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Preface

Tin Pan Alley cannot be found on any map. Yes, there was a stretch of
Twenty-eighth Street between Fifth Avenue and Broadway in New York
City that was sardonically referred to as Tin Pan Alley during the first
decades of the twentieth century. But that is like calling Broadway a
street in Manhattan or describing Hollywood as a thoroughfare in Cal-
ifornia. Tin Pan Alley was more than a location. It was a state of mind,
a fanciful dream, a never-neverland and where anvone could become a
millionaire by capturing a familiar sentiment in thirty-two bars and set
America singing. It was also a business, a bustling enterprise where semi-
literate immigrants and necktie salesmen peddled songs just as their rel-
atives were peddling fruit and kitchen utensils on the street a few blocks
away. Tin Pan Alley was a barometer that gauged the public’s temper-
ament, providing songs about the latest inventions, dance steps, crazes,
people in the news, local and world events, even slang expressions and
catchphrases. The fact that the Alley was often responsible tor creating
these very phenomena was not missed by anyone. As America went, so
did Tin Pan Alley; the reverse was also true.

I say was because Tin Pan Alley doesn’t exist anymore. The music
business thrives today, but the Alley has been dead for five decades.
David Ewen pinpoints the heyday of Tin Pan Alley as 1885 to 1930 but,
like any empire, it stretched bevond its golden age. In the first half of
the nincteenth century, popular song was not easily measured or ac-
counted for. Printed sheet music of Stephen Foster’s songs sold in the
thousands, but most people performing or singing along had no use for
musical notation. By the middle of the century the parlor piano became
the focal point of the music business, and sheet music sales became the
accepted method of measuring success. The sale of player piano rolls by
the turn of the century and the introduction of records, then radio, in
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the following decades were all effective ways of determining jus't how
popular a song was. But regardless of the media, the source was Tin Pan
Alley, a group of music publishers who commissioned, bought, plugged,
and distributed songs as quickly as the public demanded them.

By 1903 hundreds of these publishers were housed in former brown-
stone apartments on Twenty-eighth Street, their offices a labyrinth of lit-
tle rooms with tunesmiths banging away on cheap pianos. When all the
windows were open, the noise must have been both annoying and exhil-
arating. Here was the musical voice ot America being hammered out in a
factory just like any other industry. Journalist Monroe Rosenfeld is cred-
ited with coining the phrase “Tin Pan Alley.” Writing a series of articles
for the New York Herald, Monroe used the expression (which he probably
stole from songwriter Harry Von Tilzer) to describe Twenty-eighth
Street, and the term quickly came to mean the popular music business in
America. By 1919 most publishers had moved uptown with the migrat-
ing theatre district and settled in the Brill Building on Broadway at Forty-
ninth Street. The place Tin Pan Alley existed only those nineteen vears,
but the music business would continue to thrive in the same manner un-
til the 1950s. Radio, vaudeville, Broadway, sound movies, long-plaving
records, even television would contribute to the Alley’s ongoing demand
for songs. It seemed like it would go on forever. But it didn't.

Rock-and-roll is often blamed for the death of Tin Pan Alley but there
is more to the story than that. The Alley had survived the invasion of
ragtime, blues, jazz, swing, country-western, and other new and upset-
ting musical movements: Why should rock be any different? The waning
of the old-time music business started vears before “Rock Around the
Clock.” By the late 1930s, for example, the emphasis started to shift from
the song to the performer. Tin Pan Alley had always been about the
song. A performing star was useful in promoting one’s product. When
the star became the product, the music publishers suffered. Soon the
record companies were the most likely to benefit from a hit song, and
the music business found itself in a new business. When the parlor piano
slowly faded away, so too did the heart of Tin Pan Alley. By the 1950s,
when popular music started to concentrate on singers who performed
their own songs, the product became a package. But it is difficult to sell
a package with one of the components missing. Did anvone really want
to-own the sheet music to an Elvis Presley song? Or, for that matter,
how often did one want to hear a Presley song sung by someone else?
The Alley found itself unnecessary. Add to that the di\'érgcnt ways that
theatre music and popular music traveled, the strict 50pafation between
the Kinds of music enjoved by different generations, and the move away
from lyric-based songs to rhythm-based music, and it was clear that the
old music business was no longer.

Although Tin Pan Alley is long gone, it has left a rich and living leg-
< [}
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acy. Old scratchy 78s of Al Jolson singing may not be part of contem-
porary American pop culture, but very often the songs he sang are. If it
was the individual songs that made the Alley thrive, it is those very
songs that keep it alive today. It is thrilling to think of how many of the
1,228 songs in this book are still familiar to Americans, how many of
them show up in films and on Broadway, and how many of them are
still being recorded each year. It is also interesting to see how so many
of these songs have been reinterpreted over the years, a waltz tavorite
becoming a jazz hit or a fox trot ballad becoming a rock bestseller. Tin
Pan Alley was all about the songs and it is the songs that live on.

This book is a companion to the earlier The American Musical Theatre
Song Encyclopedia and The American Musical Film Song Encyclopedia, hop-
ing to describe and explain some of the thousands of popular songs that
did not come from the stage or the screen. There is some overlap with
the previous volumes. Songs that premiered on Broadway or in the mov-
ies but didn’t find recognition until they were Tin Pan Alley hits are
included. Successful numbers from the other media are also included if
their subsequent history on the Alley is outstanding. But most of the
songs covered here were written and introduced as individual numbers,
hoping to capture the public’s attention by way of vaudeville, sheet mu-
sic, piano rolls, nightclubs, concerts, or records.

As with the previous books, selecting which songs to include has been
an unsatisfying experience. The chronological boundaries [ have chosen
arc from the pre-Civil War years to the end of the 1950s. A handtul of
important songs from colonial times and from the early decades of the
new nation are included, but the rest of the entries fall into the one
hundred years that saw the rise, golden age, and decline of Tin Pan
Alley. An effort has been made to cover major songwriters, performers,
musical styles, types of songs, and time periods. While all of the songs
discussed enjoyed some popularity at one time, this is not a parade of
hits. Many songs flourished for only a short time, others were longtime
standards, and still others were forgotten only to be revived again by a
future generation. For the most part, the songs included are American.
But British songs that were widely popular in the States and foreign-
language songs that were translated and became Tin Pan Alley hits are
considered as well. Concert songs, hymns, religious Christmas carols,
college songs, classical pieces, children’s tunes, and other numbers out-
side of popular music are not discussed unless they crossed over to find
success on the Alley.

[n the appendices are listed hundreds of songs from Broadway and
Hollywood that are not considered in this book but can be found in the
previous song encyclopedias. Song titles are notoriously inconsistent on
Tin Pan Alley, so a list of alternate titles 1s included to help locate num-
bers by one of their other names. I have also added two “hit parade”






Glossary of Terms

ballad A term with too many meanings in music and literature, a bal-
lad in popular music is any sentimental or romantic song, usually
with the same melody for most stanzas. Most Tin Pan Alley songs
are ballads, and so were many of the big hits from films and Broad-
way musicals. A narrative ballad is closer to poetry’s definition of the
term (a song that tells a story), and Tin Pan Alley has seen many
hits of this tvpe, often in the genre of folk songs or sentimental
ballads with extended narratives in the verse.

crossover hit A song that was released in one field, such as country-
western or rhythm-and-blues, but then enjoyed popular recordings
in another field is said to have crossed over. A pop song by a cel-
ebrated songwriter was often performed by various kinds of artists,
but when a cowboy song, for instance, was picked up and success-
fully recorded by opera singers or theatre performers, it was con-
sidered a crossover hit.

interpolation A song added to a theatre production or a movie musical
that was not written by the same songwriters who penned the rest
of the score is termed an interpolation. They remain very common
in films where a Tin Pan Alley standard was often added to a score
or to the background soundtrack. There are also many cases of an
Alley favorite being interpolated into a Broadway score, particularly
in the years before the integrated musical came along with Oklahoma!
(1943).

list song Any song, serious or comic, that is structured as a list of
examples or a series of items. It is sometimes called a “laundry list”
song, although the result, hopetully, is much more interesting than
that.
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lyric A line from a song or the entire set of line‘s writtex? for a song is
the lyric. The person who pens the words of a song is known as a
11/1’;’(71’?%. The plural form lyrics refers to the words to all the S()I?g.?‘ a
Ivricist has written for a theatre or film score; one writes a lyric tor
a song and the lyrics for the score. In this book, when a songwriter
is not referred to specifically as a lyricist or a composer, it can be
assumed that he or she wrote both music and lyric for the song.
pastiche song Any song that echoes the stvle, either musically or lyri-
cally, of an earlier era is a pastiche number. Such songs were written
to S’pOOf the past or to recapture the tlavor of a past style of song-
writing.
refrain  The main body of a song is called the refrain. It is the section
that follows the verse and repeats itselt with the same melody and/
or lyric. The most tamiliar part of a popular song is usually the
refrain section. The refrain is sometimes called the chorus, but the
later term is too often confused with a group of singers, so it is not
used in this book.

release A section of the refrain that departs from the repeated melody
is a release. It usually explores a new musical line that may or may
not have been suggested in the main melody. The release (some-
times called the bridge) helps keep a song from being too predictable
Or monotonous.

song form or structure Although there were no set rules for writing
for Tin Pan Alley, songwriters knew what worked and what the
public wanted, so many songs over the decades followed a similar
structure. Most songs consisted of a verse and a refrain, sometimes
going back and forth between the two. In later years, the verse was
used as the introduction and the refrain as the body of the song.
While the length of the verse varied widely from song to song and
period to period, the refrain was more uniform. The most standard
song torm was AABA; that is, the first two stanzas were musically
identical, the third was a variation on it or a separate release, then
the tinal stanza repeated the initial melody of the first two sections.
Also, thirty-two measures was considered the traditional length for
a popular song. But there are hundreds of examples in this book of
Tin Pan Alley songs that broke away from this structure and length.

specialty song A song that is written to highlight a particular per-
tormer’s unique talents is said to be a specialty number. Some spe-
clalty songs that were written and recorded by one star later found
success with other artists as well. '

standard A song that is popular on its initial release and remains pop-
ular over a number of vears is classified as a standard. There are
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many cases of a song finding little success at first and reaching the
rank of standard years later. There are also standards that fell out
of favor after some years, then found a new audience and popularity
decades later.

Pan Alley Technically, a stretch of Twenty-eighth Street in New
York City between Fifth Avenue and Broadway where the greatest
concentration of music publishers was situated during the first two
decades of the twentieth century. But the expression has wider im-
plications, often meaning the popular music business itself. A Tin
Pan Alley song is one written primarily for publication, recording,
or broadcast rather than for the musical theatre or a film musical.
Yet many songs from Broadway and Hollywood went on to become
Tin Pan Alley hits as well.

torch song In popular music a torch song is usually a sentimental song

involving unrequited love. Torch songs can range from a suicidal
blues number to a comic or sarcastic commentary on lost love.

verse The introductory section of a song is called the verse. The melody

is usually distinct from that of the refrain that follows, and verses
during the twenticth century tend to be shorter. Most songs are
known more for their refrains than for their verses. In the 1800s the
verses tended to be long and narrative. Later the verses got shorter
and more succinct, usually setting up the premise for the idea ex-
plored in the refrain. Verses were considered requisite for most Tin
Pan Alley songs, though many times a recording might omit the
song’s verse and start with the more popular refrain. But a superior
verse sets up the song’s important images and theme and gives the
number its full potency.

Your Hit Parade First a radio program (from 1935 to 1950), then a tel-

evision show (1950 to 1959), this weekly look at the popular music
industry was the gauge that both the public and those in the music
business used to identify song hits. The show featured songs that
had sold the most sheet music or records the previous week, ranked
the top sellers, and then had its resident artists perform the songs.
To be included in Your Hit Parade for several weeks running was
evidence of a song’s high popularity.
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“’A" You're Adorable” (1941) is a plucky list song in which an admirer
goes through the alphabet finding doting adjectives (‘B'—so beautiful,
‘I'—the idol of my eye, and so on) to heap on his beloved one. Sometimes
listed as “The Alphabet Song,” the number was written by Buddy Kaye,
Fred Wise, and Sid Lippman in 1941, but they could not interest anyvone
in recording it until Jo Stafford and Gordon MacRae made a duet version
in 1949 that was moderately popular. It was Perry Como’s record with
the Fontaine Sisters that brought the naive ditty wide recognition. Over
the years it has been recorded by Mike Douglas, Emile Ford and the
Checkmates, Tommy Sands, Rosemary Clooney, Jimmy Dorsey, Claire
Hogan, and Dean Martin.

“The Aba Daba Honeymoon” (1914) is the perennial favorite that came
from vaudeville but found its greatest success decades later when Debbie
Reynolds and Carlton Carpenter sang it in the film Two Weeks With Love
(1950). Arthur Fields (lyric) and Walter Donovan (music) wrote the non-
sense number about the courtship, wedding, and honeymoon of a mon-
key and a chimpanzee in the Congo, the two sweethearts proclaiming
their love in jungle gibberish. Ruth Rove introduced the tune at the Pal-
ace Theatre in New York, and a later record by Arthur Collins and Bvron
Harlan was at the top of the charts. Paul Whiteman and his Orchestra
played the number in the film King of Jazz (1930), and Willie Solar sang,
it in Diamond Horseshoe (1945). But it was the Reynolds-Carpenter re-
cording that sold over a million discs and kept the song on Your Hit
Parade for nine weeks. There have been other recordings H\ such diverse
talents as Reynolds, Hoagy Carmichael and Cass Daley, IF reddie Martin,
the Chenille Sisters, Maria Muldaur, and the Three Stooges.



2 Absence Makes the Heart Grow Fonder (For Somebody)

“Absence Makes the Heart Grow Fonder (For Somebody)” (1929) is a
crooning ballad that Gene Austin introduced on record, but it was Bernie
Cummins and his Orchestra who popularized it with their bestselling
disc. Harry Warren composed the dreamy music, and Sam Lewis and
Joe Young; came up with the heartfelt lyric. Orrin Tucker’s 1941 disc
revived interest in the song, and over the years there have been record-
ings by Tom Gerun, Art Gillham, Loudon Wainwright I, Lou Reid,
Marty Grosz, Horace Henderson, and Dean Martin. The torchy ballad
was heard in the film Spring Is Here (1930), and a duet version by Tiffany
Anders and Bovd Price was featured in Grace of My Heart (1996).

“An Ace in the Hole” (1926) is a lusty saloon song by George D. Mitchell
and James E. Dempsev that was a favorite sing-along number in speak-
casies in the Roaring Twenties. The swinging tune slvly comments on
the flashy dressers and men-about-town who are all talk but have little
dough in their pockets. Tommy Lyman popularized the song after per-
forming it in some upscale clubs, and it has been recorded often, most
memorably by Lee Wiley with Billy Butterfield’s Orchestra in 1957. Other
recordings were made by the University Six, Ela Fitzgerald, Connie
['rancis, Chick Bullock, Red McKenzie, Clancy Haves with Bob Scobev’s
['risco Band, Anita O'Day, Lu Watters, Mabel Mercer, and more recently,
Barbara Carroll and Andrea Marcovicei. The song can be heard in the
films Frisco Sal (1945) and Naked Alibi (1954).

“Across the Alley From the Alamo” (1947) is an uptempo cowboy song
by Joe Greene with an odd tale to tell. In San Antonio, a Navajo and his
pinto pony entertained passersby with their cheery smiles and songs.
But one day they got dressed up and went for a walk along the railroad
tracks, a train was heard, and the two never returned. This rather somber
story is set to surprisingly chipper music with a Latin flavor and pleased
audiences enough for both the Mills Brothers and Stan Kenton (vocal by
June Christy) to have hit records. There were also discs by Bob Wills
and his Texas Plavboys, George McClure, the Moms and Dads, Hank
hompson, the Pine Valley Cosmonauts, and Patti Austin.

“Address Unknown” (1939) is a tearful ballad about a lover who has
moved on, with only returned letters to remember him by. Carmen Lom-
bardo, Johnny Marks, and Dedette Lee Hill collaborated on the song,
taking the title from a bestselling book of the era. Guy Lombardo and
the Roval Canadians introduced and recorded the number, but it was a
celebrated disc by the Ink Spots that made the song popular. There were
also recordings by Hank Snow, Red Nichols, Don Gibson, Marty Rob-
bins, Fric Mingus, Jimmy Scott, and Rov Acutt. '
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“Adios” (1931) became the Latin-flavored theme song for Enric Madri-
guera and his Orchestra with a hit recording in 1931. Yet Glenn Miller
and his Orchestra revived interest in it with an even more successful
record in 1941, and it remained popular throughout the war years. Mad-
riguera composed the gentle music, and Eddie Woods penned the som-
ber farewell lyric. Long a favorite of Spanish artists such as Xavier Cugat,
the song was also recorded by Carol Bruce, Ray Anthony, Percy Faith,
Stan Kenton, the Ray Charles Singers, Tony Pastor, Gisele MacKenzie,
the Ray Conniff Singers, Laurindo Almeida, Svd Lawrence, and the or-
chestras of Mantovanni, Andre Kostelanetz, and Claude Thornhill. The
song was featured in the film bio The Glenn Miller Story (1953).

“Adios Muchachos” (1929) is the well-known Latin number that says
farewell in an upbeat, rhythmic manner. Julio Sanders composed the
hlting music, and Cesar Vedani wrote the Spanish lyric. In 1951 an Eng-
lish lyric by Dorcas Cochran retitled the number “I Get Ideas,” and a
disc by Tony Martin revived interest in the song. Other recordings over
the years, in Spanish and English, include those by Xavier Cugat, Louis
Armstrong, Peggy Lee, Andy Russell, Jane Morgan, Lester Lanin, Man-
tovanni’s Orchestra, the l\a\' Connitf Singers, Carlos Gardel, and many
other Spanish singers and bands.

“After All, You're All I'm After” (1933) is onc of composer Arthur
Schwartz’s rare Tin Pan Alley hits not to come from a Broadway musical.
Edward Heyman (lyric) collaborated with him on the playful love song,
which was introduced by John Boles in the nonmusical play She Loves
Me Not (1933). When Bm0 Crosby sang it in the 1934 film version of the
play, the song caught on. As the tltlc indicates, the lvric is a play on
words, and Schwartz’s music is both mystifying and animated. Notable

recordings were made by McKinnev’s Cotton Pickers, Ray Noble (vocal
by Al Bowlly), and Don Redman.

“After I Say I'm Sorry (What Can I Say?)” (1926) is a gentle ballad
standard by Walter Donaldson and Abe Lyman that tearfully asks a lover
to forgive and accept a heartfelt apology. Lyman and his Orchestra in-
troduced the song, which has had many recordings over the vears, in-
cluding those by Josephine Baker, Pee Wee Russell, Ella Fitzgerald, Frank
Sinatra, Bobby Hackett, Dinah Washington, Helen Forrest, Juanita Hall,
Buddy Morrow, the Nat King Cole Trio, and more recently, Carol Sloane
and John Pizzarelli. The ballad can be heard in the background in the
filtms Love Me or Leave Me (1955) and Pete Ke lly’s Blues (1955).

“After My Laughter Came Tears” (1928) is a torchy ballad by Charles
Tobias and Roy Turk about the sudden crash of emotions when a love
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affair ends. The song was introduced by organist jesse Crawford but
became popular because of a record by Cliff Edwards. Later there were
notable discs by Big Miller, Bob Barnard, and Ray Charles.

