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"Alec Wilder...has done a wonderful thing no one else has thought of: 
his American Popular Song seriously, never solemnly, examines as 
attentively as if they were Schubert Lieder the kind of tunes we whistle 
every day....I don't expect to find another book this year I'll enjoy more 
than this one." Walter Clemons, The New York Times Book Review 

"An invaluable and pioneering book...[ Wilder] examines with wit and 
grace some eight hundred of the three hundred thousand American 
songs published in the first half of the century. ...A fair, positive, erudite 
celebration of American songwriting." 

Whitney Balliett, The New Yorker 

"One of the most stimulating sentimental journeys I can possibly 
imagine." Charles Michener, Newsweek 

"The first serious and most valuable study of American popular music, 
the blood and bone of so much glorious jazz. The book is provocative, 
informative, opinionated, and never dull." Down Beat 

"The author's approach is serious but never ponderous, enthusiastic 
but never excitable. He is frequently provocative, but almost invariably 
convincing. He has done an immense amount of research and listening. 
His ultimate choices are necessarily personal, yet there is an overall 
objectivity... .An entrancing volume that will bring special pleasure to 
everyone with a comprehensive record library." 

Stanley Dance, Music Journal 

"A notable contribution to our evaluation of Western music in the 
twentieth century." Times Literary Supplement (London) 

"Alec Wilder's rewarding book is much like his music: endowed with 
grace and wit." Studs Terkel 

"Opinionated, irreverent, and analytical. The only book about music 
I've ever stayed up all night to finish." Willis Conover 

Alec Wilder is the composer of such famous songs as "I'll Be Around," 
"It's So Peaceful in the Country," and "While We're Young." He has 
composed theater and film scores and his chamber music includes so-
natas for every instrument in the orchestra. 

James T. Maher has published short stories and magazine articles on 
numerous subjects including architecture, popular music and jazz. 
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The Transition Era: 
1885 to World War I 

You've Been A Good Old Wagon, But You've Done Broke Down by Ben R. Harney. (3 1896 M. Witmark & Sons. 
Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Mister Johnson, Turn Me Loose by Ben R. Harney. (3 1896 M. Witmark & Sons. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

At A Georgia Camp Meeting by Kerry Mills. Copyright MCMXXXVI by Edward B. Marks Music Corporation. 
Copyright renewed. 

Hello! Ma Baby by Joseph E. Howard and Ida Emerson. 0 1899 Harms, Inc. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

Play That Barber Shop Chord by William Tracey, Ballard Macdonald, and Lewis F. Muir. Copyright MCMX by 
J. Fred HeIf Co. Renewed MCMXXXVII and assigned. Published by Shapiro, Bernstein & Co. Inc. and 
Alfred Music Co. Sole selling agent, Shapiro, Bernstein & Co. Inc., 666 Fifth Ave., N.Y., N.Y. 10019. Used 
by permission. 

Pretty Baby by Gus Kahn, Tony Jackson, and Egbert Van Alstyne. 1916 Jerome H. Remick & Co. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Poor Butterfly by John L. Golden and Raymond Hubbell. 0 1916 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

For Me and My Gal. Words by Edgar G. Leslie and E. Ray Goetz. Music by George W. Meyer. Copyright 1917 
by Mills Music, Inc. Copyright C renewed 1945 by Mills Music, Inc. Used by permission. 

Rose Room by Harry Williams and Art Hickman. Copyright 0 1917, 1918, renewed 1945 Miller Music Corpora-
tion. Used by permission. 

After You've Gone by Henry Creamer and Turner Layton, 0 Copyright 1918 by Morley Music Co. Renewed and 
assigned to Morley Music Co. Used by permission. 

Baby, Won't You Please Come Home by Charles Warfield and Clarence Williams. (3 Copyright 1919 by MCA 
Music, a division of MCA Inc. Copyright renewed 1946 and assigned to MCA Music, a division of MCA 
Inc. Used by permission. All rights reserved. 

