n345
 

 
 McTell, Ealph, 511–512
 

 
 McVie, Christine, 519, 520
 

 
 McVie, John, 519
 

 
 Meat Loaf, 567
 

 
 Meaux, Huey P., 513
 

 
 Mediarts Records, 485
 

 
 Medicine shows, 16, 53, 74
 

 
 Medley, Bill, 589
 

 
 Medress, Hank, 357, 359
 

 
 Medwick, Joe, 336–337
 

 
 Meeker, Edward, 18
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 Melson, Joe, 364
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 Metropole Orkest, 668
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 Mexican musical traditions, 80n209
 

 
 
 Mexican-American experience, songs concerning, 87–88, 104, 635, 684
 

 
 Mexican-American songs, 87, 104, 118, 133, 168, 315
 

 
 Mexican revolution, songs concerning, 101–102
 

 
 Mexico, songs concerning, 712
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 MGMT, 674
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 Miami Sound Machine, 509, 582
 

 
 Michael, George, 593, 593–594
 

 
 Michaels, Leon, 665n120
 

 
 Michel, Marianne, 232
 

 
 Midder Music, 627
 

 
 Midler, Bette, 165
 

 
 Midnight Oil, 594–595
 

 
 The Midnighters, 254
 

 
 Migrant farm workers, songs concerning, 167–168
 

 
 Miguel (Pimentel), 693–694
 

 
 Miguel, Luis, 705
 

 
 Milburn, Amos, 212
 

 
 Milchberg, Jorge & Olivier, 464n54
 

 
 Miley, Bubber, 108
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 Millar, Robin, 577n190
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 Miller, Bob, 93
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 Miller, Emmett, 77
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 Miller, Johnny, 183, 184
 

 
 Miller, Lee Thomas, 674
 

 
 Miller, Mildred Madison, 278
 

 
 Miller, Mitch, 221, 235, 258n201, 288, 324
 

 
 Miller, Mulgrew, 653
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 Miller, Punch, 63, 173
 

 
 Miller, Ray, 57
 

 
 Miller, Reed, 31, 35
 

 
 Miller, Roger, 306
 

 
 Miller, William, 285
 

 
 Millinder, Lucky, 29, 134, 218, 257, 272n280, 279
 

 
 Mills, Irving, 99, 103, 107n58, 128, 141
 

 
 Mills, Kerry, 8, 16
 

 
 Mills, Mike, 567–568, 644
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 Miner, Raynard, 384, 394
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 Mink, Ben, 614–615
 

 
 Minnelli, Vincente, 186, 191, 238
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 Minogue, Kylie, 661
 

 
 Minor, Everett, 425
 

 
 Minstrelsy, 5, 11, 21, 24, 27, 53, 60, 75n186, 77, 79, 117, 196n236
 

 
 Minton’s Playhouse, 165, 175
 

 
 Mirabel, Manuel, 636
 

 
 The Miracles (Smokey Robinson & ), 344, 353, 370, 384, 403, 416
 

 
 Miranda, Carmen, 145
 

 
 Miranda, Lin-Manuel, 716
 

 
 Mississippi musical styles, traditions, 11, 166 (also see 
 Delta blues)
 

 
 Mississippi, recordings made in, 236, 239, 558
 

 
 Mississippi River, songs concerning, 89, 105, 510
 

 
 Mississippi Sheiks, 98, 711
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 Mistingette, 48
 

 
 Mitchell, Abbie, 123
 

 
 Mitchell, Blue, 205
 

 
 Mitchell, Chad, Trio, 445, 467n74
 

 
 Mitchell, James, 422
 

 
 Mitchell, Joni, 441, 457–458, 470, 472, 474, 517, 535, 689
 

 
 Mitchell, Paul, 124
 

 
 Mitchell, Razz, 197
 

 
 Mobley, Hank, 284
 

 
 Mitchell, Mitch, 419n240, 432
 

 
 Mitchell, Willie, 474
 

 
 Moby, 133
 

 
 Modeliste, Joseph, 512n349
 

 
 Modern Jazz Quartet, 433
 

 
 Modern Records, 238, 286
 

 
 The Modernaires, 179
 

 
 Moginie, James, 594
 

 
 Mohr, Joseph, 354
 

 
 Mole, Miff, 57
 

 
 Molinary, Phyllis, 613
 

 
 Molnar, Ferenc, 207
 

 
 Moman, Chips, 341–342, 407, 410–411, 418–419, 436, 558, 565, 578
 

 
 Monaco, James, 24–25
 

 
 Monae, Janelle, 685, 690, 699
 

 
 Monahan, Pat, 679
 

 
 Mondello, Toots, 147, 167
 

 
 Mondagon, Joe, 270, 306
 

 
 Monheit, Jane, 267
 

 
 Monk, Thelonious, 199–200, 212, 236 (two songs), 279, 281, 300, 340, 589, 642n246, 666
 

 
 The Monkees, 408, 469, 494, 596n299
 

 
 Monroe, Ashley, 700n145
 

 
 Monroe, Bill, 69, 102, 126, 127, 176, 231, 232, 233, 245, 260, 318, 359, 520, 623, 651, 706n207
 

 
 Monroe, Charlie, 51n40, 126, 127, 231, 232n34
 

 
 Monroe, Marilyn, 247, 252, 310
 

 
 Monroe Brothers (Bill & Charlie), 126, 126–127, 232, 244
 

 
 Monroe, Vaughn, 261
 

 
 Montana, Joe, 557
 

 
 Montana, Vince, 437, 489n204
 

 
 Montenegro, Hugo, 590
 

 
 Monterey Pop Festival, 425, 431
 

 
 Montgomery, Bob, 495n249
 

 
 Montgomery, Carl, 360
 

 
 Montgomery, (Rev.) F.J., 270
 

 
 Montgomery, Little Brother, 201n62, 327
 

 
 Montgomery, Wes, 206, 325
 

 
 Montgomery Ward Records, 156
 

 
 Montrell, Ray, 290
 

 
 Montrose, Ronnie, 477
 

 
 Monument Records, 355, 364, 496
 

 
 Moody, Ben, 658
 

 
 Moody Blues, 430
 

 
 The moon, songs concerning, 142, 260, 663
 

 
 Moon, Keith, 441, 479
 

 
 Mooney, Harold (Hal), 242, 281
 

 
 The Moonglows, 262, 284, 382, 419, 447, 493
 

 
 Moonshining, songs concerning, 74
 

 
 Moore, Bass, 86
 

 
 Moore, Billy, Jr., 187
 

 
 Moore, Bob, 320
 

 
 Moore, Christy, 603
 

 
 
 Moore, Fleecie, 196
 

 
 Moore, Grace 296
 

 
 Moore, Johnny, & Three Blazers, 207–208, 234
 

 
 Moore, Joseph M., 5
 

 
 Moore, Monette, 386
 

 
 Moore, Oscar, 183, 184, 202
 

 
 Moore, Roger, 418, 500
 

 
 Moore, Warren, 384, 391
 

 
 Moore, Wild Bill (saxophonist), 473
 

 
 Moran, Jason, 666, 692n81
 

 
 Morand, Morris, 110
 

 
 Morelenbaum, Jacques, 652
 

 
 Moretti, Fabrizio, 654
 

 
 Morgan, Al, 197
 

 
 Morgan, John Pierpont, 408
 

 
 Morgan, Lee, 293, 299, 309, 368–369, 612
 

 
 Morgan, Russ, 64
 

 
 Morgan, Tom, 359
 

 
 Morning Mist, 491
 

 
 More’, Benny, 535
 

 
 Moroder, Giorgio, 529, 536
 

 
 Morricone, Ennio, 429n300, 559, 590
 

 
 Morris, Bob, 395
 

 
 Morris, Joe, 248–249
 

 
 Morris, Leo, 434
 

 
 Morris, Stephen, 550
 

 
 Morris, Thomas, 52
 

 
 Morris, Zeke, 133
 

 
 Morrison, Jim, 413, 473, 518
 

 
 Morrison, Sterling, 415
 

 
 Morrison, Van, 390, 443, 477, 481, 518, 619, 625, 648, 656, 705, 708, 715
 

 
 Morrissey, (Patrick), 577–578
 

 
 Morrow, George, 259, 272
 

 
 Morrow, Little Willie, 333
 

 
 Morse, Theodore, 17
 

 
 Morton, Jelly Roll, 21, 33, 47, 51, 60, 63, 65, 67, 80, 86, 122–123, 124, 134
 

 
 Morton, Shadow, 376, 416
 

 
 Mosiello, Mike, 79
 

 
 Moskowitz, Joseph, 30–31
 

 
 Mosley Records, 668
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 Mosson, Cordell, 534
 

 
 Most, Mickey, 392
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 Motian, Paul, 340
 

 
 Motion picture orchestral themes, 112, 136, 324, 329, 334–335, 353–354, 484–485, 507, 561, 583–584, 590, 620–621
 

 
 Motion pictures, early history, 28, 70, 86, 88, 104
 

 
 Motown Records, 344, 351, 355, 361, 365, 370, 374, 382, 383, 389, 396, 401, 403, 404, 409, 412, 447, 461, 462, 473, 475–476, 524, 525, 545, 569 (also see 
 Gordy and Tamla)
 

 
 Mottola, Tommy, 522, 541, 582, 593, 605, 611n59, 619, 639, 640, 641, 654
 

 
 Mottola, Tony, (guitarist), 311, 335
 

 
 Moulton, Tom, 525
 

 
 Mound City Blue Blowers, 92, 191
 

 
 Mounsey, Rob, 577
 

 
 Mountain Apple Company Music, 618
 

 
 Moy, Sylvia, 396, 440
 

 
 Moyer, John, 718
 

 
 Mozart, Wolfgang Amadeus, 33
 

 
 MTV, 556, 571, 575, 580, 598, 623, 676
 

 
 Mueheisen, Maury, 503
 

 
 Mueller, Gus, 45
 

 
 The Mugwumps (group), 414
 

 
 Muhaborac, Larry, 469
 

 
 Muhly, Nico, 692
 

 
 Muir, Lewis, 23
 

 
 Mulcahy, Russell, 567n124
 

 
 Muldaur, Maria, 662
 

 
 Muldoon, Clive, 640
 

 
 Mullen, Larry, Jr., 424, 593, 647n4
 

 
 Mullen, Richard, 568
 

 
 Mullican, Moon, 129
 

 
 Mulligan, Gerry, 202, 215, 253–254, 399, 591
 

 
 Mulligan, Robert, 354
 

 
 Multi-tracked recordings, early, 207, 241, 246
 

 
 Mullins, Cam, 461
 

 
 Mumford, Marcus, 694
 

 
 Mumford & Sons, 690, 694
 

 
 Muncey, Cam, 661
 

 
 Mundy, Jimmy, 165
 

 
 Munro, Bill, 43
 

 
 Murders, songs concerning, 90, 136, 160, 219, 310, 611
 

 
 The Murmaids, 469
 

 
 Murphy, Dan, 617
 

 
 Murphy, Floyd, 248
 

 
 Murphy, Hugh, 535
 

 
 Murphy, Jimmy, 234
 

 
 Murphy, Joaquin, 205
 

 
 Murphy, Lambert, 35
 

 
 Murphy, Matt “Guitar, ” 325, 355
 

 
 Murphy, Stanley 20
 

 
 Murray, Bill, 560
 

 
 Murray, Billy, 11n37, 15, 17 (two songs), 19, 20, 20–21, 21, 22, 26, 27, 28, 33, 37
 

 
 Murray, Lyn, 198
 

 
 Murray, Mae, 29
 

 
 Murrell, Herbie, 482
 

 
 Murrow, Edward R., 90
 

 
 Muscle Shoals, Alabama recordings, 407, 422, 448, 471, 472, 476, 483, 500, 669n148
 

 
 Muscle Shoals Rhythm Section, 540
 

 
 Muse, 679
 

 
 Musgraves, Kacey, 461, 694, 702
 

 
 Musicor Records, 348
 

 
 Musicraft Records, 142, 194, 195, 196, 203
 

 
 Musicmasters Records, 589
 

 
 Music World/Columbia, 676, 677
 

 
 Musiq, 693
 

 
 Musselwhite, Charlie, 650
 

 
 Musso, Vido, 129
 

 
 Mussorgsky, Modest, 526
 

 
 Mussolini, Benito, 194
 

 
 Mustang Records, 399
 

 
 My Morning Jacket, 687
 

 
 Myers, Hubert “Bumps, ” 263
 

 
 Myers, James Michael, 20
 

 
 Myers, J.W., 12
 

 
 Myers, Louis, David, & Jack, 394
 

 
 Myers, Mike, 610
 

 
 Myers, Toby, 583, 585
 

 
 Myers, Wilton, 110
 

 
 Myles, John, 314
 

 
 Myrick, Weldon, 463n45
 

 
 Myrow, Josef, 268
 

 
 Myx, Jamie, 476
 

 

 
 
 Nalick, Anna, 667
 

 
 Namath, Joe, 435
 

 
 Nance, Jack, 308
 

 
 Nance, Ray, 179, 203
 

 
 Nanton, Joe “Tricky Sam, ” 104, 108, 113, 162, 179
 

 
 Napier, James, 705
 

 
 Napster, 660
 

 
 Nas (Nasir Jones), 658
 

 
 Nascimento, Milton, 561
 

 
 Nash, Bill, 467
 

 
 Nash, Graham, 275n307, 404, 444–445, 460, 517, 562
 

 
 Nash, Johnny, 372, 495–496, 504
 

 
 Nash, Leigh, 610
 

 
 Nash, Ogden, 268
 

 
 Nash, Ruby, 356
 

 
 Nash, Ted, 270, 312n561
 

 
 Nash, Terius “The Dream, ” 673, 677
 

 
 Nashville Bluegrass Band, 614
 

 
 Nashville music, early history, 59
 

 
 Nashville music scene as song subject, 643
 

 
 Nashville recordings (pre-1950), plus non-country recordings, 190, 204, 221, 280
 

 
 Nathan, Syd, 185, 200, 266n243, 273, 279, 310, 317, 336, 630n160
 

 
 
 National Barn Dance, 79
 

 
 National Records, 195, 212, 215
 

 
 National steel guitar, 166
 

 
 Natoli, Nat, 107
 

 
 Nava, Jake, 677
 

 
 Navarro, Fats, 195, 205, 259
 

 
 NBC (National Broadcasting Company), creation, 63
 

 
 Ndegeocello, Meshell, 707
 

 
 N’dour, Youssou, 587, 622–623, 678
 

 
 Need to Breathe, 690
 

 
 Needham, Maggie, 261
 

 
 Neely, Bob, 325
 

 
 Negro League baseball, 140, 158n7
 

 
 Negron, Chuck, 446
 

 
 Neil, Fred, 443–444
 

 
 Nelson, George, 237
 

 
 Nelson, Henry, 651
 

 
 Nelson, Ken (1960s C& W producer), 396
 

 
 Nelson, Ken (Coldplay producer), 649
 

 
 Nelson, Ozzie & Harriet, 339
 

 
 Nelson, Rick, 280, 331, 339, 348, 405, 523
 

 
 Nelson, Shara, 607
 

 
 Nelson, Skip, 180
 

 
 Nelson, Steady, 143
 

 
 Nelson, Walter “Papoose, ” 220, 251
 

 
 Nelson, Willie, 193n214, 298, 335–336, 337, 395, 551, 558–559, 578, 585, 630, 674
 

 
 The Neptunes, 656, 699n143, 703
 

 
 Nesbitt, John, 102n28
 

 
 Nesmith, Michael, 408
 

 
 Nettwerk Records, 649
 

 
 Neufeld, Sarah, 686
 

 
 Neumann, Kurt, 629
 

 
 Neville, Aaron, 407–408, 512n349
 

 
 Art Neville, 407, 512n349
 

 
 Neville, Charles, 407
 

 
 Nevins, Al & Morton, 301, 350
 

 
 Nevins, Jason, 566n112
 

 
 New Basement Tapes, 711
 

 
 New Christy Minstrels, 392, 537
 

 
 New Deal, 118, 157, 215, 218
 

 
 New Jersey Phonograph Company, 4
 

 
 New Lost City Ramblers, 94n280, 317
 

 
 New Order, 550
 

 
 New Orleans Feetwarmers, 110
 

 
 New Orleans, Hurricane Katrina, 667
 

 
 New Orleans music scene and styles, 14, 21, 26, 33, 35, 38, 47, 60, 63, 78, 106n52, 244n105, 277, 287, 292, 385, 497
 

 
 New Orleans, recordings made in, 76, 128, 220, 251, 407
 

 
 New Orleans Rhythm Kings, 49, 51, 67, 92, 211
 

 
 New Orleans, songs concerning, 83, 201–202, 220, 330
 

 
 New Pornographers, 700
 

 
 New Voice Records, 406
 

 
 New World Singers, 363
 

 
 New York Central Park, 717
 

 
 New York Giants (baseball), 238
 

 
 New York Giants (football), 310
 

 
 New York Jets, 435
 

 
 New York Manhattan Opera House, 28
 

 
 New York Metropolitan Opera, and Opera House, 12, 17, 27, 29, 57
 

 
 New York Phonograph Company, 6
 

 
 New York, songs concerning, 98–99, 281, 294, 475, 491, 654–655, 717
 

 
 New York Symphony Orchestra, 81
 

 
 New York Winter Garden, 24, 37
 

 
 New York Yankees, 70, 169, 205, 334, 428, 664
 

 
 Newbern, Hambone Willie, 73, 86–87
 

 
 Newberry, Willie Mae Brooks, 278
 

 
 Newbury, Mickey, 335, 653
 

 
 Newley, Anthony, 418
 

 
 Newman, Alfred, 486
 

 
 Newman, David “Fathead, ” 310
 

 
 Newman, Del, 502
 

 
 Newman, Floyd, 341, 422
 

 
 Newman, Jimmy C., 360n248
 

 
 Newman, Joe, 279, 295
 

 
 Newman, Larry, 421
 

 
 Newman, Lionel, 486
 

 
 Newman, Paul, 343
 

 
 Newman, Randy, 486, 510, 580, 599, 659
 

 
 Newman, Roy, 122
 

 
 Newport Folk Festival, 367
 

 
 Newport Jazz Festival, 276–277, 343
 

 
 Newsted, James, 610
 

 
 Newton, Ernie, 232
 

 
 Newton, Frankie, 144, 333
 

 
 Newton, John, 650
 

 
 Newton, Marguerite, 14
 

 
 Nguini, Vincent, 606
 

 
 The Nice (group), 526
 

 
 Nicholas, Denise, 485
 

 
 Nicholas, Harold (Nicholas Brothers), 273
 

 
 Nichols, Mike, 427, 660
 

 
 Nichols, Red, 58, 92, 109, 191
 

 
 Nichols, Roger (composer), 464
 

 
 Nichols, Roger (engineer), 492, 563
 

 
 Nicholson, Jack, 507, 640
 

 
 Nickelback, 690
 

 
 Nicks, Stevie, 519–520, 526–527, 542, 554n44
 

 
 Nielsen, Alice, 15
 

 
 Nielsen SoundScan— see
 SoundScan
 

 
 Nieve, Steve, 668
 

 
 Nigerian music, 471–472
 

 
 Nighthawk, Robert, 280
 

 
 Niles, Abbe, 127
 

 
 Niles, John Jacobs, 330, 711
 

 
 Nilsson, Harry, 442, 443–444, 570
 

 
 Nine Inch Nails, 658
 

 
 Nitzsche, Jack, 352, 371, 391, 399, 443
 

 
 Nirvana, 523, 623, 688
 

 
 Nix, Don, 341
 

 
 Nixon, Richard, 335, 432, 482, 488, 490, 508
 

 
 Nixon, Teddy, 110
 

 
 Noble, Ray, 117, 129, 146, 255n178, 295
 

 
 Nocecentelli, Leo, 512n349
 

 
 Nolan, Bob, 117
 

 
 Nolan, Kenny, 512
 

 
 Nolen, Jimmy, 304, 462
 

 
 Nonesuch Records, 641, 647, 652, 711
 

 
 Noone, Jimmie, 46n11, 60n105, 82, 183
 

 
 Norfolk Jubilee Quartet, 51, 78, 137
 

 
 Norman, Gene, 367
 

 
 Norman, Jimmy, 373
 

 
 Norman, Monty, 417
 

 
 Norris, Ella Mae, 240
 

 
 North, Freddy, 707
 

 
 North American Phonograph Company, 3, 4n7, 5
 

 
 Northern Blues Records, 655
 

 
 North Carolina music traditions, styles, 74, 77, 160
 

 
 North Carolina, recordings made in, 126, 127, 134
 

 
 Norton, George A., 70
 

 
 Norvo, Red, 115, 147, 162, 188, 214
 

 
 Norway, recordings made in, 688
 

 
 Norworth, Jack, 18, 18–19, 36
 

 
 Notorious B.I.G., 634
 

 
 Nowels, Rick, 622
 

 
 ‘N Sync, 716
 

 
 Numan, Gary, 640
 

 
 Nunn, Bobby, 256, 267, 291, 303
 

 
 Nunn, Earl, 194
 

 
 Nursery rhymes, songs inspired by, 137
 

 
 N.W.A., 597–598, 615
 

 
 Nyro, Laura, 430–431, 445–446, 512
 

 

 
 
 Oakland, Will, 11, 26
 

 
 Oakley, Barry, 500
 

 
 Oasis, 628
 

 
 Oates, John— see
 Daryl Hall & John Oates
 

 
 Obama, Barack, 677, 680, 684, 688
 

 
 Oberstein, Eli, 126
 

 
 O’Brien, Ed, 635n194
 

 
 O’Brien, Margaret, 191
 

 
 O’Brien, Tim, 633
 

 
 O’Brien, Walter, 316
 

 
 O’Bryant, Jimmie, Washboard Band, 134
 

 
 Ocean, Frank, 693
 

 
 
 Ochoa, Eliades, 636
 

 
 Ochs, Phil, 393–394, 423
 

 
 Ochs, Phil, as song inspiration, 400–401
 

 
 O’Connell, Helen, 168, 174
 

 
 O’Connor, Sinead, 583
 

 
 October Project, 618
 

 
 Octone Records, 678
 

 
 O’Day, Anita, 167, 182, 246, 260, 270
 

 
 Odd Future/Jam/DJMD Records, 693
 

 
 Ode Records, 470, 471, 519
 

 
 O’Dell, Frock, 236
 

 
 O’Dell, Kenny, 495
 

 
 Oden, St. Louis Jimmy, 170–171
 

 
 Odeon Records, 19
 

 
 Odetta, 327–328, 363, 368
 

 
 Odom, Howard W., 22, 53, 213, 219
 

 
 O’Hara, Leon P., 30
 

 
 O’Hara, Maureen, 246
 

 
 Ohlman, Christine, 680
 

 
 The O’Jays, 488–489, 513, 517
 

 
 Okeh Records, 45, 47, 51, 52, 53, 59, 60, 65, 66, 67, 69, 76, 78, 80, 83, 85, 86, 90, 98, 100, 102, 105, 130, 138, 143, 151, 164, 166, 167, 171, 173, 174, 181, 194, 239, 240, 283, 426
 

 
 Okkervil River, 700
 

 
 Oklahoma, songs concerning, 164, 184–185, 197–198
 

 
 Okrahoma Records, 704
 

 
 Okun, Milton, 445n415
 

 
 Olatunji, Babatunde, 325–326
 

 
 Olcott, Chauncey, 24
 

 
 Old Crow Medicine Show, 706
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 Oldham, Andrew Loog, 680
 

 
 Oldham, Spooner, 407n150, 422
 

 
 Oliver (singer), 438
 

 
 Oliver, Joe “King, ” 46, 49, 52, 63, 65, 86, 87, 421, 651
 

 
 Oliver, Sy, 129, 163, 173, 188
 

 
 Olivor, Jane, 529–530
 

 
 Olsen, Keith, 520n396
 

 
 Olympic Games, 127, 490, 549
 

 
 Omarion, 693
 

 
 Omartian, Michael, 549, 563n93
 

 
 Ondrasik, John, 652
 

 
 One Republic, 689, 690
 

 
 O’Neill, Eugene, 261n214
 

 
 Ono, Yoko, 553
 

 
 Orbison, Roy, 355–356, 364, 369, 485, 501, 550, 712
 

 
 Orbit, William, 640
 

 
 Organized Noize (production team), 626
 

 
 Oregon, songs recorded in, 167
 

 
 Organ, songs featuring, 299, 405
 

 
 Original Dixieland Jazz Band, 32, 35, 38, 45, 46, 49, 106
 

 
 Original Five Blind Boys (of Mississippi), 230
 

 
 The Orioles, 212n325, 273, 388
 

 
 Orkiestra Majkuta, 84
 

 
 Ormandy, Eugene, 590
 

 
 Ory, Kid, 46–47, 60, 65, 201
 

 
 Orzabal, Roland, 578–579, 606n31, 661
 

 
 Osborn, Joe, 416, 427n293, 429, 464
 

 
 Osborne, Bobby, 425–426
 

 
 Osborne, Joan, 627, 713
 

 
 Osborne, Josh, 694
 

 
 Sonny Osborne, 245, 425–426
 

 
 Osborne Brothers, 245n115, 425–426
 

 
 Osbourne, Ozzy, 718
 

 
 Osby, Greg, 666
 

 
 Oskar, Lee, 481
 

 
 Ossman, Vess L., 5, 7, 8, 9, 13, 14, 16, 16–17, 26, 32
 

 
 Ossman-Dudley Trio, 16
 

 
 Ostin, Michael, 549
 

 
 O.T. Records, 216
 

 
 Otis, Clyde, 315
 

 
 Otis, Johnny, 212, 254, 256, 263, 266n242, 267, 291, 304, 320
 

 
 Otto, James, 674
 

 
 OutKast, 648, 660, 685n11
 

 
 The Overlanders, 398
 

 
 Overstreet, Paul, 585, 624
 

 
 Owen, Judith, 659
 

 
 Owens, Buck (& the Buckaroos), 395–396, 616
 

 
 Owens, Henry, 135, 171
 

 
 Owens, Kelly, 276
 

 
 Owens, Paul, 239, 240
 

 
 Owens, Jesse, 127
 

 
 Owens, Shirley, 336
 

 
 Owens, Tex, 190
 

 

 
 
 Pace, Harry H., 44, 49
 

 
 Pace, Kelly, 119
 

 
 Pace Jubilee Singers, 174, 362
 

 
 Pacheco, Johnny, 358n234, 508–509, 535
 

 
 Pachucki, Al, 503n291
 

 
 Pacific Jazz Records, 253
 

 
 Paderewski, Ignacy, 32
 

 
 Padgham, Hugh, 555, 620, 622
 

 
 Page, Hot Lips, 197
 

 
 Page, Jimmy, 390, 417, 447–448, 658
 

 
 Patti Page, 207, 229, 241, 246, 257
 

 
 Page, Richard, 582
 

 
 Page, Walter, 111, 149, 151, 201
 

 
 Paich, Marty, 244, 269, 295, 348, 469, 557
 

 
 Paige, Satchel, 158n7
 

 
 Paisley, Brad, 633
 

 
 Paisley Park Records, 584, 591
 

 
 Pajan, George, 659n83
 

 
 Paka, Toots, 36n151
 

 
 Paley, William, 123
 

 
 Pallenberg, Anita, 472
 

 
 Pallett, Owen, 671
 

 
 Palmer, Bee, 92
 

 
 Palmer, Carl, 526, 527
 

 
 Palmer, Earl, 207, 243, 251, 276, 277, 290, 304n503, 310
 

 
 Palmer, Robert (singer), 127, 695
 

 
 Palmer, Roy, 65
 

 
 Palmieri, Charlie, 509
 

 
 Palmieri, Eddie, 358
 

 
 Palmieri, Reno, 194
 

 
 Panama Pacific Exposition, 28
 

 
 Paneda, Allan, 659n83
 

 
 Panico, Louis, 55n64
 

 
 Pankow, James, 489
 

 
 Papagika, Marika, 69–70
 

 
 Pa-pa-go Records, 405
 

 
 Pappalardi, Felix, 424
 

 
 Paramount Jubilee Singers, 174, 270
 

 
 Paramount Records (1920s-‘30s company), 48, 51, 54, 75, 76, 88, 92, 98 (two records), 99, 99–100, 104
 

 
 Paramount Records (modern), 484, 511
 

 
 Parazaider, Walter, 489
 

 
 Parenthood as song subject, 468, 509
 

 
 Parham, Kitty, 286
 

 
 Parish, Mitchell, 99, 113, 141–142, 183–184, 295
 

 
 Parker, Charlie, 146, 165, 175, 193, 194, 195, 196, 205–206, 207, 215, 216, 221, 234, 252, 284, 300, 360n250, 492, 659
 

 
 Parker, Charlie, tribute in song, 289
 

 
 Parker, Chubby, 79
 

 
 Parker, Graham, 521
 

 
 Parker, Leroy, 45
 

 
 Parker, Little Junior, 129, 248, 313, 394, 511
 

 
 Parker, Maceo, 462, 534
 

 
 