“After the Ball” (1892) is arguably the most famous and most durable
popular song to come out of the nineteenth century and one of .the first
Broadway songs to become a Tin Pan Alley hit. Charles K. Harris wrote
the number for vaudevillian Sam Doctor to sing in his act, but the singer
forgot the lengthy tyric the first time he attempted it, and the audience
laughed him off the stage. Then Harris paid singing star J. Aldrich Lib-
bev $500 to sing it in the Broadway hit A Trip to Chinatotwn (1891) when
it blaycd Mihwaukee and bribed orchestra conductor Frank Palma a box
of cigars to orchestrate it for her. According to Harris, the presentation
of the song was followed by a moment of silence in which the desperate
author thought he had failed again. But then the crowd burst into ap-
plause for tive minutes and would not let the show go on without an
encore. The ballad’s popularity spread quickly (aided by Helene Mora’s
performance of it in vaudeville and John Philip Sousa plaving it at the
1893 world’s fair in Chicago), selling over 5 million copies of sheet music
(the most ever sold vet for a song) and earning Harris $10 million. Al-
though the memorable refrain is still known today, the long narrative
verse is mostly forgotten, vet it was an important part of the song's
popularity. Inspired by a quarreling couple that Harris observed as they
parted company at a dance in Chicago, the lyric told of an old man who
counsels his voung niece in matters of love and explains to her why he
never wed. Years earlier, at a fancy dress ball, he saw his sweetheart
embrace and Kiss another man, so he left the ball and never saw the
woman again. It was only vears later that he learned that the man was
her long-lost brother. While thc tale is typical of the sentimental story-
ballads prevalent at the time, “After the Ball” has such an unpretentious
sense of power that the thirty-two-bar refrain still entrances even without
the sixtv-four-bar verse. [he language may be antique at times (“many
a heart is aching”), but Harris’s sweeping waltz melody has not dated.
The number was added to every subsequent pmduatlon of A Trip to
Chinatown and is also included in ev erv production of Show Boat (1927)
as the number Magnotia (Norma Terris) sings on stage on New Year's
Eve and launches her career. In the films of Show Boat it was sung by
Irene Dunne in the 1936 version and Kathryn Grayson in the 1951 re-
make. The ballad was performed by Alice Faye in Lillian Russell (1940),
Scotty Beckett in The Jolson Story (l()%), and Gloria Jean in There's a Girl

\h/ Heart (1950), as well as in the bad\ground of Back in the Saddle
(l“Ml) Star! (1968), and other period movies. Among the hundreds of
recordings over the vears, distinctive ones were made by the Knicker-
bocker Serenaders, Ace O'Donnell, the Blue Sky Boys, Frances Black,
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Max Bygraves, William Bolcom and Joan Morris, the Banjo Kings, Guy
Lombardo and the Royal Canadians, John Fahey, and Johnny Cash.

“After You Get What You Want, You Don’t Want It” (1920) is Irving
Berlin’s wry commentary on w mldlv wishes that the team of Van and
Schenck introduced in vaudeville and first recorded with great success.
But most remember it from Marilyn Monroe’s slinky interpretation in
the film There’s No Business Like Show Business (1954). The clever number
has been recorded on occasion, most significantly by Nat King Cole.

“After You've Gone” (1918) is the early and highly influential jazz stan-
dard that remains an improvisation favorite for both singers and musi-
cians. The African American team of Henry Creamer (lyric) and Turner
Layton (music) wrote the short (only twenty measures long) but potent
rhvthm ballad that also has a touch of the blues in it. Creamer’s lyric, a
lover’ s plea to his honey not to leave because she’ll regret it later, uses
a Nogm dialect in spots (“you’ll miss the bestest friend vou ever had”)
but is more concerned with simple and unadorned fervor. Turner’s mu-
sic contains accents that are of the beat so that the effect is both bluesy
and sprightly. Marion Harris introduced the song with a recording in
1918, but it was Al Jolson who popularized it by singing the ballad at
the Winter Garden Theatre. Later Bessie Smith, Sophie Tucker, Paul
Whiteman and his Orchestra, and Louis Armstrong each made classic
recordings of the number. Though never quite forgotten, “After You've
Gone” was revived with a celebrated disc by the Benny Goodman Sextet,
one of his first recordings. Other noteworthy records over the vears were
made by Fats Waller, Johnny Dodds, Mel Tormé and Cleo Laine, Joe
Venuti, Tedd) Wilson, Joe Williams, Jack Teagarden, Django Reinhardt,
Lionel Hampton, and Gene Krupa. Linda Hopkins performed it in the
Broadway musical bio Me and Bessic (1975), Thais Clark sang it in the
Off-Broadway revue One Mo” Time (1979), and Hopkins reprised it with
Bernard Manners in the Broadway show Black and Blue (1989). On screen
it was performed by Gene Austin, Candy Candido, and Coco in Sadie
McKee (1934), Marsha Hunt in Unholy Partners (1941), Judy Garland
For Me and My Gal (1942), Constance Moore in Atlantic City (1944), the
Goodman Sextet in the animated Make Mine Music (1946), Jolson dubbing
for Larry Parks in Jolson Sings Again (1949), Shirlev MaclLaine and a male
trio in Some Came Running (1958), Armstrong in The Five Peririies (1959),
and Leland Palmer in All That Jazz (1979), as well as on the soundtracks
for Git Along Little Doggies (1937), Ghost Catchers (1944), Paper Moon
(1973), and other films.

“Again” (1948) is a tlowing ballad with a Latin tlavor that Ida Lupino
introduced in the film Road House (1948). Dorcas Cochran (lvric) and



6 Aggravatin’ Papa (Don’t You Try to Two Time Me)

Lionel Newman (music) wrote the catchy song in which a swain pro-
claims to a sweetheart that a love like theirs comes once in a lifetime and
couldn’t happen again. Vic Damone revived the ballad in 1954 with a
record that sold over a million copies. Other discs were made by Doris
Day, Mel Tormé, Gordon Jenkins (vocal by Joel Graydon), and Art Moo-
ney (vocal by Johnny Martin and Madely Russell). The number can also
be heard in the movies Island in the Sun (1957), Best of Everything (1959),
and Dammation Alley (1977).

“Aggravatin’ Papa (Don’t You Try to Two Time Me)” (1922) is the caus-
tic warning for amorous fidelity that Sophie Tucker, Bessie Smith, and
Marion Harris popularized in the no-nonsense, tell-it-like-it-is manner in
which they excelled. The sassy number was written by Roy Turk, J. Rus-
sel Robinson, and Addy Britt and was introduced by the Original Dix-
ieland Jazz Band. Other notable recordings were made by Alberta
Hunter, Lil Green, the Original Memphis Five, Fletcher Henderson, and
Lizzie Miles.

“Ain’t Misbehavin” ” (1929) is the timeless jazz lament of a faithful lover
who stays at home listening to the radio and is “savin’ my love for you”
even though the lusty music and the sly tone of voice make one question
the sincerity of the sentiment. One of the song’s distinctive qualities is
its contagious use of changing harmonies and, as Gerald Bordman has
written, its “plaintive undertones that hint at the stylings of much of the
music that would come out of Broadway for the next few years.” The
famous rhythm ballad was written by Thomas “Fats” Waller, Harry
Brooks (music), and Andy Razaf (lyric) for the nightclub show Hot Choc-
olates (1929), which was so popular it moved to Broadway, where it ran
six months. Margaret Simms, Paul Bass, and Russell Wooding’s Jubilee
Singers sang the number, and in the orchestra pit was the young musi-
cian Louis Armstrong, making his New York debut, whose trumpet solo
of the piece brought him recognition. Armstrong later recorded the song
with Seger Ellis and his Orchestra, but the most popular disc was Wal-
ler’s vocal and piano solo, and the number became his theme song. Other
memorable records were made by Ruth Etting, Bill Robinson, Teddy Wil-
son, Kay Starr, Nat King Cole, Dinah Washington, the Three Suns, Helen
Forrest, Sarah Vaughan, Eartha Kitt, Hank Williams Jr., Carol Channing,
and Karen Akers. The number was included in several movies, including
Ain’t Misbehavin’ (1955), and was sung by Waller in Stormy Weather
(1943), Mary Beth Hughes in Follow the Band (1943), Armstrong in Atlantic
City (1944), Dan Dailey in You Were Meant for Me (1948), Armstrong and
Mickey Rooney in The Strip (1951), Jane Russell, Jeanne Crain (dubbed
by Anita Ellis), and Alan Young in Gentlemen Marry Brunettes (1955), and
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Burt Reynolds in Lucky Lady (1975). It was also performed on Broadway
by the cast of the Waller revue Ain’t Misbehavin’ (1978).

“Ain’t Nobody Here But Us Chickens” (1947) is a boogie-woogie gem
by Alex Kramer and Joan Whitney that takes its title from an old joke
about a thief in the hen house. The farcical lyric describes the sounds
coming from a chicken coop (“don’t point that gun!”) when a farmer
goes to investigate noises from the hen house one night. Both the lyric
(“hobble, hobble, hobble”) and the furious music have all the chaos of
clucking hens. A recording by Louis Jordan and his Typami Five pop-
ularized the comic ditty, and there were also discs by Phil Harris, B.B.
King, Sanford Clark, James Brown, Pat Boone, and more recently, Lisa
Stansfield, Mark Murphy, and Patti LuPone. In the Broadway revue Five
Guys Named Moe (1992) it was performed by Kevin Ramsey and Milton
Craig Nealy.

“Ain’t She Sweet?” (1927) is one of those carefree and naively silly love
songs from the 1920s that captures the era’s frivolity. Milton Ager com-
posed the Charleston-like music, and Jack Yellen provided the slaphappy
lvric, a series of rhetorical questions about the fine qualities of his dearie.
The short lyric phrases sit on the dancing music beautifully and the fa-
mous near-rhyme “I ask you very confidentially” is inspired daffiness.
Paul Ash and his Orchestra introduced the song in a Chicago nightclub,
and Ben Bernie and his Orchestra made the first recording, but the num-
ber really caught on when Lithan Roth, Eddie Cantor, Sophie Tucker,
Annette Hanshaw, and other stars sang it on the vaudeville circuit. Over
a million copies of sheet music were sold, and it was a tavorite in clubs,
college campuses, and at dances. Interest in the number was revived in
the 1940s because of a hit recording by Jimmie Lunceford and his Or-
chestra, and two decades later it was a Top 20 hit for the Beatles. Other
estimable recordings over the years include those by the Dixie Stompers
with Fletcher Henderson, Paul Whiteman’s Rhythm Boys (including a
young Bing Crosby), Harry Richman, Gene Austin, Bob Hannon and
Johnny Ryan, Benny Carter, Tiny Hill, Les Brown, Harry James, Bunnv
Berigan, Bob Wilson and his Varsity Rhvthm Boys, Jive Bunny and the
Mastermixers, Mel Powell, Frankie Lyman and the Teenagers, and FFa-
bian. Dan Datley, Jeanne Crain, and Barbara Lawrence sang it in the film
You Were Meant for Me (1948), Eddie Duchin plaved it on the soundtrack
of The Eddy Duchin Story (1956), and it was heard in the background in
a handful of movies, including Margie (1946) and Picnic (1955). On Broad-
way, it was performed by Desiree Coleman, Mel Johnson Jr., and the
ensemble of the musical Big Deal (1986).



Ain’t That a Shame

“Ain’t That a Shame” (1955) is a crossover hit that Antoine “Fats” Dom-
ino had in the rhythm-and-blues field, but it was even more popth.lar
when Pat Boone had a chart hit with it in the pop category, his first
success and the one that launched his career. Domino collaborated with
Dave Bartholomew on the rhythmic lament about lost love (“you said
goodbye .. . ain’t that a shame!”). The Four Seasons revived the number
in 1963, and the group Cheap Trick had success with it in 1979. Other
records include those by Roy Eldridge, Ella Mae Morse, Frankie Valli,
Max Morath, Ronnie Hawkins, Ike and Tina Turner, Hank Williams Jr.,
Charlie Rich, and the Dells. Domino sang it in the film Shake, Rattle and
Rock! (1956), and his recording was heard in American Graffiti (1973). The
song is sometimes listed as “Ain’t It a Shame.”

“Ain’t We Got Fun” (1921) is a Roaring Twenties favorite and a vibrant
archetype of the decade with its zesty music and ridiculous lyric. Richard
A. Whiting was the composer, and Gus Kahn and Raymond B. Egan
penned the carefree exclamation of a young couple enjoying the high life
even as the bill collector is knocking at their door. The classic line “the
rich get rich and the poor get children” is particularly funny because the
previous rhyme causes the listener to expect the word “poorer” at the
end of the phrase. Arthur West introduced the number in a satirical stage
revue, but it was the vaudeville team of Van and Schenck that popular-
ized it, along with Billy Jones, Ruth Roye, Eddie Cantor, and others in
variety. The ditty was applauded again in the 1950s because of its inter-
polation in a handful of movie musicals. Doris Day and Danny Thomas
sang it in the Kahn bio ['ll See You in My Dreams (1951), Day reprised it
with Gordon MacRae and Russell Arms in By the Light of the Silvery Moon
(1953), and Cantor sang it on the soundtrack for The Eddie Cantor Story
(1953). “Ain’t We Got Fun” was also used in the background to set the
period in many films, most memorabty On Moonlight Bay (1951) and The
Great Gatsby (1974), and it was sung by the casts of the Broadway mu-
sicals A Day in Hollywood—A Night in the Ukraine (1980) and Big Deal
(1986). Al Jolson, Carmen Cavallaro, Margaret Whiting, Debbie Reyn-
olds, Peggy Lee, Rex Stewart, Ray Noble (vocal by Al Bowlly), Mitch
Miller and, most recently, Jessica Molasky, are among the many who
recorded the vivacious song.

“Alabamy Bound” (1925) was a favorite railroad song that, like many
1920s tunes, used a southern dialect filled with affection for back home.
Ray Henderson wrote the spirited music, and B.G. DeSylva and Bud
Green penned the lyric about a southbound train. Al Jolson, Eddie Can-
tor, and Blossom Seeley featured the song in their acts, and before long
it had sold over a million copies of sheet music. Both Jolson and Cantor
later recorded it, as did Fletcher Henderson, Bing Crosby, the Banjo
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Kings, Bob Crosby and his Orchestra, Lucille Hegamin, Jo Ann Castle,
Sonny Criss, Dean Martin, Bobby Darin, and Ray Charles. The Ink Spots
sang it in the movie The Great American Broadcast (1941), then the Nich-
olas Brothers danced to it. The number was also heard in the films Broad-
way (1942), Babes on Broadway (1942), Is Everybody Happy? (1943), Show
Business (1944), and With a Song in My Heart (1952). “Alabamy Bound”
was also associated with the beloved singer Nora Bayes, who sang it at
a 1928 benefit at the Bowery Mission House in New York. It was her last
public appearance; four days later she died.

“Alexander’s Ragtime Band” (1911) was not only the most famous song
in America in its day, but it did more than perhaps any other tune to
change the direction of popular music. Irving Berlin wrote a ragtime
ditty called “Alexander and His Clarinet” (music by Ted Snyder) in 1910
but discarded it except for a tew of the lyric phrases. Instead of making
it a rag, Berlin rewrote the number as a syncopated piece about ragtime
and wrote a terse lyric encouraging all to go and listen to a fictitious
bandleader who was all the rage. Berlin intended the song for the annual
Friar’s Frolic but instead submitted it to some vaudeville performers, all
of whom rejected it. The number was finally played at the Columbia
Burlesque House, but no one seemed to notice it. It was not until Emma
Carus performed it in a Chicago vaudeville theatre that it started to catch
on, thanks also to vaudeville turns by Eddie Miller, Helen Vincent, Ethel
Levey, and Sophie Tucker. Within a month over a million copies of shect
music were sold, and soon it was being played in theatres, restaurants,
dance halls, and concert houses across America and in Europe as well.
This widespread popularity in a dayv before radio was unprecedented,
and Berlin became the most famous songwriter in the country, a position
he held for decades. As many (including Berlin) have pointed out over
the vears, the song is not a true ragtime. There is some syncopation in
the music, but it is more of a march with plenty of breathing space in
the notes and the lyric to make it easily sung. The verse and refrain are
beautifully balanced, and despite the often-cited complaint that Berlin
only writes in one key, the verse starts in C major and ends in C minor,
then shifts into F major for the refrain. This was one of the earliest pop
songs to change keys when moving from verse to retrain, and the eftect
is still potent. Philip Furia has pointed out that although the music is
not ragtime, “the words are ragged.” For example, Berlin changes the
accent on the word "natural” in order to rhyme with “call.” The lyric
pays homage to Stephen Foster’s “Old Folks at Home” with a reference
to the Swanee River and even echoes other nineteenth-century ballads.
But there is nothing sentimental or nostalgic about “Alexander’s Ragtime
Band.” It swings and sways as few songs do and remains a captivating
picce of popular music. Arthur Collins and Bryon Harlan were the first
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to record the song, followed by such classic discs as those by Prince’s
Orchestra in 1912, Bessie Smith in 1927, the Boswell Sisters in 1935, Louis
Armstrong in 1937, Bing Crosby and Connee Boswell in 1938, and
Crosby and Al Jolson in 1947. Other significant records were made by
lohnn;f Mercer with the Pied Pipers, the Andrews Sisters, Bunk Johnson's
.New Orleans Band, Benny Goodman, Mitf Mole and Red Nichols, the
Hoosier Hot Shots, Judy Garland, Julie Andrews, Al Goodman, and more
recently, Michael Feinstein and Mandy Patinkin. On screen, the song was
perforﬁwd by Alice Faye in Alexander’'s Ragtime Band (1938) and Ethel
Merman, Dan Dailey, Donald O’Connor, Johnnie Ray, and Mitzi Gaynor
in There’s No Business Like Show Business (1954), as well as in the back-
ground of many movies, most recently Titanic (1997).

“All Alone” (1924) 1s a torchy love song by Irving Berlin and one of his
autobiographical ballads that mesmerize with their simplicity. So upset
about not being able to marry heiress Ellin MacKay because of her fam-
ily’s animosity, Berlin penned this straightforward lament about a lover
who pines for his sweetheart and wonders if she is as lonely as he is.
The song was interpolated in the 1924 edition of the Music Box Revue on
Broadway, where it was performed by Oscar Shaw and Grace Moore
singing on telephones on opposite sides of the stage. But it was tenor
John McCormack’s singing the ballad on the radio that propelled it to
hit status, selling a million copies of sheet music and 160,000 player
piano rolls. Al Jolson, Paul Whiteman, Abe Lyman, Judy Garland, Red
Garland, Artie Shaw, Frank Sinatra, Connee Boswell, Doris Day, Thelon-
ious Monk, and Pat Boone are among the many who had successful
records of the song. “All Alone” was sung on screen by Alice Faye in
Alexander’s Ragtime Band (1938) and by Bing Crosby and the chorus in
Blue Skies (1946).

“All By Myself” (1921) is an early Irving Berlin ballad and one of his
biggest hits of the decade. The lyric is a lament of a lonely soul who
plays solitaire and watches the clock on the shelf. Charles King intro-
duced the number at the Palace Theatre in New York, and Ted Lewis
and Frank Crumit were the first to record it. Sheet music sales went into
the millions, and over 150,000 piano rolls were also sold. Notable re-
cordings over the years include those by Bob Wills, Ella Fitzgerald, Fats
Domino, the McGuire Sisters, Gene Krupa, Connie Francis, Della Reese,
Shirley Bassey, and more recently, David Osborne and Michael Ball. Bing
Crosby crooned the ballad in the film Blue Skies (1946).