_ 2 — 

Jerome Kern 
(1885-1945) 

I Just Couldn't Do Without You by Paul West and Jerome Kern. Copyright 1907, T. B. Harms Company. Copy-
right renewed. 

They Didn't Believe Me by Herbert Reynolds and Jerome Kern. Copyright 1914, T. B. Harms Company. Copy-
right renewed. 

You're Here and I'm Here by Harry B. Smith and Jerome Kern. Copyright 1914, T. B. Harms Company. As-
signed to Leo Feist Inc. for all countries except Great Britain, her possessions and colonies ( excluding 
Canada ). 

Thirteen Collar by Schuyler Greene and Jerome Kern. Copyright 1915, T. B. Harms Company. Copyright 
renewed. 

My Castle In The Air by P. G. Wodehouse and Jerome Kern. Copyright 1916, T. B. Harms Company. Copyright 
renewed. 

Who Cares? by Harry B. Smith and Jerome Kern. Copyright 1915, T. B. Harms Company. Copyright renewed. 
A Pal Like You by P. G. Wodehouse and Jerome Kern. Copyright 1917, T. B. Harms Company. Copyright re-

newed. 
Go Little Boat by P. G. Wodehouse and Jerome Kern. Copyright 1917, T. B. Harms Company. Copyright 

renewed. 
Funny Little Something by Edgar Allen Wolf and Jerome Kern. Copyright 1915, T. B. Harass Company. Copy-

right renewed. 
Look For The Silver Lining by B. G. DeSylva and Jerome Kern. Copyright 1920, T. B. Harms Company. Copy-

right renewed. 
Wonderful Dad by Anne Caldwell and Jerome Kern. Copyright 1923, T. B. Harms Company. Copyright re-

newed. 
Can't Help Lovin' Dat Man by Oscar Hammerstein Il and Jerome Kern. Copyright 1927, T. B. Harms Com-

pany. Copyright renewed. 
Make Believe by Oscar Hammerstein II and Jerome Kern. Copyright 1927, T. B. Harms Company. Copyright 

renewed. 
The Night Was Made For Love by Otto Harbach and Jerome Kern. Copyright 1932, T. B. Harms Company. 

Copyright renewed. 
Here Am I by Oscar Hammerstein II and Jerome Kern. Copyright 1929, T. B. Harms Company. Copyright 

renewed. 
Why Was I Born? by Oscar Hammerstein II and Jerome Kern. Copyright 1929, T. B. Harms Company. Copy-

right renewed. 
She Didn't Say "Yes” by Otto Harbach and Jerome Kern. Copyright 1931, T. B. Harms Company. Copyright 

renewed. 
I've Told Ev'ry Little Star by Oscar Hammerstein II and Jerome Kern. Copyright 1932, T. B. Harms Company. 

Copyright renewed. 
The Song Is You by Oscar Hammerstein II and Jerome Kern. Copyright 1932, T. B. Harms Company. Copyright 

renewed. 
I Won't Dance by Oscar Hammerstein II, Otto Harbach, and Jerome Kern. Copyright 1935, T. B. Harms Com-

pany. Copyright renewed. 
Yesterdays by Otto Harbach and Jerome Kern. Copyright 1933, T. B. Harms Company. Copyright renewed. 
Smoke Gets In Your Eyes by Otto Harbach and Jerome Kern. Copyright 1933, T. B. Harms Company. Copyright 

renewed. 
A Fine Romance by Dorothy Fields and Jerome Kern. Copyright 1936, T. B. Harms Company. Copyright 

renewed. 
The Way You Look Tonight by Dorothy Fields and Jerome Kern. Copyright 1936, T. B. Harms Company. Copy-

right renewed. 



You Couldn't Be Cuter by Dorothy Fields and Jerome Kern. Copyright 1938, T. B. Harms Company. Copyright 
renewed. 

All The Things You Are by Oscar Hammerstein II and Jerome Kern. Copyright 1939, T. B. Harms Company. 
Copyright renewed. 