 Parker, Robert, 220
 

 
 Parker, (“Colonel”) Tom, 456, 511
 

 
 Parkins, Barbara, 424
 

 
 Parks, Gordon, 477, 489
 

 
 Parkwood Records, 718
 

 
 Parlan, Horace, 311, 314
 

 
 Parliament (group), 534, 713n267
 

 
 Par-Lo Records, 407
 

 
 Parlophone Records, 120
 

 
 Parrish, Avery, 160
 

 
 Parrot Records, 390
 

 
 Parry, Dick (saxophonist), 499
 

 
 Parry, Richard (of Arcade Fire), 665, 686
 

 
 Parsons, Alan, 440, 499, 536, 679
 

 
 Parsons, Gene, 467
 

 
 Parsons, Gram, 439–440, 472, 513, 647
 

 
 Parton, Dolly, 399, 465, 478, 502–503, 506, 624
 

 
 Pasternack, Josef, 35
 

 
 Pastor, Tony (club owner), 37
 

 
 Pate, Johnny, 364, 471, 489n211
 

 
 Pathe Records, 38, 56, 79
 

 
 Patinkin, Mandy, 574
 

 
 Patrick, Al, 214
 

 
 Patterson, Brenda, 501
 

 
 Patterson, Lorenzo, 598
 

 
 Patton, Charley, 53n56, 73, 85, 86, 88–89, 100, 125, 255, 338, 340, 362, 383n7, 510, 606
 

 
 Paul, Alan, 559–560
 

 
 Paul, Billy, 492
 

 
 Paul, Clarence, 361–362, 396
 

 
 Paul, Les, 207, 244, 246
 

 
 Paul, Les, & Mary Ford, 246
 

 
 Paul, Sean, 705
 

 
 Paul, Terry, 501
 

 
 Pauling, Clarence, 296
 

 
 Pauling, Lowman, 296, 336, 362n256
 

 
 Paxton, George, 351n184
 

 
 Paxton, Tom, 376
 

 
 Paycheck, Johnny, 707
 

 
 Payne, Cecil, 217
 

 
 Payne, Don, 509
 

 
 Payne, Jack, 117
 

 
 Payne, John, 433
 

 
 Payne, Kim, 465
 

 
 Payne, Leon, 218–219
 

 
 Payne, Otis “Odie, ” 325, 394
 

 
 Payne, Sonny, 279
 

 
 Payne, Stanley, 144
 

 
 Payola investigations, 296
 

 
 Payton, Nicholas, 634, 651
 

 
 Peabody, Charles, 11
 

 
 Peaches & Herb, 539
 

 
 Peacock Records, 230
 

 
 Peakes, Lloyd, 492
 

 
 Pearl, Minnie, 203
 

 
 Peck, Gregory, 354
 

 
 Peckinpah, Sam, 501
 

 
 Pecon, Johnny, 211
 

 
 Pederson, Herb, 514
 

 
 Peer, Ralph, 47n17, 68, 69, 75, 76, 91, 93n277, 100, 107n58, 114–115, 138n236, 164n52, 178, 190n193, 228n10
 

 
 Peerless Quartet, 16, 17, 20, 58
 

 
 Pelt, Jeremy, 653
 

 
 Pelton, Shawn, 703
 

 
 Peluso, Tony, 608
 

 
 Pender, Mike, 371
 

 
 Pendergast, Tom, 80, 140
 

 
 Pendergrass, Teddy, 491–492, 513, 517, 661
 

 
 The Penguins, 286
 

 
 Penn, Arthur, 422
 

 
 Penn, Dan, 410, 418–419, 656
 

 
 Penn, Michael, 603
 

 
 Penn, Sean, 603, 655
 

 
 Pennebaker, D.A., 384
 

 
 Pentangle, 659
 

 
 Pentecostal church, 72, 99
 

 
 Pepper, Art, 183
 

 
 Pepper, Buddy, 246
 

 
 Pepys, Samuel, 330
 

 
 Percy, Thomas, 330
 

 
 Perez, Eddie, 712
 

 
 Perkins, Al, 670n155
 

 
 Perkins, Anthony, 329
 

 
 Perkins, Carl, 280, 290, 302
 

 
 Perlman, Itzak, 621
 

 
 Peruvian songs, 464
 

 
 Perkins, Rev. Purcell, 230
 

 
 Perren, Freddie, 539
 

 
 Peress, Maurice, 589–590
 

 
 Perry, Joe, 519, 523–524
 

 
 Perry, Katy, 675–676, 687, 700
 

 
 Perry, Linda, 657
 

 
 Peterik, Jim, 560
 

 
 Peters, Jon, 525
 

 
 Peters, Bernadette, 574
 

 
 Peters, Gretchen, 621
 

 
 Peters, Michael, 572
 

 
 Petty, Norman, 302
 

 
 Perry, Richard (producer), 493, 516
 

 
 Perry, Richard (of Arcade Fire), 671n160
 

 
 Perry, Steve, 557
 

 
 Personal recordings, 31–32
 

 
 Peter, Paul & Mary, 160, 219, 363, 394–395, 445, 475
 

 
 Peterson, Chuck, 173
 

 
 Peterson, Debbi & Vicki, 583
 

 
 Peterson, Oscar, 167, 270
 

 
 Peterson, Sylvia, 357, 359
 

 
 Pettibone, Shep, 604, 614
 

 
 Pettiford, Martell, 82
 

 
 Pettiford, Oscar, 185n164, 281
 

 
 Petrillo, James Caesar, 176, 208
 

 
 Petty, Norman, 400
 

 
 Petty, Tom (& the Heartbreakers), 548–549, 554, 654, 705
 

 
 Petway, Robert, 166, 227
 

 
 Peyton, Dave, 45
 

 
 Philadelphia International Records, 488, 491, 492, 513, 517, 521
 

 
 Philadelphia music scene, 54n58
 

 
 Philadelphia Orchestra, 590
 

 
 Philadelphia, songs concerning, 213
 

 
 Philadelphia, songs recorded in, 301, 437, 482
 

 
 Philles Records, 352, 362
 

 
 Phillips, Anthony, 588
 

 
 Phillips, Dewey, 260
 

 
 Phillips, Earl, 255, 338, 344
 

 
 Phillips, Esther, 267, 291
 

 
 Phillips, Flip, 167
 

 
 Phillips, John, 414, 495n248
 

 
 Phillips, Lou Diamond, 591
 

 
 Phillips, Michelle, 414, 655
 

 
 Phillips, Sam, 248, 255, 260, 280, 290, 297, 308, 386, 495
 

 
 Phillips, Utah, 567n121
 

 
 Phillips, Washington, 71–72, 93, 206
 

 
 Phillips, William, 705
 

 
 Phiri, Ray, 588
 

 
 Phonograph, early history, 3
 

 
 Phosphorescent, 697
 

 
 Photographs, songs concerning, 670–671, 674, 700
 

 
 Piaf, Edith, 232, 529, 614, 625, 637
 

 
 Piano-and-voice recordings, 125, 133–134, 188, 229, 229–230, 243, 319, 701
 

 
 Piano rolls, 32
 

 
 Piano, solo and feature recordings, 24, 26, 32, 37, 47, 54, 67, 86, 212, 214, 234, 236, 259, 284, 297, 340–341, 353, 373, 396, 402, 525, 531, 603–604
 

 
 Pickard, Herbert “Pee Wee, ” 278
 

 
 Pickering, Nigel, 421
 

 
 Pickett, Dan, 278
 

 
 Pickett, Phil, 571
 

 
 Pickett, Wilson, 278, 406, 410
 

 
 Pickford, Mary, 465
 

 
 Pied Pipers, 163, 177, 192
 

 
 Pierce, Darryl, 592
 

 
 Pierce, Don, 312, 369
 

 
 Pierce, Webb, 75, 250–251, 337
 

 
 Pierpont, James S., 408
 

 
 Pierson, Kate, 600
 

 
 Pilgrim Travelers, 212, 282, 521
 

 
 Pine Top & Lindberg, 236
 

 
 Pink (Alecia Moore), 657, 686–687
 

 
 
 Pink Floyd, 498–499, 526, 548, 553n35
 

 
 Pinkney, Bill, 212, 262
 

 
 Pipkin, Kanene, 696
 

 
 Pirner, Dave, 617
 

 
 Pitney, Gene, 339, 348, 352, 510, 707
 

 
 Pitt, Kathryn, 629
 

 
 Pitts, Charles “Skip, ” 477
 

 
 Pittsburgh Pirates, 334, 540
 

 
 Pittsburgh, songs recorded in, 288
 

 
 Pittsburgh Steelers, 538
 

 
 Plain White T’s, 672–673
 

 
 Plant, Robert, 447–448, 483, 659, 674
 

 
 The Platters, 141, 266, 276, 301
 

 
 
 Playboy Playmate as song subject, 557
 

 
 Player pianos, 32
 

 
 “Play-party” songs, 53
 

 
 Play-Tone Records, 631
 

 
 Poco, 440, 600
 

 
 Pohlman, Ray, 352
 

 
 Poitier, Sidney, 343
 

 
 Polanski, Roman, 507, 640
 

 
 The Police, 539, 568, 572, 594, 620, 634
 

 
 Polish music, 84, 190
 

 
 Polka music, 211
 

 
 Pollack, Ben, 138, 189
 

 
 Pollack, Sidney, 551, 584
 

 
 Pollack, Channing, 47–48
 

 
 Polydor Records, 539, 669, 697
 

 
 PolyGram Records, 608, 612, 634
 

 
 Pomus, Doc, 282–283, 291, 332–333, 611–612, 717
 

 
 Poole, Charlie, 59, 68, 142
 

 
 Pooler, Frank, 468
 

 
 Porcaro, Jeff, 612n65
 

 
 Porter, Arthur, 254
 

 
 Porter, Cole, 103, 112, 129, 139, 188–189, 197, 198, 270 (two songs), 271, 289, 357
 

 
 Porter, David, 477n141
 

 
 Porter, George, 512n349
 

 
 Porter, Gregory, 701
 

 
 Porter, John, 587n254
 

 
 Porter, Steve, 22, 26
 

 
 Portrait Records, 571, 577
 

 
 Portuondo, Omara, 637
 

 
 Potter, Brian, 514
 

 
 Potts, Sylvester, 351
 

 
 Pounds, Raymond, 524
 

 
 Powell, Bud, 234–235, 284
 

 
 Powell, Dick, 130
 

 
 Powell, Eleanor, 129
 

 
 Powell, Ernie, 141
 

 
 Powell, Jesse, 285
 

 
 Powell, Jimmy, 372
 

 
 Powell, Michael J., 587
 

 
 Powell, Richie, 259, 272
 

 
 Powell, Roger, 531n456
 

 
 Powell, Rudy, 134n211
 

 
 Powell, Vance, 230
 

 
 Power, John, 609
 

 
 Power, Tyrone, 116
 

 
 Powers, Fiddlin’, 146
 

 
 Powers, Tony, 421
 

 
 Pozo, Chano, 535
 

 
 Prado, Perez, 177, 228, 265, 530n455; 
  photo, 229
 

 
 Praetorius, Michael, 494n243
 

 
 Prater, Matthew, 32, 75
 

 
 Prelude (group), 465
 

 
 Preminger, Otto, 343
 

 
 Presley, Elvis, 201, 209, 243, 248, 251n148, 256, 260, 264–265, 275, 280, 290, 308, 331–332, 388, 408, 421, 436, 456, 482, 490, 511, 558, 588, 611, 641, 685, 687, 715; 
  photos, 265, 332
 

 
 Pressier, June, 285
 

 
 Prestige Records, 252, 272, 275
 

 
 Preston, Billy, 440, 457, 466, 543–544
 

 
 Preston, Robert, 298
 

 
 The Pretenders, 533, 549
 

 
 Pretty Things, 441
 

 
 Previn, Andre, 424–425
 

 
 Previn, Dory Langdon, 424–425
 

 
 Price, Chris, 550
 

 
 Price, Lloyd, 243–244, 310
 

 
 Price, Lon, 559
 

 
 Price, Ray, 306, 336, 337, 461, 467, 496, 504
 

 
 Price, Sammy, 141, 207
 

 
 Price, Vincent, 572
 

 
 Prima, Louis, 202, 253, 281–282
 

 
 Prince, 573, 574, 575, 583, 584, 591, 640, 648, 691, 699, 704, 715
 

 
 Prince, Charles A., 7, 24, 25, 26, 27, 30, 31, 35, 258
 

 
 Prince, Harold (Hal), 15, 574n170
 

 
 Prince, Hughie, 165
 

 
 Prince, Wesley, 183, 184, 202
 

 
 Prine, John, 478, 704
 

 
 Prisons, songs recorded in, 119
 

 
 Pritchard, Mike, 637
 

 
 Privett, Barry, 670–671
 

 
 Procol Harum, 417n227
 

 
 Procope, Russell, 203
 

 
 Professor Longhair, 220, 251–252, 292, 497
 

 
 Proffitt, Frank, 160–161
 

 
 Profile Records, 566
 

 
 Prohibition, 43, 116
 

 
 Prokofiev, Sergei, 429, 526, 583
 

 
 Prostitution, songs concerning, 103, 512
 

 
 Provogue Records, 713
 

 
 Pryor, Arthur, 6, 9, 12–13, 16, 17, 121n138; 
  photo, 13
 

 
 Prysock, Arthur, 199n250, 242n93
 

 
 Public Enemy, 594, 598, 599, 656
 

 
 Puckett, Riley, 59, 71, 84, 146
 

 
 Puente, Tito, 177, 325, 358, 469, 508, 712
 

 
 Puff Daddy (Sean Combs), 634–635, 699
 

 
 Pullen, Don, 603–604
 

 
 Pullman Porters Quartette, 10
 

 
 “Punk rock, ” introduction of term, 405n139
 

 
 Purdie, Bernard, 402n123, 471, 479, 487, 522
 

 
 Pure Prairie League, 624
 

 
 Puth, Charlie, 712–713
 

 
 Putnam, Norbert, 463, 478n143, 489n207
 

 
 Puzey, Leonard, 215
 

 

 
 
 Quander, Dianne, 587
 

 
 Queen, 531, 533n475, 540n528, 576n181, 679
 

 
 Queen Latifah, 559
 

 
 ? and the Mysterians, 405
 

 
 Quezergue, Wardell, 385n23
 

 
 Quick, Clarence E., 288
 

 
 Quills (musical instrument), 78
 

 
 Quintette of the Hot Club of France, 131–132
 

 
 Quinn, Bill, 228n8, 312
 

 
 Quinn, Dan W., 4, 9
 

 
 Quinn, Johnny, 669
 

 
 Quinochette, Paul, 262
 

 

 
 
 Rabbitt, Eddie, 456, 550n16
 

 
 Rabbit Foot Minstrels, 60
 

 
 Rabello, Rafaqel, 606
 

 
 Rabin, Trevor, 571
 

 
 Rachell, Yank, 86, 132
 

 
 Racially mixed recordings, early, 19, 51
 

 
 Racism and race relations, songs concerning, 78, 215, 392–393, 415–416, 431, 448, 470–471, 653 (also see 
 civil rights movement)
 

 
 The Raconteurs, 658, 687
 

 
 Raderman, Ernie, 43
 

 
 Radio, early history and landmarks, 45, 50, 51n38, 63, 122, 163
 

 
 Radio, transistor, introduction, 262
 

 
 Radiohead, 625–626, 635, 649, 689, 708
 

 
 Rado, James, 438
 

 
 Rae, Zak, 667
 

 
 Raeburn, Boyd, 118, 208, 260
 

 
 Raelettes, 272, 282, 310, 332, 353, 417
 

 
 Rafferty, Gerry, 534–535
 

 
 Raga songs, 405–406
 

 
 Ragavoy, Jerry, 373, 406, 420n249
 

 
 
 Ragni, Gerome, 438
 

 
 Ragtime, 3, 7, 8, 9, 14, 16, 17, 19, 21, 22, 24, 26, 30, 32, 33, 37, 75
 

 
 Rai music, 692–693
 

 
 Rainey, Chuck, 479, 487
 

 
 Rainey, Ma, 54, 55n69, 60, 76, 310
 

 
 Rainger, Ralph, 139
 

 
 Rains, Claude, 136
 

 
 Rainwater, Floyd & Lonnie, 128
 

 
 Raitt, Bonnie, 207, 207n298; , 603n8, 620, 624, 683n4; 
  photo, 620
 

 
 Raitt, John, 207, 258
 

 
 Raleigh, Ben, 288
 

 
 Ralton, Bert, 39
 

 
 Ram, Buck, 183, 266, 276, 301
 

 
 Rama Records, 285
 

 
 Ramey, Ben, 81
 

 
 Ramirez, Roger “Bam, ” 187–188
 

 
 Ramone, Phil, 373n341, 406n144, 500, 525, 532, 551, 604
 

 
 Ramones, 537
 

 
 Ramos, Michael, 629
 

 
 Randazzo, Terry, 376–377
 

 
 Randolph, Irving, 129
 

 
 Randolph, Robert, 650
 

 
 Randolph, Vance, 52, 114, 711n252
 

 
 Raney, Wayne, 218
 

 
 Ranglin, Ernest, 372
 

 
 Rank, Bill, 64, 81n220, 101, 111
 

 
 Rapp, Danny, 295
 

 
 The Rascals, 430
 

 
 Raskin, David, 193, 197
 

 
 Raskin, Jonathan, 427
 

 
 Raskin, Milt, 173
 

 
 Raspberries, 488, 551, 617
 

 
 Ratcliff, Earl, 239
 

 
 Rateliff, Nathaniel, 715
 

 
 Rauch, Billy, 102n27
 

 
 Ravaux, Jacques, 439
 

 
 Ravel, Maurice, 147–148, 174, 182, 368, 653n46
 

 
 The Ravens, 195n225, 212–213, 215, 256
 

 
 Ravenscroft, Raphael, 534
 

 
 Rawls, Lou, 328, 521, 522n410
 

 
 Ray, Ada, 363
 

 
 Ray, Amy, 615, 617
 

 
 Ray, Jean, 394
 

 
 Ray, Johnnie, 239n72, 258
 

 
 Raye, Don, 165, 290
 

 
 Rayne-Bo Ramblers, 216
 

 
 Razaf, Andy, 90, Jan. 28, 1956

 
 RCA Records/RCA Victor history, 86, 213 (also see 
 Victor Records)
 

 
 RCA Records, 2000–2016, 654, 657, 664, 688, 692, 709, 710, 712
 

 
 RCA Victor, 1940s-1959, 168, 200, 221–222, 228, 234, 243, 256, 264, 279, 282, 289, 290, 311, 320
 

 
 RCA Victor, 1960- , 331, 350, 358, 383, 443, 447, 448, 456, 478, 490, 492, 494, 496, 502, 506, 511, 515, 524, 531, 565, 582, 585n244, 595, 599, 600
 

 
 Ronald Reagan, 534, 553, 554, 563, 588, 593, 603, 621
 

 
 Real World Records, 650
 

 
 Rebel Montez, 680
 

 
 Rebennack, Mac— see
 Dr. John
 

 
 Rechshaid, Ariel, 692, 717
 

 
 Record, Eugene, 478, 484
 

 
 Record sales (industry-wide), history, 51n38, 100, 112, 199, 538, 597, 644, 669, 686, 695, 716
 

 
 Recording technology— see
 Emile Berliner, Disc recordings, Thomas Edison, Electrical recording
 

 
 Records being played on radio, introduction, 122, 158
 

 
 Rector, Milton, 355
 

 
 Red Bird Records, 376, 385
 

 
 Red Headed Fiddlers, 84
 

 
 Redd, Hank, 524, 525, 552
 

 
 Redding, Noel, 419n240
 

 
 Redding, Otis, 393, 395, 398, 408, 410, 411, 477, 599n321, 692, 715
 

 
 Reddy, Helen, 487–488
 

 
 Redford, J.E.C., 695
 

 
 Redford, Robert, 520, 572, 584
 

 
 Redman, Don, 55–56, 60, 85, 130, 131, 134
 

 
 RedOne (producer), 693
 

 
 Reese, Florence, 633
 

 
 Reed, Blind Alfred, 93–94
 

 
 Reed, Dock, & Henry Reed, 133
 

 
 Reed, Eric, 616
 

 
 Reed, Jerry, 29
 

 
 Reed, Jimmy, 173, 338, 339, 343–344
 

 
 Reed, Lou, 415, 496, 717
 

 
 Reed, Lula, 272
 

 
 Reed, Mary, 338, 343
 

 
 Reed, Wayton, 402n123
 

 
 Reese, Della, 407n148
 

 
 Reeve, Christopher, 538
 

 
 Reeves, Jim, 320
 

 
 Reeves, Martha, 583
 

 
 Reggae music, 441, 495–496, 518, 527, 566; also see 
 Ska
 

 
 Regina, Elis, 505, 561
 

 
 Regney, Noel, 367
 

 
 Reid, Antonio “L.A., ” 662n106
 

 
 Reid, Billy, 200
 

 
 Reid, Carl, 82
 

 
 Reid, Neil, 143
 

 
 Reid, Tim, 202
 

 
 Reid, Vernon, 598
 

 
 Reincarnation, songs concerning, 529, 578
 

 
 Reinhardt, Django, 131–132, 192, 520
 

 
 Reisman, Leo, 112–113, 190
 

 
 Reitman, Jason, 665
 

 
 Religious faith as song subject, 234, 466, 496, 589 (also see 
 Gospel recordings, separate)
 

 
 R.E.M., 567–568, 644, 648n16, 686
 

 
 Remi, Salaam, 671n166, 693
 

 
 Remick, Jerome H., 14
 

 
 Remington, Herb, 336
 

 
 Renaissance (group), 507, 516, 618, 639
 

 
 Renard, Jacques, 180
 

 
 Rene, Otis,

 
 Reno, Don, 494
 

 
 Reprise Records, 386, 414, 417, 419, 420, 422, 432, 439, 441, 457, 463, 465, 468, 474, 481, 486, 510, 511, 513, 521, 598, 600, 603, 616, 617, 630, 637, 666, 718
 

 
 Republic Records, 708, 715
 

 
 Retondo, Mike, 672
 

 
 Reuss, Allen, 129, 130
 

 
 Reuss, Nate, 690
 

 
 The Revelers, 195
 

 
 Rew, Kimberley, 578
 

 
 Rex/Keenophone Records, 24
 

 
 Rexford, Eben, 11–12
 

 
 Rexha, Bebe, 701
 

 
 Rey, Alvino, 665
 

 
 Reyes, Julio, 698
 

 
 Reyes, Nicolas, 597
 

 
 Reynolds, Burt, 560
 

 
 Reynolds, Nick, 316
 

 
 Reynolds, Robert, 712
 

 
 Rhino Records, 252
 

 
 Rhodes, Leon, 395
 

 
 Rhodes, Michael, 596
 

 
 Rhodes, Stan, 202, 252
 

 
 Rhythm & blues, early/landmark recordings, 160, 196–197, 201
 

 
 Rice, Damien, 660
 

 
 Rice, Mack, 406, 476
 

 
 Rice, Tim, 455–456, 465–466
 

 
 Rich, Buddy, 102n29, 163, 173, 221
 

 
 Rich, Charlie, 495, 706
 

 
 Rich, Dave, 306
 

 
 Rich, Don, 396
 

 
 Richards, Billy & Roy, 256, 267
 

 
 Richards, Keith, 294, 410, 432n326, 442–443, 471, 472, 485–486, 

 
 Richardson, Elliot, 502
 

 
 Richardson, Karl, 522
 

 
 Richardson, Larry, 425
 

 
 Richardson, W.L., 614
 

 
 Richie, Lionel, 569, 576, 611
 

 
 Richman, Harry, 98, 120
 

 
 Richmond, Dannie, 289, 311, 314
 

 
 Richmond, Fritz, 401n118
 

 
 
 Ricks, Jimmy, 213, 215, 256
 

 
 Riddick, Clyde, 171
 

 
 Riddle, Nelson, 229, 230, 239, 247, 268, 270, 285, 302, 303, 304, 326, 354, 355, 569–570
 

 
 Ridenour, Carlton (“Chuck D”), 594
 

 
 Ridgeley, Andrew, 593
 

 
 Ridgley, Tommy, 373
 

 
 Righteous Brothers, 389
 

 
 Rihanna, 673, 701–702
 

 
 Riley, Jeannie C., 694
 

 
 Riley, Lawrence “Judge, ” 201
 

 
 Rimes, LeAnn, 190n194, 629, 630n165
 

 
 Rimsky-Korsakov, Nikolai, 131, 516
 

 
 Rinehart, Bear & Bo, 690
 

 
 Ring shouts, 9, 264
 

 
 Ringle, Dave, 105
 

 
 Rinker, Al, 107
 

 
 Rinzler, Ralph, 367n291
 

 
 Rip Chords, 543
 

 
 Riser, Paul, 384n15, 467
 

 
 Ritchie, Jean, 160, 329–330
 

 
 Ritter, Tex, 242
 

 
 Riva Records, 583, 585
 

 
 Rivers, Johnny, 264, 392, 393n63, 405, 416, 429, 438
 

 
 The Rivieras, 351n184
 

 
 Riverside Records, 270, 281, 325 (two records), 340
 

 
 Rivingtons, 305
 

 
 Rivkin, David, 584
 

 
 Roach, Max, 162n37, 186, 234, 259, 272, 275, 281, 360n250
 

 
 Roaring Lion (Hubert Raphael Charles), 127, 141, 157–158, 407
 

 
 Robbins, Cory, 566
 

 
 Robbins, Hargus, 426, 503
 

 
 Robbins, Jerome, 299
 

 
 Robbins, Marty, 315, 627, 630
 

 
 Roberts, Bob, 23
 

 
 Roberts, George, 270
 

 
 Roberts, Howard, 305, 352
 

 
 Roberts, Joan, 184–185
 

 
 Roberts, Johnny, 372
 

 
 Roberts, Julia, 475, 613
 

 
 Roberts, Kenny, 629
 

 
 Roberts, “Lucky” (C. Luckeyth), 172
 

 
 Roberts, Marcus, 589
 

 
 Roberts, Paul, 173
 

 
 Robertson, A.C. (Eck), 48–49, 91–92
 

 
 Robertson, Don, 256
 

 
 Robertson, Robbie, 358–359, 446–447, 518, 619, 653
 

 
 Robeson, Paul, 134, 157, 178, 215, 460, 461, 662; 
  photo, 157
 

 
 Robey, Don, 248n135, 263, 302, 337, 345, 370
 

 
 Robie, John, 559
 

 
 Robin, Leo, 139
 

 
 The Robins, 256–257, 267–268, 291
 

 
 Robinson, Dawn, 613
 

 
 Robinson, Earl, 157, 204, 215, 460
 

 
 Robinson, Eddie, 192
 

 
 Robinson, Edward G., 114
 

 
 Robinson, Fenton, 302, 567
 

 
 Robinson, Jessie May, 229, 234
 

 
 Robinson, Jackie, 203
 

 
 Robinson, Les, 164
 

 
 Robinson, McElvoy, 398
 

 
 Robinson, Roscoe, 239
 

 
 Robinson, Smokey, 353, 370, 384, 391, 403, 416, 437
 

 
 Robinson, Sylvia, 277
 

 
 Robison, Carson, 61, 114, 146
 

 
 Robison, Willard, 195
 

 
 Robledo, Julian, 50
 

 
 Robles, Daniel Alomia, 464
 

 
 Robyn, Abe “Bunny, ” 256
 

 
 Robyn, Alfred G., 17
 

 
 Roc-a-Fella Records, 667, 698
 

 
 Rock, Bob, 610
 

 
 Rock and roll, precursors, 49–50, 196–197, 201
 

 
 Rock and roll, early history, 243, 260, 260, 264
 

 
 Rock operas, 441
 

 
 Rockwell, Norman, 37
 

 
 Rodin, Gil, 138
 

 
 Rodney, Winston, 518–519
 

 
 Rodgers, Jimmie, 68, 69, 74–75, 76n196, 77, 90–91, 93n277, 100, 143, 181n144, 242, 250, 500
 

 
 Rodgers, Jimmie (1950s/’60s artist), 401
 

 
 Rogers, Jimmy (bluesman), 261, 266
 

 
 Rodgers, Nile, 540, 540–541, 575–576, 600, 697
 

 
 Rodgers, Richard, 184–185, 188, 198, 200, 207, 216, 244, 246, 253–254, 285–286, 309, 311, 319, 334, 357–358, 383, 399, 424n268, 512, 529–530, 556
 

 
 Rodney, Red, 215
 

 
 Rodriguez, Arsenio, 535
 

 
 Rodriguez, Rico, 555
 

 
 Rodriguez, Rudy & Frank, 405
 

 
 Rogers, Bobby, 353, 370
 

 
 Rogers, Ernest, 74
 

 
 Rogers, Evan, 673
 

 
 Rogers, Garnet, 555
 

 
 Rogers, Ginger, 101, 127, 182; 
  photo with Fred Astaire, 128
 

 
 Rogers, Kenny, 537, 569, 585
 

 
 Rogers, Leo, 253n163
 

 
 Rogers, Roy, 117
 

 
 Rogers, Smokey, 204
 

 
 Rogers, Stan, 555–556, 574; 
  photo, 556
 

 
 Rogers, Walter B., 14, 15, 19, 25, 26, 28
 

 
 Roker, Wally, 285
 

 
 Roland, Gene, 208n302
 

 
 Rolie, Gregg, 557
 

 
 Rolling Stones, 340, 373, 396, 398, 406, 410, 432n326, 442–443, 471, 472, 485–486, 488, 519, 535, 661n96, 680; 
  photo, 486
 