“All Coons Look Alike to Me” (1896) is a classic example of a “coon
song,” Negro folk tunes that were popular in the nineteenth century,
and one that is quite accomplished despite its unfortunate title. In fact,
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if the word “coons” was replaced by “men,” it remains a clever protes-
tation by an African American woman that all of her persistent suitors
hand her the same old line. (The number was originally titled “All Pimps
Look Alike to Me.”) The song was written by Ernest Hogan, an educated
black vaudevillian who first performed it on stage, and it was soon
picked up by white singers (as most “coon songs” were). But years later
Hogan stated that he regretted ever writing the song because it was
wrongly interpreted to mean that all African Americans were facially the
same. A very early and rather primitive recording was made by Len
Spenser in 1897,

“All I Have to Do Is Dream” (1958) is the harmonizing ballad that the
Everly Brothers had great success with in the late 1950s. Boudleaux Bry-
ant, a classically tramned violinist who toved around with pop music,
wrote the soothing number about having a darling in one’s arms just by
dreaming it; but the poor suitor finds that he is dreaming his life away:.
Every few years the song was revived with a new record of note: Richard
Chamberlain in 1963, Glen Campbell and Bobbie Gentry in 1970, the
Nitty Gritty Dirt Band in 1975, and Andy Gibb and Victoria Principal in
1981. There were other recordings by Gary Lewis and the Plavboys, the
Persuasions, Roy Orbison, Frankie Avalon, Jan and Dean, Billie Jo Spears,
Linda Ronstadt, and the Lettermen. Juice Newton sang it in the film Shoot
the Moon (1988), and the Everly recording was heard in Stealing Home
(1988).

“All I Want for Christmas (Is My Two Front Teeth)” (1946) was a nov-
elty hit in the postwar vears and still shows up occasionally at Christ-
mastime. Donald Gardner wrote the seriocomic lament of a kid whose
two front baby teeth have fallen out and are not vet replaced with adult
teeth; the child is tired of lisping and hopes to be able to whistle once
again. The innocent complaint appealed to a war-weary public and was
very popular. It was introduced by the Satisfiers on Perry Como’s radio
show, and before long, everyone was singing it. Noteworthy records
were made by Jive Bunny and the Mastermixers, Ray Charles, the Chip-
munks, George Strait, Nat King Cole, and the Andrews Sisters with
Danny Kaye. Ironically, the biggest seller of all was a parody version by
Spike Jones and his City Slickers, which climbed to the top of the charts.
The number is sometimes listed as “My Two Front Teeth.”

“All My Love” (1950) is a gushing ballad based on Ravel’s Bolero with
a French lyric by Henri Coutet that promises total and exclusive affection
forever after. Mitchell Parish did the English Ivric, and Paul Durand
adapted Ravel’s lengthy composition into a standard pop song format.
Jacqueline Francois introduced the number, but it was Patti Page’s hit



12 All of Me

-5

record that popularized it in America. Other discs were made by »Andy
Russell, Bing Crosby, Doris Day, Cliff Richard, Dinah Shore, Bobby
Hackett, Dick Haymes, Big Miller, the Four Tops, Vikki Carr, and the
orchestras of Billyl Vaughn, Guy Lombardo, and Percy Faith.

“All of Me” (1931) is a gently swinging song of surrender that offers
heart, soul, and body to a loved one. The Seymour Simons (lyric) and
Gerald Marks (music) number manages to be upbeat even though there
is something alarmingly defeatist about the offer. The very casualness of
the recurring line “why not take all of me?” makes the lyric distinctive,
and Marks’s music is restrained even while seeming expansive. Vaude-
villian Belle Baker introduced the song, but early recordings by Paul
Whiteman (vocal by Mildred Bailey) and Louis Armstrong, as well as its
use in the background of the film Careless Lady (1932), helped make it
widely known. It enjoyed a modest revival with Count Basie’s 1943 rec-
ord and with Johnnie Ray’s 1952 disc, but it was Frank Sinatra’s rendition
of “All of Me” in the movie Meet Danny Wilson (1952) that made it more
popular than ever. (Sinatra’s record at the time was the most successful
of all the versions.) Other artists who made prominent discs include Kate
Smith, Russ Columbo, Connee Boswell, Martha Tilton, Nick Lucas,
Jimmy Dorsey and his Orchestra (vocal by Helen O’Connell), Duke El-
lington, Louis Jordan, Frankie Laine, Billie Holiday, Charlie Parker, Billy
Eckstine, the King Sisters, Tony Bennett, Dean Martin, and Willie Nelson.
Gloria DeHaven sang it in the film Down Among the Sheltering Palms
(1953), Diana Ross performed it in the Holiday bio Lady Sings the Blues
(1972), and it was featured in Bird (1988) and Sweet and Lowdotwn (1999).
In the Broadway revue Swing! (1999) “All of Me” was sung by Everett
Bradley and Ann Hampton Callaway.

“All of My Life” (1944) is a simple, heartfelt ballad by Irving Berlin that
expressed the yearning for domestic bliss that preoccupied war-weary
Americans. The penchant lyric pleads for “the right” to take care of and
love one for the rest of their lives, hoping to make their world “as simple
as a nursery rhyme.” Kate Smith introduced and popularized the ballad,
and there were also noteworthy records by Bing Crosby (with John Scott
Trotter’s Orchestra), the Three Suns, Sammy Kaye (vocal by Billy Wil-
liams), Harry James, Tony Bennett, Sarah Vaughan, and more recently,
Andrea Marcovicci,

“All or Nothing at All” (1940) is the fervent appeal for uncompromising
love that Jack Lawrence and Arthur Altman wrote with the hope of sell-
ing it to one of the Big Bands. Harry James liked it and recorded it with
his contracted vocalist Frank Sinatra, but the record failed to sell. Two
years later, after Sinatra had gone solo and was the nation’s hearthrob,
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the James record was rereleased, and it sold over a million copies. Sinatra
would sing the ballad throughout his career and recorded it on three
other occasions. Joe Foley’s disc in 1954 revived interest in the song.
Other significant records were made by June Christy, Jimmy Dorsey,
Chet Baker, Dick Haymes, Al Hibbler, the Frank Wess Quartet, John
Coltrane, Billie Holiday, George Shearing, Billy Daniels, and recently,
Diana Krall, Robert Habermann, and Bobby Caldwell. “All or Nothing
at All” was heard in the films Doughboys in Ireland (1943), Weekend Pass
(1944), where the Delta Rhythm Boys performed it, This [s the Life (1944),
and Missing (1982), where a Bob Eberly recording was heard.

“All the Things You Are” (1939) was chosen as the all-time favorite song
by a poll of American composers in 1964, and the decades since then
have done little to diminish the high opinion people have of it. Oscar
Hammerstein (lyric) and Jerome Kern (music) wrote it for the Broadway
musical Very Warm for May (1939), which only managed to run fifty-nine
performances, but the ballad gradually caught on and has become a be-
loved standard. It is a straightforward love song that praises the qualities
of one’s intended, yet the perfect blending of words and music make it
exceptional. Hammerstein’s lvric is enthrallingly romantic (“vou are the
promised gift of springtime”) without crossing over into mawkishness,
while Kern’s music is ingenious and boldly adventurous. Kern wrote the
odd but effective key and tempo changes for his own satisfaction and
often stated that he never thought the song could become popular be-
cause it was too complex for the layman’s ear. Yet the melodic line cap-
tivates even as one is aware of its strangeness. As James R. Morris
explains, the refrain “tlows gently downward for a full sixteen bars,” the
bridge provides “relief from the long-breathed principal theme,” and the
conclusion is “wonderfully satisfving . .. rounded off in a four-bar tag
that is passionate and climatic.” The ballad was sung by a quartet (Hiram
Sherman, Frances Mercer, Hollace Shaw, and Ralph Stuart) in the Broad-
way show, but usually it is performed as a solo, most of the great singers
having sung it sometime in their career. The song remained on the Hit
Parade tor eleven weeks, and its sheet music and record sales remain
healthy to this day. Among the many memorable recordings are those
by Gordon MacRae, Dick Haymes, Ella Fitzgerald, Frank Sinatra, Betty
Johnson, Helen Forrest, Zoot Sims, Artie Shaw, Tommy Dorsey (vocal
by Jack Leonard), Charlie Parker, Art Pepper, Dave Brubeck, Frankie
Masters, Jessye Norman, and more recently, Ann Hampton Callaway,
Scott Hamilton, and José Carreras. Very Warm for May was turned into
the film musical Broadway Rhythm (1944) where Ginny Simms performed
the ballad, Tony Martin crooned it in the Kern bio Till the Clonuds Roll By
(1946), and Mario Lanza sang it in Becanse You're Mine (1952).
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“All This and Heaven Too” (1939) is a gushing ballad written by Eddic
Delange (lyric) and Jimmy Van Heusen (music) as a pmnptmn song for
the 1939 Bette Davis film of the same name. Early recordings b_v“Jlmmy
Dorsey (vocal by Bob Eberly), Tommy Dorsey (vocal by Frank Sinatra),
and Charlie Barnet (vocal by Larry Taylor) made it well known, and
over the years it has appealed to a variety of artists. DcLan‘go’s lyrics
might be a bit lofty, but Van Heusen’s rhythmic music, accord l-ng t(’)’/\lec
Wilder, “does pleasant, unstartling as well as unexpected things. Mcl
Tormé, Dick Todd, Gene Krupa, Duke Ellington, Ellyn Rucker, Lew Ta-
backin, and Bucky and John Pizzarelli are among those with distinctive
recordings of the ballad.

“Aloha Oe” (1878) is probably the most famous song to come out of
Hawaii; a few bars of it played in a movie or a show still conjures up
visions of the tropical islands. Queen Liliuokalani of Hawati, the islands’
last reigning monarch, wrote the enticing number, which took three dec-
ades before it became popular in the States. “Aloha” means both hello
and good-bye in Hawaiian, but the phrase “Aloha Oc¢” translates best as
“Farewell to Thee,” which is sometimes used as the song’s title. The lyric
fervently hopes to return someday not only to one’s inamorato but to
the islands themselves. Recordings early in the new century made the
song familiar by 1908, and of all the discs made later, Bing Crosby’s was
the bestselling one. Harry Owens and his Orchestra, the Brothers Cazi-
mero, Billy Vaughn, Joe “Fingers” Carr, Burl Ives, Enoch Light, Les Paul,
Arthur Lyman, Dorothy Lamour, Don Ho, Andy Williams, Kim Kahuna
and the Royal Palms Orchestra, and countless other Hawaiian bands
have recorded the song. It was sung on screen by Bobby Breen in Hawaii
Calls (1938), Jeanette MacDonald in | Married an Angel (1942), and Elvis
Presley in Blue Hawaii (1962).

“Along the Navajo Trail” (1942) is a cowboy song that paints a bucolic
picture of the west, yet it was written by Hollywood songwriters for the
movies. Larry Marks and Dick Charles collaborated on a pseudocowboy
ballad called “Prairie Parade” for the film Laugh Your Blues Away (1942).
Lyricist Eddie Del.ange rewrote the lyric as “Along the Navajo Trail,”
about a cowboy on the trail who sits by a fire at night and listens to the
music of nature such as the blowing wind and the calling of the coyotes,
Roy Rogers introduced the revised song in the movie Don’t Fence Me In
(1945), and it immediately found favor. Rogers crooned it again in Along
the Navajo Trail (1945), and Gene Autry sang it in The Blazing Sun (1950).
A hit recording by Bing Crosby with the Andrews Sisters helped propel
the ballad to hit status, followed by notable records by Autry, Dinah
Shore, Glenn Miller, Gene Krupa, Buddy Stewart, Sammy Kaye, Frankie
Laine, Bob Wills and his Texas Playboys, and Johnny Bond.
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“Along the Santa Fe Trail” (1940), which predates its companion piece
“Along the Navajo Trail,” is both a love song and a tribute to the beauty
of the western frontier. Will Grosz composed the flowing music, and Al
Dubin and Edwina Coolidge collaborated on the lyric that compares the
beauty of the canyon and the desert (which angels supposedly painted
at night) to that of his sweetheart whom he wishes was riding alongside
him on the trail. It was first used in the background of the fitm Santa Fe
Trail (1940), but when Glenn Miller (vocal by Ray Eberly) recorded it,
the ballad was in demand. Bing Crosby, Sammy Kaye, Dick Jurgens,
Artic Shaw, Guy Lombardo, Johnny Desmond, and Farl Hines were
among the many who recorded it. Once “Along the Navajo Trail” hit the
charts, the original “trail” song was interpolated into the western movie
Song on the Range (1944) to remind audiences of its earlier success.

“Always” (1925), one of Irving Berlin’s most cherished ballads, was writ-
ten sometime in the earty 1920s and put in the proverbial trunk until the
songwriter pulled it out to use in the Marx Brothers” Broadway musical
The Cocoanuts (1925). But director George S. Kaufman disliked the ballad
(he mockingly referred to it as “I'll be loving vou— Thursday”), and back
into the trunk it went. When Berlin finally got to marry heiress Ellin
MacKay in 1926, he presented the song (and any future royalties) to his
bride. It turned out to be quite a profitable wedding present. While the
facile lyric and the lazy waltzlike music strike some as mawkish, the
song does have a unique and unexpected shift from F major to A major
in the eleventh measure that is far from routine. Belle Baker, Gladys
Clark and Henry Bergman introduced the number in vaudeville, and 1t
was soon heard in clubs, records, and later on the radio. Early discs were
made by Vincent Lopez, George Olsen, Nick Lucas, and Henry Burr, and
the song enjoyed a big revival in the 1940s, thanks to Big Band records
by Benny Goodman, Gordon Jenkins, Guy Lombardo, and Sammy Kaye.
Other artists who have recorded it with success include Deanna Durbin,
Eileen Farrell, Erroll Garner, Ruby Braff, Dinah Shore, the Ink Spots,
Grace Moore, Sarah Vaughan, Rosemary Clooney, Pat Boone, and more
recently, Mandy Patinkin, Andrea Marcovicel, and Michael Feinstein
with Liza Minnelli. Betty Avery sang it with Ray Noble’s Orchestra in
the film The Pride of the Yankees (1942), Durbin performed it in Christmas
Holiday (1944), and it was done as a choral number in Blue Skies (1946).
“Always” is also heard in every production of Noel Coward’s comedy
classic Blithe Spirit (1941), where it is used as a running joke throughout
the play.

“Amapola (Pretty Little Poppy)” (1924) is a captivating Spanish song by
Joseph M. Lacalle that was first published in America in 1924 but found
celebrity when Albert Gamse wrote an English Ivric comparing one’s
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lover to a flower. The new version was introduced by Deanna Durbin
in the movie First Love (1939). A 1940 recording by Jimmy Dorsey (vocals
by Helen O’Connell and Bob Eberly) went to the top of the charts, and
the song was on Your Hit Parade tor nineteen weeks. Dorsey pertormed
it in the film The Fleet’'s In (1942), and it was also heard in Can’t Help
Singing (1944) and Saddle Pals (1947). The ballad was recorded by Gene
Autry, Doris Day with Les Brown’s Band, Connee Boswell, Mantovanni’s
Orchbstra, Xavier Cugat (vocal by Carmen Castillo), José Carreras, Pla-
cido Domingo, and many Spanish singers and bands.

“Amazing Grace” (c. 1779) is the traditional hymn favorite that crossed
over to become a prominent success on Tin Pan Alley as well. While the
tune itself is centuries old and has been traced to various sources, the
lyric that has come down to us was written by John Newton, a British
I{a\'y deserter and slave ship captain who discovered the Scriptures late
in life and became a minister. Newton arranged the music and penned
the lyric about rebirth and a new life that “saved a wretch like me.” The
five stanzas explored the different ways God turned his life around (he
was like a blind man, now he can see; he was lost, now he is found),
and the simple, unadorned words have found their place in many dif-
ferent kinds of churches. The hymn was particularly popular at revivals
and tent meetings in the nineteenth century, but it survived throughout
the twentieth century on hundreds of recordings and such variations as
a swing version, Hawaiian version, and Scottish and Welsh bagpipe ver-
sions. The revival song had a revival of its own in 1971 when Judy
Collins’s recording climbed the charts, and the next year a disc by the
Royal Scots Dragon Guards (solo by Tony Crease) was in the Top 20. It
has been heard in movies as diverse as Alice’s Restanrant (1969), Coal
Miner’s Daughter (1980), and Gettysburg (1993). Among the distinctive
records made over the years are those by Mahalia Jackson, Al Hirt, Vera
Lynn, Paul Robeson, Odetta, Lawrence Welk, Charlie Rich, Diana Ross,
George Beverly Shea, LeAnn Rimes, Glen Campbell, Joan Baez, Phil
Coulter, Jim Nabors, and Rod Stewart.

“America” (1832) is more familiarly known by its opening phrase "My
Country 'Tis of Thee,” and in the days when every school day began
with singing it, it was the most performed song in America, even sur-
passing “Happy Birthday.” The music has been traced to the German
hymn “Heil, Dir im Siegerkranz,” which later became the British anthem
"God Save the King” (lyric attributed to Henry Carey), but its new Amer-
ican lyric is well documented. Samuel Francis Smith, a student at the
Andover Theological Seminary, was asked to write a simple song for a
children’s chorus to perform. Going through a book of old hymns, Smith
came across the original German song and, not knowing it had become
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a British anthem, used the melody for his heartfelt lyric celebrating the
homeland, from its mountains to its forefathers, coining the expression
“Pilgrims” Pride” along the way. The new song was first sung by chil-
dren in Boston’s Park Street Church on Independence Day 1832 and was
published later that year in a collection of church music. It would even-
tually be sung at other patriotic gatherings, memorials, graduations, fu-
nerals, army camps, war bond rallies, and of course, schools across the
land. Recordings over the years have mostly been by choral groups, such
as the Mormon Tabernacle Choir, and church singers, such as Mahalia
Jackson. “America” has been played in the background of many films
for patriotic flavor, and it was given a warm rendition by the cloth cast
of The Muppet Movie (1979).

“America the Beautiful” (1895) has a history that is quite the opposite
of its patriotic companion “America” in that the lyric was written first,
and it took years before an appropriate melody was found to go with it.
During an 1893 visit to the western states, poet Katherine Lee Bates was
inspired by the view from Pike’s Peak and put her thoughts down in a
poem that was printed in a Boston periodical in 1895. Several people put
the poem to music over the next few vears, but the most satistying was
a theme from Samuel A. Ward’s concert piece “Materna.” The resulting
song became popular in the new century, selling plenty of sheet music
and being recorded for the first time in 1925 by Louise Homer. Bates's
images throughout the song are highly poetic (“amber waves of grain”)
yet make for a singable lyric as well. In addition to many military bands
and choral recordings, there have been distinctive recordings by Frank
Sinatra, Tony Sarno, Charlie Rich, Boxcar Willic, Gene Autry, Ray
Charles, George Beverly Shea, Elvis Presley, and even the Chipmunks.
Jane Froman provided the singing voice for Susan Hayward in the Fro-
man movie bio With a Song in My Heart (1952), and Haley Mills and the
chorus sang it in Pollyanna (1960). The patriotic ballad was also sung by
Lynn Thigpen and the cast in the Broadway revue Tintypes (1980).