/n The Heart Of The Dark by Oscar Hammerstein II and Jerome Kern. Copyright 1939, T. B. Harms Company. 
Copyright renewed. 

In Other Words, Seventeen by Oscar Hammerstein 11 and Jerome Kern. Copyright 1939, T. B. Harms Company. 
Copyright renewed. 

All In Fun by Oscar Hammerstein II and Jerome Kern. Copyright 1939, T. B. Harms Company. Copyright re-
newed. 

I'm Old Fashioned by Johnny Mercer and Jerome Kern. Copyright 1942, T. B. Harms Company. Copyright 
renewed. 

Dearly Beloved by Johnny Mercer and Jerome Kern. Copyright 1942, T. B. Harms Company. Copyright re-
newed. 

Two Hearts Are Better Than One by Johnny Mercer and Jerome Kern. Copyright 1946, T. B. Harms Company. 
Nobody Else But Me by Oscar Hammerstein II and Jerome Kern. Copyright 1946, T. B. Harms Company. 

— 4 —  
George Gershwin 

(1898-1937) 

When You Want 'Em, You Can't Get 'Em; When You've Got 'Em, You Don't Want 'Em by Murray Roth and 
George Gershwin. Copyright 1916, Harry von Tilzer Music Pub. Co. Copyright renewed. 

Some Wonderful Sort Of Someone by Schuyler Greene and George Gershwin. (3 1918 New World Music Corp. 
Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Swanee by Irving Caesar and George Gershwin. (3 1919 New World Music Corp. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Yankee by Irving Caesar and George Gershwin. o 1920 New World Music Corp. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Fascinating Rhythm by Ira Gershwin and George Gershwin. û 1924 New World Music Corp. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

Looking For A Boy by Ira Gershwin and George Gershwin. (3 1925 New World Music Corp. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

When Do We Dance? by Ira Gershwin and George Gershwin. o 1925 New World Music Corp. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

That Certain Feeling by Ira Gershwin and George Gershwin. (..) 1925 New World Music Corp. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

Sweet And Low-Down by Ira Gershwin and George Gershwin. C) 1925 Jerome H. Remick & Co. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Clap Yo' Hands by Ira Gershwin and George Gershwin. (3 1926 New World Music Corp. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music. 

Do-Do-Do by Ira Gershwin and George Gershwin. (3 1926 New World Music Corp. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Maybe by Ira Gershwin and George Gershwin. (3 1926 New World Music Corp. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

Let's Kiss And Make Up by Ira Gershwin and George Gershwin. (3 1927 New World Music Corp. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

He Loves And She Loves by Ira Gershwin and George Gershwin. (3 1927 New World Music Corp. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

How Long Has This Been Going On? by Ira Gershwin and George Gershwin. (3 1927 New World Music Corp. 
Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Oh Geel—Oh Joy! by P. G. Wodehouse, Ira Gershwin, and George Gershwin. (3 1928 New World Music Corp. 
Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Feeling I'm Falling by Ira Gershwin and George Gershwin. 1928 New World Music Corp. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

What Are We Here For? by Ira Gershwin and George Gershwin. (3 1928 New World Music Corp. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Feeling Sentimental by Gus Kahn, Ira Gershwin, and George Gershwin. (3 1929 New World Music Corp. Copy-
right renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Liza (All The Clouds'll Roll Away) by Gus Kahn, Ira Gershwin, and George Gershwin. (3 1929 New World 
Music Corp. Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Hangin' Around With You by Ira Gershwin and George Gershwin. I) 1929 New World Music Corp. Copyright 
renewed. All rights reserved. Used by peritiission of Warner Bros. Music. 

I've Got A Crush On You by Ira Gershwin and George Gershwin. (3 1930 New World Music Corp. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

Soon by Ira Gershwin and George Gershwin. (3 1929 New World Music Corp. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

Embraceable You by Ira Gershwin and George Gershwin. (3 1930 New World Music Corp. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music. 