 
 Rolling Stones Records, 471, 472, 485, 535
 

 
 Rollings, Matt, 617
 

 
 Rollini, Adrian, 58
 

 
 Rollins, Jack, 256
 

 
 Rollins, Sonny, 188, 272, 274, 275, 281, 334n82, 361, 413, 424n268, 714
 

 
 Romanian artists, 30
 

 
 Romberg, Sigmund, 55, 182
 

 
 Rome, Harold, 184
 

 
 Romero, George, 572
 

 
 The Ronettes, 362, 443, 539, 689
 

 
 Ronnell, Ann, 110–111
 

 
 Ronson, Mark, 671, 672, 708n218, 709
 

 
 Ronstadt, Linda, 211n316, 364, 462–463, 465, 472n111, 481, 498, 514n357, 523, 532, 556, 569–570, 581, 664
 

 
 Rooftop Singers, 371n326
 

 
 Rooney, Mickey, 182
 

 
 Roosevelt, Eleanor, 176, 178
 

 
 Roosevelt, Franklin D., 110, 114, 118, 157, 173, 194
 

 
 Roosevelt, Franklin D., as song subject, 218, 629–630
 

 
 Roosevelt, Theodore, 9, 16, 176
 

 
 Root, George Frederick, 13
 

 
 The Roots, 716n291
 

 
 Roppolo, Leon, 49, 51
 

 
 Rorer, Posey, 59, 231
 

 
 Rosa, Robi, 641
 

 
 Rose, Billy, 141, 184, 188
 

 
 Rose, David, 297
 

 
 Rose, Fred, 174 (also see 
 Acuff-Rose)
 

 
 Rose, Herman, 79
 

 
 Rose, Liz, 709–710
 

 
 Rose, Pete, 581
 

 
 Rose, Phil, 242
 

 
 Rose, (Rev.) T.T., & Singers, 99, 270
 

 
 Rosene, Barbara, 79, 172
 

 
 Ross, Diana, 199, 374, 383, 389, 404, 447, 462, 541, 569, 575, 581
 

 
 Ross, Jerry, 258
 

 
 Ross, Margaret, 350
 

 
 Ross, Shirley, 139
 

 
 Rosse, Eric, 667
 

 
 Rossington, Gary, 514
 

 
 Roswell Records, 688
 

 
 Rota, Nino, 484–485, 652–653
 

 
 Rothchild, Paul, 413, 443n401, 473
 

 
 Rothrock, Walter, 77
 

 
 Rotolo, Suze, 363
 

 
 
 Rotsey, Martin, 594
 

 
 Rotten, Johnny, 527
 

 
 Rough Trade Records, 595
 

 
 Roulette Records, 295, 338, 358
 

 
 Rounder Records, 31, 131, 141, 561, 624, 633, 665
 

 
 Roundtree, Richard, 477
 

 
 Rourke, Andy, 577
 

 
 Rourke, Michael, 31
 

 
 Rouse, Charlie, 205
 

 
 Rouse Brothers, 145
 

 
 Rowling, J.K., 635
 

 
 Roxon, Lillian, 487n200
 

 
 Roxy Music, 560, 626
 

 
 Royal, Billy Joe, 435
 

 
 Royal, Ernie, 307
 

 
 Royal, Marshall, 279
 

 
 The Royals— see
 Hank Ballard & the Midnighters
 

 
 Royer, Robb, 470n89
 

 
 RPM Records, 263, 280
 

 
 RRP Records, 712
 

 
 RSO Records, 522, 530
 

 
 Rubin, Jerry, 432
 

 
 Rubin, Rick, 592
 

 
 Rubinstein, Ida, 148
 

 
 Rubinson, David, 506
 

 
 Ruby & the Romantics, 356
 

 
 Ruby, Jack (producer), 518
 

 
 Rubyworks Music, 705
 

 
 Rudd, Phil, 553
 

 
 Rudzinski, Bruno, 190
 

 
 Ruffhouse Records, 640
 

 
 Ruffin, David, 370, 391, 403, 444
 

 
 Ruffino, Joe, 219
 

 
 Rugg, Hal, 426
 

 
 Rugolo, Pete, 215n345, 261
 

 
 Rumsey, Howard, 187n175
 

 
 The Runaways, 558
 

 
 Rundgren, Todd, 530–531
 

 
 Run-DMC, 524, 566
 

 
 Rupe, Art, 212, 243
 

 
 Rush, Otis, 324–325
 

 
 Rush, Tom, 427, 457
 

 
 Rushing, Jimmy, 90, 135, 201, 213, 252
 

 
 Russell, Andy, 315
 

 
 Russell, Bill, 402
 

 
 Russell, Bobby, 465
 

 
 Russell, Brenda, 606–607
 

 
 Russell, Catherine, 703
 

 
 Russell, Curly, 195, 196, 234
 

 
 Russell, George, 340
 

 
 Russell, Jane, 247
 

 
 Russell, Ken, 441
 

 
 Russell, Larry, 246
 

 
 Russell, Leon, 391, 399, 400, 418
 

 
 Russell, Luis, 86, 92
 

 
 Russell, Pee Wee, 92, 190, 191
 

 
 Russell, Tom, 626–627
 

 
 Russia as song subject, 582–583
 

 
 Russian Revolution, 37
 

 
 Russian songs, 164
 

 
 Rust, Brian, 24
 

 
 Ruth, Babe, 56, 70, 142, 145, 506
 

 
 Ruther, Wyatt, 259
 

 
 Rutherford, Mike, 588
 

 
 Ruthless Records, 597
 

 
 RX Records, 335
 

 
 Ryan, Charlie, 233
 

 
 Ryan, Gary, 558
 

 
 Ryan, Meg, 363
 

 
 Ryder, Mitch (& the Detroit Wheels), 406, 585
 

 
 Ryder, Noah Walker, 20
 

 
 Ryker, Doc, 63
 

 
 Rykodisk Records, 642
 

 
 Ryles, John Wesley, 558n65
 

 
 Rzenik, John, 639–640
 

 

 
 
 Sacca, Jimmy, 265
 

 
 Sachs, Manie, 174, 180n136
 

 
 Sacred harp singing, 76
 

 
 “Sacred steel” guitar, 629–630, 650–651
 

 
 Sade (Helen Folasade Adu), 577
 

 
 Sadler, Eric, 594
 

 
 Sagan, Carl, 552, 714
 

 
 Sager, David, 17
 

 
 Sailers, Emily, 615, 617
 

 
 Sailes, Jesse, 263
 

 
 St. Cyr, Johnny, 52
 

 
 St. John, Ray, 577
 

 
 St. Louis Louisiana Purchase Exposition, 13, 28
 

 
 St. Louis musical traditions, 7n20
 

 
 St. Louis, recordings made in, 80
 

 
 St. Louis, songs concerning, 44, 46, 48, 108, 189
 

 
 Saldana, David and Hector, 684
 

 
 Salinger, J.D., 236
 

 
 Salsa music, 508–509, 535, 698
 

 
 Salt-n-Pepa, 634
 

 
 Salvato, John, 351
 

 
 Salzman, Buddy, 355
 

 
 Salzman, Harry, 418n231
 

 
 Sam & Dave, 449, 477
 

 
 Sam the Sham & the Pharaohs, 385–386
 

 
 Samba, 177–178, 372, 433–434
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 San Francisco/Panama Pacific Exhibition, 28
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 Schmeling, Max, 137
 

 
 
 Schmitt, Al, 312, 609
 

 
 Schneider, Fred, 600
 

 
 Schneider, Rob, 710
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 Scott, Jimmy (songwriter), 620
 

 
 Scott, Joe, 263, 337, 345, 370
 

 
 Scott, Little Jimmy (jazz singer), 242
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 Seurat, Georges, 574
 

 
 Seussdorf, Karl, 193
 

 
 78 rpm singles, phaseout, 291
 

 
 Sewell, Marvin, 666
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 Sholokhov, Mikhail, 346
 

 
 Shore, Dinah, 187
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 Silva, Myrta, 508
 

 
 Silver, Al, 248, 333n74
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 Simmons, Russell, 550, 566, 592
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 Simpkins, Lewis, 242
 

 
 Simpson, Sturgill, 706, 714n277
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 Sims, Joe, 21, 60
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 Sims, Zoot, 208, 318
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  photo, 235
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 Smith, Al, 338
 

 
 Smith, Arlene, 297
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 Smith, Kate, 171
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 Sobule, Jill, 676
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 Soileau, Leo, 87, 121
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 Spark Records, 256
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 The Specials, 555
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 Stanley Brothers (Carter & Ralph), 73, 221, 232–233, 244, 260, 359, 367n292, 425, 649
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 Staple Singers, 387, 476–477, 483–484, 664
 

 
 Staples, Mavis, 387, 476, 483, 664, 665
 

 
 Staples, Neville, 555
 

 
 Staples, Roebuck “Pop, ” 387, 476, 483
 

 
 Stapleton, Chris, 714
 

 
 Starday Records, 312, 318, 359, 360
 

 
 The Starfires, 389
 

 
 Star Talent Records, 220
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 Starland Vocal Band, 513
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 Statman, Andy, 631
 

 
 Status Quo, 576
 

 
 Stax Records, 341, 395, 398, 408, 476, 477, 482–483, 715
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 Steals, Melvin & Mervin, 493–494
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 Stefani, Gwen, 657
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 Stegmeyer, Bill, 199
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 Steinberg, Billy, 575
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 Steiner, Armin, 469
 

 
 Steiner, Jacqueline, 316
 

 
 Steiner, Max, 112, 324
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 Stephenson, Karl, 619–620
 

 
 Stephenson, Wolf, 558
 

 
 Stepney, Charles, 384, 515
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 Sterling, Andrew, 14–15, 43
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 Stevens, Vol, 81
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 Stevenson, B.W., 562n88
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 Stiller, Ben, 494n241
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 Stipe, Michael, 567–568, 661
 

 
 Stitt, Sonny, 195, 360
 

 
 Stockwell, Dean, 356, 465
 

 
 Stoker, Gordon, 345
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 Stokes, Lowe, 107
 

 
 Stoller, Alvin, 270
 

 
 Stoller, Mike, 256–257, 267–268, 270, 291–292, 303, 318, 332–333, 346, 376, 385
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 Stone, Jesse, 209, 251, 272, 318
 

 
 Stone, Lew, 117n116
 

 
 Stoneman, Ernest V., 59, 69, 126, 146
 

 
 Stoneman, Scotty, 319
 

 
 Stookey, Paul, 363, 393, 475
 

 
 Storch, Scott, 657
 

 
 Stordahl, Axel, 163, 177, 198, 294, 326, 386
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 Stover, Don, 293–294
 

 
 Strachwitz, Chris, 425
 

 
 Strait, George, 564, 585, 624, 643, 674, 714
 

 
 Straithairn, Tay, 689
 

 
 Strange, Billy, 401, 402
 

 
 Strassman, Rick, 706
 

 
 Strauss, Johann, 136
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 Strayhorn, Billy, 357, 360, 477n141, 612
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 Streep, Meryl, 584
 

 
 The Street People, 510
 

 
 Streisand, Barbra, 48, 504–505, 507, 510, 524–525, 529, 627
 

 
 Strickfaden, Charles, 110
 

 
 Strickland, Keith, 600
 

 
 Stricklin, Al, 164
 

 
 String band recordings (hillbilly), 59, 66, 106–107
 

 
 String bands, African-American, 84–85, 98n2
 

 
 String bass, records featuring, 64
 

 
 Stripling, Charles, 83
 

 
 Stripling Brothers, 83, 367
 

 
 The Strokes, 654
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 Stuart, Hamish, 616
 

 
 Stuart, Marty, 578n200
 

 
 Stubblefield, Clyde, 431
 

 
 Stubbs, Levi, 389, 409, 412–413; 
  Levi Stubbs as inspiration for song, 587
 

 
 Stulce, Fred, 131
 

 
 Sturdivant, Bozie, 327
 

 
 The Stylistics, 482, 522
 

 
 Styne, Jule, 187, 198–199, 303
 

 
 Styx, 679
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 Sugarman, Neal, 665n120
 

 
 Sullivan, Ed, 209, 369
 

 
 Sullivan, Frankie, 560
 

 
 Sullivan, Jeri, 192
 

 
 Sullivan, Joe, 151
 

 
 Sullivan, Maxine, 189n188
 

 
 Sumlin, Hubert, 255, 340
 

 
 Summer, Donna, 529, 536
 

 
 Summers, Isabella, 692
 

 
 Summertime songs (in subject matter), 11, 15, 26, 307–308, 324, 391, 403, 421, 489, 490, 501, 689
 

 
 Sumner, Bernard, 550
 

 
 Sumner, J.D., 511
 

 
 Sun Records, 248, 260, 264, 290, 297, 303
 

 
 The Sundays, 604
 

 
 Sunnyland Slim, 170n91
 

 
 Sunset Four Jubilee Singers, 387
 

 
 Sunshine Records, 46
 

 
 Super Bowl, 435, 538, 557, 607, 608, 674
 

 
 Superman, 137, 538, 652
 

 
 Supreme Court (U.S.) rulings, 7, 255, 391, 649, 684, 714
 

 
 Supreme Records, 213
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  photo, 404
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 Suttles, Warren, 215
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 Swamp Dogg, 707
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 Swartz, Harvue, 631
 

 
 Sweatman, Wilbur, 19, 33–34, 50n33, 134; 
  photo, 34
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 Swift, Taylor, 493n230, 685–686, 688n44, 708–709
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 Tamla Records, 344, 353, 361, 365, 384, 396, 401, 416, 419, 426, 440, 461, 473, 475, 496, 508, 524, 525, 551
 

 
 Tampa Red, 50, 64, 76, 81–82, 85, 89, 168, 247, 280
 

 
 Tamblyn, Russ, 299
 

 
 Tamopol, Bill, 327
 

 
 Tangerine Dream, 532
 

 
 Tango (dance), 26–27
 

 
 Tanner, Eugene & John, 296
 

 
 Tanner, Gid (& Skillet Lickers), 52n50, 71, 106–107, 146, 233
 

 
 Tarantino, Quentin, 375, 590
 

 
 Tarlton, Jimmy, 71
 

 
 Tarplin, Marv, 353, 370
 

 
 Tarras, Dave, 631
 

 
 The Tarriers, 495
 

 
 Tarto, Joe, 90, 105
 

 
 Tartt, Ruby Pickens, 133
 

 
 Tasia, Joe, 437
 

 
 Tate, Grady, 421
 

 
 Tatum, Art, 214–215; 
  photo, 220
 

 
 Tatum, Robbie, 285
 

 
 Taupin, Bernie, 463, 497, 502, 615
 

 
 Tavares, 522
 

 
 Taylor, Cecil, 402–403
 

 
 Taylor, Creed, 372–373, 433
 

 
 Taylor, Eddie, 344
 

 
 Taylor, Hound Dog, 337
 

 
 Taylor, Irene, 110–111
 

 
 Taylor, James, 470, 472, 481, 493, 512n346, 556
 

 
 Taylor, James “J.T., ” 552
 

 
 Taylor, Jasper, 134
 

 
 Taylor, Johnnie, 462
 

 
 Taylor, Koko, 327, 402
 

 
 Taylor, Merle “Red, ” 231
 

 
 Taylor, Otis, 655
 

 
 Taylor, Richard, 520
 

 
 Taylor, Sam “The Man, ” 251, 254, 257, 284
 

 
 Taylor, Shea, 660n86
 

 
 Tchaikovsky, Pyotr, 18, 182
 

 
 Teagarden, Jack, 83, 108, 191, 199
 

 
 Tears for Fears, 578–579, 606, 661
 

 
 Tedder, Ryan, 689, 690
 

 
 Teddy Bears, 543
 

 
 Tedesco, Tommy, 352, 416
 

 
 
 Tee, Richard, 551
 

 
 Teigen, Chrissy, 701
 

 
 Telarc Records, 662
 

 
 Telephone, songs concerning, 28–29
 

 
 Television, early history, 205, 209, 236, 238
 

 
 Tempchin, Jack, 581
 

 
 Temperton, Rod, 572
 

 
 Temple, George, 87
 

 
 Templeman, Ted, 477, 481, 538
 

 
 Tempo, Nino, 142
 

 
 The Temptations, 351, 370, 391, 403, 444, 573
 

 
 10 C.C., 404
 

 
 Tench, Benmont, 581
 

 
 Tennessee, songs concerning, 425–426, 703, 714
 

 
 Tennessee, songs recorded in— see
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 Terran, Tony, 570
 

 
 Terrell, Tammi, 402, 419, 426–427, 462
 

 
 Terrell, Ty, 267
 

 
 Terrell, Wilbur, 422
 

 
 Terrorism, 490, 608, 653, 655, 656–657
 

 
 Terry, Andrew “Mike, ” 349, 374n358, 383
 

 
 Terry, Casey, 584
 

 
 Terry, Clark, 281, 421
 

 
 Terry, Johnny, 273
 

 
 Tex, Joe, 410, 497
 

 
 Texas music scene and traditions, 48n26, 78, 91n271
 

 
 Texas, songs concerning, 302, 395, 438, 683n7, 694, 706
 

 
 Texas, songs recorded in— see
 Dallas, Fort Worth, Houston, and San Antonio
 

 
 Texas Tornados, 513
 

 
 “Teye” (Teije Wijnterp), 627
 

 
 Thanksgiving, songs concerning, 422, 689
 

 
 Tharpe, Sister Rosetta, 140–141, 206–207, 633, 711
 

 
 Thatch, William, 78
 

 
 Thatcher, Betty, 507, 516
 

 
 Thatcher, Margaret, 555, 588
 

 
 Theater Owners Booking Association (TOBA), 60, 80
 

 
 Them (group), 390
 

 
 Thibault, Gillis, 439
 

 
 Thibeaux, Ernest, 216
 

 
 Thicke, Robin, 697n124, 703, 709n237
 

 
 Thiele, Bob, 302, 358, 421, 471n97
 

 
 Third Man Records, 658, 687
 

 
 Thom, Chris, 667
 

 
 Thomas, B.J., 481–482
 

 
 Thomas, Carla, 342n133, 477
 

 
 Thomas, Charles, 333
 

 
 Thomas, Chris, 549
 

 
 Thomas, Danny, 504
 

 
 Thomas, Dennis, 552
 

 
 Thomas, Edward, 204
 

 
 Thomas, Elvie, 98
 

 
 Thomas, George W., 54
 

 
 Thomas, Henry “Ragtime Texas, ” 78, 81, 125
 

 
 Thomas, Irma, 373
 

 
 Thomas, Joe, 118, 151
 

 
 Thomas, Marvell, 422
 

 
 Philip Michael Thomas, 581
 

 
 Thomas, Rob, 709n239
 

 
 Thomas, Rozonda “Chilli, ” 626
 

 
 Thomas, Rufus, 248
 

 
 Thomas, Vic, 383
 

 
 Thomas, Walter “Foot, ” 103
 

 
 Thomas, Zach, 700
 

 
 Thompkins, Russell, Jr., 482
 

 
 Thompson, Ashley, 73
 

 
 Thompson, Bobby, 238
 

 
 Thompson, “Sir” Charles, 192
 

 
 Thompson, Danny, 659
 

 
 Thompson, Edward, 144
 

 
 Thompson, Ernest, 69
 

 
 Thompson, Hank, 242–243
 

 
 Thompson, Linda, 565
 

 
 Thompson, Lucky, 200
 

 
 Thompson, Marshall, 478
 

 
 Thompson, Richard, 442, 565, 650, 651, 659; 
  photo, 659
 

 
 Thompson, Sonny, 254, 272, 337, 394n81
 

 
 Thompson, Wayne Carson, 418
 

 
 Thornhill, Claude, 166, 202, 215, 253
 

 
 Thornton, Big Mama, 256, 263, 276, 402, 425
 

 
 Thornton, James, 156
 

 
 Thorpe, Billy, 617
 

 
 Thrasher, Herbert & Andrew, 262
 

 
 Threadgill, Henry, 692
 

 
 Three Chuckles, 377
 

 
 Three Degrees, 660
 

 
 Three Dog Night, 215, 438, 443, 445–446, 486, 589
 

 
 Three Suns, April 7, 1958

 
 Three Tobacco Tags, 233
 

 
 Thurman, Uma, 375
 

 
 Thurston, Scott, 620
 

 
 Tico Records, 358, 469
 

 
 Tierney, Louis, 164
 

 
 The Tiger— see
 Growling Tiger
 

 
 Til, Sonny, 237
 

 
 Tilghman, Bill, 302
 

 
 Tillis, Mel, 537
 

 
 Tillis, Pam, 630n164
 

 
 Tillman, Curtis, 425
 

 
 Tillman, Georgeanna, 344
 

 
 Tillman, Floyd, 138
 

 
 Timbaland (Timothy Mosley), 656, 657–658, 668–669
 

 
 Timberlake, Justin, 657–658, 659, 703, 714
 

 
 The Time (group), 584
 

 
 Timmons, Bobby, 284n370, 309, 369n304
 

 
 Tindley, Charles A., 227–228
 

 
 Tipton, George, 444
 

 
 Tirio, Dave, 672
 

 
 The Titanic, 23, 530
 

 
 Titelman, Russ, 486n192, 586
 

 
 Tizol, Juan, 162
 

 
 Tjader, Cal, 353, 396
 

 
 TLC, 626, 660
 

 
 Todd, Mazy, 66
 

 
 The Tokens, 357, 359, 421
 

 
 Toles, Michael, 477n140
 

 
 Tommy Boy Records, 559, 599
 

 
 Tompkins, Chris, 669
 

 
 Toots & the Maytals, 441–442
 

 
 Top Dawg Records, 713
 

 
 Tops Records, 295
 

 
 Torde, George, 50
 

 
 Tork, Peter, 408
 

 
 Torme, Mel, 163, 169n84, 269, 295, 348, 469, 557, 701
 

 
 Toscanini, Arturo, 240
 

 
 Totem Records, 642
 

 
 Tough, Davey, 193
 

 
 Toussaint, Allen, 252, 373, 407, 497, 512
 

 
 Tout, John, 507, 516
 

 
 Tower Records, 567, 627n146, 669
 

 
 Townsend, Henry, 125
 

 
 Townsend, Irving, 313n569
 

 
 Townshend, Pete, 301, 441, 479
 

 
 Townson, Ron, 416, 438
 

 
 Tozer, Dave, 701
 

 
 Traffic (group), 432, 553
 

 
 Train (rock group), 679
 

 
 Trains, songs concerning, 61, 69, 70–71, 87, 93, 115, 119, 133, 145, 156, 203, 242, 245, 248, 280, 293, 293–294, 305, 324–325, 347, 414, 478, 633, 649–650, 650–651
 

 
 The Trammps, 525
 

 
 Transante, Jorge, 464n54
 

 
 Traore, Boubacar, 606
 

 
 Travers, Mary, 363, 445, 475
 

 
 Travis, Merle, 78, 116, 127, 140, 141, 185, 200, 204, 204–205, 213
 

 
 Travis, Randy, 564, 585, 624
 

 
 Travolta, John, 375, 630
 

 
 Treadway, Sonny, 651
 

 
 Tremeloes, 468
 

 
 Tribe Called Quest, 559
 

 
 
 Trinidad, recordings made in, 131, 141, 629 (also see 
 Calypso music)
 

 
 Trinidad, songs concerning, 191–192
 

 
 Trinity Choir, 22–23, 345
 

 
 The Triplets, 608
 

 
 Trojan Records, 441
 

 
 Trombone, songs featuring, 12–13, 16, 46–47, 106n52
 

 
 Tropea, John, 509
 

 
 Tropicalia, 652
 

 
 Trotman, Lloyd, 254, 283, 

 
 Trott, Steve, 342
 

 
 Troup, Bobby, 267, 559–560
 

 
 Troy, Doris, 443, 493n229
 

 
 Trucking and truckers, songs concerning, 360
 

 
 Truman, Harry, 194, 228, 234
 

 
 Trumbauer, Frankie, 57, 64, 66, 67, 92, 101, 111, 230
 

 
 Trumpet, records featuring, 85, 105, 187, 196, 198–199, 201, 259, 368, 588–589, 616, 634, 640, 651
 

 
 Trumpet Records, 236, 239
 

 
 The Trumpeteers, 205
 

 
 Tubb, Billy Talmadge, 395
 

 
 Tubb, Ernest, 306, 395
 

 
 Tubman, Harriet, 387
 

 
 Tucker, Alonza, 254
 

 
 Tucker, Ira, 239, 240
 

 
 Tucker, Maureen, 415
 

 
 Tucker, Sophie, 37, 44n3, 45n7, 60
 

 
 Tuff Records, 363
 

 
 Tufts, Sonny, 192
 

 
 Tukac, Robby, 640
 

 
 Tullock, Jake, 249
 

 
 Tully, Richard Walton, 36
 

 
 Tunney, Gene, 70
 

 
 Turkey trot (dance), 21, 25, 27
 

 
 Turkish music, 78
 

 
 Turnage, Raleigh, 205
 

 
 Turner, Ike & Tina, 264n236, 715
 

 
 Turner, Frank, 696–697
 

 
 Turner, Georgia, 139
 

 
 Turner, Jim, 48
 

 
 Turner, (Big) Joe, 140, 144, 214, 259, 298, 333
 

 
 Turner, Kylo & Rayfield, 212
 

 
 Turner, Tina, 289, 573, 715n
 

 
 Turner, Zeke, 218
 

 
 Turpin, Tom, 7, 18
 

 
 The Turtles, 392, 399, 599n321
 

 
 Tutson, Otto, 51
 

 
 Tutt, Ronnie, 511
 

 
 Twain, Mark, 344
 

 
 Twain, Shania, 637–638, 643; 
  photo, 638
 

 
 20th Century Records, 511
 

 
 Twilley, Dwight, 617
 

 
 The Twist as dance, 312, 349
 

 
 Twitty, Conway, 308
 

 
 Two-part 78s, early, 99–100, 101–102
 

 
 Two-Tone Records, 555
 

 
 Tyler, Alvin “Red, ” 208, 212, 251, 275, 290n402, 292n424, 407
 

 
 Tyler, Bonnie, 567
 

 
 Tyler, Steven, 519, 523–524
 

 
 Tyminski, Dan, 624
 

 
 Tyner, Charles, 80n210
 

 
 Tyner, McCoy, 334, 357, 358, 361, 366, 377
 

 
 Tyrell, Steve, 482n173
 

 
 Tyrell, Soozie, 613
 

 
 Tyson, Ian, 364–365, 436
 

 

 
 
 Ukrainian music, 63, 84
 

 
 Ukulele, records featuring, 53, 56, 618, 679
 

 
 Ulrich, Lars, 610
 

 
 Ulvaeus, Bjorn, 456, 525, 543
 

 
 Ulyate, George, 270
 

 
 Underwood, Carrie, 669
 

 
 Underwood, Marion, 135
 

 
 Underwood, Scott, 679
 

 
 Unger, George, 50
 

 
 Uni Records, 436, 463 (two records), 465, 490
 

 
 Unique Quartette, 4–5
 

 
 Unison Music Group, 695
 

 
 Unitas, Johnny, 310
 

 
 United Artists Records, 318, 334, 342, 395, 414, 481, 485, 493, 500–501, 534, 537
 

 
 United Records, 242
 

 
 United States Marine Band, 3 (two songs), 5, 6, 9, 32
 

 
 Universal Classics Group, 668
 

 
 Universal International Records, 661
 

 
 Universal Music Division, 692
 

 
 Universal Republic Records, 689, 690, 692
 

 
 Universal Studios Records, 712
 

 
 University of Southern California Marching Band, 542
 

 
 Ure, Midge, 576
 

 
 Usher (Usher Raymond), 662, 692
 

 
 Usher, Gary, 365
 

 
 US3, 373
 

 
 Utopia (group), 530–531
 

 
 U2, 356, 424, 576, 593, 610, 611, 647, 663, 679, 709
 

 

 
 
 Vaillancourt, Suzanne, 409
 

 
 Valdes, Jesus “Chucho, ” 541
 

 
 Valens, Ritchie, 400
 

 
 Valensi, Nick, 654
 

 
 Valentine, Jerry, 195n228
 

 
 Valentino, Rudolph, 177, 315
 

 
 Valient Records, 404
 

 
 Vallance, Jim, 580
 

 
 Vallee, Rudy, 111, 157, 180, 184, 237
 

 
 Valli, Frankie, 352, 355, 569
 

 
 Valory, Ross, 557
 

 
 Valory Records, 711
 

 
 Vampire Weekend, 692
 

 
 Van & Schenck, 34, 179
 

 
 Van Alstyne, Egbert, 13–14, 33
 

 
 Van Brunt, Walter, 21, 70n163
 

 
 Van DePitte, David, 474n120
 

 
 Vandiver, Pen, 231
 

 
 Van Doren, Mamie, 303
 

 
 Vandross, Luther, 515, 540, 579
 

 
 Van Dyke, Earl, 383
 

 
 Van Eps, Fred, 16, 26–27
 

 
 Van Eps, George, 303
 

 
 Van Gelder, Rudy, 348n167, 358, 434
 

 
 Van Gogh, Vincent, 485
 

 
 Van Heusen, James, 186–187
 

 
 Vannelli, Gino, 516
 

 
 Vannelli, Joe, 516
 

 
 Van Zant, Ronnie, 514
 

 
 VanWyngarden, Andrew, 674
 

 
 Van Zandt, Steven, 563, 715
 

 
 Van Zandt, Townes, 565, 596, 674, 700n147
 

 
 Vanguard Records, 326; , 327, 335, 364, 367, 393, 400, 670
 

 
 Varese Sarabande Records, 329
 

 
 Varnell, Aaron, 422
 

 
 Varona, Jorge, 541
 

 
 Varrice, Mike, 570
 

 
 Vaudeville, 10, 11, 28, 46n13, 77, 85
 

 
 Vaughan, Sarah, 195, 216, 259, 262, 268, 281, 292, 318, 504, 588, 672; 
  photo, 318
 