“Among My Souvenirs” (1927) is a flowing ballad that, according to
John S. Wilson, “raised the sentimental song from the maudlin depths
in which it had been wallowing in the few years before.” British pub-
lisher Lawrence Wright composed the graceful music under the pen
name of Horatio Nicholls, and American lyricist Edgar Leslie wrote the
sorrowful lyric in which a spurned lover is left to look through the sou-
venirs of memory. While it is filled with self-pity, the voice of the lonely
one is more reflective and knowing than pathetic. The standard was in-
troduced in Great Britain by Jack Hylton and his Orchestra and in Amer-
ica by Paul Whiteman (vocals by Jack Fulton, Charles Gavlord, and
Austin Young) whose recording was a hit. There were also early discs
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by Ben Selvin, the Revelers, and Roger Wolfe Kahn, with successtul re-
vival records by Connie Francis in 1959 and a country verston by Marty
Robbins in 1976. Other recordings include those by Louis Armstrong,
Helen Humes, Jont James, Shm Whitman, Judy Garland, Frank Sinatra,
Vera Lynn, thc-Lcnnon Sisters, Vic Damone, and Burl Ives. “Among My
Souvenirs” figured predominantly in the background in the film Paris
(1929), and Hoagy Carmichael sang it in The Best Years of Our Lives (1946).
“Anchors Aweigh” (1906), the rousing fight song that encourages one to
set sail and attack the enemy, is the official anthem of the U.S. Naval
Academy, and hearing a few bars of it played immediately brings to
mind the navy itself. Alfred Hart Miles, a cadet in the class of 1907, wrote
the vigorous lyric, and Royal Lovell collaborated with Charles A. Zim-
merman, bandmaster at the Annapolis campus, on the pulsating march
music, which was written for the Army-Navy football game of 1906. For
years it was only heard at football games, not getting published until
1926 even though the U.S. Navy Band first recorded it in 1921. The an-
them reached its peak of popularity during World War Two but still
remains one of the most recognized of patriotic songs. Paul Tremaine
and his Orchestra was the first nonmilitary group to record it, and they
were followed by many marching bands and versions by Bob Crosby,
Rudy Vallee, the Firehouse Five Plus Two, the Robert Shaw Chorale,
Glenn Miller, and others. Heard on the soundtrack of many war films,
“Anchors Aweigh” was also sung by Nelson Eddy and the chorus in
Rosalie (1937), a choral version was conducted by José Iturbi in Anchors
Aweigh (1945), and Eileen Farrell provided the vocals for Eleanor Parker
in [nterrupted Melody (1955).

“And the Angels Sing” (1939) is an entrancing ballad about angels re-
acting to two lovers, Johnny Mercer’s delicate lyric repeating the title
phrase throughout with great effect. The song had started out as an in-
strumental piece by trumpet player Ziggy Elman called “Fralich in
Swing,” and the composer recorded it. But it was Mercer’s lyric that
made the number soar, and a recording by Benny Goodman (vocal by
Martha Tilton, trumpet solo by Elman) brought the song wide recogni-
tion, putting it on Your Hit Parade for twelve weeks. Sixteen years later,
Goodman, Tilton, and Elman reprised their performance in the movie
bio The Benny Goodman Story (1956). In the meantime, there had been
dozens of recordings, including memorable ones by Bing Crosby, Glenn
Miller, Jan Savitt (vocal by Bon Bon), Louis Armstrong, Les Brown,
Count Basie (vocal by Helen Humes), and Mercer himself. Later discs
were made by Lawrence Welk, Elaine Stritch, Steve Lawrence and Eydie
Gorme, Ella Fitzgerald, Louis Prima and Keely Smith, Herb Alpert and
the Tijuana Brass, and Barry Manilow. “And the Angels Sing” was also
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featured on Broadway in the Mercer revue Dream (1997). The song was
always a particular favorite of Mercer’s, so the title phrase is inscribed
on his tombstone in his native Savannah, Georgia.

“Angelina (The Waitress at the Pizzeria)” (1944) is a catchy Italian-
flavored number that also has a bit of boogie-woogie to it. Allan Roberts
and Doris Fisher wrote the bubbly song in which a beau keeps ordering
different kinds of ltalian food at a restaurant so that he can be near the
waitress Angelina, whom he adores. Despite the merry list of all the
menu items he orders, she “never listens to my song.” Louis Prima’s
playful recording popularized the number, and there have also been
discs by Harry Belafonte, Joe Venuti, Herb Alpert, Mel Tormé¢, the Brax-
ton Brothers, and Jimmy Rosselli. The amusing ditty can also be heard
in the film People Are Funny (1946).

“Angry” (1923) is the terse title for a pleasing, rhythmic love song by
Dudley Mecum (lyric), Jules Cassard, and Henry and Merritt Brunies
(music) in which a wooer pleads with his beloved one not to be angry
about his looking at another girl. The number was introduced with a
recording by the New Orleans Rhyvthm Kings with Jelly Roll Morton at
the piano, but acclaim came with a disc by Ted Lewis and his Orchestra
with Art Gillham on the kevs. A decade later it was revived with a hit
record by Bob Crosby and his Orchestra, to be followed by estimable
discs by Tiny Hill and his Orchestra in 1939 (Hill made it his theme
song) and Kay Starr in 1951. Other artists who recorded “Angry” include
Perry Como, Ray Miller, Bob Scobev’s Frisco Band, Earl Hines, Rosemary
Clooney, the Moms and Dads, the Buftalo Bills, Muggsy Spanier, and
Ray Anthony with Kenny Trimble.

“Any Bonds Today?” (1941) is a patriotic song by Irving Berlin that
flourished during the war years and then disappeared as its timeliness
wore off. The genial number that encourages Americans to buy savings
bonds to help the war effort (“scrape up the most vou can”) was intro-
duced by Barry Wood on the radio and became the official song of the
U.S. Treasury Department’s bond campaign. It was sung all over (even
Bugs Bunny, using the voice of Mel Blang, sang it in cartoons), and there
was a popular recording by the Andrews Sisters with Jimmy Dorsey’s
Orchestra. Duke Ellington and Jack Mudurian also made noteworthy
discs and Bing Crosby sang it in the Berlin-scored movie musical Blue
Skies (1946). Berlin updated the lyric throughout the war to include re-
cent developments, including a 1942 version called “Any Bombs Today?”

“April in Paris” (1932) is an intoxicating ballad that magically combines
the love for a city with the realization that the love for a person is what
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makes springtime and Paris so special. Vernon Duke wrote the music,
which is boldly different from the usual song format both melodically
and harmnnica“lly, especially with its sudden key changes in the opening
section. E.Y. Harburg penned the beguiling lyric that uses short, haiku-
like phrases to paint a picture with a series of specific and unforgettable
images, such as clusters of cafe tables and blossoming chestnut trees.
There are few rhymes in the lyric, and those that are there are quiet and
understated. The song was written for the Broadway revue Walk a Little
Faster (1932), where it was introduced by Evelyn Hoey, but it got little
attention, probably because Hoey had laryngitis on opening night and
barely got through the number. It wasn’t until chanteuse Marion Chase
and others began to perform it in clubs or carly records were made by
Marion Harris, Freddy Martin, and Henry King that it went on to be-
come one of the most popular ballads of the 1930s. “April in Paris”
enjoyed a revival in 1951 when Count Basie’s jazz version was a hit, and
the number became a favorite of jazz musicians. Other memorable re-
cords were made by Rosemary Clooney, Ella Fitzgerald and Oscar Pe-
terson, Bill Evans, Artie Shaw, Frank Sinatra, Joe Pass, Pete Fountain,
Gloria Lynne, the Sauter-Finnegan Orchestra, Stan Kenton, Charlie Par-
ker, and Thelonious Monk. The ballad was used in the film Countdown
(1968), Parker’s recording was heard on the soundtrack of his bio Bird
(1988), and the song was sung by Doris Day in April in Paris (1952), Ann
Blyth (dubbed by Gogi Grant) in The Helen Morgan Story (1957), and Bob
Hope in Paris Holiday (1958).

“Are You Havin’ Any Fun?” (1939) is a lively song of celebration that
echoed the festive temperament of the nation as the depression was wan-
ing. Sammy Fain composed the spirited music, and Jack Yellen wrote
the playful lyric that asks a rich man why he is worrying about every-
thing and not enjoying life with all his money. The number was intro-
duced by Ella Logan in the Broadway revue George White's Scandals
(1939), and later in the show it was reprised by the Kim Loo Sisters, the
Three Stooges, and a chorus of girls with the lyric printed on their hats
so that the audience could join and sing along. Major recordings of the
song were made by Logan, Tommy Dorsey (vocal by Edythe Wright),
Lee Wiley, Elaine Stritch, Tony Bennett with Count Basie’s Orchestra,
and Fain himself,

“Are You Lonesome Tonight?” (1927) is a straightforward love song that
takes the form of a letter asking a sweetheart after they have parted if
one is missed. Roy Turk and Lou Handman collaborated on the ballad,
which is sentimental without a trace of cynicism in either words or mu-
sic. Vaughn Deleath introduced the song with a hit record, followed by
early discs by Henry Burr and Little Jack Little. Blue Barron and his
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Orchestra revived the ballad in 1950 with a successful recording, and
Elvis Presley’s 1960 record went to the top of the charts. The number
found favor again when Donny Osmond recorded it in 1974, Other ver-
sions over the years include those by Al Jolson, Doris Day, Benita Hill,
the Lettermen, Leon Redbone, Vera Lynn, Connie Francis, the Moms and
Dads, Engelbert Humperdinck, Ken Griffin, Roger Whittaker, and Merle
Haggard. Ronnie McDowell provided the singing voice for Kurt Russell
who sang it as Presley in the film bio Elvis (1979), and Val Kilmer per-
formed it in Top Secret (1984).

“Around the World” (1956) was written to promote the film Around the
World in Ei¢hty Days (1956), but only Victor Young's entrancing music
was heard on the soundtrack. Harold Adamson penned the lyric that
had nothing to do with Jules Verne's tale, instead describing a lover
wandering the globe searching for his darling. The musical theme
quickly became popular because of the movie and through orchestral
versions by Young and Mantovanni, but it took awhile for vocal discs
to catch on. Jane Morgan, Eddie Fisher, Bing Crosby, Nat King Cole, and
the McGuire Sisters are among those who recorded it. “Around the
World” was also performed by the cast ot the Otf-Broadway revue The
Tatfetas (1988).

“As Long as I Live” (1934) was one of composer Harold Arlen’s first
songs to be recorded, a nimble ballad that has not dated. Ted Koehler
wrote the ardent lyric in which a devotee claims not to have diamonds
to bestow but will love and take care of her his whole life long, even
boasting that he’ll take care of his health so that it is a long lifetime.
Arlen’s music has been described by James R. Morris as “a swinging
danceable song in the straight AABA form” vet there is a surprising
contrast moving from the verse to the refrain. The number was intro-
duced in the revue Cottonn Club Parade (1934) where it was sung by
sixteen-year-old Lena Horne and Avon Long. Benny Goodman’s 1941
record was a big seller, and Horne’s 1944 disc 1s exceptionally accom-
plished. Other recordings were made by George Shearing, Maxine Sul-
livan, June Christy, Johnny Johnston and the Satistfiers, Billy Eckstine,
Ella Fitzgerald, Ernestine Jackson, Julie Wilson, and more recently, Elis-
abeth Welch, Billy Stritch, and Weslia Whitfield.

“At a Georgia Camp Meeting” (1897) is a cakewalk classic that Frederick
Allen Mills wrote as a reaction to and a protest against the “coon songs”
that still proliferated in vaudeville. Mills’s high-strutting number, about
an outdoor religious revival where there is preaching, music, and choc-
olate cake for all, attempts to portray a more realistic picture of African
Americans. In the words of Alec Wilder, it is “a strong, memorable tune,
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very much in the ragtime, cakewalk tradition” and the song has some-
times been attributed as inventing the cakewalk. But its musical main
theme is based on a Civil War song “Our Boys Will Shine Tonight,” and
evidence of cakewalks have been found previous to Mills’s piece. When
no publisher would buy the song, Mills printed it himself under the
name of Kerry Mills, and soon he became a Tin Pan Alley publishing
glant. “At a Georgia Camp Meeting” was introduced in vaudeville by
the song-and-dance team of Genaro and Bailey, and their cakewalk per-
formance of the number was immediately a sensation. Vern Ossman also
brought it recognition, and John Philip Sousa helped by including the
song in his repertoire for several years. Distinctive recordings were made
by Bessie Smith, Kid Ory’s Creole Jazz Band, Bunk Johnson, the Fire-
house Five Plus Two, Lu Watters, Jim Cullum, and Sidney Bechet. The
song has been added to the background soundtrack for several movies
over the years, including Show Boat (1936), San Francisco (1936), Birth of
the Blues (1941), Stormy Weather (1943), and Pretty Baby (1978).

“At a Perfume Counter (On the Rue de la Paix)” (1938) is a romantic
ballad about a Paris rendezvous that Morton Downey and Wini Shaw
each introduced in Manhattan nightclubs. The Edgar Leslie (lyric) and
Joe Burke (music) song was popularized by a hit record by Jimmy Dorsey
(vocal by Bob Eberly), and there was also a successful disc by Blue Bar-
ron (vocal by Russ Carlyle). Dave Brubeck made a celebrated jazz re-

cording of the number vears later.

“At Dawning (I Love You)” (1906) was a concert song that crossed over
into the popular music market because of admired recordings by John
McCormack, Paul Robeson, and other singers. Nelle Richmond Eberhart
penned the simple lyric that uses nature images to express a paramour’s
early morning devotion to his beloved that continues all day long. The
composer was Charles Wakefield Cadman, who was greatly influenced
by Native American songs, and there is a flavor of that sound in this
ballad. Organist Jesse Crawford, Nelson Eddy, the Victor Herbert Or-
chestra, John Charles Thomas, Coleman Hawkins, and Mary Garden are
among the many who have recorded it.

“At Sundown” (1927) is an entrancing ballad that describes the coming
of night with every breeze “sighing of love undying.” Composer Walter
Donaldson wrote both music and lyric for the atmospheric piece, and it
was introduced by Cliff Edwards at the Palace Theatre. An early record-
ing by George Olsen and his Orchestra went to the top of the charts, and
within a year, various discs of the song sold over 2 million copies, as
well as hefty sales in sheet music. It was a favorite of Ruth Etting’s and
both Jimmy and Tommy Dorsey. Other recordings of note are those by
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Bobby Hackett, Matt Dennis with Paul Weston’s Orchestra, Bing Crosby,
Mildred Bailey, the King Sisters, Bud Freeman, Les Brown, Betty Carter,
Dave Whitney, Spiegle Willcox, and Percy Humphrey. Marsha Hunt
sang it in the fitm Music for Millions (1944), the Bobby Brooks Quartet
crooned it in This Is the Life (1944), both Dorseys performed it in The
Fabulous Dorseys (1947), Doris Day sang it in the Etting bio Love Me or
Leave Me (1955), and Frank Sinatra gave it his own distinctive interpre-
tation in The Joker Is Wild (1957). The ballad can also be heard in Glorifying
the American Girl (1930), The Bells of Capistrano (1942), Margie (1946), and
other movies.

“A-Tisket, A-Tasket” (1938) was long associated with Ella Fitzgerald,
who wrote the novelty number with Al Freeman (a.k.a. Van Alexander)
and introduced it at Manhattan’s Savoy Ballroom with Chick Webb and
his Orchestra. Fitzgerald was only fifteen years old at the time, and it
launched her career, her record setling over a million discs. The silly,
rhythmic lyric, about singing the blues because of losing a green and
yellow basket, came from a nursery rhyme that Fitzgerald recalled from
her not-so-distant childhood. Yet the jazzy way the song asks and an-
swers questions (“was it red?”—"no no no no”) is very adult, and the
sassy music is almost suggestive. Continually popular on children’s re-
cords, the song was also recorded by Red Garland, Etta Jones, Oscar
Peterson, Sarah Pillow, Glenn Miller, Terry Blaine, Milt Jackson, Fats
Waller, Tommy Dorsey, Lars Erstrand, Sara Hickman, and Spider Satotf
and Ricky Ritzel. Fitzgerald sang it in the film Ride "Em Cowboy (1942),
and June Allyson and Gloria DeHaven did a duet version in Two Girls
and a Sailor (1944).

“Aura Lee” (1861) is an atypical Civil War song in that it is more sen-
timental and romantic than military or patriotic. W.W. Fosdick (lvric)
and George R. Poulton (music) are credited for writing the ballad m
which a beau hears the charms of his sweetheart Aura Lee sung by a
blackbird in spring. “Aura Lee” has had a long and interesting history
since it was first sung by Union and Confederate soldiers. West Point
Academy adopted it as its graduation song in 1865, changing the title to
“Army Blue.” For the rest of the century it was a favorite of barbershop
quartets because of its harmonizing possibilities. In 1956 it was revised
and retitled by Elvis Presley and Vera Matson as “Love Me Tender” and
served as the title song for the Presley film, his recording of the new-old
ballad selling over a million discs. Other hit records of the new version
were made by Richard Chamberlain in 1962 and Percy Sledge in 1967
Recordings of “Aura Lee” over the years include those by the Cumber-
tand Three, Tony Williamson, Connie Francis, John Harford, Simon and
Verity Grace, and choral groups such as the Mormon Tabernacle Choir.
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Hollywood has used all three versions of the song: “Army Blue” was
featured in the West Point film The Long Gray Line (1955); “Aura Lee”
was sung by Frances Farmer in Come and Get It (1936) and heard in a
handful of Civil War movies; and “Love Me Tender” was performed by
Pat Boone in All Hands on Deck (1921), by Presley in the documentaries
Elvis: That's the Way It [s (1970) and Elvis on Tour (1972), and by Linda
Ronstadt in FM (1978).

“Autumn in New York” (1934) is the celebrated paean to New York City
and “the promise of new love” by Vernon Duke, one of the few songs
in which he provided both music and lyric. The music seems rhythmi-
cally simple, vet it is surprisingly complex with an ambitious verse and
a richly textured refrain that is difficult to sing. In fact, some in the music
business felt it was too tricky for the public to like. But Duke’s expansive
lyric, about getting a new lease on life once fall arrives and the city comes
to life, is highly pleasing, and it eventually became a favorite. Ironically,
the song was hardly noticed when introduced by J. Harold Murray in
the Broadway revue Thumbs Up! (1934), and it wasn’t until a recording
by Louella Hogan years later that the ballad caught on. Memorable
among the hundreds of recordings made are those by Frank Sinatra, Bud
Powell, Carmen Cavallaro, Jeri Southern, Jo Stafford, Bill Mays, Mel
Tormé, Art Van Damme, Marian McPartland, and Bobby Short. More
recently the song was heard sung on the soundtracks of the films When
Harry Met Sally (1989) by Harry Connick Jr. and Awutumn in New York
(2000) by Yvonne Washington.

“Autumn Leaves” (1950) is a popular ballad that originated in France
but, once it caught on in America, became a perennial favorite. The
Jacques Prevert (lyric) and Joseph Kosma (music) song was titled “Les
Feuilles Mortes” and was featured in the film Les Portes de la Nuit (1946).
In 1950 Johnny Mercer wrote a captivating English lyric about a dejected
suitor who cannot help recall his lost love each year when the leaves
start to fall. Bing Crosby and Jo Stafford recorded it as a duet, but the
disc did not sell. In 1953 Roger Williams and his Orchestra made an
instrumental recording, and it sold over a million copies. The Crosby-
Stafford disc then became successful, followed by scores of others, in-
cluding those by Nelson Riddle (vocal by Monica Lewis), Stan Getz,
Buddy Morrow (vocal by Tommy Mercer), Nat King Cole, the Lennon
Sisters, Andy Williams, Roscoe Lee Brown, Louis Prima, Frank Sinatra,
Dizzy Gillespie, Mabel Mercer, Portia Nelson, Willie Nelson, Natalie
Cole, Andrea Marcovicci, and Lee Lessack, as well as just about every
“easy listening” orchestra. Nat King Cole sang it on the soundtrack of
the film Anutumn Leaves (1956), Kelly Smith and the chorus performed it
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“Baby Face” (1926) is a Roaring Twenties favorite that is still familiar to
the public, both words and music overflowing with silliness and carefree
abandon. Benny Davis’s lyric, said to be inspired by the appealing baby
face of silent screen star Clara Bow, boasts about the charms of his swee-
tie, from her rosy cheeks to her curly hair and her “turn’d up nose.”
Harry Akst wrote the vivacious Charleston-like music that is conta-
giously danceable. Jan Garber and his Orchestra (vocal by Davis) intro-
duced the song with a recording that sold well, but it was Eddie Cantor
who propelled the number to fame. Other early records were made by
Jack Smith with the Clark Sisters and orchestra versions by Ben Selvin,
Henry King, and the Ipana Troubadours (vocal by Lewis James). The
lively ditty was revived by a 1948 disc by Art Mooney and his Orchestra
that sold a million copies and put the number in the Hit Parade for nine
weeks. Later revivals came with Little Richard’s record in 1958, Bobby
Darin in 1962, and the Wing and a Prayer Fife and Drum Corps in 1976.
In between were notable recordings by Al Jolson, Tiny Hill, Jan Garber,
Lou Reed, Bobby Vee, the Revelers, Tom Jones, Tiny Tim, and more
recently, Cris Groenendaal. Mary Eaton sang “Baby Face” in the film
Glorifying the American Girl (1930), Jolson provided the singing for Larry
Parks in Jolson Sings Again (1949), Julie Andrews performed it in Thor-
onghly Modern Millie (1967), and it was heard in the background of many
films, including Baby Face (1933), Stop, You're Killing Me (1952), and She's
Working Her Way Through College (1952).