Isn't It A Pity? by Ira Gershwin and George Gershwin. (2) 1932 New World Music Corp. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music. 

Blue, Blue, Blue by Ira Gershwin and George Gershwin. (3 1933 New World Music Corp. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music. 

They Can't Take That Away From Me by Ira Gershwin and George Gershwin. Copyright (D 1937 by Gershwin 
Publishing Corporation. Copyright renewed. 

A Foggy Day by Ira Gershwin and George Gershwin. Copyright (D 1937 by Gershwin Publishing Corporation. 
Copyright renewed. 

Nice Work If You Can Get /t by Ira Gershwin and George Gershwin. Copyright (3 1937 by Gershwin Publishing 
Corporation. Copyright renewed. 

Things Are Looking Up by Ira Gershwin and George Gershwin. Copyright © 1937 by Gershwin Publishing 
Corporation. Copyright renewed. 

I Was Doing All Right by Ira Gershwin and George Gershwin. Copyright o 1938 by Gershwin Publishing 
Corporation. Copyright renewed. 



5 — 

Richard Rodgers 
(1902- ) 

You Can't Fool Your Dreams by Lorenz Hart and Richard Rodgers. (3 1920 Jerome H. Remick & Co. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Do You Love Me? (I Wonder) by Lorenz Hart and Richard Rodgers. Copyright MCMXXV by Edward B. Marks 
Music Corporation. Copyright renewed. 

On With The Dance by Lorenz Hart and Richard Rodgers. Copyright MCMXXV by Edward B. Marks Music 
Corporation. Copyright renewed. 

Here in My Arms by Lorenz Hart and Richard Rodgers. 0 1925 Harms, Inc. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

Where's That Little Girl ( With The Little Green Hat) by Lorenz Hart and Richard Rodgers. C) 1936 Harms, 
Inc. Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

The Blue Room by Lorenz Hart and Richard Rodgers. 0 1926 Harms, Inc. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

Mountain Greenery by Lorenz Hart and Richard Rodgers. C  1926 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

What's The Use Of Talking by Lorenz Hart and Richard Rodgers. C  1926 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Where's That Rainbow? by Lorenz Hart and Richard Rodgers. 0 1926 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

This Funny World by Lorenz Hart and Richard Rodgers. (3 1926 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

You're The Mother Type by Lorenz Hart and Richard Rodgers. 0 1926 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Thou Swell by Lorenz Hart and Richard Rodgers. 0 1927 Harms, Inc. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

To Keep My Love Alive by Lorenz Hart and Richard Rodgers. (3 1944 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

You Took Advantage Of Me by Lorenz Hart and Richard Rodgers. 1928 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Dear, Oh Dear( by Lorenz Hart and Richard Rodgers. 0 1928 Harms, Inc. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

Better Be Good To Me by Lorenz Hart and Richard Rodgers. 0 1928 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

With A Song in My Heart by Lorenz Hart and Richard Rodgers. 0 1929 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Yours Sincerely by Lorenz Hart and Richard Rodgers. (3 1929 Harms, Inc. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

A Ship Without A Sail by Lorenz Hart and Richard Rodgers. (3 1929 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

Dancing On The Ceiling by Lorenz Hart and Richard Rodgers. C  1930 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Ile Was Too Good To Me by Lorenz Hart and Richard Rodgers. (3 1930 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

How About It? by Lorenz Hart and Richard Rodgers. (3 1931 Harms, Inc. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

We'll Be The Same by Lorenz Hart and Richard Rodgers. C  1931 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

I've Got Five Dollars by Lorenz Hart and Richard Rodgers. D 1931 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

Isn't It Romantic? by Lorenz Hart and Richard Rodgers. Copyright (3 1932 by Famous Music Corporation. 
Copyright renewed 1959 by Famous Music Corporation. 