 
 Vaughan, Stevie Ray, 302, 558, 567, 568, 695
 

 
 Vaughn, Billy, 397n95
 

 
 V-discs, 181, 187
 

 
 Veal, Reginald, 616
 

 
 Vecchio, Larry, 320
 

 
 Veeder, Larry, 349
 

 
 Vee-Jay Records, 254, 284, 338, 343, 344, 349, 352, 355, 369
 

 
 Vega, Suzanne, 389, 606
 

 
 Velasquez, Consuelo, 168–169
 

 
 Velez, Fernando, 665n120
 

 
 Velez, Martha, 540, 627
 

 
 Veloso, Caetano, 652–653
 

 
 Velvet Underground, 415, 496, 518
 

 
 Venezuelan music, 550–551
 

 
 The Ventures, 331
 

 
 Venuti, Joe, 64, 65–66, 105, 109, 132, 241
 

 
 Vermont as song subject, 193
 

 
 Verne, Jules, 115
 

 
 
 Verve Records, 229, 229–230, 265, 270, 270–271, 271, 273, 292, 340, 354, 354–355, 372, 415, 415–416, 561, 613, 634, 651
 

 
 Vibraphone (vibes), records featuring, 199
 

 
 Vicari, Giovanni, 102
 

 
 Victor Dance Orchestra, 19
 

 
 Victor Light Opera Company, 23, 29
 

 
 Victor Military Band, 25, 26, 33
 

 
 Victor Orchestra, 14, 18
 

 
 Victor Records history, 9, 26n97, 86, 213
 

 
 Victor Records, 1900–1919, 9, 10, 11, 12, 13, 14, 16, 17, 18, 19, 20, 21, 22, 23, 25, 26, 28, 30, 33, 34, 36, 38; 
  photo, 36
 

 
 Victor Records (1920s): 44, 45, 46, 47, 48, 50, 53, 54, 59, 61, 62, 63, 67, 68, 69, 70, 73, 74, 76, 79, 80, 81, 85, 86, 87, 90, 91, 92, 93; 
  photo, 46
 

 
 Victor Records, 1930s: 100, 103, 107, 109, 110, 111, 112, 115, 117, 122, 124, 125, 128, 130, 131, 133, 141, 149
 

 
 Victor Records, 1940s: 157, 158, 159, 160, 161, 162, 163, 164, 171, 173, 175, 176, 177, 179, 187, 188, 189, 201 (Victor Records—also see 
 RCA Records and RCA Victor)
 

 
 Victor Records, foreign record series: 62, 75, 84
 

 
 Victor Red Seal Records, 12, 27, 28
 

 
 Victrola phonograph, 16
 

 
 Video jukeboxes, 182, 209
 

 
 The Videos, 338
 

 
 Vienna State Opera Orchestra, 516n374
 

 
 Vienneau, Jim, 308
 

 
 Vietnam War, 374, 391, 426, 447, 458, 514
 

 
 Vietnam War, songs relating to, 346, 392, 393n73, 402, 422, 438, 497
 

 
 Vig, Butch, 688n51
 

 
 Villa, Pancho, 101–102
 

 
 Villarreal, Bruno, 133
 

 
 Villegas, Diana, Sylvia, & Vicky, 608
 

 
 Vincent, Gene, 275, 280
 

 
 Vincent, Rhonda, 651
 

 
 Vinson, Walter, 98
 

 
 Vinyl records, commercial introduction, 213
 

 
 Viola, Al, 303
 

 
 Viola, Mike, 632
 

 
 Violin—
  see Fiddle
 

 
 Virgin Records, 527, 571, 590
 

 
 Virginia music scene and tradition, 78
 

 
 Virginia, recordings made in, 19
 

 
 Virginia, songs concerning, 27
 

 
 Visconti, Tony, 494n239, 515n369, 532
 

 
 The Viscounts, 320
 

 
 Vivino, Jimmy, 717n308
 

 
 Vocalese, 252
 

 
 Vocalion Records, 48, 55, 66, 73, 78, 81, 83, 87, 89, 104, 116, 129, 130, 132, 136, 138, 140, 143, 146, 149, 151, 158
 

 
 Vogue Records, 240
 

 
 Voigt, Jon, 443
 

 
 Volt Records, 393, 395, 398
 

 
 Von Battle, Joe, 246
 

 
 Von Fritsch, Gunther, 167
 

 
 Von Tilzer, Albert, 9–10, 18
 

 
 Von Tilzer, Harry, 14–15, 21
 

 
 Von Trapp, Maria, 383
 

 
 Voorman, Klaus, 457, 493
 

 
 Voting Rights Act, 392
 

 
 Vowles, Andy, 607
 

 
 V2 Records, 655




 
 
 Wachtel, Waddy, 519
 

 
 Waddy, Henrietta, 286
 

 
 Wade, John Francis, 57
 

 
 Wade, Stephen, 119, 120, 125, 133
 

 
 Wadge, Amy, 708
 

 
 Wagner, Josef Franz, 121
 

 
 Wagoner, Porter, 503, 506
 

 
 Wain, Bea, 141–142
 

 
 Wainwright, Loudon, III, 59, 655
 

 
 Wainwright, Rufus, 655
 

 
 Waits, Fred, 362n257
 

 
 Waits, Nasheet, 666
 

 
 Waits, Tom, 498, 633, 656, 683, 705n196, 717n305
 

 
 Wakeman, Rick, 571
 

 
 Walden, Narada Michael, 579, 605
 

 
 Walden, Phil, 410
 

 
 Waldron, Mal, 275
 

 
 Walker, Cindy, 279, 350–351
 

 
 Walker, Curly, 242
 

 
 Walker, David T., 539
 

 
 Walker, Dennis, 570, 596
 

 
 Walker, George, 9–10
 

 
 Walker, James Ermedia, 239
 

 
 Walker, Jerry Jeff, 505n304, 565
 

 
 Walker, Jr., (& the All-Stars), 382–383, 595
 

 
 Walker, Percy, 247
 

 
 Walker, Philip, 596
 

 
 Walker, T-Bone, 112, 208, 214, 419, 567
 

 
 Walker, William, 650
 

 
 Walker Brothers, 427
 

 
 Walkman pocket stereo, 541
 

 
 Wall Street crashes, 92, 676, 679
 

 
 Wallace, Andy, 625
 

 
 Wallace, George, 432
 

 
 Wallace, Henry A., 527
 

 
 Wallace, Sippie, 197
 

 
 Waller, Charlie, 318, 359
 

 
 Waller, Fats, 58, 86, 87, 90, 120, 139, 191, 258, 259
 

 
 Walsh, Dock, 245
 

 
 Walsh, Greg, 573
 

 
 Walt Disney Records, 702
 

 
 Walter, Henry, 700
 

 
 Walters, Charles, 289
 

 
 Walton, Cedar, 313
 

 
 Walton, Greely, 86
 

 
 Walton, Khalil, 685
 

 
 Wanchic, Mike, 583, 585
 

 
 Wand Records, 349
 

 
 War (group), 481
 

 
 War and warfare as song subject, 346, 393n73
 

 
 War of 1812, 34–35, 574
 

 
 Warby Parker Music, 707
 

 
 Ward, Billy, 142
 

 
 Ward, Clara (& the Ward Singers), 228–229, 237, 278, 286, 314, 394, 487
 

 
 Ward, M. (Matthew Ward), 700
 

 
 Ward, Michael, 662
 

 
 Ware, John, 554
 

 
 Ware, Leonard, 237
 

 
 Ware, Martyn, 573
 

 
 Warhol, Andy, 415
 

 
 Waring, Fred, 103
 

 
 Warlop, Michel, 192
 

 
 Warner, Frank, 160–161
 

 
 Warner/Warner Brothers Records, 328, 363, 378, 394, 406, 433, 445, 472, 475, 477, 480, 481, 490, 494, 519, 523, 526, 538, 542, 549, 550, 551, 556, 559, 560, 562, 574, 575, 580, 585, 588, 597, 606, 639, 643, 644, 679, 696, 718
 

 
 Warner Sunset Records, 639
 

 
 Warnes, Jennifer, 543, 589; 
  photo, 589
 

 
 Waronker, Lenny, 267n250, 486n192
 

 
 Waronker, Simon, 267n250
 

 
 Warp Records, 708
 

 
 Warren, Bill, 394
 

 
 Warren, Butch, 349, 361
 

 
 Warren, Diane, 632, 718
 

 
 Warren, Earle, 276n313
 

 
 Warren, Ernest, 254
 

 
 Warren, Fran, 202
 

 
 Warren, Harry, 198, 230, 247–248
 

 
 Warren, Mervyn, 599
 

 
 Warren, Seth, 700
 

 
 Warwick, Dee Dee, 368n301, 373, 390n44, 414
 

 
 Warwick, Dionne, 356, 368, 373, 390, 413–414, 424–425, 482, 580
 

 
 Was, Don, 600, 620
 

 
 Washboard Sam, 402n121
 

 
 Washington (state), recordings made in, 331
 

 
 
 Washington, Denzel, 208
 

 
 Washington, Dinah, 217, 315, 559, 672
 

 
 Washington, Earl, 151
 

 
 Washington, Ferdinand, 263
 

 
 Washington, Fred, 46
 

 
 Washington, Jack, 80, 151
 

 
 Washington, Kamasi, 713–714
 

 
 Washington, Larry, 491
 

 
 Washington, Lightnin’, 160
 

 
 Washington, Marco, 85
 

 
 Washington, Ned, 124, 161, 312
 

 
 Washington, Oscar, 242
 

 
 Washington, D.C., recordings made in, 6, 290, 318–319, 588–589
 

 
 Wasner, Pete, 624
 

 
 Wasserman, Dale, 399
 

 
 The Waterboys, 640
 

 
 Watergate scandal, 389, 488, 490, 502, 508
 

 
 Waterman, Fred, 386
 

 
 Waters, Ethel, 34, 50n33, 59, 60, 89–90, 105, 106, 113, 144, 190, 634
 

 
 Waters, Muddy, 87, 166, 170, 227, 255, 261, 263, 264, 265–266, 267, 326, 327, 336, 359n238, 394, 405, 424, 435, 448
 

 
 Waters, Roger, 498–499, 548
 

 
 Watkins, Doug, 275, 284
 

 
 Watkins, Sam, 57
 

 
 Watkins, T-Boz, 626
 

 
 Watson, Doc, 10, 367, 495
 

 
 Watson, Ivory “Deek, ” 141, 200, 202
 

 
 Watson, Johnny “Guitar, ” 296
 

 
 Watts, Charlie, 443, 471, 535
 

 
 Watts, Isaac, 345
 

 
 Watts, Jeff, 589
 

 
 Watts, Nate, 524, 552
 

 
 Wax, Bill, 425n271
 

 
 Waxman, Franz, 329
 

 
 Wayne, John, 246, 324, 335, 348, 498
 

 
 Weather Report, 315n581, 377
 

 
 Weatherly, Jim, 504
 

 
 The Weavers, 159, 204n275, 219, 238, 241n92, 326, 401, 422, 485n185
 

 
 Webb, Charles, 427
 

 
 Webb, Chick, 87, 120–121, 125, 137, 147
 

 
 Webb, Jack, 267
 

 
 Webb, Jimmy, 324n5, 377, 393n63, 
  pg. 405, 416, 429–430, 438, 529, 578, 663–664
 

 
 Webber, Andrew Lloyd, 455–456, 465–466
 

 
 Webster, Ben, 112, 129, 130, 144, 149, 159, 162, 165, 175, 242, 253, 306
 

 
 Webster, Paul Francis, 253, 306–307
 

 
 Weddings, songs concerning, 25, 63, 423, 475
 

 
 The Weeknd (Abel Tesfaye), 715
 

 
 Weeks, Willie, 653n48
 

 
 Weems, Ted, 54, 201
 

 
 Weil, Cynthia, 392, 481–482, 656
 

 
 Weill, Kurt, 139, 268, 271, 386, 496
 

 
 Weinberg, Max, 567, 573
 

 
 Weinstein, Bobby, 376–377
 

 
 Weir, Bob, 480–481
 

 
 Weis, Johnny, 204
 

 
 Weiss, George David, 241–242, 406, 421
 

 
 Weiss, Larry, 514
 

 
 Weiss, Mary & Betty, 376
 

 
 Weiss, Sid, 188
 

 
 Weissberg, Eric, 494–495
 

 
 Welch, Bob, 519
 

 
 Welch, Elizabeth, 58, 103
 

 
 Welch, Florence, 692
 

 
 Welch, Gillian, 686
 

 
 Welch, Lenny, 199, 350
 

 
 Weldon, Casey Bill, 173
 

 
 Welk, Lawrence, 353
 

 
 Welles, Orson, 138, 169
 

 
 Wells, Cory, 446
 

 
 Wells, Dickie, 149
 

 
 Wells, John Barnes, 27, 31, 35
 

 
 Wells, Junior, 394
 

 
 Wells, Kitty, 242
 

 
 Wells, Mary, 361, 374n355
 

 
 Wells, Mary Sue, 363
 

 
 Wenders, Wim, 636, 640
 

 
 Wengren, Mike, 718
 

 
 Wenner, Jann, 457
 

 
 Wenrich, Percy, 16, 19–20
 

 
 Werrenrath, Reinald, 20, 22, 28, 28–29, 35
 

 
 Wesbrooks, Willie, 245
 

 
 Wesley, Charles, 22–23
 

 
 Wesley, Fred, 431, 534
 

 
 Wess, Frank, 265, 273, 279, 295, 343, 426
 

 
 West, Eugene, 105
 

 
 West, Jerry (songwriter), 339
 

 
 West, Kanye, 660, 663, 667, 675, 688, 690, 693, 697, 698, 701n161
 

 
 West, Mae, 29n115, 90
 

 
 West, Rudy & Bernie, 237, 633n183
 

 
 West, Sonny, 302
 

 
 West, Tommy, 491, 503
 

 
 West Memphis Three, 696
 

 
 Westbrook, Jimi, 710
 

 
 Western swing music, 121–122, 138, 164
 

 
 Weston, Paul, 131, 163
 

 
 Weston, Randy, 275
 

 
 Wettling, George, 191
 

 
 Wexler, Jerry, 248, 251, 257, 282, 285, 305n507, 333n73, 349, 393, 422n259, 434–435, 479, 487, 570, 656
 

 
 Weymouth, Tina, 568
 

 
 Wham! (group), 576, 593
 

 
 Wheatstraw, Peetie, 130
 

 
 Wheeler, Doc, & Sunset Royal Serenaders, 131
 

 
 Wheeler, Harriet, 604
 

 
 Wheeler, James, 248
 

 
 Wheeler, Frederick, 31
 

 
 Wheetman, Sue & Sunny, 417
 

 
 Whiskey, Nancy, 305
 

 
 Whiskeytown, 655
 

 
 Whistler & His Jug Band, 74
 

 
 Whitaker, Andy, 135
 

 
 Whitaker, Jesse, 212
 

 
 White, Alan, 457, 570
 

 
 White, Barry, 286, 520, 661
 

 
 White, Bukka, 158
 

 
 White, Clarence, 467
 

 
 White, Cliff, 328
 

 
 White, Francis, 677
 

 
 White, Gary, 462–463
 

 
 White, Georgia, 60n105
 

 
 White, Hy, 175
 

 
 White, Jack, 658–659, 662, 687, 707n213
 

 
 White, Josh, 170, 368; 
  photo, 170
 

 
 White, Lenny, 459n21
 

 
 White, Lulu, 83
 

 
 White, Maurice, 384, 394, 403n129, 513, 515, 

 
 White, Meg, 658–659
 

 
 White, Peter, 536
 

 
 White, Robert, 467, 476n130
 

 
 White, Sonny, 144
 

 
 White, Tony Joe, 704
 

 
 White, Verdine, 513
 

 
 White Stripes, 654, 658–659, 662, 687
 

 
 Whitefield, George, 22
 

 
 Whitehead, John, 488–489, 513, 517
 

 
 Whiteman, Paul, 45, 50, 54, 55, 57, 60, 64, 80–81, 92, 101, 107, 109–110, 110–111, 115, 131, 141, 164, 174, 184, 194, 590; 
  photo, 44
 

 
 Whitfield, Norman, 403, 444, 467
 

 
 Whitford, Brad, 523
 

 
 Whiting, James (“Sugar Blue”), 535
 

 
 Whiting, Margaret, 169n84, 193, 273
 

 
 Whiting, Richard, 45, 169n84, 193n213
 

 
 Whitley, Keith, 624
 

 
 Whitley, Ray, 143
 

 
 Whitney, Joan, 276
 

 
 Whittaker, Jess, 282
 

 
 Whitter, Henry, 68, 70–71, 91, 126, 133
 

 
 The Who, 301, 441, 444, 479, 488
 

 
 Wicked Cool Records, 715
 

 
 Wickham, Vicki, 512
 

 
 Wiggins, Jerry, 396
 

 
 Wiggins, Roy, 190
 

 
 
 Wilburn, Teddy & Doyle, 250
 

 
 Wilco, 587
 

 
 Wilcox, John, 531n456
 

 
 Wilcox, Spiegel, 64
 

 
 Wild Bunch Records, 607
 

 
 Wild Feathers, 697
 

 
 Wilder, Alec (selective citations), 98, 111, 148, 161, 188, 365–366
 

 
 Wiley, Geeshie, 98, 711
 

 
 Wiley, Lee, 113, 190, 191, 229
 

 
 Wilkerson, Don, 275
 

 
 Wilkin, Marijohn, 315–316
 

 
 Wilkins, Ernie, 217, 262, 265
 

 
 Wilkins, Robert, 91, 386
 

 
 Wilkins, Ronnie, 434–435
 

 
 Will.i.am (Will Adams), 659–660, 673, 675, 678
 

 
 Williams, Andre, 407n149
 

 
 Williams, Andy, 187, 485
 

 
 Williams, Bert, 9–10, 29, 204; 
  photo, 10
 

 
 Williams, Big Joe (blues singer), 82, 124–125, 132, 237n60, 273n288, 390
 

 
 Williams, Brother, & Memphis Sanctified Singers, 243
 

 
 Williams, Clarence, 45–46, 51–52, 60, 81n223
 

 
 Williams, Cliff, 553
 

 
 Williams, Cootie, 103, 108, 113, 162, 163, 200, 279
 

 
 Williams, Eddie, 207
 

 
 Williams, Elmer, 120
 

 
 Williams, Fess, & His Royal Flush Orchestra, 87
 

 
 Williams, Hank, 77, 203, 218–219, 228, 337, 482, 563, 616
 

 
 Williams, Harry (lyricist), 13–14
 

 
 Williams, H.C., 6
 

 
 Williams, J. Mayo, 82
 

 
 Williams, Jody, 255, 278n321
 

 
 Williams, Joe (jazz singer), 263, 265, 273–274, 305
 

 
 Williams, John (composer), 538, 561–562, 599, 620–621
 

 
 Williams, John (1920s bandleader), 634
 

 
 Williams, Johnny (bassist), 144
 

 
 Williams, Ken, 660
 

 
 Williams, Len, 51
 

 
 Williams, Lucinda, 595, 665
 

 
 Williams, Marion, 228–229, 286–287, 426, 499
 

 
 Williams, Marlon, 607
 

 
 Williams, Maurice, & the Zodiacs, 333–334
 

 
 Williams, Mary Lou, 165
 

 
 Williams, N.G., 566
 

 
 Williams, Otis, 444
 

 
 Williams, Paul (Temptations), 444
 

 
 Williams, Paul (songwriter), 464, 524–525
 

 
 Williams, Paul (Hucklebuck) (R& B artist), 218, 254
 

 
 Williams, Pharrell, 697, 699n143, 703, 713n268
 

 
 Williams, Robin, 421
 

 
 Williams, Ted, 169
 

 
 Williams, Todd, 616
 

 
 Williams, Tommy, 373
 

 
 Williams, Tony (The Platters), 266, 276, 301
 

 
 Williams, Tony (jazz drummer), 373, 382
 

 
 Williamson, Sonny Boy (John Lee) (#1), 107, 132, 166, 394
 

 
 Williamson, Sonny Boy (Aleck “Rice” Miller) (#2), 132, 237, 247, 266, 355, 384
 

 
 Williams, Spencer, 44–45, 45–46, 58, 82, 83–84
 

 
 Williams, Tennessee, 261
 

 
 Williams, Tex, & the Western Caravan, 204–205
 

 
 Williams, Zach, 696
 

 
 Willington, Rupert, 518
 

 
 Willis, Chuck, 406
 

 
 Willis, Eddie, 383
 

 
 Wills, Bob (& His Texas Playboys), 77, 112, 146, 164, 173, 181, 194, 279, 306n520
 

 
 Willson, Meredith, 298
 

 
 Wilson, B.J., 417n227
 

 
 Wilson, Bob, 442
 

 
 Wilson, Brian, 365, 372, 391, 401–402, 460, 540, 674
 

 
 Wilson, Carl, 540
 

 
 Wilson, Cassandra, 666
 

 
 Wilson, Cindy, 600
 

 
 Wilson, Don, 331
 

 
 Wilson, Edith, 90n260
 

 
 Wilson, Frank, 437
 

 
 Wilson, Gerald, 353, 714
 

 
 Wilson, G. Hepburn, 27
 

 
 Wilson, Howard, 176, 177
 

 
 Wilson, Jackie, 327, 351, 685, 705
 

 
 Wilson, Josie, 331n61
 

 
 Wilson, Mary, 374, 447
 

 
 Wilson, Nancy (jazz singer), 521
 

 
 Wilson, Orlandus, 135, 138, 171
 

 
 Wilson, Paul, 669
 

 
 Wilson, Shadow, 212n320
 

 
 Wilson, Shanice, 632
 

 
 Wilson, Teddy, 120, 128, 129, 130, 141, 183, 189, 268
 

 
 The Winans, 594
 

 
 Winchell, Walter, 85
 

 
 Winding, Kai, 373, 434
 

 
 Wind-Up Records, 658
 

 
 Winehouse, Amy, 665n120, 671, 672, 675, 677, 709, 717n301; 
  photo, 672
 

 
 Winfield, Chuck, 436
 

 
 Winfield, Willie, 252–253
 

 
 Winley, Harold, 318
 

 
 Winslet, Kate, 639
 

 
 Winter songs (in subject matter), 130, 221–222, 414, 502 (also see 
 Christmas songs)
 

 
 Winter, Johnny, 266
 

 
 Winter, Winona, 15
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		Theme from “King Kong” (1933)—Max Steiner 


		Stormy Weather (1933)—Leo Reisman and His Orchestra (vocal by Harold Arlen) 


		Victor 24262 


		Sophisticated Lady (1933)—Duke Ellington and His Famous Orchestra 


		Stormy Weather (1933)—Duke Ellington and His Famous Orchestra 


		I Never Will Marry (1933)—Carter Family 


		The Crawdad Song (1933)—Lone Star Cowboys 


		Home On the Range (1933)—Bing Crosby (lyrics by Bruce Higley, music by Dan Kelley) 


		Dance of the Octopus (1933)—Red Norvo 


		Daybreak Express (1933)—Duke Ellington and His Orchestra 


		Brown’s Ferry Blues (1933)—Delmore Brothers 


		Blues Before Sunrise (1934)—Leroy Carr 


		Alexander’s Ragtime Band (1934)—Boswell Sisters 


		Jim Crack Corn (Blue Tail Fly) (1934)—Sons of the Pioneers 


		The Very Thought of You (1934)—Ray Noble and His Orchestra, vocal by Al Bowlly 


		Les Blues de Voyage (Traveling Blues) (1934)—Amede Ardoin and Dennis McGee 


		Mundo Enganoso (Deceptive World) (1934)—Lydia Mendoza 


		Stratosphere (1934)—Jimmie Lunceford and His Orchestra 


		Old Original Kokomo Blues (1934)—Kokomo Arnold 


		Wrappin’ It Up (1934)—Fletcher Henderson and His Orchestra 


		Rock Island Line (1934)—Kelly Pace and Group 


		Rock Island Line (1937)—Huddie Ledbetter (Leadbelly) 


		On the Sunny Side of the Street, Parts 1 and 2 (1934)—Louis Armstrong (music by Jimmy McHugh, lyrics by Dorothy Fields) 


		Lost In a Fog (1934)—Coleman Hawkins 


		Don’t Be That Way (1934)—Chick Webb and His Orchestra 


		Le Valse de Gueydan (Jole Blonde) (1935)—Leo Soileau and His Three Aces 


		Under the Double Eagle (1935)—Bill Boyd and His Cowboy Ramblers (written by J. F. Wagner) 


		Taking Off (1935)—Milton Brown and His Brownies 


		El Dia que me quieras (The Day That You Love Me) (1935)—Carlos Gardel (music by Carlos Gardel, lyrics by Alfredo Le Pera) 


		Blue Skies (1935/1946)—Benny Goodman and His Orchestra 


		King Porter (1935)—Benny Goodman and His Orchestra 


		Summertime (1935)—Abbie Mitchell with George Gershwin and Orchestra 


		Twelve Gates to the City (1935)—Blind Gary (Rev. Gary Davis) 


		I’m Getting Sentimental Over You (1935)—Tommy Dorsey and His Orchestra (music by George Bassman) 


		Baby Please Don’t Go (1935)—Big Joe Williams (as “Williams’ Washboard Blues Singers”) 


		Stompin’ At the Savoy (1936)—Benny Goodman and His Orchestra 


		Ave Maria (1936)—Marian Anderson (music by Franz Schubert, words by Walter Scott) 


		New River Train (1936)—The Monroe Brothers 


		My Long Journey Home (1936)—The Monroe Brothers 


		The Workers’ Appeal (1936)—Growling Tiger (The Tiger) 


		Man Smart, Woman Smarter (1936)—King Radio 


		A Fine Romance (1936)—Fred Astaire (music by Jerome Kern, lyrics by Dorothy Fields) 


		Moon Glow (1936)—Benny Goodman Quartet (written by Will Hudson, Eddie DeLange, & Irving Mills) 


		Jolie Blonde (1936)—Hackberry Ramblers 


		Easy to Love (1936)—Teddy Wilson and His Orchestra featuring Billie Holiday (written by Cole Porter) 


		Organ Grinder’s Swing (1936)—Jimmie Lunceford and His Orchestra (written by Will Hudson) 


		Sweet Home Chicago (1936)—Robert Johnson 


		Terraplane Blues (1936)—Robert Johnson 


		Ramblin’ On My Mind (1936)—Robert Johnson 


		I’ve Got My Love to Keep Me Warm (1937)—Billie Holiday 


		Marie (1937)—Tommy Dorsey and His Orchestra (vocal by Jack Leonard, written by Irving Berlin) 


		Song of India (1937)—Tommy Dorsey and His Orchestra (written by Nikolai Rimsky-Korsakov) 


		Maraval Girls (1937)—The Tiger 


		Mystery Pacific (1937)—Quintette of the Hot Club of France (Django Reinhardt) 


		Good Morning, Little Schoolgirl (1937)—Sonny Boy Williamson 


		Stones In My Passway (1937)—Robert Johnson 


		Trouble So Hard (1937)—Vera Hall, Dock Reed, and Henry Reed 


		Riding On That Train 45 (1937)—Steve Ledford, Wade Mainer, and Zeke Morris 


		El Colorado (1937)—Narciso Martinez 


		Sometimes I Feel Like a Motherless Child (1937)—Marian Anderson 


		In the Mood (1938)—Edgar Hayes and His Orchestra 


		John the Revelator (1938)—Golden Gate Jubilee Quartet 


		Sent for You Yesterday (But Here You Come Today) (1938)—Count Basie and His Orchestra (vocal by Jimmy Rushing ) 


		Swinging the Blues (1938)—Count Basie and His Orchestra (written by Eddie Durham) 


		Coal Creek March (1938)—Pete Steele 


		Theme, “The Adventures of Robin Hood” (1938)—Erich Wolfgang Korngold 


		Pretty Polly (1938)—Coon Creek Girls 


		Doggin’ Around (1938)—Count Basie and His Orchestra (written by Herschel Evans) 


		A-Tisket, A-Tasket (1938)—Chick Webb and His Orchestra, vocal by Ella Fitzgerald (written by Van Alexander & Ella Fitzgerald) 


		Rock My Soul (1938)—Golden Gate Jubilee Quartet 


		It Makes No Difference Now (1938)—Cliff Bruner’s Texas Wanderers (written by Floyd Tillman) 


		I’m Free (What’s New?) (1938)—Bob Crosby and His Orchestra (written by Bob Haggart) 


		The Rising Sun (1938)—Roy Acuff 


		Thanks for the Memory (1938)—Bob Hope and Shirley Ross (music by Ralph Rainger, lyrics by Leo Robin) 