“Baby, Won’t You Please Come Home?” (1922) is a “very sweet late-at-
night song,” as Alec Wilder described it, that became a jazz standard
because of its interesting musical line. The lyric is also unusual, pleading
for a loved one to return with knowing sassiness (“daddy needs mama”
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rather than desperate bathos. Charles Warfield and Clarence Williams
wrote the number in 1919, but it didn’t get published until four years
later when Eva Tanguay (with Williams at the piano) popularized it in
clubs and on record. The Mills Brothers revived interest in the song in
1932 with a hit record, and Jerry Vale did the same thing in the early
1960s. Of all the jazz musicians who have recorded the piece, Jimmie
Lunceford’s disc is considered the finest. Fletcher Henderson, Bessie
Smith, Eva Taylor, George Thomas with McKinney’s Cotton Pickers,
Louis Armstrong, Cab Calloway, Oscar Klein, Ray Charles, and Jane
Horrocks are among the artists to also record it. “Baby, Won’t You Please
Come Home?” was also heard in the film Crazy House (1943), was sung
by Jo Stafford and Nat King Cole in That’s the Spirit (1945), and was
performed by Jeri Lynn Fraser in Two Tickets to Paris (1962)

“Back Home in Tennessee” (1915) is composer Walter Donaldson’s first
hit song, a tribute to a state he had never seen. But it was one of the top
songs of that year and has been a popular favorite in the state ever since.
William Jerome penned the patronizing lyric, and Al Jolson introduced
the number on stage and in clubs. An instrumental version by Prince’s
Orchestra popularized the song, which remained a standard for some
years. More recently it was recorded by Freddy Gardner and Lee Clay-
ton. The success of this state song encouraged Donaldson to write an
even bigger hit, “Carolina in the Morning,” about another state he had
never visited.

“Back in the Saddle Again” (1938) was cowboy singer Gene Autry’s
theme song throughout his career and a classic example of the lazy,
contented kind of prairie song that appealed to Americans during the
war years. Movie actor Ray Whitley collaborated with Autry on the num-
ber about riding the range where “a friend is a friend” and the cattle
feed on “jimson weed” and where “the only law is right.” As the story
goes, Whitley was awakened early one morning by the studio who
needed him on the set for a western. He remarked to his wite, “Well, it
looks like 1'm back in the saddle again.” She thought it was a perfect
title for a cowboy song, and by the end of the day, Autry and Whitlev
completed the number. Over the vears some question has been raised
over Autry’s contribution to the song, some noting that he had an agree-
ment to pay Whitley for songs, then add his own name to the authorship.
“Back in the Saddle Again” was introduced in the titm Border G-Man
(1938), and Autry sang it in Rovin’ Tumbleweeds (1939), Melody Ranch
(1940), and Back in the Saddle (1941), as well as on records, radio, and
later television. More recently the familiar Autry recording was heard
on the soundtrack of the film Sleepless in Seattle (1993). There were also
discs by Art Kassel and his Orchestra, Charlie Daniels, Riders in the Sky,
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Merle Travis, Don Edwards, Johnny Bond arid the Willis Brothers, Herb
Jeftries, and Gary Nichols.

“Back Water Blues” (1927) was one of many blues numbers that prolif-
erated during the 1920s, but this one is notable because singer Bessie
Smith wrote both the music and lyric herself. She recorded the song, a
painful lament of a woman left behind in a nowhere town, with James
P. Johnson at the piano, and it was later recorded by such blues artists
as Dinah Washington, Viola McCoy, Big Bill Broonzy, Lonnie Johnson,
Leadbelly, Josh White, Long John Baldry, and LaVern Baker.

“Ballad for Americans” (1939) ditfers from other patriotic songs written
during the 1940s because of John Latouche’s lively yet fervent lyric that
avoids jingoism and celebrates the simple and precious gifts of freedom.
The lengthy number, narrated by a “nobody who's everybody,” recounts
highlights from American history, then goes on to salute the many ethnic
types that make up the citizens of the country. Earl Robinson wrote the
inspirmg music, and the number, then titled “Ballad for Uncle Sam,”
was introduced by Gordon Clarke in the Works Progress Administration
(WPA) theatre revue Sing for Your Supper (1939). It was first heard with
its revised title on the radio show Pursuit of Happiness, followed by live
and record versions by Bing Crosby and Paul Robeson. The patriotic
ballad was also featured in two movies, Babes on Broadway (1941) and
Born to Sing (1942).

“The Ballad of Davy Crockett” (1954) was one of the few Tin Pan Alley
hits to come from television, in this case the popular Davy Crockett ad-
venture series that had everyone singing the song and buying raccoon
skin hats. The Tom Blackburn (lyric) and George Bruns (music) song is
a narrative ballad that relates the history of Crockett with more legend
than facts, such as his killing a bear when he was only a child. Fess
Parker played Davy and sang the song in the television show and in the
movies Davy Crockett, King of the Wild Frontier (1955) and Davy Crockett
and the River Pirates (1956). Parker, Bill Hayes, and Tennessee Ernie Ford
each recorded the song, and each version sold over a million discs. By
the end of the decade there were twenty-three different recordings made,
selling over 10 million copies. Surprisingly, this all-American tune was
an international bestseller as well. There were records made in several
countries, including over twenty different versions in France, and it was
the biggest-selling song in Japan for awhile. Billy Cotton, the Cliff Adams
Singers, Eddie Fisher, the Wellingtons, Eddy Arnold, the Kentucky

Headhunters, and Mannheim Steamroller were among the others who
recorded the ballad in America.
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“Ballerina” (1947) is a Latin-flavored number encouraging a dancer to
spin and whirl for an audience even though the one she loves has left
her and is not there to see her perform. Bob Russell and Carl Sigman
wrote the melodious song, which is sometimes listed as “Dance, Balle-
rina, Dance,” and it stayed on the Hit Parade chart for seventeen weeks,
primarily because of Vaughn Monroe’s record, which sold nearly 2 mil-
lion discs. A decade later the song was revived by a popular recording
by Nat King Cole with Nelson Riddle’s Orchestra. There were also ap-
plauded versions by Bing Crosby, Buddy Clark with Dick Jones” Or-
chestra, Jimmy Dorsey (vocal by Bob Carroll), Mel Tormé, Luis Arcaraz,
and Lawrence Welk.

“Ballin’ the Jack” (1913) is one of those dance songs in which the lyric
gives you directions on how to do the steps. Although the “Ballin” the
Jack” dance has faded from memory (the lyric makes no attempt to ex-
plain what the title phrase means), the song has remained a ragtime
favorite. Chris Smith composed the catchy music, and Jim Burris wrote
the rhythmic lyric that describes a dance that is all the rage in Georgia.
More than perhaps any other dance song, this one gives such specific
directions that it is possible to do the steps as you listen to it. Billy Kent
and Jeanette Warner introduced the number in vaudeville, but it was
Eddie Cantor who popularized it when he performed it in a Texas
vaudeville theatre. It was added to the road company of the musical The
Girl from Utal in 1914 and was interpolated into Broadway’s The Passing
Show of 1915. When Judy Garland and Gene Kelly sang the song in the
film For Me and My Gal (1942), it enjoyed a revival of interest and made
Your Hit Parade, aided by a bestselling disc by Georgia Gibbs. Later the
number was long associated with Danny Kave, who sang it on records,
in clubs, on radio and television, and in the film On the Riviera (1951).
There was yet another revival of “Ballin® the Jack” in the 1960s with a
twist version by Chubby Checker. Other recordings over the years in-
clude those by Prince’s Orchestra, Fats Domino, the Three Suns, Red
Nichols, Bunk Johnson, Jelly Roll Morton, a duet version by Martha Til-
ton and Hal Derwin, and George Lewis and his Ragtime Band. Dean
Martin sang it in the film That’s My Boy (1951), and it was included in
the Off-Broadway musical bio Jelly Roll (1996).

“Baltimore Oriole” (1944) is a jazz favorite that tells a table about an
oriole and a “two-timin’ blackbird” that is both humorous and touching,.
Paul Francis Webster wrote the whimsical lvric and Hoagy Carmichacel
composed the slow jazz music that is unusual in that it is written in 4/
4 time yet consists mostly of quarter note triplets. In fact, the music is
so meandering and casual that the song seems to sneak up on the listener
rather than overpowering one. “Baltimore Oriole” was written for the
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fitm The Ghost Catchers (1944) but was not used. Carmichael sang it in
the movie To Have and Have Not (1944), where it was also heard several
times in the background, and it was used again in The Stork Club (1945),
so audiences became familiar with it before any recordings were re-
leased. Carmichael made a splendid record with Frances Langford, Car-
men McRae’s 1958 version revived interest in the song, and there were
also discs by the Four F reshmen, Barbara Lea, Amanda McBroom, Lorez

Alexandria, the Rick Hollander Quartet, Sheila Gordon, and Keith In-

gham.

“The Banana Boat Song (Day-0)” (1956) was not only Harry Belafonte’s
theme song, which he sang in clubs, on records, and on radio and tele-
vision; it also started a calypso and West Indies craze in the States in the
1950s. Erik Darling, Bob Carey, and Alan Arkin collaborated on the num-
ber that has been advertised as calypso but is closer to a West Indies
folk song. The lyric describes working on a Caribbean banana boat all
day and longing for quitting time because “I wanna go home.” The pul-
sating number is punctuated by the wail of “Day-O” throughout, and
the song is sometimes titled by that phrase. The Tarriers introduced the
song with a successful record and sang it in the film Calypso Heat Wave
(1957), but it was Belafonte’s recording that made both him and it fa-
mous. His album Calypso was the first pop LP by a single artist to sell
over a million copies. There were other chart records by the Fontane
Sisters, Steve Lawrence, and Sarah Vaughan. Long popular on children’s
records, “The Banana Boat Song”was also recorded by Nat King Cole,
Xavier Cugat, Taj Mahal, the Kinks, and Stan Freberg, whose 1957 par-
ody version was popular. The celebrated Belafonte recording was heard
in the film Beetlejuice (1988).

“The Band Played On” (1895) is the simple but unforgettable waltz
number that has remained a standard for over a century. The nostalgic
song tells of Matt Casey who waltzed with a “strawberry blonde” at a
neighborhood dance, the two of them still whirling on the dance tloor
after all the others had left. The sparkling lyric uses the recurring phrase
“and the band played on” (often listed as the song’s title) to propel the
number, and it ties the whole composition together beautifully. There is
some contention over the true authorship of the piece. John E. Palmer
took the main musical theme from a German street band he heard play-
ing for coins from passersby. Vaudevillian Charles B. Ward is credited
as the coauthor, though it is believed he made only minor alterations to
the song and claimed credit because his performing it at Hammerstein’s
Opera House encouraged a publisher to print it. It is also thought that
Ward paid Palmer for the song outright and never shared his profits
from it with Palmer. And they were considerable profits, the song selling
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over a million copies of sheet music within a few years and recorded
hundreds of times. The nostalgic number was so popular that the New
York World published both music and lyric in one edition of the news-
paper. “The Band Played On” enjoyed a revival of interest in 1941 when
Guy Lombardo’s recording went to the top of the charts. Other proni-
nent recordings were made by Dan Quinn, the Jesters, Connie Francis,
Ace O’Donnell, Max Bygraves, Mitch Miller, Jack Mudurian, Mandy Pa-
tinkin, and Wynton Marsalis. James Cagney, Rita Hayworth, and the
chorus sang it in the film The Strawberry Blonde (1941), Dennis Morgan
crooned it in Cattle Town (1952), and it was heard in the background of
several period movies, including Lillian Russell (1940) and Swingtime
Johnny (1943).

“The Banks of the Dee” (c. 1770) was one of America’s first sentimental
ballads, one that became popular during the Revolutionary War and was
a favorite throughout the nineteenth century. John Tait is credited with
the lyric about a Scotsman’s farewell to his lassie before joining the Brit-
ish troops going to fight in the American colonies. The music is based
on the Irish folk song “Langolee,” which dates to the 1760s. Though
largely forgotten in the twentieth century, there were recordings by Jack
Elliott, the High Level Ranters, Louis Killen, and Mason Wilhiams.

“Barnacle Bill the Sailor” (1929) is a silly novelty number about a crusty
old sailor that was based on some bawdy sea chanties. Musicians Carson
Robison and Frank Luther wrote the song, and Luther popularized it on
disc. The song was later given a historic recording by Luther and Rob-
ison with Hoagy Carmichael, Bix Beiderbecke, Benny Goodman, Tommy
Dorsey, Gene Krupa, Joe Venuti, and other famed talents. Carmichael
and Beiderbecke also made their own discs, as did Louis Jordan and the
Tympany Five, the Controllers, the Texas Troubadours, Ella Jenkins,
Glenn Ohrlin, and Louis Prima and Keely Smith.

“Barney Google” (1923) is one of those 1920s nonsense songs so prev-
alent at the time, yet this one hung on for decades. Billy Rose (lyric) and
Con Conrad (music) wrote the silly number about Barney with the “goo-
goo-googly eyes,” based on a newspaper comic strip in favor at the time.
Little Barney had a wife “three times his size” who sued him tor divorce
and took all his money, and he ended up sleeping with the horse. Eddie
Cantor introduced the ditty in vaudeville with some success, but no pub-
lisher would consider it. So Rose convinced the team of Olson and John-
son to put it in their act (with a horse costume, no less), and it was such
a big hit that audiences demanded sheet music. The team of Jones and

Hare made one of the first recordings, followed by many others, includ-
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ing those by Georgie Price, Charles Ventura, the Firehouse Five Plus
Two, the Charles Baum Orchestra, and Spike Jones and his City Slickers.

“Basin Street Blues” (1928) is the slow blues favorite that salutes the
street in New Orleans where the “dark elite always meet.” Spencer Wil-
liams (with uncredited help from a young Benny Goodman) wrote the
scintillating number that Louis Armstrong introduced in a 1928 record-
ing that immediately became a classic, being reissued in 1938 and again
in 1948. Jack Teagarden’s 1 931 record, in which he played trombone and
the Charleston Chasers did the vocals, was responsible for popularizing
the song, and 1t was helped by Goodman’s 1934 disc and, the biggest
seller of all, Bing Crosby’s 1937 recording with Connee Boswell and John
Scott Trotter’s Orchestra. Other memorable versions over the years were
made by Pee Wee Hunt, Ella Fitzgerald, Ruby Newman, Pete Fountain,
Johnny Guarnieri, Shirley Horn, Bob Wills, Duke Ellington, Dave Mc-
Kenna, Willie Humphrey, and Al Hirt. Armstrong reprised “Basin Street
Blues” in three films: New Orleans (1947), The Strip (1951) with Teagarden,
and The Glenn Miller Story (1954) with Gene Krupa.

“Battle Hymn of the Republic” (1862), as its title states, is both a war
song and a hymn. Although it is usually associated with the Civil War,
the song has managed to inspire generations of Americans because of its
surging music and flowery but potent lyric. Phrases from the song, such
as “mine eyes have seen the glory,” “His terrible swift sword,” and
“where the grapes of wrath are stored,” have entered literary and pop-
ular language and have served as everything from campaign cries to
book titles. The music, while far from easy to sing, builds in momentum
as few hymns can and still has the power to move listeners. Poet Juha
Ward Howe was visiting Washington, D.C., in 1861 and was invited to
review the troops in nearby Virginia when the Confederates attacked
and the Union soldiers were forced to retreat. As they straggled in, they
sang “John Brown’s Body,” which prompted an army chaplain to request
Howe to write a more appropriate lyric for the tune. That night in her
hotel room, Howe wrote all five stanzas of the hymn, and it was pub-
lished as a poem in the Atlantic Monthly in 1862. The editor, who sug-
gested the title to Howe, paid her $5 for her effort. William Steffe took
the tune of “John Brown’s Body” and another folk song, “Glory Halle-
lujah,” and wrote the music we are familiar with today. Throughout the
rest of the war, the song was sung in the North in army camps, at pa-
triotic rallies, even on the battlefield. In later years it became a national
favorite not necessarily associated with just the North. The first popular
recording of the song was made by the Columbia Stellar Quartet in the
1910s, and it has remained a favorite of singers and choral groups on
record. The 1959 disc by the Mormon Tabernacle Choir with the Phila-
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delphia Orchestra sold over a million copies. Andy Williams also had a
hit with it in 1968. Jeanette MacDonald sang “The Battle Hymn of the
Republic” with a choir in the film San Francisco (1936), Louis Armstrong
and Danny Kaye performed a distinctive version in The Fioe Pennies
(1959), and it has been heard in the background for many movies, such
as Stars and Stripes Forever (1952) and How the West Was Won (1962). Elvis
Presley performed the hymn many times in his career, singing it in the
documentary Elvis on Tour (1972); Kurt Russell, impersonating Presley,
sang it in Elvis (1979).

“Be Honest with Me” (1940) is a genial western-flavored song by Gene
Autry and Fred Rose that pleads for romantic fidelity. Autry introduced
it in the fitm Ridin” on a Raimbow (1941) and sang it again in Sierra Sue
(1941). It was heard in Strictly in the Groove (1942) and in Flaming Bullets
(1945), where Tex Ritter sang it. Autry’s record was the top seller, but
discs by Bing Crosby and Freddie Martin and his Orchestra were also
successful. Billy May, Roy Acuftf, Carl Perkins, Riders in the Sky, Roy
Rogers and Dale Evans, Jim Reeves, and Bobby Darin were among the
others who have recorded it.

“Beale Street Blues” (1917), a blues standard that was first published as
“Beale Street,” was written by W. C. Handy and introduced by Prince’s
Orchestra. Beale Street is the Memphis neighborhood where Handy grew
up, and the autobiographical song draws on the locale in its lyric. Al-
though it has a traditional blues structure, the number became a special
favorite of jazz musicians over the years, in particular with a disc by
Jack Teagarden and his Orchestra. Alberta Hunter revived interest in the
song in 1927, just as Joe Venuti and Eddie Lang did in 1932 and Guy
Lombardo and the Roval Canadians did in 1942. Other outstanding ver-
sions were made by Jelly Roll Morton, Duke Ellington, Wingy Manone,
Bob Crosby, Tommy Dorsey, Nat King Cole, Eartha Kitt, Pearl Bailey,
and Lena Horne. The number was heard in the film bio of Handy, St
Lonis Blues (1958), and in The Great Gatsby (1974). Mitzi Gaynor per-
formed it in The [-Don’t-Care Girl (1953), and Kenny Ball sang it in the
British film Ring-a-Ding Rlythm (1962).