You Are Too Beautiful by Lorenz Hart and Richard Rodgers. 1932 Roden Music Corporation. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

It's Easy To Remember by Lorenz Hart and Richard Rodgers. Copyright (3 1934 and 1935 by Famous Music 
Corporation. Copyright renewed 1961 and 1962 by Famous Music Corporation. 

Soon by Lorenz Hart and Richard Rodgers. Copyright C  1934 and 1935 by Famous Music Corporation. Copy-
right renewed 1961 and 1962 by Famous Music Corporation. 

Little Girl Blue by Lorenz Hart and Richard Rodgers. Copyright 1935, T. B. Harms Company. Copyright 
renewed. 

Glad To Be Unhappy by Lorenz Hart and Richard Rodgers. Copyright C  1936 by Chappell & Co., Inc. Copyright 
renewed. 

It's Got To Be Love by Lorenz Hart and Richard Rodgers. Copyright C  1936 by Chappell & Co., Inc. Copyright 
renewed. 

Quiet Night by Lorenz Hart and Richard Rodgers. Copyright C  1936 by Chappell & Co., Inc. Copyright 
renewed. 

The Heart Is Quicker Than The Eye by Lorenz Hart and Richard Rodgers. Copyright C 1936 by Chappell & 
Co., Inc. Copyright renewed. 

There's A Small Hotel by Lorenz Hart and Richard Rodgers. Copyright 0 1936 by Chappell & Co., Inc. Copy-
right renewed. 

The Lady is A Tramp by Lorenz Hart and Richard Rodgers. Copyright 0 1937 by Chappell & Co., Inc. Copy-
right renewed. 

My Funny Valentine by Lorenz Hart and Richard Rodgers. Copyright C  1937 by Chappell & Co., Inc. Copy-
right renewed. 

Have You Met Miss Jones? by Lorenz Hart and Richard Rodgers. Copyright C  1937 by Chappell & Co., Inc. 
Copyright renewed. 

How To Win Friends And Influence People by Lorenz Hart and Richard Rodgers. Copyright C 1938, renewed 
1964 Robbins Music Corporation. Used by permission. 



This Can't Be Love by Lorenz Hart and Richard Rodgers. Copyright C  1938 by Chappell & Co., Inc. Copyright 
renewed. 

You Have Cast Your Shadow On The Sea by Lorenz Hart and Richard Rodgers. Copyright 0 1938 by Chappell 
& Co., Inc. Copyright renewed. 

I Like To Recognize The Tune by Lorenz Hart and Richard Rodgers. Copyright 0 1939 by Chappell & Co., Inc. 
Copyright renewed. 

Eery Sunday Afternoon by Lorenz Hart and Richard Rodgers. Copyright 0 1940 by Chappell & Co., Inc. Copy-
right renewed. 

Out Of My Dreams by Oscar Hammerstein II and Richard Rodgers. Copyright C) 1943 by Williamson Music, Inc. 
Copyright renewed. 

Boys And Girls Like You And Me by Oscar Hammerstein Il and Richard Rodgers. Copyright Ø 1943 by 
Williamson Music, Inc. Copyright renewed. 

It Might As Well Be Spring by Oscar Hammerstein II and Richard Rodgers. Copyright 0 1945 by Williamson 
Music, Inc. 

That's For Me by Oscar Hammerstein II and Richard Rodgers. Copyright 0 1945 by Williamson Music, Inc. 
A Lovely Night by Oscar Hammerstein II and Richard Rodgers. Copyright 0 1957 by Richard Rodgers and 

Oscar Hammerstein II. Williamson Music, Inc., Publisher. 

— 6 — 
Cole Porter 
(1891-1964) 

Let's Do It ( Let's Fall In Love) by Cole Porter. û 1928 Harms, Inc. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

You Do Something To Me by Cole Porter. 0 1929 Harms, Inc. Copyright renewed. All rights reserved. Used 
by permission of Warner Bros. Music. 

I'm A Gigolo by Cole Porter. 0 1929 Harms, Inc. Copyright renewed. All rights reserved. Used by permis-
sion of Warner Bros. Music. 