		September Song (1938)—Walter Huston (music by Kurt Weill and Maxwell Anderson) 


		John Henry (1938)—Leadbelly 


		Roll ‘Em, Pete (1938)—Joe Turner and Pete Johnson 


		This Train (1939/1947)—Sister Rosetta Tharpe 


		My Prayer (1939)—The Ink Spots 


		More Than You Know (1939)—Teddy Wilson and His Orchestra featuring Billie Holiday (music by Vincent Youmans, lyrics by Billy Rose & Edward Eliscu) 


		Death (1939)—The Lion 


		Deep Purple (1939)—Larry Clinton and His Orchestra, vocal by Bea Wain (music by Peter DeRose, lyrics by Mitchell Parish) 


		The Gallows Pole (1939)—Leadbelly 


		Sunrise Serenade (1939)—Glen Gray and His Casa Loma Orchestra (written by Frankie Carle) 


		Sunrise Serenade (1939)—Glenn Miller and His Orchestra 


		At the Woodchopper’s Ball (1939)—Woody Herman and His Orchestra (written by Joe Bishop & Woody Herman) 


		Back In the Saddle Again (1939)—Gene Autry (written by Ray Whitley) 


		Fine and Mellow (1939)—Billie Holiday (written by Billie Holiday & Milt Gabler)  


		Yesterdays (1939)—Billie Holiday (music by Jerome Kern, lyrics by Otto Harbach) 


		Summertime (1939)—Sidney Bechet Quintet 


		Orange Blossom Special (1939)—Rouse Brothers 


		O Que e que Baiana Tem? (1939)—Carmen Miranda (written by Dorival Caymmi) 


		The Little Dove (1939)—Aunt Molly Jackson 


		Ida Red (1939)—Roy Acuff and His Smoky Mountain Boys 


		Cherokee (1939)—Charlie Barnet and His Orchestra (written by Ray Noble) 


		Tuxedo Junction (1939)—Erskine Hawkins and His Orchestra 


		(Ravel’s) Bolero (1939)—Benny Goodman and His Orchestra (by Maurice Ravel) 


		Day In, Day Out (1939)—Artie Shaw and His Orchestra, vocal by Helen Forrest (music by Rube Bloom, lyrics by Johnny Mercer) 


		Lester Leaps In (1939)—Count Basie’s Kansas City Seven (featuring Lester Young) (written by Young & Basie) 


		When Lights Are Low (1939)—Lionel Hampton and His Orchestra (written by Benny Carter) 


		Flying Home (1939)—Benny Goodman Sextet 


		All The Things You Are (1939)—Artie Shaw and His Orchestra (vocal by Helen Forrest) 


		Precious Lord (1939)—Five Soul Stirrers 


		Lunceford Special (1939)—Jimmie Lunceford and His Orchestra (written by Eddie Durham) 


		The Man I Love (1939)—Billie Holiday 








		Playlist 4 1940–1949 

		Star Dust (1940)—Glenn Miller and His Orchestra 


		The East Bound Train (1940)—Blue Sky Boys 


		(written by James Thornton & Clara Hauenschild) 


		Ballad for Americans, Parts 1–4 (1940)—Paul Robeson 


		(written by Earl Robinson & John Latouche) 


		The Invasion of Poland (1940)—Roaring Lion 


		Fixin’ to Die Blues (1940)—Bukka White 


		Dusty Old Dust (So Long, It’s Been Good to Know Ya) (1940)—Woody Guthrie 


		Tom Joad (Parts 1 and 2) (1940)—Woody Guthrie 


		Cotton Tail (1940)—Duke Ellington and His Famous Orchestra 


		After Hours (1940)—Erskine Hawkins and His Orchestra (written by Avery Parrish) 


		Stewball (1940)—Leadbelly and Golden Gate Quartet 


		Tom Dooley (1940)—Frank Profitt 


		Tom Dooley (1952)—Frank Warner 


		The Nearness of You (1940)—Connie Boswell 


		(written by Hoagy Carmichael & Ned Washington) 


		Summit Ridge Drive (1940)—Artie Shaw and His Gramercy Five 


		In a Mellotone (1940)—Duke Ellington and His Famous Orchestra 


		Warm Valley (1940)—Duke Ellington and His Famous Orchestra 


		Benny Rides Again (1940)—Benny Goodman and His Orchestra 


		(written by Eddie Sauter) 


		Star Dust (1941)—Tommy Dorsey and His Orchestra featuring Frank Sinatra and Pied Pipers 


		Dancing In the Dark (1941)—Artie Shaw and His Orchestra 


		Song of the Volga Boatmen (1941)—Glenn Miller and His Orchestra 


		Take Me Back to Tulsa (1941)—Bob Wills and His Texas Playboys 


		(written by Bob Wills & Tommy Duncan) 


		Boogie Woogie Bugle Boy (1941)—Andrews Sisters (written by Don Raye & Hughie Prince) 


		Solo Flight (1941)—Benny Goodman and His Orchestra featuring Charlie Christian (written by Charlie Christian, Jimmy Mundy, & Benny Goodman) 


		Catfish Blues (1941)—Robert Petway 


		Portrait of a Guinea Farm (1941)—Claude Thornhill and His Orchestra (written by Claude Thornhill) 


		Why Don’t You Do Right (1941)—Lil Green 


		Let Me Off Uptown (1941)—Gene Krupa and His Orchestra, vocal by Anita O’Day & Roy Eldridge 


		(written by Earl Bostic, Roy Eldridge, & Redd Evans)66 


		Solitude (1941)—Billie Holiday 


		Pastures of Plenty (1941)—Woody Guthrie 


		Green Eyes (1941)—Jimmy Dorsey and His Orchestra (music by Nilo Menendez, English lyrics by Eddie Woods) 


		Worried Life Blues (1941)—Big Maceo 


		Besame Mucho (1941)—Pedro Vargas (music by Consuelo Velasquez, lyrics by Sunny Skylar) 


		Blues In the Night (1941)—Cab Calloway and His Orchestra 


		When Was Jesus Born? (1941)—Heavenly Gospel Singers 


		House of the Rising Sun (c. late 1941)—Josh White 


		Going Down Slow (1941)—St. Louis Jimmy (Jimmy Oden) 


		He Never Said a Mumblin’ Word (1941)—Golden Gate Quartet 


		The Man I Love (1941)—Lena Horne 


		(There’ll Be Bluebirds Over) The White Cliffs of Dover (1941)—Kay Kyser and His Orchestra (music by Walter Kent, lyrics by Nat Burton) 


		But Not for Me (1941)—Harry James and His Orchestra (vocal by Helen Forrest)  


		Moonlight Cocktail (1942)—Glenn Miller and His Orchestra 


		(music by C. Luckeyth Roberts, lyrics by Kim Gannon) 


		I’m Gonna Move to the Outskirts of Town (1942)—Big Bill Broonzy 


		Well, Git It! (1942)—Tommy Dorsey and His Orchestra (written by Sy Oliver) 


		Skylark (1942)—Earl Hines and His Orchestra, vocal by Billy Eckstine 


		There’s a Star-Spangled Banner Waving Somewhere (1942)—Elton Britt (written by Paul Roberts & Shelby Darnell) 


		Sleepy Lagoon (1942)—Harry James and His Orchestra (written by Eric Coates) 


		Columbia 36549 


		Tangerine (1942)—Jimmy Dorsey and His Orchestra 


		(music by Victor Schertzinger, lyrics by Johnny Mercer) 


		Wreck On the Highway (1942)—Roy Acuff and His Smoky Mountain Boys (written by Dorsey Dixon) 


		Main Stem (1942)—Duke Ellington and His Famous Orchestra 


		Down Under (1942)—Woody Herman and His Orchestra (written by Dizzy Gillespie) 


		The Cuckoo Bird (1942)—Hobart Smith 


		I’m Free At Last (1942)—Southern Sons 


		Lift Every Voice and Sing (1942)—Southern Sons (words by James Weldon Johnson, music by James Rosamond Johnson) 


		There Are Such Things (1942)—Tommy Dorsey and His Orchestra, vocal by Frank Sinatra with Pied Pipers (written by Stanley Adams, Abel Baer, & George M. Meyer) 


		Victor 27974 


		Brazil (Aquarela do Brasil) (1943)—Xavier Cugat and His Waldorf-Astoria Orchestra (written by Ary Barroso) 


		Black (first movement from “Black, Brown & Beige”) (1943)—Duke Ellington and His Famous Orchestra 


		For Me and My Gal (1943)—Judy Garland and Gene Kelly (music by George W. Meyer, lyrics by Edgar Leslie & E. Ray Goetz) 


		That Old Black Magic (1943)—Glenn Miller and His Orchestra (music by Harold Arlen, lyrics by Johnny Mercer) 


		All or Nothing At All (1943)—Frank Sinatra with Harry James and His Orchestra (music by Arthur Altman, lyrics by Jack Lawrence) 


		Pistol Packin’ Mama (1943)—Al Dexter and His Troopers 


		Paper Doll (1943)—Mills Brothers (written by Johnny S. Black) 


		But Not for Me (1943)—Judy Garland 


		Artistry In Rhythm (1943)—Stan Kenton and His Orchestra 


		I’ll Be Home for Christmas (1943)—Bing Crosby 


		(written by Kim Gannon, Walter Kent, & Buck Ram) 


		Sweet Lorraine (1943)—King Cole Trio (music by Cliff Burwell, lyrics by Mitchell Parish) 


		It’s Only a Paper Moon (1943)—King Cole Trio (music by Harold Arlen, lyrics by E. Y. Harburg) 


		Oklahoma! (1943)—Alfred Drake and Cast, “Oklahoma!” (music by Richard Rodgers, lyrics by Oscar Hammerstein II) 


		The Man I Love (1943)—Coleman Hawkins’ Swing Four 


		It’s Rainin’ Here This Morning (1944)—Grandpa Jones and Merle Travis (as “The Shepherd Brothers”) 


		As Time Goes By (1944)—Billie Holiday 


		The Boy Next Door (1944)—Judy Garland 


		(music by Hugh Martin, lyrics by Ralph Blane) 


		Swinging On a Star (1944)—Bing Crosby (music by James Van Heusen, lyrics by Johnny Burke) 


		I’ll Walk Alone (1944)—Dinah Shore (music by Jule Styne, lyrics by Sammy Cahn) 


		Victor 1586 


		Skyliner (1944)—Charlie Barnet and His Orchestra 


		Lover Man (Oh, Where Can You Be) (1944)—Billie Holiday 


		(written by Roger “Ram” Ramirez, Jimmy Davis, & Jimmy Sherman) 


		I Wonder (1944)—Pvt. Cecil Gant (written by Cecil Gant & Raymond Leveen) 


		On the Sunny Side of the Street (1944)—Tommy Dorsey and His Orchestra 


		Ev’ry Time We Say Goodbye (1944)—Benny Goodman Quintet (vocal by Peggy Mann, written by Cole Porter) 


		The Trolley Song (1944)—Judy Garland (music by Hugh Martin, lyrics by Ralph Blane) 


		As Long As I Live (1944)—Lena Horne (music by Harold Arlen, lyrics by Ted Koehler) 


		The Cattle Call (1944/1955)—Eddy Arnold (written by Tex Owens) 


		The Man I Love (1944)—Lee Wiley/Eddie Condon and His Orchestra 


		Someone to Watch Over Me (1944)—Lee Wiley/Eddie Condon and His Orchestra 


		Decca 23432 


		Have Yourself a Merry Little Christmas (1944)—Judy Garland 


		(written by Hugh Martin & Ralph Blane) 


		Rum and Coca-Cola (1945)—Andrews Sisters 


		(written by Lord Invader & Lionel Belasco; adapted by Morey Amsterdam, Paul Baron, & Jeri Sullivan) 


		Ac-cent-tchu-ate the Positive (1945)—Johnny Mercer and Pied Pipers 


		Stardust (1945)—Coleman Hawkins 


		Moonlight In Vermont (1945)—Billy Butterfield and His Orchestra, vocal by Margaret Whiting (music by Karl Suessdorf, lyrics by John Blackburn) 


		Apple Honey (1945)—Woody Herman and His Orchestra 


		Groovin’ High (1945)—Dizzy Gillespie and His Sextet (with Charlie Parker) 


		Smoke On the Water (1945)—Bob Wills and His Texas Playboys (written by Earl Nunn & Zeke Clements) 


		A Cottage for Sale (1945)—Billy Eckstine (music by Willard Robison, lyrics by Larry Conley) 


		Lover Man (1945)—Dizzy Gillespie and His All-Star Quintet, vocal by Sarah Vaughan 


		Hot House (1945)—Dizzy Gillespie and His All-Star Quintet (with Charlie Parker) (written by Tadd Dameron) 


		Caldonia Boogie (1945)—Louis Jordan and His Tympany Five 


		Laura (1945)—Dick Haymes 


		Oklahoma Hills (1945)—Jack Guthrie and His Oklahomans (written by Woody Guthrie & Jack Guthrie) 


		You Are Too Beautiful (1945)—Dick Haymes 


		(music by Richard Rodgers, lyrics by Lorenz Hart) 


		I Only Have Eyes for You (1945)—Frank Sinatra 


		It’s Been a Long, Long Time (1945)—Harry James and His Orchestra (vocal by Kitty Kallen, music by Jule Styne, & lyrics by Sammy Cahn) 


		Since I Fell for You (1945)—Buddy Johnson and His Orchestra 


		Good Morning Heartache (1946)—Billie Holiday (music by Irene Higginbotham & Dan Fisher, lyrics by Ervin Drake)251 


		Air Mail Special, Parts 1 and 2 (1946)—Lionel Hampton and His Orchestra 


		Round About Midnight (1946)—Dizzy Gillespie’s All-Stars 


		Eight More Miles to Louisville (1946)—Grandpa Jones 


		The Gypsy (1946)—The Ink Spots (written by Billy Reid) 


		They Say It’s Wonderful (1946)—Perry Como 


		(written by Irving Berlin) 


		That’s All Right (1946)—Arthur “Big Boy” Crudup 


		Do You Know What It Means to Miss New Orleans? (1946)—Louis Armstrong and His Dixieland Seven 


		(written by Lou Alter & Eddie DeLange) 


		(I Love You) For Sentimental Reasons (1946)—King Cole Trio 


		(music by William Best, lyrics by Deek Watson) 


		A Sunday Kind of Love (1946)—Claude Thornhill and His Orchestra 


		Happy-Go-Lucky Local (Parts 1 & 2) (1946)—Duke Ellington and His Famous Orchestra 


		I Saw the Light (1947)—Hank Williams with His Drifting Cowboys 


		Sixteen Tons (1947)—Merle Travis 


		Don’t Let Nobody Turn You Around (1947)—Fairfield Four 


		Smoke! Smoke! Smoke! (That Cigarette) (1947)—Tex Williams and the Western Caravan 


		(written by Merle Travis & Tex Williams) 


		Milky White Way (1947)—The Trumpeteers (written by Landers Coleman) 


		Our Delight (1947)—Tadd Dameron Sextet featuring Fats Navarro 


		Embraceable You (1947)—Charlie Parker Quintet 


		I’ve Got a Crush On You (1947)—Frank Sinatra 


		Midnight Sun (1947)—Lionel Hampton and His Orchestra 


		(written by Lionel Hampton & Sonny Burke) 


		The Natural Facts (That’s All)—Sister Rosetta Tharpe 


		If I Loved You (1947)—Jo Stafford (music by Richard Rodgers, lyrics by Oscar Hammerstein II) 


		Crazeology (Little Benny) (1947)—Charlie Parker Quintet with J. J. Johnson (written by Benny Harris) 


		Merry Christmas, Baby (1947/1956)—Johnny Moore’s Three Blazers with Charles Brown 


		Four Brothers (1947)—Woody Herman and His Orchestra (written by Jimmy Giuffre) 


		West Side Baby (1947)—T-Bone Walker (by J. Cameron & D. Bartlet) 


		King Size Papa (1948)—Julia Lee and Her Boy Friends 


		Tomorrow Night (1948)—Lonnie Johnson (music by Will Grosz, lyrics by Sam Coslow) 


		Nature Boy (1948)—Nat “King” Cole 


		(written/adapted by Eden Ahbez) 


		Just Because Polka (1948)—Frankie Yankovic and His Yanks 


		(written by Bob & Joe Shelton) 


		Misterioso (1948)—Thelonious Monk Quartet 


		I Want My Crown (1948)—Pilgrim Travelers 


		Chicken Shack Boogie (1948)—Amos Milburn 


		White Christmas (1948)—The Ravens 


		Philadelphia Lawyer (1949)—Maddox Brothers and Rose (written by Woody Guthrie) 


		Ain’t Nobody’s Business (Parts 1 & 2) (1949)—Jimmy Witherspoon 


		Yesterdays (1949)—Art Tatum 


		Boplicity (1949)—Miles Davis (written by Miles Davis & Gil Evans) 


		The House I Live In (1949)—The Ravens (written by Earl Robinson & Lewis Allan)  


		Bali H’ai (1949)—Juanita Hall/“South Pacific” (music by Richard Rodgers, lyrics by Oscar Hammerstein) 


		Pine Grove Blues (1949)—“Nathan Abshire and His French Accordion” 


		Body and Soul (1949)—Billy Eckstine 


		Baby Get Lost (1949)—Dinah Washington (written by Leonard Feather) 


		I’ll Fly Away (1949)—Chuck Wagon Gang 


		Tell Me Why You Like Roosevelt (Parts 1 & 2) (1949)—Otis Jackson and Natural Clouds of Joy 


		Blues Stay Away from Me (1949)—Delmore Brothers (written by Alton Delmore & Henry Glover) 


		Lost Highway (1949)—Hank Williams (written by Leon Payne) 


		The Hammer Song (1949)—The Weavers 


		Little Delia (1949)—Blind Willie McTell 


		The Fields Have Turned Brown (1949)—Stanley Brothers and the Clinch Mountain Boys (written by Carter Stanley) 


		Just Friends (1949)—Charlie Parker (music by John Klenner) 


		Sleigh Ride (1949)—Boston Pops Orchestra (written by Leroy Anderson) 


		Sleigh Ride (1950)—Leroy Anderson and His “Pops” Concert Orchestra 








		Playlist 5 1950–1959 

		Rollin’ Stone (1950)—Muddy Waters 


		By and By (1950)—The Soul Stirrers (written by Charles A. Tindley) 


		Bon Ton Roula (1950)—Clarence Garlow 


		Mambo No. 5 (1950)—Perez Prado and His Orchestra 


		Surely God Is Able (1950)—Clara Ward and the Ward Singers 


		Blue Light Boogie (Parts 1 & 2) (1950)—Louis Jordan and His Tympany Five (written by Jessie May Robinson) 


		Someone to Watch Over Me (1950/1959)—Ella Fitzgerald 


		How Long Has This Been Going On? (1950/1959)—Ella Fitzgerald (music by George Gershwin, lyrics by Ira Gershwin) 


		Our Father (1950)—Original Five Blind Boys (of Mississippi) 


		Get Happy (1950)—Judy Garland (music by Harold Arlen, lyrics by Ted Koehler) 


		Uncle Pen (1950)—Bill Monroe and His Blue Grass Boys (written by Bill Monroe & Red Taylor) 


		Roll In My Sweet Baby’s Arms (1950)—Lester Flatt and Earl Scruggs 


		La Vie en Rose (1950)—Edith Piaf 


		The Lonesome River (1950)—Stanley Brothers and the Clinch Mountain Boys (written by Carter Stanley) 


		Hot Rod Race (1950)—Arkie Shibley and His Mountain Dew Boys 


		Electricity (1951)—Jimmy Murphy 


		Black Night (1951)—Charles Brown 


		Night In Tunisia (1951)—Bud Powell Trio 


		I’m a Fool to Want You (1951)—Frank Sinatra (written by Jack Wolf, Joel Herron, & Frank Sinatra) 


		Straight, No Chaser (1951)—Thelonious Monk Quintet 


		Criss-Cross (1951)—Thelonious Monk Quintet 


		Dust My Broom (1951)—Elmore James 


		How I Got Over (1951)—Mahalia Jackson 


		The Glory of Love (1951)—The Five Keys (written by Billy Hill) 


		When the Saints Go Marching In (1951)—The Weavers 


		I’m In the Mood (1951)—John Lee Hooker66 


		Our Love Is Here To Stay (1951)—Gene Kelly (written by George & Ira Gershwin) 


		‘s Wonderful (1951)—Gene Kelly and George Guetary (music by George Gershwin, lyrics by Ira Gershwin) 


		Unforgettable (1951)—Nat “King” Cole (written by Irving Gordon)71 


		I’ll Fly Away (1951)—Southern Sons Quartette 


		One Day (1951)—Angelic Gospel Singers and Dixie Hummingbirds 


		I’ll Live Again (1951)—Dixie Hummingbirds 


		Blue Tango (1951)—Leroy Anderson and His “Pops” Concert Orchestra 


		Petite Fleur (1952)—Sidney Bechet All-Stars 


		(Come All Ye) Fair and Tender Ladies (1952)—Carter Sisters and Mother Maybelle 


		Columbia 4-20920 


		Wheel of Fortune (1952)—Kay Starr (written by Bennie Benjamin & George David Weiss) 


		Night Train (1952)—Jimmy Forrest, His Tenor, and All-Star Combo 


		The Wild Side of Life (1952)—Hank Thompson and His Brazos Valley Boys (written by Jimmy Heap & Arlie Carter) 


		He’s Got the Whole World In His Hands (1952)—Marian Anderson 


		Lawdy Miss Clawdy (1952)—Lloyd Price (written by Lloyd Price) 


		Lover (1952)—Peggy Lee (music by Richard Rodgers, lyrics by Lorenz Hart) 


		Are You Missing Me? (1952)—Jim and Jesse and the Virginia Boys (written by Ira & Charlie Louvin) 


		In the Pines (1952)—Bill Monroe and His Blue Grass Boys 


		Dancing On the Ceiling (1952)—Jeri Southern (music by Richard Rodgers, lyrics by Lorenz Hart) 


		Vaya Con Dios (May God Be With You) (1953)—Les Paul and Mary Ford (written by Larry Russell, Inez James, & Buddy Pepper)121 


		The Eagle Stirreth Her Nest (1953)—Reverend C. L. Franklin 


		The Third Degree (1953)—Eddie Boyd 


		There Will Never Be Another You (1953)—Nat “King” Cole (music by Harry Warren, lyrics by Mack Gordon) 


		Mystery Train (1953)—Little Junior’s (Junior Parker) Blue Flames 


		Shake a Hand (1953)—Faye Adams 


		By Myself (1953)—Fred Astaire (music by Arthur Schwartz, lyrics by Howard Dietz) 


		I’ll Go Stepping Too (1953)—Lester Flatt, Earl Scruggs, and the Foggy Mountain Boys (written by Tom James & Jerry Organ) 


		I Wonder If I Will Ever Rest (1953)—Mahalia Jackson 


		There Stands the Glass (1953)—Webb Pierce (written by Audrey Grisham, Mary Jean Schurz, & Russ Hall) 


		Money Honey (1953)—Clyde McPhatter and The Drifters (written by Jesse Stone) 


		Tipitina (1953)—Professor Longhair and His Blues Scholars 


		Golden Teardrops (1953)—The Flamingos (written by John Carter) 


		Parker’s Mood (Goin’ to Kansas City) (1953)—King Pleasure 


		A Sunday Kind of Love (1953)—The Harptones featuring Willie Winfield 


		Secret Love (1954)—Doris Day (music by Sammy Fain, lyrics by Paul Francis Webster) 


		My Funny Valentine (1954)—Chet Baker 


		Hello Little Boy (1954)—Ruth Brown 


		Work With Me, Annie (1954)—(Hank Ballard &) The Midnighters (written by Hank Ballard) 


		Goodnite, Sweetheart, Goodnite (1954)—The Spaniels (written by Calvin Carter & James Hudson) 


		Evil (Is Going On) (1954)—Howlin’ Wolf (written by Willie Dixon) 


		I Don’t Hurt Anymore (1954)—Hank Snow (music by Don Robertson, lyrics by Jack Rollins) 


		Riot In Cell Block #9 (1954)—The Robins (written by Jerry Leiber & Mike Stoller) 


		Sh-Boom (1954)—The Chords 


		Beale Street Blues (1954)—Louis Armstrong and His All-Stars (written by W. C. Handy) 


		Hey There (1954)—Rosemary Clooney (written by Richard Adler & Jerry Ross) 


		Misty (1954)—Erroll Garner Trio 


		Daahoud (1954)—Clifford Brown/Max Roach Quintet (written by Clifford Brown) 


		Shake, Rattle, and Roll (1954)—Bill Haley and the Comets 


		Blue Moon of Kentucky (1954)—Elvis Presley 


		Something Cool (1954)—June Christy (written by Bill Barnes) 


		I’m Ready (1954)—Muddy Waters (written by Willie Dixon) 


		Mr. Sandman (1954)—The Chordettes (written by Pat Ballard) 


		Sincerely (1954)—The Moonglows (written by Harvey Fuqua & Alan Freed) 


		Embraceable You (1954)—Sarah Vaughan 


		White Christmas (1954)—The Drifters 


		Pledging My Love (1955)—Johnny Ace (written by Ferdinand Washington & Don Robey) 


		Every Day I Have The Blues (1955)—B. B. King 


		I’m a Man (1955)—Bo Diddley 


		The Seventh Son (1955)—Willie Mabon (written by Willie Dixon) 


		Trying to Get to You (1955)—Elvis Presley (written by Charles Singleton & Rose Marie McCoy)236 


		Corner Pocket (1955)—Count Basie and His Orchestra (written by Freddie Green) 


		Manish Boy (1955)—Muddy Waters 


		Only You (And You Alone) (1955)—The Platters (written by Buck Ram) 


		Don’t Start Me Talkin’ (1955)—Sonny Boy Williamson (II, Aleck “Rice” Miller) 


		Cry Me a River (1955)—Julie London (written by Arthur Hamilton) 


		Smokey Joe’s Café (1955)—The Robins (written by Jerry Leiber & Mike Stoller) 


		Speak Low (1955)—Carmen McRae (music by Kurt Weill, lyrics by Ogden Nash) 


		Need Your Love So Bad (1956)—Little Willie John 


		You Make Me Feel So Young (1956)—Frank Sinatra (music by Josef Myrow, lyrics by Mack Gordon) 


		When the Sun Comes Out (1956)—Mel Torme (music by Harold Arlen, lyrics by Ted Koehler) 


		Memories of You (1956)—Rosemary Clooney and Benny Goodman Trio 


		If I Had My Way (1956)—Rev. Gary Davis 


		Night and Day (1956)—Ella Fitzgerald 


		Begin the Beguine (1956)—Ella Fitzgerald 


		What Is This Thing Called Love? (1956)—Ella Fitzgerald (written by Cole Porter) 


		Mack the Knife (Theme from the “Threepenny Opera”) (1956)—Louis Armstrong and His All-Stars 


		Drown In My Own Tears (1956)—Ray Charles (written by Henry Glover)280 


		Pent-Up House (1956)—Sonny Rollins 


		Trouble of the World (1956)—Mahalia Jackson 


		Please, Please, Please (1956)—James Brown (written by James Brown & Johnny Terry) 


		I Could Have Danced All Night (1956)—Julie Andrews/“My Fair Lady” (music by Frederick Loewe, lyrics by Alan Jay Lerner) 


		Come Rain or Come Shine (1956)—Count Basie and His Orchestra, vocal by Joe Williams (music by Harold Arlen, lyrics by Johnny Mercer) 


		Bye Bye Blackbird (1956)—Miles Davis Quintet 


		Hallelujah I Love Her So (1956)—Ray Charles 


		Be-Bop-a-Lula (1956)—Gene Vincent and His Blue Caps (written by Gene Vincent & Bill Davis) 


		St. Thomas (1956)—Sonny Rollins Quartet 


		Rip It Up (1956)—Little Richard (written by Johnny Marascalo & Bumps Blackwell) 


		Candy (1956)—Big Maybelle (written by Mack David, Joan Whitney, & Alex Kramer) 


		My Prayer (1956)—The Platters (written by Jimmy Kennedy & Georges Boulanger) 


		Diminuendo and Crescendo In Blue (1956)—Duke Ellington and His Famous Orchestra 


		Let the Good Times Roll (1956)—Shirley and Lee (written by Leonard Lee) 


		99 and a Half (Won’t Do) (1956)—Dorothy Love Coates and the Original Gospel Harmonettes 


		That’s Enough (1956)—Dorothy Love Coates and the Original Gospel Harmonettes 


		Honky Tonk, Parts 1 and 2 (1956)—Bill Doggett (written by Bill Doggett, Billy Butler, Shape Sheppard, & Clifford Scott) 


		You Don’t Know Me (1956)—Eddy Arnold (written by Cindy Walker & Eddy Arnold) 


		Shiny Stockings (1956)—Count Basie and His Orchestra (written by Frank Foster) 


		Sweet Little Angel (1956)—B. B. King 


		The Train Kept a-Rollin’ (1956)—Johnny Burnette and The Rock ‘n Roll Trio 


		Too Much Monkey Business (1956)—Chuck Berry 


		Autumn In New York (1956)—Sarah Vaughan (written by Vernon Duke) 


		Brilliant Corners (1956)—Thelonious Monk 


		Jump, Jive an’ Wail (1956)—Louis Prima featuring Keely Smith, with Sam Butera and the Witnesses (written by Louis Prima) 