“Beat Me Daddy, Eight to the Bar” (1940) is a boogie-woogie favorite
by Don Raye, Hughie Prince, and Eleanor Sheehy that requests a lively
cight-counts-to-the-measure tune to dance to. Will Bradley and his Or-
chestra (vocal by Ray McKinley) introduced and popularized the ener-
getic number, which was also a hit for the Andrews Sisters. Freddie
Slack, Glenn Miller, Red Nichols, Ray Anthony, Ella Fitzgerald, Jim Cul-
lum, and George Shearing are among those who also recorded it. In the
Broadway musical Big Deal (1986), the number was performed by Ber-
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nard ]. Marsh and the ensemble. The use of a family member in the title
was in the tradition of the earlier “Swing, Brother, Swing” and the later
“Bounce Me Brother With a Solid Four” and “Scrub Me Mama With a
Boogie Beat,” both of which were also recorded by Bradley and McKin-

ley.

#Beautiful Brown Eyes” (1951) is a flowing waltz based on a traditional
melody with unknown sources. Cisco Houston wrote and performed a
version of the ballad in vaudeville in the early years of the twenticth
century, but the song had pretty much disappeared until Alton Delmore,
Arthur Smith, and Jerry Capehart created a new adaptation in 1951, and
Rosemary Clooney had a hit record with it. Although the title suggests
another é;ushing ballad about a beautiful girl, the lyric is actually the
lament of a woman who fell in love with the seductive blue cyes of
Willie, married him, lost him, and married another man, and now, seven
years later, she unhappily claims she will “never love blue eyes again.”
Notable recordings of the song were made by Jimmy Wakely and Les
Baxter, Art Mooney and his Orchestra, Jimmy Martin, Burl Ives, Solomon
Burke, the Brothers Four, Billy Walker, Connie Francis, Chet Atkins, and
Roy Acuff. “Beautiful Brown Eyes” can be heard on the soundtrack of
the film Endangered Species (1982).

#Beautiful Dreamer” (1864) is Stephen Foster’s cherished ballad written
at the end of his career and one of the most beloved songs in American
popular culture. The enticing music has the flavor of a lullaby as the
poetic lyric sings the praises of a sleeping woman who he wishes will
wake unto me.” Some of Foster’s phrases (“starlight and dewdrops are
waiting” and “over the streamlet vapors are borne”) may seem a bit
purple for contemporary tastes, but the dreamy melody makes it all pal-
atable. Published in 1864 after Foster’s death, the song was sold by pub-
lishers as having been written a few days before he died. In tact, Foster
had written it in 1862, and no one printed it until a shrewd publisher
saw a way to capitalize on the songwriter’s demise. “Beautiful Dreamer”
has been heard in a score of movies, including Go West (1940) sung by
Diana Lewis, Rhythm Round-Up (1945), Golden Girl (1951), Saginaw Trail
(1953) and in the Foster bios Swanee River (1939), sung by Al Jolson, and
I Dream of [eanie (1952). Of the hundreds of recordings, there were emi-
nent ones by Bing Crosby, Kate Smith, Bobby Darin, Floyd Cramer, John
Carter, Phil Coulter, Richard Crooks, Dick Curless, Phil Haynes, Andre
Kostelanetz, Hank Snow, Slim Whitman, Roy Orbison, Marty Robbins,
Jessica Molasky, and Natalie Cole.

“A Beautiful Lady in Blue” (1935) is a rather routine love song that
provided hits for two Jans: Jan Peerce introduced it on radio in 1936,
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and his subsequent recording was popular; and Jan Garber and his Or-
chestra made a recording that went to the top of the charts. Sam Lewis
(lyric) and J. Fred Coots (music) wrote the amorous salute to a woman
dressed in blue, and it was also recorded by Ray Noble, Johnny Johnston,
Billy Vaughn, and Putney Dandridge.

“Beautiful Love” (1931) is an emotive and heartfelt ballad that was writ-
ten by Haven Gillespie (lyric), Victor Young, Wayne King, and Egbert
Van Alstyne (music). Wayne Young and his Orchestra introduced and
popularized the number, followed by successful recordings by James
Melton, Young’'s Orchestra (vocal by Donald Novis), and Lewis James.
Interest in the song was revived when Allan Jones sang it in the movie
Sing a [ingle (1944), and dozens of recordings followed, including discs
by Art Tatum, Eddie Daniels, George Shearing, Helen Merrill, Joe Pass,
Bill Evans, Shirley Horn, Percy Faith, Mario Lanza, and more recently,
Weslia Whitfield.

“Beautiful Ohio” (1918), an elegant waltz that celebrates the natural
beauty of the state, is mostly known today as the background music used
in acrobatic acts in the circus. Robert A. King, using the pseudonym of
Mary Earl because he was under contract to a publisher, wrote the music
for an “alley-oop” (acrobatic) act in vaudeville, but when Ballard Mac-
Donald later added the affecting lyrics, it became popular not only in
Ohio but across the country, selling 5 million copies of sheet music.
King's publisher found out the identity of Mary Earl and took all of his
carnings, as specified in the contract. But the song was such a big seller
they later relented and paid him $60,000. Early recordings of the waltz
were made by Henry Burr, the Waldorf-Astoria Dance Orchestra, Fritz
Kreisler, and Sam Ash and his Orchestra. Jeanette MacDonald sang it in
the film Cairo (1942), and it can be heard in the background in other
movies as well. As time passed, the lyric was often dropped, and the
instrumental version became a circus favorite. Noteworthy disc versions
were made by Glenn Miller, Paul Whiteman, Laurie Franks, Roger Flan-
agan, Tony Martin, Chet Atkins, the Moms and Dads, Frankie Yankovic
and his Yanks, and Marty Robbins.

“Because” (1902) is a concert song that crossed over to become a Tin
Pan Alley hit, then remained a standard for decades, becoming a favorite
at weddings. Guy d’Hardelot (a.k.a. Helen Guy) composed the lush, op-
eratic music, and Edward Teschemacher penned the hvmnlike Ivric that
claimed a beloved came to him, spoke to him, and gave him a reason
for living. The musical prayer concludes by crediting God with sending
his true love to him. Enrico Caruso introduced the ballad in concerts and
on record, and opera tenor Richard Crooks included it in all his concerts,
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recording it in 1930. When Deanna Durbin sang “Because” in the film
Three Smart Girls Grow Up (1939), it became popular all over again, and
her recording sold well. A decade later Perry Como had an ever bigger
hit with the song, selling over a million discs. Frankie Laine, Richard
Tauber, Jerry Vale, Jos¢ Carreras, and Placido Domingo also made suc-
cossful recordings of it. The number was performed by an unidentified
singer in the movie Thrill of a Romaunce (1945), Mario Lanza gave it his

full voice in The Great Caruso (1951), and opera star Lauritz Melchior did
the same in The Stars Are Singing (1953).

#Because of You” (1940) took awhile to catch on, but once it did, the
ballad fostered many hit records and remained popular for two decades.
Dudlev Wilkinson composed the poignant music, and Arthur Hammer-
stein wrote a tender lyric about the darling who came along and “filled
my life with song.” A 1941 record by Larry Clinton (vocal by Peggy
Mann) was moderately popular, and there were orchestra versions by
Horace Heidt and Tommy Tucker as well. But the song faded from view
until it was interpolated into the nonmusical film I Was an American 5py
(1951) for Ann Dvorak to sing, and the number shot to the top of the
Hit Parade eleven times. Tony Bennett recorded it in 1952, and it became
his first hit, going to the Number One spot on the charts. There were
also discs by Jan Peerce, Johnny Desmond, Jackie Wilson, Tracie Spencer,
Kenny Rankin, Sammy Davis Jr., Al Hibbler, Mel Tormé, and Bobby
Vinton. “Because of You” can also be heard in the background of the
film comedy Let’s Make It Legal (1951).

“Bedelia” (1903), advertised by its publisher as “the Irish Coon Song
Serenade,” sold more than 3 million copies of sheet music in its day and
remained a sentimental favorite for years. Jean Schwartz composed the
lilting music that was based on Irish folk tunes, and William Jerome
wrote the lyric, a wooing song delivered to a lass from “Killarney with
a Tipperary smile.” The text is rather slangy for its time (the title girl’s
name is rhymed with “I want to steal ya”), and Jerome even pays tribute
to a fellow songwriter when the lyric states “I'll be your Chauncey Ol-
cott.” Vaudeville singer Emma Carus helped popularize the song, and it
became even more celebrated when Blanche Ring interpolated it into her
Broadway musical The Jersey Lily (1903). Alice Faye sang “Bedelia” in
two films, Broadway to Hollywood (1933) and Hello, Frisco, Hello (1943),
and it was also heard in the period movies Mother Wore Tights (1947)
and The Eddie Cantor Story (1953). Recordings of note were made by the
Knickerbocker Serenaders, Jan Garber and his Orchestra, Billy Murray,
George J. Gaskin, the Hayden Quartet, Arthur Pryor’s Band, the Buffalo
Bills, Paddy Noonan, and Bobby Short.
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“Beer Barrel Polka (Roll Out the Barrel)” (1939) is the polka favorite of
the war years that is still widely known today. The zesty number, mis-
takenly thought of as a German song, was based on a popular 1934
Czech ballad, “Skoda Lasky” by Wladimir A. Timm, Vasek Zeman
(lyric), and Jaromir Vejvoda (music); that translated as “Lost Love.” Lew
Brown wrote an English lyric about a celebration in a beer garden (“we’ll
have a barrel of fun”) and punctuated it with “zing!” and “boom!” to
make it an ideal party song. Will Glahe and his Musette Orchestra in-
troduced the number to America, and thanks to records by Sammy Kave
and his Orchestra and a top-selling disc by the Andrews Sisters, it
quickly became one of the most popular songs of the year. The number
was interpolated into the Broadway musical Yokel Boy (1939) and was
sung on screen by Lucille Ball in Dance, Girl, Dance (1940) and the An-
drews Sisters in Follow the Boys (1944), as well as heard in At the Circus
(1939), Eve of St. Mark (1944), and From Here to Eternity (1953). Recordings
were also made by Myron Floren with Lawrence Welk, Liberace, Glenn
Miller, Merle Travis, Willie Nelson, Frankie Yankovic and his Yanks, Six
Fat Dutchmen, and just about every other polka band that ever cut a
record.

“Bei Mir Bist Du Schoen (Means That You're Grand)” (1937) 1s another
song favorite mistakenly thought to be German, but it is a Yiddish ditty
that proclaims that there is no better way to describe how wondertful
you are than this title expression that translates as: “To me, you are
beautiful.” Sholom Secunda and Jacob Jacobs wrote the number for the
Yiddish musical I Would If I Could (1937) where it was introduced by
Aaron Lebedeff. Secunda sold the song to Sammy Cahn and Saul Chap-
lin for $30, and their partial-English version was introduced on a re-
cording by the Andrews Sisters that went to the top of the charts and
launched both Cahn’s and the Sisters’ careers. The song remained on
Your Hit Parade for nine weeks, but Secunda got none of the $3 miltion
it carned. When the copyright expired in the 1960s, he reacquired the
rights and finally started to get a percentage of the rovalties. The merry
number was sung by Priscilla Lane in the movie Love, Honor and Behave
(1938), it was heard in Take It Big (1944), and the Andrews Sisters repri-
sed it in Follow the Boys (1944). The song was revived with a 1939 re-
cording by Louis Prima and Keely Smith, and there were also discs by
Guy Lombardo, Benny Goodman, Kate Smith, the Clark Sisters, Ella Fitz-
gerald, the Village Stompers, and Steve Lawrence and Evdie Gorme. It
was also sung by the cast of the Oft-Broadway revue Bei Mir Bist Du
Schoen (1961).

“The Bells of St. Mary’s” (1917) is a nostalgic ballad that recalls the
sound of the bells coming from a church and how they seem to be calling
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one back home. The English song by A. Emmett Adams (lyric) and Doug-
las Furber (music) became popular in America, particularly with glee
clubs and concerts bands. There was an ecarly recording by Frances Alda
in 1920, but the number never became a hit record until Bing Crosby
sang it in the film The Bells of St. Mary's (1945). Other records were made
by Vera Lynn, Ted Heath, Lee Andrews and the Hearts, Douglas Dillard,
Bobb B. Soxx and Blue Jeans, Connie Francis, Kenny Baker, the Drifters,
Ken Griffin, Chet Atkins, and Andy Williams, and it often is included

on Christmas albums.

wBésame Mucho” (1944) is a passionate, hot-blooded Mexican song by
Consuelo Velazquez that was a romantic favorite in the 1940s. Sunny
Skylar wrote the English lyric about a fervent declaration of love but
kept the Spanish title (which roughly translates as “kiss me deeply”).
Velazquez’s music is rhythmic and pulsating, and the tune joined the
list of Latin hits in the era. Jimmy Dorsey and his Orchestra (vocals by
Kitty Kallen and Bob Eberly) popularized the song with a Number One
chart record, and Abe Lyman and his Orchestra also had success with
it. Andy Russell made a test record with George Siravo’s Orchestra, and
when it was released, it sold a million copies. In 1957 Russell recorded
it again, as did Josephine Baker, Xavier Cugat, James Booker, the Fla-
mingos, Nat King Cole, Mantovanni’s Orchestra, Sammy Davis Jr., Steve
Lawrence and Eydie Gorme, Charo, Bill Evans, the Ray Conniff Singers,
Dave Brubeck, Charliec Byrd, Diana Krall, and Richard Clayderman.
Charlie Spivik and his Orchestra played it in the movie Follow the Boys
(1944), and the Davis recording was heard in Moon Over Parador (1988).

“The Best Is Yet to Come” (1959) is a hot, jazzy number by Broadway
songwriters Carolyn Leigh (lyric) and Cy Coleman (music) that promises
even better things now that the two sweethearts have met and fallen in
love. Tony Bennett introduced the piquant number and had a hit record
with it, but it was jazz musicians and singers who kept it in their rep-
ertoire for several years. Other discs were made by Peggy Lee, Ella Fitz-
gerald, Ann Margaret, Mel Tormé, Sarah Vaughan, Frank Sinatra, Shirley
Horn, Dick Curless, Rosemary Clooney, Nancy Wilson, Johnny Mathis,
Helen Baylor, Bobby Caldwell, and more recently, Jane Harrocks, and
Ann Hampton Callaway. It was used in the film Nine and a Half Weeks
(1986), and the Wilson recording was heard in What Women Want (2000).

“Between the Devil and the Deep Blue Sea” (1931) is a vibrant rhythm
song that was way ahead of its time as it forecasts the swing and later
jazz movements in popular music. Ted Koehler wrote the lucid lyric
about an indecisive lover who is both enamored and annoyed by her
beau and feels caught in the middle of love and hate. Harold Arlen
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composed the imnovative music in which the verse swings and the re-
lease moves into a riff section. The number was introduced by Aida
Ward in the Cotton Club revue Rhythmania (1931), and it was popular-
ized by Bill Robinson, Cab Callaway, and Louis Armstrong. The last two
recorded it, as did the Boswell Sisters, Eddy Duchin, Carmen McRae,
Ella Fitzgerald, Bob Crosby, Woody Herman, Carmen Cavallaro, Elliot
Lawrence, and more recently, Julie Wilson, Sylvia McNair with André
Previn, and Kenny Drew. But a disc by Benny Goodman (vocal by Helen
Ward) is considered the finest version and remains a jazz classic. Bonnie
Bedelia sang the song in the movie They Shoot Horses, Don't They? (196Y9),
and the Armstrong recording was used in The Cotton Club (1984).

“Bill” (1918), one of the finest torch songs in American popular music,
had a difficult history before it was finally presented as part of the mu-
sical theatre classic Show Boat (1927) and went on to become a Tin Pan
Alley standard as well. Jerome Kern composed the leisurely and retlec-
tive music that has all sorts of little surprises along the wayv. P.G.. Wode-
house wrote the piquant lyric, a terse, self-aware torch song with none
of the maudlin sentiment often found in torchy laments. The lyric is also
remarkably conversational. The description ot Bill as less than ideal hints
at a smile underneath the woe, and the singer can only conclude that
she loves him “because—!I don’t know—Dbecause he’s just my Bill.” The
number was originally written for the Broadway musical Oh, Lady! Lady!
(1918) but was cut because it was considered too slow for its position in
the show. It was later given to Marilyn Miller to sing in Sally (1920), but
again it was not working and was eliminated. When Kern and Oscar
Hammerstein were writing the score for Show Boat, they drew on some
old favorites, such as “After the Ball,” for period flavor but couldn’t tind
a torch song that seemed appropriate. Kern remembered the discarded
ballad, and with a few lvric changes, it was given to Helen Morgan to
sing and it stopped the show. Because Hammerstein wrote the book and
most of the lyrics for Show Boat, “Bill” has often mistakenly been credited
to him. Morgan reprised the song in the added footage for the silent
version of Show Boat in 1929 and in the full-sound version in 1936. Ava
Gardner (dubbed by Eileen Wilson) performed the number in the 1951
version, and Ann Blyth (dubbed by Gogi Grant) sang it in the musical
film bio The Helen Morgan Story (1957). Of the hundreds of women who
have recorded “Bill,” there are memorable discs by Morgan, Helen Hu-
mes, Pegey Lee, Dinah Shore, Joni James, Lena Horne, Margaret Whiting,
Marni Nixon, Maxine Sullivan, Helen Forrest, and more recently, Cleo
Laine, Andrea Marcovicci, Teresa Stratas, Lonette McKee, and Audra
McDonald.

“Bill Bailey, Won’t You Please Come Home?” (1902) is the early ragtime
classic that became a favorite of banjo, honky tonk piano, and Dixieland
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jazz performers, as well as a popular sing-along standard. Hughie Can-
hon wrote the bubbly number about a black woman who is hanging out
laundry and singing’to her absent husband Bill to come back home. She
1dmits she drove him off “wid nothing but a fine tooth comb,” but Bill
hears her lament and returns, driving a big fancy automobile. The story
behind the song is part of Tin Pan Alley folklore. Cannon was an alco-
holic who ended up in the poorhouse, and he loved to socialize in tav-
erns. One night Bill Bailey, an African American vaudeville singer, came
‘ato the bar and complained that his angry wife had locked him out of
the house. Cannon gave Bailey some money to stay in a hotel that night
and promised him that she would be begging him to return before long.
John Queen catroduced the number in a minstrel show in Newburgh,
New York, and it was first recorded by Arthur Collins and then Kid Ory.
But it was Louis Armstrong playing it in clubs that made the song all
the rage, and it was performed n vaudeville by the team of Jimmy Du-
rante and Eddie Jackson, as well as other singing comics. Before long
thousands of copies of sheet music were sold, and there were song se-
quels (by other authors) such as “I Wonder Why Bill Bailey Don’t Come
Home” and “Since Bill Bailey Came Back Home.” Although it remained
1 familiar favorite, the song got a new boost with a hit recording by
Pearl Bailey in the 1950s and one by Bobby Darin in 1960 that sold a
million discs. Other notable recordings were made by Armstrong, Du-
rante and Jackson, the Preservation Hall Jazz Band, King Curtis, Earl
Hines, Guy Lombardo, Pete Fountain, Nellie Lutcher, Bob Scobey, Sarah
Vaughan, Della Reese, Ella Fitzgerald, the Dixieland Ramblers, Brenda
Lee, Earl Hines, Patsy Cline, and Wayne Newton. “Bill Bailey” was heard
in such period movies as The Strawberry Blonde (1941) and Meet Me at the
Fair (1952), Danny Kaye and Armstrong performed it in The Five Pennies
(1959), and it was sung by Donna Butterworth in Paradise Hawaiian Style
(1966) and by Glynis Johns in Papa’s Delicate Condition (1963). In the
Broadway revue Tintypes (1980), Lynn Thigpen performed the famous
ditty.