What Is This Thing Called Love by Cole Porter. 0 1929 Harms, Inc. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

Night And Day by Cole Porter. 0 1932 Harms, Inc. Copyright renewed. All rights reserved. Used by permis-
sion of Warner Bros. Music. 

I've Got You On My Mind by Cole Porter. 0 1932 Harms, Inc. Copyright renewed. All rights reserved. Used 
by permission of Warner Bros. Music. 

/Fs Bad For Me by Cole Porter. () 1933 Harms, Inc. Copyright renewed. All rights reserved. Used by per-
mission of Warner Bros. Music. 

All Through The Night by Cole Porter. Û 1934 Harms, Inc. Copyright renewed. All rights reserved. Used by 
permission of Warner Bros Music. 

Anything Goes by Cole Porter. 0 1934 Harms, Inc. Copyright renewed. All rights reserved. Used by per-
mission of Warner Bros. Music. 

I Get A Kick Out Of You by Cole Porter. 0 1934 Harms, Inc. Copyright renewed. All rights reserved. Used 
by permission of Warner Bros. Music. 

You're The Top by Cole Porter. 0 1934 Harms, Inc. Copyright renewed. All rights reserved. Used by per-
mission of Warner Bros. Music. 

Just One Of Those Things by Cole Porter. 0 1935 Harms, Inc. Copyright renewed. All rights reserved. Used 
by permission of Warner Bros. Music. 

Why Shouldn't I by Cole Porter. 0 1935 Harms, Inc. Copyright renewed. All rights reserved. Used by per-
mission of Warner Bros. Music. 

Ev'ry Day A Holiday by Cole Porter. Copyright 0 1940 by Chappell & Co., Inc. Copyright renewed. 
I've Got You Under My Skin by Cole Porter. Copyright 0 1936 by Chappell & Co., Inc. Copyright renewed. 
Get Out Of Town by Cole Porter. Copyright C  1938 by Chappell á Co., Inc. Copyright renewed. 
1 Concentrate On You by Cole Porter. Copyright C  1939 by Chappell & Co., Inc. Copyright renewed. 
EVrything I Love by Cole Porter. Copyright 0 1941 by Chappell & Co., Inc. 
Eu'ry Time We Say Goodbye by Cole Porter. Copyright 0 1944 by Chappell & Co., Inc. Copyright renewed. 
Another Op'nin', Another Show by Cole Porter. Copyright 1949 by Cole Porter. T. B. Harms Company, sole 

selling agent. 

7 
Harold Arlen 

(1905- ) 

OHO Lore by Ted Koehler and Harold Arlen, 0 1930 Remick Music Corp. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

Linda by Ted Koehler and Harold Arlen, 0 1930 Remick Music Corp. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

Sweet And Hot by Jack Yellen and Harold Arlen, C  1930 Advanced Music Corp. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Between The Devil And The Deep Blue Sea. Words by Ted Koehler. Music by Harold Arlen, Copyright 1931 
by Mills Music, Inc. Copyright 0 renewed 1959 by Mills Music, Inc. Used by permission. 

1 Gotta Right To Sing The Bluer by Ted Koehler and Harold Arlen, 0 1932 Harms, Inc. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music. 

I've Got The World On A String. Words by Ted Koehler. Music by Harold Arlen. Copyright 1932 by Mills 
Music, Inc. Copyright 0 renewed 1960 by Mills Music, Inc. Used by permission. 

Ill Wind ( You're Blowin' Me No Good) by Ted Koehler and Harold Arlen. 0 Copyright 1934 by Mills 
Music, Inc. Renewed and assigned to Arko Music Corp. Used by permission. 

Fun To Be Fooled by Ira Gershwin, E. Y. Marburg. and Harold Arlen, C  1934 New World Music Corp. 
Copyright renewed. All rights reserved. Used by pennission of Warner Bros. Music. 