		Jamaica Farewell (1956)—Harry Belafonte (written by Lord Burgess) 


		Lonely Avenue (1956)—Ray Charles (written by Doc Pomus) 


		I Put a Spell on You (1956)—Screamin’ Jay Hawkins 


		Oh, What a Nite (1956/1969)—The Dells (written by Marvin Junior & Johnny Funches) 


		Senor Blues (1956)—Horace Silver Quintet 


		A Thousand Miles Away (1956)—The Heartbeats (written by James Sheppard & William Miller) 


		Since I Met You Baby (1956)—Ivory Joe Hunter 


		The Lady Is A Tramp (1956)—Frank Sinatra (music by Richard Rodgers, lyrics by Lorenz Hart) 


		Goodnight My Love (Pleasant Dreams) (1956)—Jesse Belvin 


		Packing Up (1956)—Clara Ward and the Famous Ward Singers (featuring Marion Williams) 


		Packing Up (c. 1959)—Marion Williams and the Stars of Faith 


		Blue Monday (1957)—Fats Domino (written by Smiley Lewis, Fats Domino, & Dave Bartholomew) 


		When Sunny Gets Blue (1957)—Johnny Mathis (music by Marvin Fisher, lyrics by Jack Segal) 


		Wonderful! Wonderful! (1957)—Johnny Mathis (music by Sherman Edwards, lyrics by Ben Raleigh) 


		Come Go With Me (1957)—The Dell-Vikings 


		Walkin’ After Midnight (1957)—Patsy Cline (written by Don Hecht & Alan Block) 


		Just One of Those Things (1957)—Lena Horne (written by Cole Porter) 


		Haitian Fight Song (1957)—Charles Mingus and His Orchestra 


		Reincarnation of a Lovebird (1957)—Charles Mingus and His Orchestra 


		Lucille (1957)—Little Richard 


		Matchbox (1957)—Carl Perkins 


		You Don’t Know What Love Is (1957)—Teddi King (music by Gene DePaul, lyrics by Don Raye) 


		School Day (Ring Ring Goes the Bell) (1957)—Chuck Berry 


		It’s Not for Me to Say (1957)—Johnny Mathis (music by Robert Allen, lyrics by Al Stillman) 


		Young Blood (1957)—The Coasters (written by Jerry Leiber, Mike Stoller, & Doc Pomus) 


		I Got It Bad (And That Ain’t Good) (1957)—Ella Fitzgerald 


		Cheek to Cheek (1957)—Sarah Vaughan and Billy Eckstine 


		Rockin’ Pneumonia and the Boogie Woogie Flu (1957)—Huey “Piano” Smith and the Clowns (written by Huey Smith) 


		Blue Train (1957)—John Coltrane 


		John Henry (1957)—Lilly Brothers 


		Wake Up, Little Susie (1957)—Everly Brothers (written by Boudleaux & Felice Bryant) 


		Autumn In New York (1957)—Frank Sinatra 


		Lil’ Darlin’ (1957)—Count Basie and His Orchestra (written by Neal Hefti) 


		One Morning In May (1957)—Mel Torme (music by Hoagy Carmichael, lyrics by Mitchell Parish) 


		At the Hop (1957)—Danny and the Juniors (written by Artie Singer, David White, & John Medora) 


		What’ll I Do? (1958)—Johnny Mathis (written by Irving Berlin) 


		Dedicated to the One I Love (1957/1961)—The 5 Royales (written by Lowman Pauling & Ralph Bass) 


		Poinciana (1958)—Ahmad Jamal Trio (music by Nat Simon) 


		Maybe (1958)—The Chantels (written by Arlene Smith, Richard Barrett, & George Goldner) 


		Big River (1958)—Johnny Cash 


		Reelin’ and Rockin’ (1958/1972)—Chuck Berry 


		76 Trombones (1958)—Robert Preston/“The Music Man” (written by Meredith Willson) 


		The Sermon (1958)—Jimmy Smith (written by Horace Silver) 


		Somewhere (1958)—Reri Grist/“West Side Story” Cast (music by Leonard Bernstein, lyrics by Stephen Sondheim) 


		Straight, No Chaser (1958)—Miles Davis Sextet (written by Thelonious Monk) 


		Milestones (1958)—Miles Davis Sextet 


		Twilight Time (1958)—The Platters (written by Buck Ram, Al Nevins, Morton Nevins, & Artie Dunn) 


		Rumble (1958)—Link Wray and His Ray Men 


		Texas Flood (1958)—Larry Davis (written by Fenton Robinson & Larry Davis)485 


		Rave On (1958)—Buddy Holly (written by Sonny West, Bill Tilghman, & Norman Petty) 


		Angel Eyes (1958)—Frank Sinatra (music by Matt Dennis, lyrics by Earl Brent) 


		Guess I’ll Hang My Tears Out to Dry (1958)—Frank Sinatra (music by Jule Styne, lyrics by Sammy Cahn) 


		Yakety Yak (1958)—The Coasters (written by Jerry Leiber & Mike Stoller) 


		High School Confidential (1958)—Jerry Lee Lewis 


		Willie and the Hand Jive (1958)—Johnny Otis Show 


		Goodbye (1958)—Frank Sinatra (written by Gordon Jenkins) 


		Rebel-’Rouser (1958)—Duane Eddy and His “Twangy” Guitar (written by Duane Eddy & Lee Hazlewood) 


		Freight Train (1958)—Elizabeth Cotten 


		Fever (1958)—Peggy Lee 


		City Lights (1958)—Ray Price (written by Bill Anderson) 


		Baltimore Oriole (1958)—Carmen McRae (music by Hoagy Carmichael, lyrics by Paul Francis Webster) 


		It’s All In the Game (1958)—Tommy Edwards (music by Charles Dawes, lyrics by Carl Sigman) 


		Summertime (1958)—Miles Davis with Gil Evans and His Orchestra 


		It’s Only Make Believe (1958)—Conway Twitty (written by Jack Nance & Conway Twitty) 


		My Shining Hour (1958)—Mabel Mercer (music by Harold Arlen, lyrics by Johnny Mercer) 


		Isn’t It Romantic? (1958)—Carmen McRae (music by Richard Rodgers, lyrics by Lorenz Hart) 


		Moanin’ (1958)—Art Blakey and His Jazz Messengers (written by Bobby Timmons) 


		Try Me (I Need You) (1958)—James Brown 


		Stagger Lee (1958)—Lloyd Price (written by Lloyd Price & Harold Logan) 


		(Night Time Is) the Right Time (1959)—Ray Charles (written by Nappy Brown, Ozzie Cadena, & Herman Lubinsky) 


		Wednesday Night Prayer Meeting (1959)—Charles Mingus and His Jazz Workshop Band 


		My Funny Valentine (1959)—Johnny Mathis 


		Peter Gunn (1959)—Henry Mancini 


		I Don’t Stand a Ghost of a Chance With You (1959)—Frank Sinatra (music by Victor Young, lyrics by Ned Washington & Bing Crosby) 


		The Twist (1959)—Hank Ballard and the Midnighters 


		Black Land Farmer (1959)—Frankie Miller 


		Freddie Freeloader (1959)—Miles Davis Sextet 


		All Blues (1959)—Miles Davis Sextet 


		Naima (1959)—John Coltrane 


		Goodbye Pork Pie Hat (1959)—Charles Mingus 


		How I Got Over (1959)—The Swan Silvertones 


		Congeniality (1959)—Ornette Coleman 


		What a Diff’rence a Day Makes (1959)—Dinah Washington (music by Maria Grever, English lyrics by Stanley Adams) 


		The Long Black Veil (1959)—Lefty Frizzell (written by Danny Dill & Marijohn Wilkin) 


		M.T.A. (1959)—Kingston Trio (written by Jacqueline Steiner & Bess Hawes) 


		I Loves You, Porgy (1959)—Nina Simone (music by George Gershwin, lyrics by Ira Gershwin & DuBose Heyward)585 


		Desafinado (1959)—Joao Gilberto 


		Wayfaring Stranger (1959)—Roscoe Holcomb 


		Misty (1959)—Sarah Vaughan 


		Love Potion No. 9 (1959)—The Clovers (written by Jerry Leiber & Mike Stoller) 


		Where Will This End? (1959)—Buzz Busby and the Bayou Boys (written by Buzz Busby & Hope Harlow) 


		Where or When (1959)—Tony Bennett (music by Richard Rodgers, lyrics by Lorenz Hart) 


		A Sleepin’ Bee (1959)—Tony Bennett (music by Harold Arlen, lyrics by Truman Capote & Harold Arlen) 


		He’ll Have to Go (1959)—Jim Reeves (written by Joe Allison & Audrey Allison) 


		Harlem Nocturne (1959)—The Viscounts 








		Playlist 6 1960–1964 

		Theme from “A Summer Place” (1960)—Percy Faith and His Orchestra (written by Max Steiner) 


		Let It Be Me (1960)—Everly Brothers (music by Gilbert Becaud, English lyrics by Mann Curtis) 


		So Many Roads, So Many Trains (1960)—Otis Rush 


		West Coast Blues (1960)—Wes Montgomery Quartet 


		The Work Song (1960)—Cannonball Adderley Quintet (written by Nat Adderley) 


		Jin-go-lo-ba (Drums of Passion) (1960)—Babatunde Olatunji 


		This Land Is Your Land (1960)—The Weavers 


		You Go to My Head (1960)—Frank Sinatra 


		The First Time I Met the Blues (1960)—Buddy Guy 


		Doggin’ Around (1960)—Jackie Wilson (written by Paul Tarnopol) 


		Ain’t No Grave Gonna Hold My Body Down (1960)—Odetta 


		Cathy’s Clown (1960)—Everly Brothers 


		Wonderful World (1960)—Sam Cooke (written by Lou Adler, Herb Alpert, & Sam Cooke) 


		I’m Sorry (1960)—Brenda Lee (written by Ronnie Self & Dub Albritten) 


		Theme from “Psycho” (1960)—Bernard Herrmann/Motion Picture Theme 


		La Barca (The Boat) (1960)—Lucho Gatica (written by Roberto Cantoral) 


		Barbara Allen (1960)—Jean Ritchie 


		Walking to New Orleans (1960)—Fats Domino (written by Robert Guidry, Fats Domino, & Dave Bartholomew) 


		Walk, Don’t Run (1960)—The Ventures (written by Johnny Smith) 


		It’s Now or Never (1960)—Elvis Presley (written by Wally Gold & Aaron Schroeder) 


		Tell the Truth (1960)—Ray Charles 


		Save the Last Dance for Me (1960)—The Drifters (written by Doc Pomus & Mort Shuman) 


		Stay (1960)—Maurice Williams and the Zodiacs 


		Peter Gunn (1960)—Duane Eddy, His “Twangy” Guitar, and the Rebels 


		My Favorite Things (1960)—John Coltrane Quartet (music by Richard Rodgers) 


		Theme, “The Magnificent Seven” (1960)—Elmer Bernstein 


		The Magnificent Seven (1960)—Al Caiola and His Orchestra 


		All My Trials (1960)—Joan Baez 


		Night Life (1960)—Willie Nelson 


		Please Come Home for Christmas (1960)—Charles Brown 


		I Just Want to Make Love to You (1961)—Etta James 


		Dedicated to the One I Love (1961)—The Shirelles (written by Lowman Pauling & Ralph Bass) 


		I Pity the Fool (1961)—Bobby Bland (written by Joe Medwick) 


		Hide Away (1961)—Freddy King (written by Sonny Thompson & Freddy King) 


		Hello Walls (1961)—Faron Young (written by Willie Nelson) 


		Daddy’s Home (1961)—Shep and the Limelites (written by James Sheppard) 


		Big Boss Man (1961)—Jimmy Reed (written by Al Smith & Luther Dixon)113 


		Hello, Mary Lou (1961)—Ricky Nelson (written by Gene Pitney)117 


		Quarter to Three (1961)—Gary “U.S.” Bonds (written by Gene Barge & Gary Anderson) 


		Rainin’ In My Heart (1961)—Slim Harpo (written by Jerry West) 


		The Red Rooster (1961)—Howlin’ Wolf (written by Willie Dixon) 


		Round Midnight (1961)—Ella Fitzgerald 


		Waltz for Debby (1961)—Bill Evans Trio 


		Last Night (1961)—The Mar-Keys (written by Charles Axton, Jerry Lee Smith, Floyd Newman, & Chips Moman) 


		It Was a Very Good Year (1961)—Kingston Trio 


		Michael (1961)—The Highwaymen (traditional, arranged by Dave Fisher) 


		Battle Royal (1961)—Duke Ellington and Count Basie Orchestras 


		Bright Lights, Big City (1961)—Jimmy Reed (written by Jimmy Reed & Mary Reed) 


		Please Mr. Postman (1961)—The Marvelettes (written by Brian Holland, Robert Bateman, William Garrett, & Georgia Dobbins) 


		Moon River (1961)—Jerry Butler 


		Gypsy Woman (1961)—The Impressions (written by Curtis Mayfield) 


		Joy to the World (1961)—Louvin Brothers (music by Lowell Mason, words by Isaac Watts) 


		Turn On Your Love Light (1961)—Bobby Bland (written by Joe Scott & Deadric Malone) 


		The Wanderer (1961)—Dion (written by Ernie Maresca) 


		Where Have All the Flowers Gone? (1962)—Kingston Trio (written by Pete Seeger) 


		Where Have All the Flowers Gone? (1956/1962)—Pete Seeger 


		She’s Got You (1962)—Patsy Cline (written by Hank Garland) 


		She Thinks I Still Care (1962)—George Jones (written by D. L. Lipscomb) 


		Night Train (1962)—James Brown 


		(The Man Who Shot) Liberty Valence (1962)—Gene Pitney (music by Burt Bacharach, lyrics by Hal David) 


		Born to Lose (1962)—Ray Charles 


		Watermelon Man (1962/1974)—Herbie Hancock 


		Boom Boom (1962)—John Lee Hooker 


		Twist and Shout (1962)—Isley Brothers 


		Breaking Up Is Hard to Do (1962)—Neil Sedaka 


		The Loco-Motion (1962)—Little Eva (written by Carole King & Gerry Goffin) 


		You Don’t Know Me (1962)—Ray Charles 


		You Belong to Me (1962)—The Duprees 


		Do You Love Me (1962)—The Contours (written by Berry Gordy, Jr.) 


		Sherry (1962)—The Four Seasons (written by Bob Gaudio) 


		He’s a Rebel (1962)—The Crystals (written by Gene Pitney) 


		You Are My Sunshine (1962)—Ray Charles 


		You’ve Really Got a Hold on Me (1962)—The Miracles 


		Cast Your Fate to the Wind (1962)—Vince Guaraldi Trio 


		Theme, “To Kill a Mockingbird” (1962)—Elmer Bernstein 


		Silent Night, Holy Night (1962)—Mahalia Jackson 


		I’m Old-Fashioned (1963)—Ella Fitzgerald (music by Jerome Kern, lyrics by Johnny Mercer) 


		All the Things You Are (1963)—Ella Fitzgerald 


		Help Me (1963)—Sonny Boy Williamson (II, Aleck “Rice” Miller) 


		Turn! Turn! Turn! (To Everything There Is a Season) (1963)—Pete Seeger 


		Walk Like a Man (1963)—The Four Seasons (written by Bob Gaudio & Bob Crewe) 


		In Dreams (1963)—Roy Orbison 


		Our Day Will Come (1963)—Ruby and the Romantics (written by Bob Hilliard & Mort Garson) 


		He’s So Fine (1963)—The Chiffons (written by Ronnie Mack) 


		Lush Life (1963)—Johnny Hartman and John Coltrane 


		You Are Too Beautiful (1963)—Johnny Hartman and John Coltrane (music by Richard Rodgers, lyrics by Lorenz Hart) 


		Another Saturday Night (1963)—Sam Cooke 


		El Watusi (1963)—Ray Barretto 


		Who Do You Love (1963)—Ronnie Hawkins 


		Copper Kettle (1963)—Country Gentlemen 


		One Fine Day (1963)—The Chiffons (music by Carole King, lyrics by Gerry Goffin) 


		Six Days On the Road (1963)—Dave Dudley (written by Earl Greene & Carl Montgomery) 


		Blue Bossa (1963)—Joe Henderson (written by Kenny Dorham) 


		Memphis (1963)—Lonnie Mack (written by Chuck Berry) 


		Fingertips, Part 2 (1963)—Stevie Wonder 


		Oh Death (1963)—Dock Boggs 


		Then He Kissed Me (1963)—The Crystals (written by Jeff Barry, Ellie Greenwich, & Phil Spector) 


		Over the Rainbow (1963)—Ray Charles 


		Sally Go Round the Roses (1963)—The Jaynetts (written by Zell Sanders & Lona Spector) 


		Don’t Think Twice, It’s All Right (1963)—Bob Dylan 


		Don’t Think Twice, It’s All Right (1963)—Peter, Paul, and Mary 


		Blue Bayou (1963)—Roy Orbison (written by Roy Orbison & Joe Melson) 


		It’s All Right (1963)—The Impressions (written by Curtis Mayfield) 


		Four Strong Winds (1963)—Ian and Sylvia (written by Ian Tyson) 


		Can I Get a Witness (1963)—Marvin Gaye (written by Brian Holland, Lamont Dozier, & Eddie Holland) 


		In My Room (1963)—The Beach Boys (music by Brian Wilson, lyrics by Gary Usher) 


		I’ll Be Around (1963)—Tony Bennett (written by Alec Wilder) 


		Alabama (1963)—John Coltrane 


		Black Mountain Rag (1963)—Doc Watson 


		Do You Hear What I Hear? (1963)—Bing Crosby (music by Gloria Shayne Baker, lyrics by Noel Regney) 


		There’s a Meetin’ Here Tonight (1963)—Joe and Eddie 


		Anyone Who Had a Heart (1963)—Dionne Warwick (music by Burt Bacharach, lyrics by Hal David) 


		The Sidewinder (1963)—Lee Morgan 


		Please Please Me (1964)—The Beatles 


		Hello, Dolly! (1964)—Louis Armstrong (written by Jerry Herman) 


		The Way You Do the Things You Do (1964)—The Temptations (written by Smokey Robinson & Bobby Rogers) 


		Ain’t Nothing You Can Do (1964)—Bobby Bland 


		Needles and Pins (1964)—The Searchers (written by Sonny Bono & Jack Nitzsche) 


		Can’t Buy Me Love (1964)—The Beatles 


		My Boy Lollipop (1964)—Millie Small (written by Johnny Roberts, Robert Spencer, & Morris Levy) 


		I Get Around (1964)—The Beach Boys (written by Brian Wilson & Mike Love) 


		Corcovado (1964)—Stan Getz, Joao, and Astrud Gilberto (written by Antonio Carlos Jobim) 


		Cantaloupe Island (1964)—Herbie Hancock 


		Time Is On My Side (1964)—Irma Thomas (written by Jerry Ragovoy, additional lyrics by Jimmy Norman) 


		Where Did Our Love Go (1964)—The Supremes (written by Brian Holland, Lamont Dozer, & Eddie Holland) 


		You Never Can Tell (1964)—Chuck Berry 


		Hey Nelly Nelly (1964)—Judy Collins (written by Shel Silverstein & Jim Friedman) 


		Chimes of Freedom (1964)—Bob Dylan 


		My Back Pages (1964)—Bob Dylan 


		Leader of the Pack (1964)—The Shangri-Las (written by Shadow Morton, Jeff Barry, & Ellie Greenwich) 


		The Last Thing On My Mind (1964)—Tom Paxton 


		Goin’ Out of My Head (1964)—Little Anthony and the Imperials (written by Teddy Randazzo & Bobby Weinstein) 


		A Love Supreme—Part 1 (Acknowledgement) (1964)—John Coltrane 


		Infant Eyes (1964)—Wayne Shorter 


		Downtown (1964)—Petula Clark (written by Tony Hatch) 








		Playlist 7 1965–1969 

		E.S.P. (1965)—Miles Davis Quintet (written by Wayne Shorter & Davis) 


		Shotgun (1965)—Jr. Walker and the All-Stars (written by Jr. Walker) 


		Stop! In the Name of Love (1965)—The Supremes (written by Brian Holland, Lamont Dozier, & Eddie Holland) 


		The Sound of Music (1965)—Julie Andrews (music by Richard Rodgers, lyrics by Oscar Hammerstein II) 


		We’re Gonna Make It (1965)—Little Milton (written by Gene Barge, Billy Davis, Raynard Miner, & Carl William Smith) 


		Ooo Baby Baby (1965)—Smokey Robinson and the Miracles (written by Warren Moore & Smokey Robinson) 


		Subterranean Homesick Blues (1965)—Bob Dylan 


		Iko Iko (1965)—The Dixie Cups 


		Woolly Bully (1965)—Sam the Sham and the Pharaohs 


		Death Letter Blues (1965)—Son House 


		September Song (1965)—Frank Sinatra 


		Wade In the Water (1965)—Staple Singers 


		Ticket to Ride (1965)—The Beatles 


		Crying In the Chapel (1965)—Elvis Presley 


		It’s Alright, Ma (I’m Only Bleeding) (1965)— Bob Dylan 


		I Can’t Help Myself (1965)—The Four Tops (written by Eddie Holland, Lamont Dozier, & Brian Holland) 


		Temptation ‘Bout to Get Me (1965)—Knight Brothers 


		What the World Needs Now Is Love (1965)—Jackie DeShannon (music by Burt Bacharach, lyrics by Hal David) 


		Gloria (1965)—Them (written by Van Morrison) 


		I Got You, Babe (1965)—Sonny and Cher (written by Sonny Bono) 


		California Girls (1965)—The Beach Boys (written by Brian Wilson & Mike Love) 


		Since I Lost My Baby (1965)—The Temptations (written by Smokey Robinson & Warren Moore) 


		We Gotta Get Out of This Place (1965)—The Animals (written by Barry Mann & Cynthia Weill) 


		Eve of Destruction (1965)—Barry McGuire (written by P. F. Sloan) 


		Respect (1965)—Otis Redding 


		There But for Fortune (1965)—Joan Baez (written by Phil Ochs) 


		There But for Fortune (1966)—Phil Ochs 


		Hoodoo Man Blues (1965)—Junior Wells 


		Rescue Me (1965)—Fontella Bass (written by Raynard Miner & Carl Smith) 


		Early Morning Rain (1965)—Peter, Paul & Mary (written by Gordon Lightfoot) 


		Early Mornin’ Rain (1966)—Gordon Lightfoot 


		A Change Is Gonna Come (1965)—Otis Redding 


		Waltz Across Texas (1965)—Ernest Tubb (written by Billy Talmadge Tubb) 


		Buckaroo (1965)—Buck Owens and the Buckaroos (written by Bob Morris) 


		Linus and Lucy (1965)—Vince Guaraldi Trio 


		Uptight (Everything’s Alright) (1965)—Stevie Wonder (written by Henry Cosby, Sylvia Moy, & Stevie Wonder) 


		We Can Work It Out (1965)—The Beatles 


		Michelle (1965)—The Beatles 


		Norwegian Wood (This Bird Has Flown) (1965)—The Beatles 


		I Can’t Turn You Loose (1965)—Otis Redding (written by Otis Redding, Steve Cropper, & McElvoy Robinson) 


		Elusive Butterfly (1966)—Bob Lind 


		The Impossible Dream (The Quest) (1966)—Richard Kiley (music by Mitch Leigh, lyrics by Joe Darion) 


		The Impossible Dream (The Quest) (1966)—Jack Jones 


		I Fought the Law (1966)—Bobby Fuller Four (written by Sonny Curtis) 


		Homeward Bound (1966)—Simon and Garfunkel 


		Thirsty Boots (1966)—Eric Andersen 


		This Old Heart of Mine (Is Weak for You) (1966)—Isley Brothers (written by Brian Holland, Lamont Dozier, & Eddie Holland) 


		Sloop John B (1966)—The Beach Boys 


		Wang Dang Doodle (1966)—Koko Taylor (written by Willie Dixon) 


		It’s a Man’s Man’s Man’s World (1966)— James Brown 


		Enter, Evening (A Soft Line Structure) (1966)— Cecil Taylor 


		Ain’t Too Proud to Beg (1966)—The Temptations (written by Norman Whitfield & Eddie Holland) 


		Summertime (1966)—Billy Stewart 


		Bus Stop (1966)—The Hollies (written by Graham Gouldman) 


		You Can’t Hurry Love (1966)—The Supremes (written by Brian Holland, Lamont Dozer, & Eddie Holland) 


		Cherish (1966)—The Association (written by Terry Kirkman) 


		96 Tears? (1966) and the Mysterians (written by Rudy Martinez) 


		The Poor Side of Town (1966)—Johnny Rivers (written by Lou Adler & Johnny Rivers) 


		East-West (1966)—Paul Butterfield Blues Band (written by Mike Bloomfield) 


		Devil With a Blue Dress & Good Golly, Miss Molly (1966)—Mitch Ryder and the Detroit Wheels 


		Stay With Me (1966)—Lorraine Ellison (written by Jerry Ragovoy & George David Weiss) 


		Mustang Sally (1966)—Wilson Pickett (written by Mack Rice) 


		Tell It Like It Is (1966)—Aaron Neville (written by Lee Diamond & George Davis) 


		I’m a Believer (1966)—The Monkees (written by Neil Diamond) 


		Jingle Bells (1966)—Booker T. and the MGs (written by James S. Pierpont) 


		Standing In the Shadows of Love (1966)—The Four Tops (written by Eddie Holland, Lamont Dozier, & Brian Holland) 


		Suzanne (1967)—Judy Collins (written by Leonard Cohen) 


		Pretty Ballerina (1967)—Left Banke (written by Michael Brown) 


		Ruby Tuesday (1967)—Rolling Stones 


		The Dark End of the Street (1967)—James Carr (written by Dan Penn & Chips Moman) 


		Strawberry Fields Forever (1967)—The Beatles (written by John Lennon) 


		Penny Lane (1967)—The Beatles (written by Paul McCartney) 


		Bernadette (1967)—The Four Tops (written by Eddie Holland, Lamont Dozier, & Brian Holland) 


		The End (1967)—The Doors (written by Jim Morrison, John Densmore, Robby Kreiger, & Ray Manzarek) 


		A Change Is Gonna Come (1967)—Aretha Franklin 


		Alfie (1967)—Dionne Warwick (music by Burt Bacharach, lyrics by Hal David) 


		Canadian Railroad Trilogy (1967)—Gordon Lightfoot 


		Song for a Winter’s Night (1967)—Gordon Lightfoot 


		Creeque Alley (1967)—The Mamas and the Papas (written by John Phillips & Michelle Phillips) 


		Waterloo Sunset (1967)—The Kinks (written by Ray Davies) 


		Heroin (1967)—Velvet Underground (written by Lou Reed) 


		Society’s Child (Baby I’ve Been Thinking) (1967)—Janis Ian 


		Up, Up, and Away (1967)—The Fifth Dimension (written by Jimmy Webb) 


		More Love (1967)—Smokey Robinson and the Miracles 


		Lucy in the Sky with Diamonds (1967)—The Beatles (written by John Lennon) 


		With a Little Help from My Friends (1967)—The Beatles 


		With a Little Help from My Friends (1968)—Joe Cocker 


		You Only Live Twice (1967)—Nancy Sinatra (written by John Barry & Leslie Bricusse) 


		Gentle On My Mind (1967)—Glen Campbell (written by John Hartford) 


		The Letter (1967)—The Box Tops (written by Wayne Carson Thompson) 


		The Wind Cries Mary (1967)—Jimi Hendrix Experience 


		Your Precious Love (1967)—Marvin Gaye and Tammi Terrell (written by Nickolas Ashford & Valerie Simpson) 


		How Can I Be Sure (1967)—The Young Rascals (written by Eddie Brigati & Felix Cavaliere) 


		Pata Pata (1967)—Miriam Makeba (written by Miriam Makeba & Jerry Ragovoy) 


		What a Wonderful World (1967)—Louis Armstrong (written by George David Weiss & Bob Thiele) 


		Lazy Day (1967)—Spanky and Our Gang (written by George Fischoff & Tony Powers) 


		Tell Mama (1967)—Etta James (written by Clarence Carter, Marcus Daniel, & Wilbur Terrell) 


		Alice’s Restaurant Massacree (1967)—Arlo Guthrie 


		Goin’ Back (1967)—The Byrds (music by Carole King, lyrics by Gerry Goffin) 


		Pleasures of the Harbor (1967)—Phil Ochs 


		Since You Asked (1968)—Judy Collins 


		Mission: Impossible (1968)—Lalo Schifrin 


		Sunshine of Your Love (1968)—Cream (written by Jack Bruce, Pete Brown, & Eric Clapton) 


		Theme from “Valley of the Dolls” (1968)—Dionne Warwick (music by Andre Previn, lyrics by Dory Langdon Previn) 


		Ball and Chain (1968)—Willie Mae “Big Mama” Thornton 


		Rocky Top (1968)—Osborne Brothers (written by Felice & Boudleaux Bryant) 


		Strange Man (1968)—Dorothy Love Coates 


		Ain’t No Way (1968)—Aretha Franklin (written by Carolyn Franklin) 


		Ain’t Nothing Like the Real Thing (1968)—Marvin Gaye and Tammi Terrell (written by Nickolas Ashford & Valerie Simpson) 