“A Bird in a Gilded Cage” (1900) may be the stuff of parody today, but
at the turn of the century, it was a Tin Pan Alley blockbuster, selling
over 2 million copies of sheet music and ranking as one of the most
successful of all sentimental ballads. Harry Von Tilzer composed the
tinkling music, a few bars of which bring to mind all the banality of old-
time “mellerdrama.” Arthur ]J. Lamb wrote the lyric first as a poem,
describing the plight of a young woman who wed an old, rich man “for
wealth, not for love” and was now a prisoner in her “gilded cage.” In
the original lyric the woman was the millionaire’s mistress, but Von Til-
zer insisted that it be a married woman as not to risk offending the
public. As the legend tells it, Von Tilzer tested the song one night in a
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brothel; when the hardened prostitutes broke down and wept, he knew
he had a hit. Vaudeville singer Jerry Mahoney popularized the song, and
soon every parlor piano had the sheet music. The expression “gilded
cage” stuck and still remains in the common vernacular. Von Tilzer
wrote a sequel titled “The Mansion of Aching Hearts” about the inability
of gold and riches to buy happiness, and it was popular for awhile before
fading away. “A Bird in a Gilded Cage” was used in a handful of 1940s
movies, such as Ringside Maisie (1941), Coney Island (1943), Hello, Frisco,
Hello (1943), and Above Suspicion (1943), in which it was crooned by Fred
MacMurray and Joan Crawford. It was also sung in the Broadway revue
Tintypes (1980). Not often recorded anymore, the ballad can be found on
discs by Beatrice Kay with Ray Bloch’s Orchestra, Virginia O’Brien, the
Banjo Kings, Ronnie Lane and Slim Chance, the Buffalo Bills, and Wil-
liam Bolcom and Joan Morris.

“Black and Blue” (1929) is one of the most haunting and disturbing
ballads to find a home on Tin Pan Alley. When sung complete with the
verse, the bluesy lament by Andy Razaf (lyric), Thomas “lFats” Waller,
and Harry Brooks (music) is the painful cry of a dark-skinned black
woman who has been rejected because her darling prefers lighter-
skinned women. But the song is usually sung without the verse, and it
becomes a poignant number about racial injustice, asking, “What did |
do to be so black and blue?” (The song is sometimes listed with this
question as the title.) The double meanings of “black” and “blue” in the
lyric are very effective: The singer has the blues, has black skin, and is‘
emotionally bruised. Razaf’s indelible lyric also notes that “my only sin”
is the “color of my skin.” The torch song was introduced by Edith Wilson
in the “all-Negro” revue Hot Chocolates (1929) then populan/cd by Wal-
ler in clubs and on records. It became an Ethel Waters specialty in the
1920s, and her recording is a blues classic. There were also records by
Louis Armstrong, Frankie Laine, Gene Krupa, Jack Teagarden, Dinah
Washington, Red Nichols, Roy Eldridge, Sidney Bechet, Lionel Hampton,
and Dave Brubeck. “Black and Blue” was considered too disturbing to
be put in film musicals, but it has been heard on Broadway in the revues
Ain’t Misbehaoin’ (1978) and Black and Blue (1989) and Off- Broadway in
Slow Drag (1997).

“Black Is the Color of My True Love’s Hair” (c. 1875) is a traditional
American folk song from the Appalachian region that probably origi-
nated in Elizabethan England and was brought over by early colonists.
The ballad is a simple yet affecting pacan to a mistress with dark hair,
fair lips, the “bluest” eyes, and the “daintiest” hands. Both pop and folk
singers have recorded the song, including Nina Simone, the O’Neal
Brothers, Kendra Shank, Jo Stafford, Patti Page, Marc Johnson, the
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Johnny Griffin Quartet, Joan Baez, Helen Merrill, the Norman Luboft
Choir, and Burl Ives. Mark Dinning sang it in the movie Hootenanny Hoot
; . . ‘ L . AT D otress (10C
(1963), and the Simone recording was heard in Point of No Return (1993).

“Blue Again” (1930) is an elegant ballad by Dorothy Fields (lyric) and
Jimmy McHugh (music) about an on-and-off relationship fitled with
fighti{\g, breaking up, and getting back together. Fields repeats the word
“again” effectively throughout, everything happening again and again,
and Alec Wilder describes the music as “a delicate melody, almost like
something written for a formal dance,” Evelyn Hoey introduced the
number on Broadway in The Vanderbilt Revue (1930), and it was popu-
larized by Guy Lombardo and the Royal Canadians. It was also a spe-
cialty of the [pana Troubadours on radio, concerts, and records. Other
prominent discs were made by Duke Ellington (vocal by Sid Gary), Louis
Armstrong, Red Nichols, Marion Harris, the Revelers, Barbara Lea, Lee
Morse, Glen Gray and the Casa Loma Orchestra, and the Manhattan
Transfer.

“Blue Champagne” (1941) is a Big Band number that Jimmy Dorsey
(vocal by Bob Eberly) recorded, and it went to the Number One spot on
the charts. The dreamy serenade, written by Grady Watts, Frank Ryer-
son, and Jimmy Eaton, remained popular throughout the 1940s, with
recordings by Glenn Miller and the Army Air Corps Band, Charlie Ven-
tura, Ted Heath, Frankie Carle, Tex Beneke, Teri Thornton, Charlie Spi-
vak, Dick Haymes, and Anita O'Day. A disc by the Manhattan Transfer
in 1975 revived interest in the number.

“Blue Moon” (1934) is a rare Rodgers and Hart song not written for a
play or film, and ironically, it became a huge hit and sold more sheet
music than any other number by the team. Richard Rodgers composed
the tender music for a lyric by Lorenz Hart called “Prayer” to be sung
by Jean Harlow in the movie Hollywood Party (1934). When it was cut
from the film, Hart rewrote the number as “Manhattan Melodrama” as
the title song for a film, but again it was cut from the final print. With
a third lyric titled “The Bad in Every Man,” the song was sung by Shirley
Ross in that same Manhattan Melodrama (1934), but it made little impact
and was quickly forgotten. A studio head liked the tune and told Hart
he would promote the number if he could come up with a title that was
more commercial. So Hart wrote “Blue Moon,” a simple but heartfelt
lyric that addresses the moon that watches over as two lovers are reu-
nited. It is an atypical Hart lyric, being more sentimental than sophisti-
cated, and the lyricist did not think very highly of the number himself,
calling the title a spoof of every moon-spoon-croon ballad ever written.
But the public was not so critical, and a record by Glen Gray and the
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Casa Loma Orchestra went to the top of the charts. Benny Goodman also
had a hit with the song, and it was revived with success in 1949 by Mel
Torm¢ and by Billy Eckstine, and again in 1961 with a million-seller by
Elvis Presley and a Number One hit by the Marcels. Other noteworthy
discs were made by Tony Bennett,-Carmen McRae, Jo Stafford, Helen
Ward, Tex Beneke, Billie Holiday, Chet Baker, Ella Fitzgerald, Julie Lon-
don, Oscar Peterson, Dave Brubeck, Ray Anthony, Mandy Patinkin, and
Bob Dylan. Harpo Marx played it on the harp in the fitm At the Circus
(1939), Torm¢ reprised it in Words and Music (1948), Jane FFroman was
heard on the soundtrack of With a Song in My Heart (1952), Joan Craw-
ford (dubbed by India Adams) performed it in Torch Song (1953), Mary
Kay Place and Robert DeNiro did a duet version in New York, New York
(1977), the group Sha Na Na was heard singing it in Grease (1978), the
Marcels with Bobby Vinton and Sam Cooke were on the soundtrack of
An American Werewolf in London (1981), and Dudley Moore performed it
in Arthur (1981), “Blue Moon” has been heard in the background in sev-
cral movies, including Hollywood Hotel (1938), Malaya (1949), Last Side,
West Side (1949), Rogue Cop (1953), This Could Be the Night (1957), § /-
(1963), Babe (1995), and Apollo 13 (1995). Also, Kim Criswell sang it in
the Off-Broadway show Slow Drag (1997).

“Blue Prelude” (1933) is mostly remembered as the theme song for
Woody Herman and his Orchestra in the 1940s, but the slow blues num-
ber was introduced by Isham Jones and his Orchestra much earlier. Joe
Bishop composed the delicate music, and bandleader Gordon Jenkins
wrote the lvric, a farewell song in which a dejected admirer promises to
leave town and work out his grief elsewhere, commenting, “[W]hat is
love but a prelude to sorrow?” Glen Gray and the Casa Loma Orchestra
and George Hall (vocal by Loretta Lee) both had popular recordings of
the ballad, and there were also records by Jenkins, Lena Horne, Bovd
Raeburn, Clvde McCoy, Jan August and the Harmonicats, Adrian Rollini
(vocal by Howard Phillips), Nancy Wilson, Zoot Sims and Jimmy Row-
les, Bing Crosby, the Ames Brothers, and Marian McPartland.

“Blue Skies” (1926) is the perennial song favorite by Irving Berlin in
which the lyric explores the various implications of the word “blue,”
from a color to a bird to a feeling. Although the song is in the standard
AABA structure, the shifts from minor to major kevs (the verse 1s a very
bluesy minor, while the refrain is an optimistic major) make it very in-
ventive and, consequently, a favorite of jazz musicians. The song was
introduced when Belle Baker interpolated it into the Rodgers and Hart
musical Besty (1926) because she needed a different solo piece. The num-
ber went over so well on opening night that Baker was forced to do
twenty-four encores before the audience was satistied. “Blue Skies”
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immediately got around, the first recording by Ben Selvin and his Or-
chestra climbing to the top of the charts. Other early hit discs were made
bv Harry Richman, Al Jolson, and the orchestras of George Olsen and
Vincent Lopez. Johnny Long revived the still-popular number in 1941,
Bennv Goodman did the same in 1946, and Willie Nelson’s 1978 record-
ing sold a million copies. Other highly regarded records were made 'by
Josephine Baker, Ben Webster, Ella Fitzgerald, Artie Shaw, Pete Fountain,
Erroll Garner, Maxine Sullivan, Dinah Washington, Perry Como, LLou
Rawls, Bobby Darin, and more recently, Andrea Marcovicci, Kiri Te Ka-
nawa, and Susannah McCorkle. Jolson sang the song in the first sound
film, The Jazz Singer (1927), Alice Faye and Ethel Merman did a duet
version in Alexander’s Ragtinte Band (1938), Bing Crosby crooned it in Blue
Skies (1946), and Crosby reprised it with Danny Kaye in White Christmas
(1954).

“Blue Turning Gray Over You” (1930) is a jazzy blues number by Andy
Razaf (lyric) and Thomas “Fats” Waller (music) that plays oft the double
meaning of “blue” to create a nimble lament. Louis Armstrong intro-
duced the song on record, followed by early discs by Waller and Lee
Morse. Later recordings of distinction were made by Earl Hines, James
P. Johnson, Gene Krupa, Charlie Barnet, Harry James, Nat Shilkret, Sid-

ney Bechet, Ringo Starr, and Frankie Laine.

“Blue Velvet” (1951) is a wailing torch song that Tony Bennett popular-
ized with his slightly lisping croon, which comics of the day loved to
mimic. Bernie Wayne and Lee Morris wrote the lament in which one
recalls a lost lover who wore blue velvet that went with her blue eyes.
When Bobby Vinton revived the song in 1971, his record was a bestseller.
There were also discs by Ray Anthony, Lawrence Welk, the Moonglows,
Gene Ammons, Brenda Lee, Johnny Tillotson, the Paragons, Red Gar-
land, and Johnny Hodges. The Bennett recording was heard in the movie
The Last Picture Show (1971), and Vinton’s was on the soundtrack of Blue
Velvet (1986).

“Blueberry Hill” (1940) is a country-blues favorite by Al Lewis, Larry
Stock, and Vincent Rose that has a strong sexual connotation but seemed
to slip by the censors to become a hit. The lyric is about two sweethearts
who met in the moonlight on Blueberry Hill and, now that they are no
longer together, recall how each “found my thrill” that night. The song
caught on when it was interpolated into the film The Singing Hill (1941),
where it was sung by Gene Autry. This was followed by hit records by
Glenn Miller (vocal by Ray Eberly), and Kay Kyser that kept the number
on Your Hit Parade for fourteen weeks. When Fats Domino revived it in
1957, his recording sold a million copies. “Blueberry Hill” was also a
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specialty of Louis Armstrong whose 1949 version with Gordon Jenkins’
Orchestra was popular and became a hit again when it was released n
the late 1950s. Brenda Lee, the Oscar Peterson Quartet, Elvis Presley, Pat
Boone, Duane Eddy, Cliff Richard, Andy Williams, the Walker Brothers,
Johnny Cash, and Carol Sloane are among the many who also recorded
it. Domino reprised it in the film rockumentary Let the Good Times Roll
(1973), and the song was often crooned by Ron Howard in the long-
running television series Happy Days.

“Blues in My Heart” (1931) is a ballad in the blues mode that Fletcher
Henderson and his Orchestra introduced but found favor through a rec-
ord by Ethel Waters with Herman Chittison. The Irving Mills (Iyric) and
Benny Carter (music) number was recorded by a variety of artists in the
1930s and 1940s, some of the most notable discs by Bert Lown, Mildred
Bailey, Chick Webb, Cab Calloway, Eddie Davis, Marty Grosz, Ray No-
ble (vocal by Al Bowlly), Lee Sims, the Browns, Greta Keller, and Scott
Hamilton.

“Body and Soul” (1930) is the morose torch song by Edward Heyman,
Robert Sour, Frank Eyton (Iyric), and Johnny Green (music) that became
popular in Europe before becoming a hit in the States. The sensual lyric
offers both body and soul for love but cynically “turns away romance.”
Green’s composition is distinctive, its musical line being both innovative
and appealing. The series of musical fragments that do not resolve until
the title phrase set the style for many other 1930s songs. The lyric struc-
ture is also unusual, the release providing the information usually pre-
sented in the verse. (Some radio stations thought the number too lewd
for air play, so the final line of the lyric was changed from “I'd gladly
surrender myself” to “my castles have crumbled.”) Green wrote the
number for Gertrude Lawrence, who sang it on BBC radio, and a re-
cording by British bandleader Bert Ambrose was a hit overseas. Ameri-
can producer Max Gordon heard the song and interpolated it into his
Broadway revue Three’'s a Crowd (1930), where it was sung by Libby
Holman and danced by Clifton Webb and Tamara Geva. The first re-
cording in America was by Leo Reisman with Eddy Duchin at the piano,
then a Number One record by Paul Whiteman (vocal Jack Fulton), and
they were followed by dozens of others over the vears. Long a favorite
of jazz musicians, it was given a classic interpretation by Coleman Haw-
kins on tenor sax in 1940. The Benny Goodman Trio made their first
record with the song. Other significant discs were made by Ruth Etting,
Helen Morgan, Louis Armstrong, Martha Rave, Ben Webster, Dave Bru-
beck, Ella Fitzgerald, Gordon MacRae, & Sarah Vaughan, Carmen McRae,
Ozzie Nelson, and Bill Evans. Ida Lupino sang “Body and Soul” in the
film The Man | Love (1946), Ann Blyth (dubbed by Gogi Grant) performed
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it in The Helen Morgan Story (1957), and it was heard on the soundtracks
of Her Kind of Man (1946), Body and Soul (1947), The Eddy Duchin Story
(1956), They Shoot Horses, Don't They? (1969), and Radio Days (1987). On
Bmadway; it was sung by Ruth Brown in the revue Black and Blue (1989).

“The Bonnie Blue Flag” (1861) was the most popular Civil War song in
the South after “Dixie,” and it was sung by Confederate troops in camps,
while marching, and even in battle. Henry McCarthy composed the flow-
ing music, based on an old Trish tune called “The Jaunting Car.” Annie
Chambers-Ketchum penned the patriotic lyric about the events leading
up to succession and the glory of the flag adopted by South Carolina, a
blue banner “that bears a single star.” The song was first performed by
McCarthy in New Orleans in 1861, and it remained a Southern favorite
througho-ut the war and for some time after. In 1955, William Engvick
(Iyric) and Jessie Cavanaugh (music) adapted the piece into a new num-
ber called “Bonnie Blue Gal,” and it was recorded by Lawrence Welk’s
Orchestra with the Mitch Miller Singers. The tune can be heard in the
background of some Civil War movies, most memorably The Horse Sol-
diers (1959).

“Boo-Hoo” (1937) is a silly torch song that was a surprise hit in the late
1930s and remained on Your Hit Parade for eleven weeks. Edward Hey-
man, Carmen Lombardo, and John Jacob Loeb wrote the novelty number
about a distraught fiancé who has been left at the alter by his betrothed
and is crying out, “I'll tell my mama on you!” The ditty was introduced
and popularized by Guy Lombardo (vocal by Carmen Lombardo), and
Fats Waller also had a big hit with it. Others who recorded the song
were Mal Hallet, Count Basie, Jimmy Dorsey, Bert Kaempfert, Benny
Goodman, Wingy Manone, and Jimmy Rushing. The wailing number can
be heard in the movies Dead End (1937) and Stars on Parade (1944).

“Bounce Me Brother With a Solid Four” (1941) is a swing favorite that
celebrates the rhythm of 4/4 time (“play it again!”) and its dancing pos-
sibilities (“let’s dance!”). Don Raye and Hughie Prince wrote the viva-
cious number, and it was popularized by the Andrews Sisters. It was
also recorded by Woody Herman, Tom Cunningham, and the team of
Will Bradley and Ray McKinley, who made records of the other “family”
swing songs “Beat Me Daddy, Eight to the Bar,” “Swing, Brother,
Swing,” and “Scrub Me Mama With a Boogie Beat.” The Andrews Sisters
performed “Bounce Me Brother With a Solid Four” in the film Buck Pri-
vates (1941), and it was also heard in One Exciting Week (1946) and Willje
and Joe Back at the Front (1952). Ann Hampton Callaway and trumpeter

Douglas Oberhamer performed the number in the Broadway revue
Swing! (1999).
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“Brazil” (1939) is perhaps the most famous samba song to hit Tin Pan
Alley and a Latin standard that remained popular for decades. Ary Bar-
oso wrote the music and the original Portuguese lyric, which was titled
“Aquarela do Brazil,” in his native country. S.K. Russell penned an Eng-
lish lyric about the South American country, and it was introduced by
Eddy Duchin and his Orchestra on record and on the soundtrack of the
Disney animated movie Saludos Amigos (1943). Carmen Miranda sang it
in The Gang'’s All Here (1943), Nan Wynn performed it in Jam Session
(1944), and it was heard on the soundtracks of Road to Rio (1956), The
Eddy Duchin Story (1956), and three movies titled Brazil (1943, 1944, and
1985). Hit recordings of the samba were made by Xavier Cugat (vocal
by members of the band) and Jimmy Dorsey (vocal by Helen O’Connell
and Bob Eberly). Les Paul made a unique recording in 1948 using mul-
titrack guitars that was a hit, as was a 1975 disco version by the Ritchie
Family. In addition to just about every rhumba band, “Brazil” was also
recorded by Billy Vaughn, Josephine Baker, Bo Thorpe, Perez Prado,
Percy Faith, the Dinning Sisters, Ethel Smith, Frank Ifield, the Ventures,
and more recently, Julia Migenes.

“Break the News to Mother” (1897) is a maudlin but powerful ballad
that Charles K. Harris wrote after seeing the stage drama Secret Service
(1896) in which a dving drummer boy in the Civil War whispers the title
phrase to a black house servant. Harris’s lyric tells of a voung Union
soldier who rushes forward to save the flag when it falls in battle and
is mortally wounded in the process. Carried back to camp, he pleads
with his fellow soldiers to tell his mother “not to wait for me ... [ love
her ... I'm not coming home.” Harris was pleased with the song but felt
sure that no one wanted a Civil War song thirty vears after the event,
so he put it away. When the Spanish-American war broke out, “Break
the News to Mother” was published and became popular right away.
Troops sang it on the battlefield, and citizens at home plaved it on their
parlor pianos. The ballad was revived again during World War One.
Sometimes listed as “Just Break the News to Mother,” the song can be
heard in the period films The Floradora Girl (1930) and Wait Till the Sun
Shines, Nellie (1952).

“The Breeze and 1” (1940) is a Latin-flavored torch song in which a jilted
one joins the breeze in sighing over a lost love. The song began as a solo
piano piece by Ernesto Lecuona titled “Andalucia Suite.” Tutti Camarata
adapted the music and Al Stillman wrote the lvric, and the ballad was
popularized by Jimmy Dorsey (vocal by Bob Eberly) with a 1940 record
that hit Number One on the charts and placed it on the Hit Parade for
thirteen wecks. Xavier Cugat and Vic Damone each had successful discs
of the song, which was also recorded by Art Blakey, Dinah Shore, Cole-
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man Hawkins, Wes Montgomery, the Flamingos, and Curtis Fuller, Ethel
Smith performed it on the organ in the movie Cuban Pete (1946), and it
was heard in On the Riviera (1951).

“Breezin’ Along With the Breeze” (1920) is a lighthearted travel song
by Haven Gillespie, Seymour Simons, and Richard A. Whiting about a
rover who's “trailin’ the rails” and happy to be free and easy. Al Jolson
p()pulari'/,cd the number, and Lou Brese took it as the theme song for
his orchestra. Danny Thomas sang it in the first remake of The Jazz Singer
(1953), Lucille Ball and Desi Arnaz did a duet version in The Long, Long
Trailer (1954), Ann Blyth (dubbed by Gogi Grant) performed it in The
Helen Morgan Story (1957), and it was also heard in Shine On Harovest
Moon (1944) and Pete Kelly's Blues (1955). The happy-go-lucky song was
recorded by Abe Lyman, Nellie Lutcher, Josephine Baker, the Revelers,
Red Nichols, the Hoosier Hot Shots, Bing Crosby, the Four Lads, the
Smoothies, and the piano duo of Marlene Fingerle and Arthur Schutt.

“Brother, Can You Spare a Dime?” (1932) has been called the unofficial
theme song of the depression because it struck a chord with so many
Americans. David Ewen notes that it is the “one song more than all the
others [that] sounded the keynote” of those difficult years. While many
popular songs of the era sought to cheer the public up and offer hope
for the future, this one was brutally honest as it offers a forceful message
while still remaining understated. E.Y. Harburg wrote the piercing lyric
in which a veteran from World War One stands in line for a piece of
bread, asking how he went from a wartime hero to one of society’s cast-
offs. The voice is more dazed and confused than bitter as he asks how
he descended from saving the world to panhandling for a dime. Jay
Gorney composed the haunting music that moves from recitative form
in the verse to a wailing march in the refrain. Gorney based his main
musical theme on a Russian-Jewish lullaby, but it moves forward irreg-
ularly with bits of syncopation. As James R. Morris points out, the “com-
bination of rhythm and harmony establishes a sense of uncertainty,
countered by the classic, even conventional melodic architecture of the
AABA” pattern. The song was written for the Broadway revue Americana
(1932), but the producers thought it too disturbing for escapist entertain-
ment, and it was nearly cut in rehearsals. The songwriters held firm, and
on opening night it was sung by Rex Weber and the chorus. Audiences,
at the lowest point of the depression, immediately seized on the gripping
number. Just as many were threatened by the song, particularly the Re-
publican administration with an election only a month away. Attempts
were made to ban the anthem from radio play, but it was already prov-
ing popular, thanks to recordings by Bing Crosby and Rudy Vallee.
“Brother, Can You Spare a Dime?” did not disappear after the depres-
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sion. In 1985 Tom Waitts sang a slightly revised version as an anthem
for the homeless and unemployed, and the number is still used today as
the theme song for the National Coalition of the Homeless. The number
can be heard in the background of 1930s films, such as Embarrassing
Moments (1934), and later movies set during the depression, such as They
Shoot Horses, Don’t They? (1969). Notable recordings over the years in-
clude those by Leo Reisman, Al Jolson, George Dosher, lke Quebec, Max-
ine Sullivan, the Weavers, Ronnie Lane, Connie Francis, Dave Brubeck,
Don McLean, Phil Harris, Eartha Kitt, Tom Jones, Judy Collins, Mandy
Patinkin, and Peter, Paul and Mary.

“Buffalo Gals (Won’t You Come Out Tonight?)” (1844) is one of Amer-
ica’s oldest and most popular cowboy songs, dating back to minstrel
shows before the Civil War (the tune is mentioned in Mark Twain’s Tom
Sawyer) when it was called “Lubly Fan.” Cool White wrote the version
familiar today, and he introduced it with the Virginia Serenaders on the
minstrel circuit. The invitation to go out dancing with the “Dolly with a
hole in her stocking” was so popular that cities often localized the lyric
and sang variations such as “Pittsburgh Gals” and “Louisiana Gals.” In
1944 Terry Shand, Jimmy Eaton, and Mickey Leader rewrote the song as
“Dance With a Dolly (With a Hole in Her Stocking),” and it was on the
Hit Parade for fifteen weeks, thanks to records by Russ Morgan (vocal by
Al Jennings), Tony Pastor, and Evelyn Knight. The traditional version
was sung by the Jimmy Wakely Trio in the movie Strictly in the Groove
(1942) and heard in Cow Town (1950), while the new version was used
in On Stage, Everyone (1945) and sung by the Andrews Sisters in Her
Lucky Night (1945). The Sons of the Pioneers, Woody Guthrie, Rosemary
Clooney, Malcolm McLaren, Roy Acutff, Pete Seeger, and dozens of chil-
dren’s and sing-along records have featured the merry number over the
years.

“The Bully Song” (1895) is a strutting, vigorous number that was one
of the first song hits in the new ragtime idiom. The uninhabited lvric
boasts about looking for the bully (a “red-eyed river roustabout”) who
is terrorizing the neighborhood. It was written for May Irwin, who belted
it out first in vaudeville and then in the Broadway musical The Widow
Jones (1895) where the number became her trademark and she became
known as “the stage mother of ragtime.” The song was commonly re-
ferred to as “May Irwin’s Bully Song,” and it was sometimes listed that
way. Charles E. Trevathan is credited with the music and lyric, but the
authorship is questioned. It is believed Trevathan based his song on a
black urban folk song that was never published or even written down.
And a St. Louis saloon song set on the waterfront predates Trevathan's
composition, and it is known that he visited St. Louis soon before 1895.
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(The lyric even refers to the levee.) The popularity of the song waned
- . . v ’”
After Irwin died, so in many ways it really was “May Irwin’s Bully Song.

“By the Beautiful Sea” (1914) is the perennial quickstep favorite that
remains one of the most recognized tunes in American pop culture.
Harry Carroll composed the zesty music that dances up and down the
scale like the waves on a beach, and Harold Atteridge penned the agile
Ivric that celebrates a vacation by the seaside. The number was intro-
duced in vaudeville by the Stanford Four and was interpolated into the
Broadwav revue The Passing Show of 1914, where it was sung by Muriel
Window. Healthy sheet music sales and early records by the Heidelberg
Quintet, Ada Joﬁcs, Billy Watkins, and Prince’s Orchestra soon had all
of America singing the spirited tune. Judy Garland, George Murphy, Ben
Blue, and the chorus performed the ditty in the period film For Me and
My Gal (1942), Constance Moore sang it in Atlantic City (1944), and it
\\’218 heard in the background in several movies, including The Story of
Vernon and Irene Castle (1939), Coney Island (1943), Some Like It Hot (1959),
and They Shoot Horses, Don't They? (1969). Recordings over the ycars
ranged from traditional versions (the Firchouse Five Plus Two) to satir-
ical ones (Spike Jones and his City Slickers), as well as those by Eddie
Cantor, Barney Kessel, Ronny Whyte, and more recently, Alison Fraser,
Jackie Cain, and Roy Kral.

“By the Light of the Silvery Moon” (1909) is the crooning standard that
has long been a favorite of glee clubs, barbershop quartets, and sing-
alongs. Gus Edwards composed the dreamy soft-shoe music, and Ed-
ward Madden wrote the smooth lyric depicting a moonlit romance. The
verse is a series of short phrases that set up the scene, even with stage
directions and dialogue, then the refrains rolls along with all of the
rhymes but one rhyming with “moon.” The whole lyric is a cliché now
with its moon-June-croon rhymes, but it is still a beautifully constructed
piece of Tin Pan Alley songwriting. Child star Georgie Price introduced
the song in a kiddie show in vaudeville, but it got more notice when it
was interpolated into the Ziegfeld Follies of 1909, where it was sung by
Lillian Lorraine. Early records were made by Billy Murray, Ada Jones,
and the Peerless Quartet, and later ones by Guy Lombardo, Johnny Win-
ter, Burl Ives, Fats Waller, the Banjo Kings, Les Paul and Mary Ford,
Little Richard, Louis Prima, and Julie Andrews. None was more popular
than a 1942 disc by Ray Noble and his Orchestra that sold a million
copies. The song has been heard in dozens of movies as well. It was sung
by Clark Gable and the chorus in Idiot’s Delight (1939), Bing Crosby in
Birth of the Blues (1941), Alice Faye in Hello, Frisco, Hello (1943), Scotty
Beckett in The Jolson Story (1946), Jane Powell in Two Weeks With Love
(1950), and Doris Day and Gordon MacRae in By the Light of the Silvery
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Moon (1953) and in the background in such films as The Broadway Hoofer
(1929), Ruggles of Red Gap (1935), The Story of Vernon and lIrene Castle
(1939), Babes on Broadway (1942), Flame of the Barbary Coast (1945), Sun-
bonnet Sue (1945), and Always Leave Them Lanughing (1949).

“Bye Bye Blackbird” (1926) is an unusual rhythmic song with a distinc-
tive musical pattern and a breezy lyric that seems to retain its freshness
decade after decade. Mort Dixon wrote the catchy lyric, a series of non-
sequitors about waiting all winter with the blackbird singing the blues
outside the door. But now that spring is here, it is time to find a true
love and bid the bird farewell. Ray Henderson composed the music,
which is punctuated with quarter rests throughout, stopping the melody
and the lyric in an effective way. Georgie Price sang it in vaudeville and
made it his theme song, but it was Eddie Cantor who popularized the
number. There were early records by Nick Lucas, Gene Austin, and the
orchestras of George Olsen and Leo Reisman, followed by dozens of later
ones. A Russ Morgan disc revived the song in 1949, yet it had never
completely fallen out of favor. Just a sampling of the artists who recorded
it includes Frank Froeba and His Boys, Six Hits and a Miss, Dean Martin,
Mitch Miller, Samymy Davis Jr., Trini Lopez, Miles Davis, Vikki Carr, and
Liza Minnelli. Frankie Laine sang it in Rainbow Round My Shoulder (1952),
Marilyn Monroe pertormed it in River of No Return (1954), Cantor pro-
vided the singing voice for Keefe Braselle in The Eddie Cantor Story (1953),
Peggy Lee sang it in Pete Kelly's Blues (1955), Ty Hardin and Jerry Van
Dyke did a duct version in Palm Springs Weekend (1963), and Jason Ro-
bards growled it in Melvin and Howard (1980). It can also be heard in
When My Baby Smiles at Me (1948), The Helen Morgan Story (1957), and
sung by Joe Cocker on the soundtrack of Sleepless i Seattle (1993). The
number was sung and danced by the cast of the Broadway revue Fosse

(1999).

“Bye Bye Blues” (1930) has remained a favorite of tap dancers and soft-
shoe hoofers for several decades because of its deliberate rhythmic qual-
ity. Bert Lown, Chauncey Gray, David Bennett, and Fred Hamm
collaborated on the lively farewell song that says “so long” to sorrow
since a sweetie has smiled on one, causing bells to ring and birds to sing,.
Lown and his Orchestra introduced the song at the Biltmore Hotel, and
soon after Leo Reisman helped popularize it. It was revived by Cab Cal-
loway in 1941 and by Les Paul and Mary Ford in 1953. Other noteworthy
discs along the way were made by Count Basie, Benny Goodman, Dinah
Shore, Frankie Trumbauer, Andy Ross, Merle Travis, Dizzyv Gillespie,
Pegey Lee, Larry Elgart, and Julms LaRosa.
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“Cabin in the Cotton” (1932) is a southern-style ballad that, like most
songs about the south, paints an idyllic picture of rural life back home.
Mitchell Parish (lyric) and Frank Perkins (music) wrote the number that
was interpolated into the revue George White's Music Hall Follies (1932)
and was later used in the film George White's Scandals of 1934. The song
was popularized by a hit record by Bing Crosby with Lennie Hayton’s
Orchestra, followed by discs by Cab Calloway with Bennie Payne,
Johnny Hamp, Harry “Singing Sam” Frankel, Carol Gibbons, Barron Lee
and the Blue Rhythm Band, and Russ Carlson and the High Steppe. The
ballad, sometimes listed as “There’s a Cabin in the Cotton,” was revived
years later with a record by Neal Hefti (vocal by Frances Wayne).

“The Caissons Go Rolling Along” (1908) is the official song of the U.S.
Artillery and has become the unofficial theme song for the U.5. Army in
toto. Just a few measures of the famous march bring to mind the military
even though caissons (wagons) have long since disappeared. Edmund L.
Gruber, a West Point graduate of the class of 1904, wrote the patriotic
number while serving in the Artillery Corps in the Philippines. The
marching song encourages the troops to pull the wagons “over hill, over
dale” and to “call off your numbers loud and strong.” Although used
by the military soon after it was written, the song was not known to the
general public until John Philip Sousa did an arrangement of it called
“The Field Artillery March” and played it in a concert in the New York
Hippodrome. Because he popularized the march, many wrongly credited
Sousa with writing the original song. Most recordings of the number
are by marching bands and chorale groups, most notably the Robert
Shaw Chorale, Bob Crosby, Andre Kostelanetz, Steve Rapson, Jenks Tex
Carman, John McDermott, Gene Krupa, and the Mormon Tabernacle
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Choir. Nelson Eddy sang it in the movie Rosalie (1937), and it was heard
in dozens of other tilms over the years, most memorably [ce-Capades
Revue (1942), The Heat’s On (1943), and Four [ills in a Jeep (1944). The
march is sometimes listed as “"Over Hill, Over Dale” or “The Caisson

Song.”

“Caldonia (What Makes Your Big Head So Hard?)” (1945) is a jaunty
swing number by Fleecie Moore that was popularized by Louis Jordan
and his Tympani Five with a record that sold a million copies. The ribald
lyric concerns a “lean and lanky” gal named Caldonia who had big feet
and is unfaithtul, but one loves her all the same for what she’s “puttin
down.” Woody Herman's recording was also very successtul, as was a
disc by Erskine Hawkins (vocal by Ace Harris). Other major records were
made by Carl Perkins, Dale Hawkins, Muddy Waters, Louis Prima, the
Chevalier Brothers, Bill Haley and the Comets, and B.B. King. Jordan
reprised “Caldonia” in the film Swing Parade of 1946 (1946), and it was
also heard in No Love, No Leave (1946). The song, sometimes listed as
“Caldonia Boogie,” was pertormed in the Broadway revue Five Guys
Named Moe (1992) as a sing-along number with the audience led by Doug
Eskew.

“California, Here I Come” (1923) was long associated with Al Jolson but
has survived as perhaps the most popular song about the state. B.G.
DeSylva, Jolson (lyric), and Joseph W. Meyer wrote the forceful number
about leaving the cold and snow and returning to one’s home in Cali-
fornia, and it was introduced by Jolson who interpolated it into the 1923
tour of his Broadway hit Bombo (1921). Although his name appeared on
the sheet music, it is questionable if Jolson actually helped write the song.
But he did popularize it and made it a hit in the 1920s and again in the
1940s when he provided the singing voice for Larry Parks in the movie
The [olson Story (1946), his new recording selling a million copies. Jolson
also sang it in The Singing Kid (1936) and Rose of Washington Square (1939)
and for Parks in Jolson Sings Agam (1949). Jolson’s rival George Jessel
sang “California, Here I Come” in the film Lucky Boy (1929), Benny Good-
man and his Orchestra performed it in Hollywood Hotel (1938), and Jane
Froman sang it on the soundtrack for Susan Hayward in With a Song in
My Heart (1952). It can also be heard in Billion Dollar Scandal (1933),
Torchy Blane in Panama (1938), You're My Everything (1949), and They Shoot
Horses, Don’t They? (1969). The number became the theme song tor both
Abe Lyman and his Californians and the California Ramblers, and there
were other noteworthy recordings by Eddie Cantor, Georgie Price, Clift
Edwards, Ben Pollack, Eddie Condon, Mabel Mercer, Freddy Cannon,
Bob Grant, and Ray Charles.
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#Can You Tame Wild Wimmen?” (1918) is a delightful novelty song in
which a put-upon male asks the title question of a lion tamer. Andrew
B. Sterling (lvric) and Harry Von Tilzer (music) wrote the silly ditty, and
+ was recorded with success by Billy Murray and Arthur Fields. The
amusing number is all but forgotten today.

sCanadian Sunset” (1956) is a slightly swinging song about finding true
love on the ski slopes while vacationing in Canada. Norman Gimbel
wrote the atmospheric lyric, and jazz pianist Eddie Heywood composed
the sweet-sounding music that has a touch of a cowboy song about it.
The number was popularized by an instrumental record by Hugo Win-
terhalter and his Orchestra with Heywood at the piano, and soon after
Andy Williams recorded it; both discs sold over a million copies each.
There were also recordings by Woody Herman, Archie Bleyer, Earl Bos-
tic, Etta Jones, Floyd Cramer, Jo Ann Castle, Tony Martin, the Four Aces,
Dean Martin, Keely Smith, Billy Vaughn, George Shearing, Richard
Chamberlain, and Anne Murray.

“Caravan” (1937) is an enticing ballad by Irving Mills (lyric), Juan Tizol,
and Duke Ellington (music) that manages to have a sense of both ro-
mance and danger. The lyric paints an exotic picture of two lovers to-
gether under the moon in a desert caravan. Ellington and his Orchestra
introduced and popularized the song, and it was revived with a hit rec-
ord by Billy Eckstine in 1949 and again by Ralph Marterie in 1953. Other
versions of note were made by Barney Bigard, Dizzy Gillespie, Les Paul,
Nat King Cole, the Mills Brothers, the Ventures, Coleman Hawkins, Les
Brown, Lawrence Welk, and Bunny Berigan and his Orchestra. The Be-
rigan version was used on the soundtrack of the film Sweet and Lowdown
(1999), and a recording by the Arthur Lyman Group was heard in Ocean’s
Eleven (2001). On Broadway, Gregg Burge and the ensemble sang it in
the revue Sophisticated Ladies (1981), and the Gotham City Gates per-
formed an instrumental version in the revue Swing! (1999).

“Careless” (1939) is a plaintive ballad about a wooer whose intended is
taking him for granted, not only acting “careless” but also seeming to
“care less” for him. Lew Quadling, Eddy Howard, and Dick Jurgens are
the credited authors, but it is believed that Irving Berlin helped with the
lyric. The play on words in the song is certainly in the Berlin style. Jur-
gens and his Orchestra (vocal by Howard) popularized the number with
a top-of-the-chart record, and Glenn Miller (vocal by Ray Eberly) also
had success with it. Tommy Dorsey, Phil Harris, Dinah Shore, Tony Mar-
tin, Teddy Powell, Woody Herman, Lena Horne, Vera Lynn, and Ella
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