		No Regrets (1968)—Tom Rush 


		Mrs. Robinson (1968)—Simon and Garfunkel 


		America (1968)—Simon and Garfunkel (written by Paul Simon) 


		Alone Again Or (1968)—Love (written by Bryan MacLean) 


		MacArthur Park (1968)—Richard Harris (written by Jimmy Webb) 


		Tuesday Afternoon (Forever Afternoon) (1968)—The Moody Blues (written by Justin Hayward) 


		Save the Country (1968)—Laura Nyro 


		Piece of My Heart (1968)—Big Brother and Holding Co. w/ Janis Joplin (written by Bert Berns) 


		Say It Loud—I’m Black and I’m Proud (1968)—James Brown (written by James Brown & Alfred “Pee Wee” Ellis) 


		Revolution (1968)—The Beatles (written by John Lennon) 


		Voodoo Child (Slight Return) (1968)—Jimi Hendrix Experience 


		Madame George (1968)—Van Morrison 


		Samba with Some Barbecue (1968)—Paul Desmond 


		Everyday People (1968)—Sly and the Family Stone (written by Sly Stone) 


		Son of a Preacher Man (1968)—Dusty Springfield (written by John Hurley & Ronnie Wilkins) 


		Games People Play (1969)—Joe South 


		Crossroads (1969)—Cream 


		God Bless the Child (1969)—Blood, Sweat & Tears 


		Someday Soon (1969)—Judy Collins (written by Ian Tyson) 


		Brother Love’s Traveling Salvation Show (1969)—Neil Diamond 


		Hungry Eyes (1969)—Merle Haggard and the Strangers 


		Only the Strong Survive (1969)—Jerry Butler (written by Kenny Gamble, Leon Huff, & Jerry Butler) 


		You’ve Made Me So Very Happy (1969)—Blood, Sweat & Tears (written by Berry Gordy, Jr., Patrice Holloway, Frank Wilson, & Brenda Holloway) 


		Aquarius—Let the Sunshine In (The Flesh Failures) (1969)—The Fifth Dimension (music by Galt MacDermot, lyrics by James Rado & Gerome Ragni) 


		Galveston (1969)—Glen Campbell (written by Jimmy Webb) 


		My Way (1969)—Frank Sinatra (written by Gillis Thibault, Jacques Ravaux, & Claude Francois, English lyrics by Paul Anka) 


		Stand! (1969)—Sly and the Family Stone 


		Sin City (1969)—Flying Burrito Brothers (written by Gram Parsons & Chris Hilman) 


		Get Back (1969)—The Beatles (written by Paul McCartney) 


		My Cherie Amour (1969)—Stevie Wonder (written by Stevie Wonder, Henry Cosby, & Sylvia Moy)382 


		We’re Not Gonna Take It / See Me, Feel Me (1969)—The Who (written by Pete Townshend) 


		Both Sides Now (1969)—Joni Mitchell 


		Pressure Drop (1969)—Toots and the Maytals (written by Frederick Hibbert) 


		Lay Lady Lay (1969)—Bob Dylan 


		Who Knows Where the Time Goes (1969)—Fairport Convention (written by Sandy Denny) 


		You Can’t Always Get What You Want (1969)—Rolling Stones 


		Everybody’s Talkin’ (1969)—Nilsson (written by Fred Neil) 


		I Can’t Get Next to You (1969)—The Temptations (written by Norman Whitfield & Barrett Strong) 


		Suite: Judy Blue Eyes (1969)—Crosby, Stills, and Nash (written by Stephen Stills) 


		Here Comes the Sun (1969)—The Beatles (written by George Harrison) 


		Leaving On a Jet Plane (1969)—Peter, Paul & Mary (written by John Denver) 


		Eli’s Coming (1969)—Three Dog Night (written by Laura Nyro) 


		Down On the Corner (1969)—Creedence Clearwater Revival (written by John Fogerty) 


		Up on Cripple Creek (1969)—The Band (written by Robbie Robertson) 


		Someday We’ll Be Together (1969)—Diana Ross and the Supremes (written by Jackie Beavers, Johnny Bristol, & Harvey Fuqua) 


		Sunlight (1969)—The Youngbloods (written by Jesse Colin Young) 


		Whole Lotta Love (1969)—Led Zeppelin (written by Willie Dixon & Led Zeppelin) 


		To Be Young, Gifted, and Black (1969)—Nina Simone (written by Simone & Weldon Irvine) 


		Fancy (1969)—Bobbie Gentry 








		Playlist 8 1970–1979 

		Superstar (1970)—Murray Head with the Trinidad Singers (music by Andrew Lloyd-Webber, lyrics by Tim Rice) 


		Travelin’ Band (1970)—Creedence Clearwater Revival 


		Shilo (1970)—Neil Diamond 


		Kentucky Rain (1970)—Elvis Presley (written by Eddie Rabbitt & Dick Heard) 


		Instant Karma (We All Shine On) (1970)—John Lennon 


		Run Through the Jungle (1970)—Creedence Clearwater Revival (written by John Fogerty) 


		The Circle Game (1970)—Joni Mitchell 


		Lay Down (Candles In the Rain) (1970)—Melanie (with Edwin Hawkins Singers) 


		Maybe I’m Amazed (1970)—Paul McCartney 


		Miles Runs the Voodoo Down (1970)—Miles Davis 


		The Long and Winding Road (1970)—The Beatles (written by Paul McCartney) 


		Across the Universe (1970)—The Beatles (written by John Lennon) 


		Teach Your Children (1970)—Crosby, Stills, Nash, and Young (written by Graham Nash) 


		Joe Hill (1970)—Joan Baez (words by Alfred Hayes, music by Earl Robinson) 


		For the Good Times (1970)—Ray Price (written by Kris Kristofferson) 


		Signed, Sealed, Delivered, I’m Yours (1970)—Stevie Wonder (written by Stevie Wonder, Lee Garrett, Lulu Hardaway, & Syreeta Wright) 


		Get Up I Feel Like Being a Sex Machine (1970)—James Brown (written by James Brown, Bobby Byrd, & Ron Lenhoff) 


		Ain’t No Mountain High Enough (1970)— Diana Ross 


		Long, Long Time (1970)—Linda Ronstadt (written by Gary White) 


		Border Song (Holy Moses) (1970)—Elton John (music by Elton John, lyrics by Bernie Taupin) 


		Cracklin’ Rosie (1970)—Neil Diamond 


		Lola (1970)—The Kinks (written by Ray Davies) 


		We’ve Only Just Begun (1970)—The Carpenters (written by Paul Williams & Roger Nichols) 


		El Condor Pasa (1970)—Simon and Garfunkel (music by Daniel Alomia Robles, lyrics by Paul Simon) 


		After the Gold Rush (1970)—Neil Young 


		Midnight Rider (1970)—Allman Brothers Band 


		Midnight Rider (1973)—Gregg Allman 


		He Ain’t Heavy … He’s My Brother (1970)—Neil Diamond 


		Gethsemene (I Only Want to Say) (1970)—Ian Gillan (music by Andrew Lloyd-Webber, lyrics by Tim Rice) 


		My Sweet Lord (1970)—George Harrison 


		If I Were Your Woman (1970)—Gladys Knight and the Pips (written by Gloria Jones, Pam Sawyer, & Clay McMurray) 


		Help Me Make It Through the Night (1971)—Sammi Smith (written by Kris Kristofferson) 


		Chestnut Mare (1970)—The Byrds (written by Roger McGuinn & Jacques Levy) 


		Merry Christmas, Darling (1970)—The Carpenters (written by Frank Pooler & Richard Carpenter) 


		If You Could Read My Mind (1970)—Gordon Lightfoot 


		Father and Son (1971)—Cat Stevens 


		Oye Como Va (1971)—Santana 


		I Am … I Said (1971)—Neil Diamond 


		If (1971)—Bread (written by David Gates) 


		Will You Love Me Tomorrow? (1971)—Carole King 


		That’s the Way I’ve Always Heard It Should Be (1971)—Carly Simon (written by Carly Simon & Jacob Brackman) 


		The Revolution Will Not Be Televised (1971)—Gil Scott-Heron 


		Brown Sugar (1971)—Rolling Stones 


		I Feel The Earth Move (1971)—Carole King 


		You’ve Got a Friend (1971)—James Taylor 


		Wild Horses (1971)—Rolling Stones 


		Baba Ngbo ti Wa (Father Hear Us) (1971)—I. K. Dairo and His Blue Spots 


		Riders On the Storm (1971)—The Doors (written by Jim Morrison, John Densmore, Robby Krieger, & Ray Manzarek) 


		Mercy Mercy Me (The Ecology) (1971)— Marvin Gaye 


		River (1971)—Joni Mitchell 


		Tired of Being Alone (1971)—Al Green 


		Ain’t No Sunshine (1971)—Bill Withers 


		The Wedding Song (There Is Love) (1971)—Paul Stookey 


		Spanish Harlem (1971)—Aretha Franklin 


		Inner City Blues (Make Me Wanna Holler) (1971)—Marvin Gaye (written by Marvin Gaye & James Nyx) 


		Respect Yourself (1971)—Staple Singers (written by Luther Ingram & Mack Rice) 


		Wild Night (1971)—Van Morrison 


		Theme from “Shaft” (1971)—Isaac Hayes 


		The City of New Orleans (1971)—Steve Goodman 


		Have You Seen Her (1971)—The Chi-Lites (written by Eugene Record & Barbara Acklin) 


		Coat of Many Colors (1971)—Dolly Parton 


		Rock Steady (1971)—Aretha Franklin 


		Grandma’s Hands (1971)—Bill Withers 


		Behind Blue Eyes (1971)—The Who 


		Family Affair (1971)—Sly and the Family Stone 


		Stones (1971)—Neil Diamond 


		Truckin’ (1971)—Grateful Dead (written by Jerry Garcia, Bob Weir, Phil Lesh, & Robert Hunter) 


		Tupelo Honey (1972)—Van Morrison 


		Slippin’ Into Darkness (1972)—War 


		Heart of Gold (1972)—Neil Young 


		Rock and Roll Lullaby (1972)—B. J. Thomas (written by Barry Mann & Cynthia Weil) 


		Betcha By Golly, Wow (1972)—The Stylistics (music by Thom Bell, lyrics by Linda Creed) 


		Dogtown (1972)—Harry Chapin 


		Rock and Roll (1972)—Led Zeppelin (written by John Bonham, John Paul Jones, Jimmy Page, & Robert Plant) 


		I’ll Take You There (1972)—Staple Singers (written by Al Bell) 


		Oh Girl (1972)—The Chi-Lites 


		Love Theme from “The Godfather” (Speak Softly, Love) (1972)—Carlo Savina and Orchestra (written by Nino Rota) 


		Castles In the Air (1972)—Don McLean 


		Lean On Me (1972)—Bill Withers 


		Tumbling Dice (1972)—The Rolling Stones 


		Sail Away (1972)—Randy Newman 


		How I Got Over (1972)—Aretha Franklin 


		Amazing Grace (1972)—Aretha Franklin 


		I Am Woman (1972)—Helen Reddy (lyrics by Helen Reddy, music by Ray Burton) 


		Go All the Way (1972)—The Raspberries (written by Eric Carmen) 


		Back Stabbers (1972)—The O’Jays (written by Leon Huff, Gene McFadden, & John Whitehead) 


		Is It Really Love At All? (1972)—Eric Andersen 


		Saturday In the Park (1972)—Chicago 


		Freddie’s Dead (1972)—Curtis Mayfield 


		Burning Love (1972)—Elvis Presley (written by Dennis Linde) 


		Summer Breeze (1972)—Seals and Crofts (written by Dash Crofts & Jim Seals) 


		I’ll Be Around (1972)—The Spinners (written by Thom Bell & Phil Hurtt) 


		American City Suite (1972)—Cashman and West (written by Terry Cashman & Tommy West) 


		If You Don’t Know Me By Now (1972)—Harold Melvin and the Blue Notes (written by Kenny Gamble & Leon Huff) 


		Me and Mrs. Jones (1972)—Billy Paul (written by Kenny Gamble, Leon Huff, & Cary Gilbert) 


		Do It Again (1972)—Steely Dan (written by Donald Fagen & Walter Becker) 


		Rocky Mountain High (1972)—John Denver (written by Denver and Mike Taylor) 


		You’re So Vain (1972)—Carly Simon 


		Dreidel (1972)—Don McLean 


		Could It Be I’m Falling In Love (1972)—The Spinners (written by Melvin Steals & Mervin Steals) 


		Space Oddity (1973)—David Bowie 


		Dueling Banjos (1973)—Eric Weissberg and Steve Mandell 


		Behind Closed Doors (1973)—Charlie Rich (written by Kenny O’Dell) 


		Stir It Up (1973)—Johnny Nash (written by Bob Marley) 


		Walk on the Wild Side (1973)—Lou Reed 


		You Are the Sunshine of My Life (1973)— Stevie Wonder 


		Why Me (1973)—Kris Kristofferson 


		Daniel (1973)—Elton John (music by Elton John, lyrics by Bernie Taupin) 


		Right Place, Wrong Time (1973)—Dr. John 


		Desperado (1973)—The Eagles (written by Don Henley & Glenn Frey) 


		Ol’ 55 (1973)—Tom Waits 


		Ol’ 55 (1974)—The Eagles 


		Money (1973)—Pink Floyd (written by Roger Waters) 


		Precious Lord, Take My Hand (1973)—Marion Williams with Thomas A. Dorsey 


		Live and Let Die (1973)—Paul McCartney and Wings 


		Loves Me Like a Rock (1973)—Paul Simon with the Dixie Hummingbirds 


		Ramblin’ Man (1973)—Allman Brothers Band (written by Dickey Betts) 


		Summer (The First Time) (1973)—Bobby Goldsboro 


		Knockin’ On Heaven’s Door (1973)—Bob Dylan 


		If We Make It Through December (1973)—Merle Haggard 


		Goodbye Yellow Brick Road (1973)—Elton John 


		Jolene (1973)—Dolly Parton 


		Rosalita (Come Out Tonight) (1973)—Bruce Springsteen 


		Time In a Bottle (1973)—Jim Croce 


		I Shot the Sheriff (1973)—Bob Marley and the Wailers (written by Bob Marley) 


		(You’re the) Best Thing That Ever Happened to Me (1974)—Gladys Knight and the Pips (written by Jim Weatherly) 


		What Are You Doing the Rest of Your Life? (1974)—Barbra Streisand (music by Michel LeGrand, lyrics by Alan & Marilyn Bergman) 


		Piano Man (1974)—Billy Joel 


		Aguas de Marco (1974)—Elis Regina and Antonio Carlos Jobim (written by Antonio Carlos Jobim) 


		Chameleon (1974)—Herbie Hancock 


		I Will Always Love You (1974)—Dolly Parton 


		Stars (1974)—Janis Ian 


		Widescreen (1974)—Rupert Holmes 


		Love Theme from “Chinatown” (1974)—by Jerry Goldsmith 


		Running Hard (1974)—Renaissance 


		You Haven’t Done Nothin’ (1974)—Stevie Wonder 


		Quimbara (1974)—Celia Cruz with Johnny Pacheco y su Tumbao (written by Junior Cepeda) 


		Cat’s In the Cradle (1974)—Harry Chapin (written by Harry & Sandy Chapin) 


		Terminal (1974)—Rupert Holmes 


		Louisiana 1927 (1974)—Randy Newman 


		Fountain of Sorrow (1974)—Jackson Browne 


		Promised Land (1974)—Elvis Presley 


		Take Me to the River (1974)—Al Green 


		Streets of London (1974)—Ralph McTell 


		Lady Marmalade (1974)—LaBelle (written by Bob Crewe & Kenny Nolan) 


		Before the Next Teardrop Falls (1975)—Freddy Fender (written by Vivian Keith & Ben Peters) 


		Shining Star (1975)—Earth, Wind, and Fire (written by Philip Bailey & Maurice White) 


		Bad Luck (1975)—Harold Melvyn and the Blue Notes (written by John Whitehead, Gene McFadden, & Victor Castarphen) 


		Boulder to Birmingham (1975)—Emmylou Harris (written by Emmylou Harris & Bill Danoff) 


		Rhinestone Cowboy (1975)—Glen Campbell (written by Larry Weiss) 


		Some Other Time (1975)—Tony Bennett and Bill Evans (music by Leonard Bernstein, lyrics by Betty Comden & Adolph Green) 


		Saturday Night Special (1975)—Lynyrd Skynyrd 


		Fame (1975)—David Bowie (written by Carlos Alomar, David Bowie, & John Lennon) 


		Water No Get Enemy (1975)—Fela Kuti 


		That’s the Way of the World (1975)—Earth, Wind, and Fire (written by Charles Stepney, Maurice White, & Verdine White) 


		Where Am I Going? (1975)—Gino Vannelli 


		I Only Have Eyes for You (1975)—Art Garfunkel 


		The Song of Scheherazade (1975)—Renaissance 


		Lyin’ Eyes (1975)—The Eagles (written by Glenn Frey & Don Henley) 


		Wind On the Water (To the Last Whale) (1975)—David Crosby and Graham Nash  


		Wake Up, Everybody (1975)—Harold Melvyn and the Blue Notes (written by John Whitehead, Gene McFadden, & Victor Carstarphen) 


		Acadian Driftwood (1975)—The Band (written by Robbie Robertson) 


		Gloria (In Excelsis Deo) (1975)—Patti Smith 


		Marcus Garvey (1975)—Burning Spear 


		Dream On (1976)—Aerosmith 


		Only Love Is Real (1976)—Carole King 


		Rhiannon (Will You Ever Win) (1976)—Fleetwood Mac (written by Stevie Nicks) 


		Jerusalem Ridge (1976)—Kenny Baker (featuring Bill Monroe) (written by Bill Monroe) 


		Kiss and Say Goodbye (1976)—The Manhattans (written by Winfred “Blue” Lovett) 


		Howlin’ Wind (1976)—Graham Parker 


		Turn the Page (1976)—Bob Seger and the Silver Bullet Band 


		You’ll Never Find Another Love Like Mine (1976)—Lou Rawls (written by Kenny Gamble & Leon Huff) 


		You Should Be Dancing (1976)—Bee Gees (written by Barry, Robin, & Maurice Gibb) 


		She’s Gone (1976)—Daryl Hall and John Oates 


		More Than a Feeling (1976)—Boston (written by Tom Scholz & John Boylan) 


		Tonight’s the Night (Gonna Be Alright) (1976)—Rod Stewart 


		Corey’s Coming (1976)—Harry Chapin 


		Walk This Way (1976)—Aerosmith 


		Summertime (1976)—Ray Charles and Cleo Laine 


		I Wish (1976)—Stevie Wonder 


		Evergreen (Love Theme from “A Star Is Born”) (1976)—Barbra Streisand (written by Paul Williams & Barbra Streisand) 


		Dancing Queen (1976)—ABBA 


		Disco Inferno (1977)—The Trammps (written by Leo Green & Ron Kersey) 


		Sir Duke (1977)—Stevie Wonder 


		Piano Concerto No. 1, Third Movement (1977)—Keith Emerson 


		Dreams (1977)—Fleetwood Mac (written by Stevie Nicks) 


		Fanfare for the Common Man (1977)—Emerson, Lake, and Palmer (written by Aaron Copland) 


		God Save the Queen (1977)—Sex Pistols 


		One Love / People Get Ready (1977)—Bob Marley and the Wailers 


		Dey (c. 1977)—Toto Bissainthe 


		The Highwayman (1977)—Jimmy Webb 


		I Feel Love (1977)—Donna Summer (written by Giorgio Moroder, Pete Bellotte, & Donna Summer) 


		Some Enchanted Evening (1977)—Jane Olivor 


		Dance Band On the Titanic (1977)—Harry Chapin 


		How Deep Is Your Love? (1977)—Bee Gees 


		Love Is the Answer (1977)—Todd Rundgren’s Utopia 


		We Will Rock You/We Are the Champions (1977)—Queen 


		My Song (1977)—Keith Jarrett and Jan Garbarek 


		Heroes (1977)—David Bowie (written by David Bowie & Brian Eno) 


		Just the Way You Are (1977)—Billy Joel 


		Mull of Kintyre (1977)—Paul McCartney and Wings (written by Paul McCartney & Denny Laine)473 


		Alison (1977)—Elvis Costello 


		Running on Empty (1978)—Jackson Browne 


		Flash Light (1978)—Parliament (written by George Clinton, William Collins, & Bernie Worrell) 


		Baker Street (1978)—Gerry Rafferty 


		Miss You (1978)—Rolling Stones 


		Saludo Celestial (1978)—Celia Cruz and Johnny Pacheco (written by Effrain Gonzalez) 


		Badlands (1978)—Bruce Springsteen 


		MacArthur Park (1978)—Donna Summer 


		Time Passages (1978)—Al Stewart (written by Al Stewart & Peter White) 


		I Wanna Be Sedated (1978)—The Ramones (written by “Joey Ramone”) 


		The Gambler (1978)—Kenny Rogers (written by Don Schlitz) 


		Take Me to the River (1978)—Talking Heads (written by Al Green & Mabon Hodges) 


		What a Fool Believes (1979)—Doobie Brothers (written by Michael McDonald & Kenny Loggins) 


		Theme from “Superman” (1979)—John Williams and London Symphony Orchestra 


		Heart of Glass (1979)—Blondie (written by Debbie Harry & Chris Stein) 


		Roxanne (1979)—The Police (written by Sting) 


		Reunited (1979)—Peaches and Herb (written by Dino Fekaris & Freddie Perren) 


		Old-Time Rock & Roll (1979)—Bob Seger and the Silver Bullet Band (written by George Jackson & Thomas Jones) 


		We Are Family (1979)—Sister Sledge (written by Bernard Edwards & Nile Rodgers) 


		Good Timin’ (1979)—The Beach Boys (written by Brian Wilson & Carl Wilson) 


		Good Times (1979)—Chic (written by Bernard Edwards & Nile Rodgers) 


		Iya (1979)—Irakere 


		After the Love Has Gone (1979)—Earth, Wind, and Fire (written by Bill Champlin, David Foster, & Jay Graydon) 


		Don’t Stop ‘Til You Get Enough (1979)—Michael Jackson 


		Tusk (1979)—Fleetwood Mac (written by Lindsey Buckingham) 


		Chiquitita (1979)—ABBA 


		With You I’m Born Again (1979)—Billy Preston and Syreeta (music by David Shire, lyrics by Carol Connors) 


		Longer (1979)—Dan Fogelberg 








		Playlist 9 1980–1989 

		Another Brick In the Wall (1980)—Pink Floyd (written by Roger Waters) 


		Refugee (1980)—Tom Petty and the Heartbreakers (written by Tom Petty & Mike Campbell) 


		Brass In Pocket (I’m Special) (1980)—The Pretenders (written by Chrissie Hynde & James Honeyman-Scott) 


		Sailing (1980)—Christopher Cross 


		The Breaks (1980)—Kurtis Blow 


		That Lovin’ You Feeling Again (1980)—Roy Orbison and Emmylou Harris (written by Roy Orbison & Chris Price)15 


		Love Will Tear Us Apart (1980)—Joy Division 


		Caballo Viejo (1980)—Simon Diaz 


		It Hurts Too Much (1980)—Eric Carmen 


		Late In the Evening (1980)—Paul Simon 


		On the Road Again (1980)—Willie Nelson 


		Master Blaster (Jammin’) (1980)—Stevie Wonder 


		Celebration (1980)—Kool and the Gang (written by Robert Bell and Kool & the Gang) 


		Point Blank (1980)—Bruce Springsteen 


		(Just Like) Starting Over (1980)—John Lennon 


		Back In Black (1980)—AC/DC (written by Brian Johnson, Angus Young, & Malcolm Young) 


		While You See a Chance (1981)—Steve Winwood (music by Steve Winwood, lyrics by Will Jennings) 


		Seven Year Ache (1981)—Rosanne Cash 


		The Waiting (1981)—Tom Petty and the Heartbreakers 


		In the Air Tonight (1981)—Phil Collins 


		Ghost Town (1981)—The Specials 


		The Field Behind the Plow (1981)—Stan Rogers 


		The Reach (1981)—Dan Fogelberg 


		Body and Soul (1981)—Carly Simon 


		Don’t Stop Believin’ (1981)—Journey 


		Centerfold (1981)—J. Geils Band (written by Seth Justman) 


		I Love Rock ‘n Roll (1982)—Joan Jett and the Blackhearts (written by Jake Hooker & Alan Merrill) 


		Down Home Blues (1982)—Z. Z. Hill 


		Always On My Mind (1982)—Willie Nelson 


		Teach Me Tonight (1982)—Al Jarreau (music by Gene de Paul, lyrics by Sammy Cahn)68 


		Planet Rock (1982)—Afrika Bambaataa and Soul Sonic Force 


		Route 66 (1982)—Manhattan Transfer 


		Eye of the Tiger (1982)—Survivor (written by Frankie Sullivan & Jim Peterik)74 


		More Than This (1982)—Roxy Music (written by Bryan Ferry) 


		Anima (1982)—Milton Nascimento 


		Theme, E.T. “(The Extra Terrestrial)” (Flying) (1982)—John Williams 


		Steppin’ Out (1982)—Joe Jackson 


		Southern Cross (1982)—Crosby, Stills, and Nash (written by Stephen Stills, Richard Curtis, & Michael Curtis) 


		I.G.Y. (What a Beautiful World) (1982)—Donald Fagen 


		Atlantic City (1982)—Bruce Springsteen 


		Allentown (1982)—Billy Joel 


		Amarillo By Morning (1983)—George Strait (written by Terry Stafford & Paul Fraser) 


		The Wall of Death (1983)—Richard and Linda Thompson 


		Pancho and Lefty (1983)—Willie Nelson and Merle Haggard (written by Townes Van Zandt) 


		Sweet Dreams (Are Made of This) (1983)—Eurythmics (written by Annie Lennox & Dave Stewart) 


		It’s Like That (1983)—Run-DMC 


		Buffalo Soldier (1983)—Bob Marley and the Wailers (written by Bob Marley & N. G. Williams) 


		Give Yourself to Love (1983)—Kate Wolf 


		Total Eclipse of the Heart (1983)—Bonnie Tyler (written by Jim Steinman) 


		Texas Flood (1983)—Stevie Ray Vaughan 


		Radio Free Europe (1983)—R.E.M. (written by Bill Berry, Peter Buck Mike Mills, & Michael Stipe) 


		Burning Down the House (1983)—Talking Heads 


		Pride and Joy (1983)—Stevie Ray Vaughan and Double Trouble 


		King of Pain (1983)—The Police (written by Sting) 


		All Night Long (All Night) (1983)—Lionel Richie 


		Uptown Girl (1983)—Billy Joel 


		What’s New? (1983)—Linda Ronstadt with Nelson Riddle Orchestra (music by Bob Haggart, lyrics by Johnny Burke) 


		White Lines (Don’t Do It) (1983)—Grandmaster Flash and Melle Mel 


		Phone Booth (1983)—Robert Cray Band 


		Owner of a Lonely Heart (1983)—Yes (written by Trevor Rabin, Jon Anderson, Chris Squire, & Trevor Horn) 


		Karma Chameleon (1983)—Culture Club (written by George O’Dowd, Jon Moss, Roy Hay, Mikey Craig, & Phil Pickett) 


		Girls Just Want to Have Fun (1983)—Cyndi Lauper (written by Robert Hazard) 


		Wrapped Around Your Finger (1984)—The Police (written by Sting) 


		Thriller (1984)—Michael Jackson (written by Rod Temperton) 


		What’s Love Got to Do With It? (1984)—Tina Turner (written by Terry Britten & Graham Lyle) 


		Dancing In the Dark (1984)—Bruce Springsteen 


		The Nancy (1984)—Stan Rogers 


		Let’s Go Crazy (1984)—Prince and the Revolution 


		Move On (1984)—Mandy Patinkin and Bernadette Peters (written by Stephen Sondheim) 


		On the Wings of a Nightingale (1984)—The Everly Brothers (written by Paul McCartney) 


		Purple Rain (1984)—Prince and the Revolution 


		Like a Virgin (1984)—Madonna (written by Billy Steinberg & Tom Kelly) 


		Do They Know It’s Christmas? (1984)—Band Aid (written by Bob Geldof & Midge Ure) 


		I’m on Fire (1985)—Bruce Springsteen 


		Crazy for You (1985)—Madonna (written by John Bettis & Jon Lind) 


		Smooth Operator (1985)—Sade (written by Helen Adu & Ray St. John) 


		How Soon Is Now? (1985)—The Smiths (written by Johnny Marr & Morrissey) 


		Walking On Sunshine (1985)—Katrina and the Waves (written by Kimberley Rew) 


		Highwayman (1985)—Johnny Cash, Waylon Jennings, Willie Nelson, and Kris Kristofferson 


		Shout (1985)—Tears for Fears (written by Roland Orzabal & Ian Stanley) 


		People Get Ready (1985)—Jeff Beck and Rod Stewart 


		Freeway of Love (1985)—Aretha Franklin (written by Jeff Cohen & Narada Michael Walden) 


		The Power of Love (1985)—Huey Lewis and the News (written by John Colla, Chris Hayes, & Huey Lewis) 


		Summer of ‘69 (1985)—Bryan Adams (written by Bryan Adams & Jim Vallance) 


		Money for Nothing (1985)—Dire Straits 


		Saving All My Love for You (1985)—Whitney Houston (music by Michael Masser, lyrics by Gerry Goffin) 


		Sunset Grill (1985)—Don Henley (written by Don Henley, Danny Kortchmar, & Benmont Tench) 


		You Belong to the City (1985)—Glenn Frey (written by Glenn Frey & Jack Tempchin) 


		Broken Wings (1985)—Mr. Mister (written by Steve George, John Lang, & Richard Page) 


		Conga (1985)—Miami Sound Machine (featuring Gloria Estefan) (written by Enrique Garcia) 


		My Hometown (1985)—Bruce Springsteen 


		Russians (1986)—Sting 


		Manic Monday (1986)—The Bangles (written by Prince) 


		R.O.C.K. In the U.S.A. (A Salute to ’60s Rock) (1986)—John Mellencamp 


		Theme, “Out of Africa” (1986)—John Barry 


		Kiss (1986)—Prince and the Revolution 


		Nasty (1986)—Janet Jackson (written by James Harris III, Terry Lewis, & Janet Jackson) 


		Rain On the Scarecrow (1986)—John Mellencamp (written by John Mellencamp & George Green) 


		On the Other Hand (1986)—Randy Travis (written by Paul Overstreet & Don Schlitz) 


		Like a Rock (1986)—Bob Seger 


		Higher Love (1986)—Steve Winwood (music by Steve Winwood, lyrics by Will Jennings) 


		Papa Don’t Preach (1986)—Madonna (written by Brian Elliot & Madonna) 


		Levi Stubbs’ Tears (1986)—Billy Bragg 


		In Your Eyes (1986)—Peter Gabriel 


		Caught Up In the Rapture (1986)—Anita Baker (music by Garry Glenn, lyrics by Dianne Quander) 


		Land of Confusion (1986)—Genesis (written by Phil Collins, Mike Rutherford, & Tony Banks) 


		Graceland (1986)—Paul Simon 


		Knozz-Moe-King (1986)—Wynton Marsalis 


		Song of Bernadette (1987)—Jennifer Warnes (written by Leonard Cohen & Jennifer Warnes) 


		Rhapsody In Blue (1987)—Maurice Peress and His Orchestra featuring Ivan Davis 


		Theme, “The Mission” (1987)—Ennio Morricone 


		Sign o’ the Times (1987)—Prince 


		Something So Strong (1987)—Crowded House 


		Ever Since the World Ended (1987)—Mose Allison 


		La Bamba (1987)—Los Lobos 


		Memphis In the Meantime (1987)—John Hiatt 


		A Touch of Grey (1987)—Grateful Dead (written by Jerry Garcia & Robert Hunter) 


		I Need Love (1987)—LL Cool J (written by Bobby Ervin, Darryl Pierce, Dwayne Simon, & James Todd Smith) 


		Where the Streets Have No Name (1987)—U2 (written by Adam Clayton, Dave Evans, Paul “Bono” Hewson, & Larry Mullen) 


		Faith (1987)—George Michael 


		Father Figure (1988)—George Michael 


		Man In the Mirror (1988)—Michael Jackson (written by Siedah Garrett & Glen Ballard) 


		Bring the Noise (1988)—Public Enemy (written by Carlton Ridenour, Hank Shocklee, & Eric Sadler) 


		Beds Are Burning (1988)—Midnight Oil 


		The Valley Road (1988)—Bruce Hornsby and the Range 


		Roll With It (1988)—Steve Winwood (music by Steve Winwood, lyrics by Will Jennings) 


		Passionate Kisses (1988)—Lucinda Williams 


		Runaway Train (1988)—Rosanne Cash (written by John Stewart) 


		Don’t Be Afraid of the Dark (1988)—Robert Cray Band 


		Giving You the Best That I Got (1988)—Anita Baker (written by Skip Scarborough, Anita Baker, & Randy Holland) 


		Djobi Djoba (1988)—Gipsy Kings 


		Veronica (1989)—Elvis Costello (written by Elvis Costello & Paul McCartney) 


		F*** tha Police (1989)—N.W.A. 


		Cult of Personality (1989)—Living Colour 


		Spread Love (1989)—Take 6 


		Me, Myself, and I (1989)—De La Soul 


		Theme, “Field of Dreams” (1989)—James Horner 


		Too Long In the Wasteland (1989)—James McMurtry 


		Call It Love (1989)—Poco (written by Jim Messina, Ronnie Guilbeau, Billy Crain, & Rick Lonow) 


		Love Shack (1989)—The B-52s (written by Kate Pierson, Fred Schneider, Keith Strickland, & Cindy Wilson) 








		Playlist 10 1990–1999 

		No Myth (1990)—Michael Penn 


		Rescue Mission (1990)—Luka Bloom 


		Ode to Life (1990)—Don Pullen 


		Vogue (1990)—Madonna (written by Madonna & Shep Pettibone) 


		Here’s Where the Story Ends (1990)—The Sundays 


		The Downeaster “Alexa” (1990)—Billy Joel 


		The Dance (1990)—Garth Brooks (written by Tony Arata) 


		Vision of Love (1990)—Mariah Carey 


		Diarabi (1990)—Boubacar Traore 


		Tom’s Diner (1987)—Suzanne VegaTom’s Diner (1990)—D.N.A. featuring Suzanne Vega 


		Further to Fly (1990)—Paul Simon 


		Get Here (1990)—Oleta Adams (written by Brenda Russell) 


		Unfinished Sympathy (1991)—Massive Attack 


		Mama Said Knock You Out (1991)—LL Cool J (written by James Todd Smith & Marlon Williams) 


		The Star-Spangled Banner (1991)—Whitney Houston 


		Series of Dreams (1991)—Bob Dylan 


		Blood Is Thicker Than Water (1991)—The Triplets (written by Diana, Sylvia, & Vicky Villegas) 


		(Everything I Do) I Do It for You (1991)—Bryan Adams (written by Adams, Robert John “Mutt” Lange, & Michael Kamen) 


		Unforgettable (1991)—Natalie Cole and Nat “King” Cole 


		There She Goes (1991)—The La’s 


		Enter Sandman (1991)—Metallica (written by James Hetfield, Lars Ulrich, & Kirk Hammett) 


		Beauty and the Beast (1992)—Celine Dion and Peabo Bryson (music by Alan Menken, lyrics by Howard Ashman) 


		Hazard (1992)—Richard Marx 


		There Is Always One More Time (1992)—B. B. King (written by Doc Pomus & Ken Hirsch) 


		A Flower is a Lovesome Thing (1992)—Joe Henderson (written by Billy Strayhorn) 


		Human Touch (1992)—Bruce Springsteen 


		Better Days (1992)—Bruce Springsteen 


		My Lovin’ (You’re Never Gonna Get It) (1992)—En Vogue (written by Denzil Foster & Thomas McElroy) 


		She’s Already Made Up Her Mind (1992)—Lyle Lovett 


		Here’s to Life (1992)—Shirley Horn (written by Artie Butler & Phyllis Molinary) 


		The Last Month of the Year (1992)—Fairfield Four w/ Nashville Bluegrass Band 


		This Used to Be My Playground (1992)—Madonna (written by Madonna & Shep Pettibone)71 


		Sodade (1992)—Cesaria Evora (written by Amandio Cabral & Luis Marais) 


		Constant Craving (1992)—K. D. Lang 


		Galileo (1992)—Indigo Girls 


		The Last Song (1992)—Elton John 


		Nuthin’ But a “G” Thang (1993)—Dr. Dre and Snoop Dogg (written by Calvin Broadus & Leon Haywood) 


		Hope of Deliverance (1993)—Paul McCartney 


		Cityscape: Hustle Bustle / City Beat (1993)—Wynton Marsalis Septet 


		Ain’t That Lonely Yet (1993)—Dwight Yoakam (written by Kostas Lazarides & James House) 


		The Hard Way (1993)—Mary-Chapin Carpenter 


		Chattahoochee (1993)—Alan Jackson (written by Alan Jackson & Jim McBride) 


		Runaway Train (1993)—Soul Asylum (written by Dave Pirner) 


		Worlds Apart (1993)—Jude Cole 


		Over the Rainbow (1993)—Israel Kamakawiwo’ole 


		Bury My Lovely (1993)—October Project 


		Prayer In Open D (1993)—Emmylou Harris 


		Hero (1993)—Mariah Carey (written by Mariah Carey & Walter Afanasieff) 


		Mr. Jones (1994)—Counting Crows 


		Loser (1994)—Beck (written by Beck Hansen & Karl Stephenson) 


		Come to My Window (1994)—Melissa Etheridge 


		Love Sneakin’ Up On You (1994)—Bonnie Raitt (written by Jimmy Scott & Tom Snow) 


		Theme, “Schindler’s List” (1994)—John Williams 


		Independence Day (1994)—Martina McBride (written by Gretchen Peters) 


		Prayer for the Dying (1994)—Seal (written by Gus Isidore & Seal) 


		All I Wanna Do (1994)—Sheryl Crow (written by Wyn Cooper & Sheryl Crow) 


		Body and Soul (1994)—Anita Baker (written by Ellen Shipley & Rick Nowels) 


		You Gotta Be (1994)—Des’ree (written by Des’ree Weeks & Ashley Ingram)114 


		7 Seconds (1994)—Youssou N’Dour and Neneh Cherry (music by N’Dour, lyrics by N’Dour & Cherry) 


		Adru ku Adru (1994)—Obo Addy 


		Where Did You Sleep Last Night (1994)—Nirvana 


		I Know (1995)—Dionne Farris (music by Milton Davis & William DuVall, lyrics by Milton Davis) 


		When You Say Nothing At All (1995)—Alison Krauss and Union Station (written by Paul Overstreet & Don Schlitz) 


		Go Rest High On That Mountain (1995)—Vince Gill 


		Hallelujah (1995)—Jeff Buckley (written by Leonard Cohen) 


		Fake Plastic Trees (1995)—Radiohead 


		Waterfalls (1995)—TLC (written by Marqueze Etheridge, Lisa “Left Eye” Lopes, & Organized Noize) 


		Kiss from a Rose (1995)—Seal 


		Gallo del Cielo (1995)—Joe Ely (written by Tom Russell) 


		St. Teresa (1995)—Joan Osborne (written by Joan Osborne, Eric Bazilian, Rob Hyman, & Rick Chertoff) 


		Listen to My Heart (1995)—Nancy LaMott (written by David Friedman) 


		Fields of Gold (1996)—Eva Cassidy 


		Wonderwall (1996)—Oasis (written by Noel Gallagher) 


		Closer to Free (1996)—The BoDeans (written by Sam Llanas & Kurt Neumann) 


		Blue (1996)—LeAnn Rimes (written by Bill Mack) 


		Cyar Take Dat (1996)—Brother Resistance 


		Franklin D. Roosevelt, the Poor Man’s Friend (1996)—Brother Willie Eason 


		Change the World (1996)—Eric Clapton (written by Gordon Kennedy, Wayne Kirkpatrick, & Tommy Sims) 


		Strawberry Wine (1996)—Deana Carter (written by Matraca Berg & Gary Harrison)164 


		Lulei Soros’cha (If Not for Your Torah) (1996)—Andy Statman Quartet 


		Lonely Bird (1996)—Bulgarian Voices-Angelite and Huun-Huur-Tu (traditional, arranged by Mikhail Alperin) 


		That Thing You Do! (1996)—The Wonders (written by Adam Schlesinger) 


		Un-break My Heart (1996)—Toni Braxton (written by Diane Warren) 


		Galaxie 500 (1997)—Kate Campbell (written by Kate Campbell & Ira Campbell) 


		There’s a Train (1997)—Holmes Brothers (written by Sherman Holmes) 


		You’ll Never Leave Harlan Alive (1997)—Darrell Scott 


		Stomp (1997)—God’s Property featuring Kirk Franklin 


		Stardust (1997)—Doc Cheatham and Nicholas Payton 


		I’ll Be Missing You (1997)—Puff Daddy and Faith Evans featuring 112 (written by Sean Combs, Faith Evans, & Sting) 


		Mis Dos Patrias (My Two Countries) (1997)—Los Tigres Del Norte 


		Let Down (1997)—Radiohead 


		Building a Mystery (1997)—Sarah McLachlan (written by Sarah McLachlan & Pierre Marchand) 


		Dos Gardenias (1997)—Buena Vista Social Club featuring Ibrahim Ferrer (written by Isolina Carrillo) 


		A Child With the Blues (1997)—Erykah Badu (written by Curtis Mayfield) 


		Time of Your Life (Good Riddance) (1997)—Green Day (written by Billie Joe Armstrong, Mike Pritchard, & Frank Wright) 


		You’re Still the One (1998)—Shania Twain (written by Mutt Lange & Shania Twain) 


		My Heart Will Go On (Love Theme from “Titanic”) (1998)—Celine Dion (music by James Horner, lyrics by Will Jennings) 


		The Mummers’ Dance (1998)—Loreena McKennitt 


		Iris (1998)—Goo Goo Dolls (written by John Rzeznik) 


		Ray of Light (1998)—Madonna (written by Madonna, Clive Muldoon, & William Orbit) 


		Doo Wop (That Thing) (1998)—Lauryn Hill 


		Theme from “Chinatown” (1999)—Terence Blanchard 


		Livin’ la Vida Loca (1999)—Ricky Martin (written by Robi Rosa & Desmond Child) 


		Shenandoah (1999)—Bill Frisell and Ry Cooder 


		Embers of Eden (1999)—Bruce Cockburn 


		H’rabti (Tu t’es detournee de moi) (You Turned Away from Me) (1999)—Cheb Mami 


		Breathe (1999)—Faith Hill (written by Holly Lamar & Stephanie Bentley) 


		Murder On Music Row (1999)—Larry Cordle and Lonesome Standard Time (written by Larry Cordle & Larry Shell) 


		The Great Beyond (1999)—R.E.M. 








		Playlist 11 2000–2009 

		Michaelangelo (2000)—Emmylou Harris 


		Beautiful Day (2000)—U2 


		Stan (2000)—Eminem featuring Dido (written by Florian Armstrong, Paul Herman, & Marshall Mathers) 


		Ms. Jackson (2000)—Outkast (written by Andre Benjamin, Antwan Patton, & David Sheats) 


		Babylon (2000)—David Gray 


		O Death (2001)—Ralph Stanley 


		Yellow (2001)—Coldplay (written by Guy Berryman, Jon Buckland, Will Champion, & Chris Martin) 


		Land of Hope and Dreams (2001)—Bruce Springsteen 


		Amazing Grace (2001)—The Blind Boys of Alabama 


		Train Don’t Leave Me (2001)—Aubrey Ghent 


		West End Blues (2001)—Nicholas Payton 


		1952 Vincent Black Lightning (2001)—Del McCoury Band 


		Family Affair (2001)—Mary J. Blige 


		Superman (It’s Not Easy) (2001)—Five for Fighting 


		Que Nao Se Ve (Cannot Be Seen As You Want Me) (2001)—Caetano Veloso (lyrics by Caetano Veloso, music by Nino Rota & T. Amurri) 


		Dixie / Strange Fruit (2001)—Rene Marie 


		Peaceful World (2001)—John Mellencamp with India Arie 


		Whenever, Wherever (2001)—Shakira 


		Last Nite (2001)—The Strokes (written by Julian Casablancas) 


		New York, New York (2001)—Ryan Adams 


		Across the Universe (2002)—Rufus Wainwright 


		A Thousand Miles (2002)—Vanessa Carlton 


		Ten Million Slaves (2002)—Otis Taylor 


		None of Us Are Free (2002)—Solomon Burke (written by Barry Mann & Cynthia Weil) 


		Work It (2002)—Missy “Misdemeanor” Elliott 


		John Walker’s Blues (2002)—Steve Earle 


		Beautiful (2002)—Christina Aguilera (written by Linda Perry & Christina Aguilera) 


		Cry Me a River (2002)—Justin Timberlake (written by Timberlake, Tim Mosley, & Scott Storch) 


		I Can (2003)—Nas 


		Bring Me to Life (2003)—Evanescence with Paul McCoy (written by David Hodges, Amy Lee, & Ben Moody) 


		Seven Nation Army (2003)—The White Stripes (written by Jack White) 


		Outside of the Inside (2003)—Richard Thompson 


		Where Is the Love (2003)—Black Eyed Peas with Justin Timberlake83 


		The Blower’s Daughter (2003)—Damien Rice 


		The Way You Move (2003)—Outkast featuring Sleepy Brown (written by Patrick Brown, Carlton Mahone, & Antwan Patton) 


		You Don’t Know My Name (2003)—Alicia Keys (written by Keys, Kanye West, Harold Lilly, J. R. Bailey, Mel Kent, & Ken Williams) 


		Are You Gonna Be My Girl (2003)—Jet (written by Nic Cester & Cam Muncey) 


		Mad World (2003)—Michael Andrews featuring Gary Jules (written by Roland Orzabal) 


		Toxic (2004)—Britney Spears (written by Cathy Dennis, Christian Karlsson, Pontus Winnberg, & Henrik Jonback) 


		Bessie’s Advice (2004)—Maria Muldaur, Eric Bibb, and Rory Block (written by Bibb & Muldaur) 


		Confessions, Part II (2004)—Usher (written by Bryan Michael Cox, Jermaine Dupri, & Usher Raymond)106 


		Van Lear Rose (2004)—Loretta Lynn 


		Live Like You Were Dying (2004)—Tim McGraw (written by Tim Nichols & Craig Wiseman) 


		One (2004)—Warren Haynes 


		The Moon is a Harsh Mistress (2004)—Karrin Allyson (written by Jimmy Webb) 


		Hard Times Come Again No More (2004)—Mavis Staples (written by Stephen Foster) 


		Breakaway (2004)—Kelly Clarkson (written by Avril Lavigne, Bridget Benenate, & Matthew Gerrard) 


		This Land Is Your Land (2005)—Sharon Jones and the Dap-Kings 


		Wake Up (2005)—Arcade Fire 


		Like Toy Soldiers (2005)—Eminem 


		In State (2005)—Kathleen Edwards 


		I’ll Play the Blues for You (2005)—Jason Moran 


		Holiday (2005)—Green Day (written by Billie Joe Armstrong) 


		We Belong Together (2005)—Mariah Carey 


		Breathe (2 A.M.) (2005)—Anna Nalick 


		Speed of Sound (2005)—Coldplay (written by (written by Guy Berryman, Jon Buckland, Will Champion, & Chris Martin) 


		Gold Digger (2005)—Kanye West featuring Jamie Foxx 


		I Run for Life (2005)—Melissa Etheridge 


		Unwritten (2005)—Natasha Bedingfield (written by Bedingfield, Danielle Brisebois, & Wayne Rodrigues) 


		Hora Decubitis (Life Is a Beautiful Thing) (2006)—Elvis Costello with the Metropole Orkest (music by Charles Mingus, lyrics by Elvis Costello) 


		Promiscuous (2006)—Nelly Furtado featuring Timbaland (written by Tim Clayton, Furtado, Nate Hills, & Tim Mosley) 


		Chasing Cars (2006)—Snow Patrol (written by Gary Lightbody) 


		Before He Cheats (2006)—Carrie Underwood (written by Josh Kear & Chris Tompkins) 


		Thunder On the Mountain (2006)—Bob Dylan 


		Up to the Mountain (2006)—Solomon Burke (written by Patty Griffin) 


		Up to the Mountain (MLK Song) (2007)—Patty Griffin 


		The War Was in Color (2006)—Carbon Leaf 


		No Cars Go (2007)—Arcade Fire 


		Rehab (2007)—Amy Winehouse (written by Winehouse & Mark Ronson) 


		Back to Black (2007)—Amy Winehouse (written by Winehouse & Mark Ronson) 


		Hey There Delilah (2007)—Plain White T’s 


		Umbrella (2007)—Rihanna featuring Jay-z (written by Shawn Carter, Thadis Harrell, Terius Nash, & Christopher Stewart) 


		Big Girls Don’t Cry (2007)—Fergie (written by Stacy Ferguson & Toby Gad) 


		Gone, Gone, Gone (Done Moved On) (2007)—Robert Plant and Alison Krauss (written by Don Everly & Phil Everly) 


		Time to Pretend (2008)—MGMT 


		In Color (2008)—Jamey Johnson (written by Johnson, Lee Thomas Miller, & James Otto) 


		American Boy (2008)—Estelle (featuring Kanye West) (written by William Adams, Estelle Swaray, John Stephens, Kanye West, Josh Lopez, Caleb Speir, & Keith Harris) 


		Mercy (2008)—Duffy (written by Aimee Duffy & Steve Booker) 


		I Kissed a Girl (2008)—Katy Perry (written by Cathy Dennis, Lufkasz Gottwald, Max Martin, & Perry) 


		Paper Planes (2008)—M.I.A. 


		If I Were a Boy (2008)—Beyonce Knowles (written by Brittany Jean & Toby Gad) 


		Single Ladies (Put a Ring On It) (2008)—Beyonce Knowles (written by Christopher Stewart, Terius Nash, Thaddis Harrell, & Beyonce Knowles)199 


		Chasing Pavements (2008)—Adele (written by Adele Adkins & Francis White)205 


		People Like Me (2009)—K’naan 


		I Gotta Feeling (2009)—Black Eyed Peas 


		Need You Now (2009)—Lady Antebellum (written by Hillary Scott, Charles Kelley, Dave Haywood, & Josh Kear) 


		Uprising (2009)—Muse (written by Matthew Bellamy) 


		Hey Soul Sister (2009)—Train (written by Pat Monahan, Amund Bjorkland, & Espen Lind)223 


		There Ain’t No Cure (2009)—Christine Ohlman and Rebel Montez with Ian Hunter 








		Playlist 12 2010–2016 

		The Weary Kind (2010)—Ryan Bingham 


		The House That Built Me (2010)—Miranda Lambert (written by Tom Douglas & Allen Shamblin)4 


		1070 (I’m Your Dirty Mexican) (2010)—The Krayolas 


		Tightrope (2010)—Janelle Monae (featuring Big Boi) 


		Just the Way You Are (Amazing) (2010)—Bruno Mars (written by Mars, Khari Cain, Philip Lawrence, Ari Levine, & Khalil Walton) 


		Mine (2010)—Taylor Swift 


		Ready to Start (2010)—Arcade Fire 


		Down By the Water (2010)—The Decemberists 


		Perfect (2011)—Pink (written by Max Martin, Alecia Moore, & Johan Schuster) 


		Thunder on the Mountain (2011)—Wanda Jackson (with Jack White) 


		Born This Way (2011)—Lady Gaga (written by Stefani Germanotta & Jeppe Laursen) 


		Set Fire to the Rain (2011)—Adele (written by Adele Adkins & Fraser Smith) 


		Super Bass (2011)—Nicki Minaj 


		The Edge of Glory (2011)—Lady Gaga (written by Stefani Germanotta, Fernando Garibay, & Paul Blair, aka “DJ White Shadow”) 


		Walk (2011)—Foo Fighters (written by Dave Grohl) 


		A Little Bit of Everything (2011)—Dawes 


		Rumour Has It (2011)—Adele (written by Adele Adkins & Ryan Tedder) 


		Brighter Than the Sun (2011)—Colbie Caillat (written by Caillat & Ryan Tedder) 


		Drive All Night (2011)—Need to Breathe (written by Bear Rinehart & Bo Rinehart) 


		We Are Young (2011)—Fun featuring Janelle Monae64 (written by Jack Antonoff, Andrew Dost, & Nate Reuss) 


		Somebody That I Used to Know (2012)—Gotye featuring Kimbra 


		Going Home (2012)—Leonard Cohen 


		Hold On (2012)—Alabama Shakes 


		Climax (2012)—Usher 


		Little Pocket Size Demons (2012)—Vijay Iyer Trio 


		No Light, No Light (2012)—Florence and the Machine (written by Florence Welch & Isabella Summers) 


		C’est la Vie (2012)—Khaled 


		Thinkin’ ‘Bout You (2012)—Frank Ocean 


		Adorn (2012)—Miguel 


		I Will Wait (2012)—Mumford and Sons 


		Merry-Go-Round (2012)—Kacey Musgraves (written by Kacey Musgraves, Mac McAnally, & Josh Osborne)97 


		Sing the Delta (2012)—Iris Dement 


		Skyfall (2012)—Adele (written by Adele Adkins & Paul Epworth) 


		Anything Made of Paper (2013)—Bill Carter 


		You Never Need Nobody (2013)—The Lone Bellow 


		Same Love (2013)—Macklemore and Ryan Lewis 


		Recovery (2013)—Frank Turner 


		Song for Zula (2013)—Phosphorescent 


		The Ceiling (2013)—Wild Feathers 


		Get Lucky (2013)—Daft Punk featuring Pharrell Williams and Nile Rodgers 


		Vivir Mi Vida (2013)—Marc Anthony 


		Black Skinhead (2013)—Kanye West 


		Dance Apocalyptic (2013)—Janelle Monae 


		Royals (2013)—Lorde (written by Joel Little & Lorde) 


		My Favorite Picture of You (2013)—Guy Clark (written by Guy Clark & Gordie Sampson) 


		Roar (2013)—Katy Perry (written by Lukasz Gottwald, Max Martin, Bonnie McKee, Katy Perry, & Henry Walter) 


		Down, Down the Deep River (2013)—Okkervil River 


		Man (2013)—Neko Case 


		Wolfcry (2013)—Gregory Porter 


		All of Me (2013)—John Legend (written by John Stephens & Tony Gad) 


		The Monster (2013)—Eminem featuring Rihanna (written by Marshall Mathers, Bryan Fryzel, Bebe Rexha, Aaron Kleinstub. M. Athanasiou, Robyn Fenty, & Jon Bellion) 


		Follow Your Arrow (2013)—Kacey Musgraves (written by Kacey Musgraves, Brandy Clark, & Shane McAnally)167 


		Let It Go (2013)—Idina Menzel (written by Robert Lopez & Kristen Anderson-Lopez) 


		Happy (2014)—Pharrell Williams 


		The Long Way Home (2014)—Rosanne Cash (written by Rosanne Cash & John Leventhal) 


		When the Master Calls the Roll (2014)—Rosanne Cash (written by Rosanne Cash, John Leventhal, & Rodney Crowell) 


		Truck Stop Gospel (2014)—Parker Millsap 


		Our Basement (2014)—Ambrose Akinmusire 


		Bailando (2014)—Enrique Iglesias (featuring Descemer Bueno & Gente de Zona) 


		Take Me to Church (2014)—Hozier 


		Seasons (Waiting on You) (2014)—Future Islands 


		Stay With Me (2014)—Sam Smith (written by Sam Smith, James Napier, William Phillips, Tom Petty, & Jeff Lynne) 


		Turtles All the Way Down (2014)—Sturgill Simpson 


		Sweet Amarillo (2014)—Old Crow Medicine Show (written by Bob Dylan & Ketch Secor) 


		America, Here’s My Boy (2014)—Swamp Dogg (written by Beck David Campbell) 


		Learning to Fly (2014)—Ruthie Foster 


		Two Weeks (2014)—FKA Twigs 


		Mercy Now (2014)—Mike Farris (written by Mary Gauthier) 


		Thinking Out Loud (2014)—Ed Sheeran (written by Sheeran & Amy Wadge) 


		Never Catch Me (2014)—Flying Lotus (featuring Kendrick Lamar) 


		Blank Space (2014)—Taylor Swift 


		Every Breaking Wave (2014)—U2 


		Uptown Funk! (2014)—Mark Ronson (featuring Bruno Mars) 


		Girl Crush (2014)—Little Big Town (written by Liz Rose, Lori McKenna, & Hillary Lindsey) 


		Ex’s and Oh’s (2015)—Elle King (written by King & Dave Bassett) 


		Glory (2015)—John Legend and Common 


		Black is the Color (2015)—Rhiannon Giddens 


		All Night Long (2015)—The Mavericks (written by Raul Malo) 


		La Patria Madrina (My Home Country) (2015)—Lila Downs and Juanes (written by Lila Downs & Paul Cohen) 


		See You Again (2015)—Charlie Puth and Wiz Khalifa (written by Puth, DJ Frank E., Cameron Thomaz, & Andrew Cedar) 


		King Kunta (2015)—Kendrick Lamar 


		St. Teresa (2015)—Beth Hart 


		Change of the Guard (2015)—Kamasi Washington 


		Tennessee Whiskey (2015)—Chris Stapleton (written by Dean Dillon & Linda Hargrove) 


		Can’t Feel My Face (2015)—The Weeknd 


		S.O.B. (2015)—Nathaniel Rateliff and the Night Sweats 


		River Deep, Mountain High (2015)—Darlene Love 


		Alexander Hamilton (2015)—Cast, “Hamilton: An American Musical” (written by Lin-Manuel Miranda) 


		All Your Favorite Bands (2015)—Dawes (written by Taylor Goldsmith & Jonny Fritz) 


		Hello (2016)—Adele (written by Adele Adkins & Greg Kurstin) 


		When We Were Young (2015)—Adele (written by Adele Adkins & Tobias Jesso, Jr.) 


		New York Is My Home (2016)—Dion and Paul Simon 


		Til It Happens to You (2016)—Lady Gaga (written by Diane Warren & Joanne Stefani Germanotta) 


		The Sound of Silence (2016)—Disturbed (written by Paul Simon) 


		Formation (2016)—Beyonce’ Knowles 
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