/n Your Own Quiet Way by E. Y. Marburg and Harold Arlen. 0 1936 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 



When The Sun Comes Out by Ted Koehler and Harold Arlen. C  Copyright 1941 by Bregman, Vocco and 
Conn. Renewed and assigned to Arko Music Corp. Used by permission. 

Says Who? Says You, Says It by Johnny Mercer and Harold Arlen. 0 1941 Remick Music Corp. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Hang On To Your Lids, Kids ( Here We Go Again) by Johnny Mercer and Harold Arlen. 0 1941 Remick 
Music Corp. Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Blues In The Night by Johnny Mercer and Harold Arlen. C  1941 Remick Music Corp. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

That Old Black Magic by Johnny Mercer and Harold Arlen. Copyright 0 1942 by Famous Music Corpora-
tion. Copyright renewed 1969 by Famous Music Corporation. 

.Happiness Is A Thing Called Joe by E. Y. Harburg and Harold Arlen. Copyright 0 1942 Metro Goldwyn 
Mayer Inc. Renewed 1970 Leo Feist Inc. Used by permission. 

My Shining Hour by Johnny Mercer and Harold Arlen. From the motion picture "The Sky's The Limit." C 
Copyright 1943 by Harwin Music Corp. Renewed and assigned to Harwin Music Corp. Used by 
permission. 

Euelina by E. Y. Harburg and Harold Arlen. Copyright e 1944 by The Players Music Corporation. Copyright 
renewed. Chappell & Co., Inc., sole selling agent. 

Right As The Rain by E. Y. Harburg and Harold Arlen. Copyright 0 1944 by The Players Music Corporation. 
Copyright renewed. Chappell & Co., Inc., Publisher. 

Ac-Cent-Tchu-Ate The Positive by Johnny Mercer and Harold Arlen. From the motion picture "Here Come 
The Waves." 0 Copyright 1944 by Harwin Music Corp. Used by permission. 

Out Of This World by Johnny Mercer and Harold Arlen. From the motion picture "Out of This World." (2) 
Copyright 1945 by Edwin H. Morris & Company, Inc. Used by permission. 

What's Good About Goodbye? by Leo Robin and Harold Arlen. From the motion picture "Casbah." 0 1948 
by Harwin Music Corp. Used by permission. 

My Love An' My Mule by Dorothy Fields and Harold Arlen. From the motion picture "Mr. Imperium." C 
Copyright 1951 by Harwin Music Corp. Used by permission. 

I Never Has Seen Snow by Truman Capote and Harold Arlen. From the Broadway musical "House of 
Flowers." C Copyright 1954 by Harold Arlen and Truman Capote. All rights throughout the world 
controlled by Harwin Music Corp. Used by permission. 

Two Ladies In De Shade Of De Banana Tree by Truman Capote and Harold Arlen. From the Broadway 
musical "House of Flowers." C Copyright 1954 by Truman Capote and Harold Arlen. All rights through-
out the world controlled by Harwin Music Corp. Used by permission. 

_ 8 — 
Vincent Youmans ( 1898-1946) 
Arthur Schwartz ( igoo- ) 

My Boy And I by Oscar Hammerstein II, William Cary Duncan, and Vincent Youmans. C 1924 Harms, Inc. 
Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

No, No, Nanette! by Otto Harbach and Vincent Youmans. C  1924 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

Tea For Two by Irving Caesar and Vincent Youmans. e 1924 Harms, Inc. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

The Boy Next Door by Schuyler Greene, Otto Harbach, and Vincent Youmans. C  1924 Harms, Inc. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

I Know That You Know by Anne Caldwell and Vincent Youmans. C  1926 Harms, Inc. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music. 

Hallelujah! by Leo Robin, Clifford Grey, and Vincent Youmans. 0 1927 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

An Armful Of You by Leo Robin, Clifford Grey, and Vincent Youmans. C  1927 Harms, Inc. Copyright re-
newed. All rights reserved. Used by permission of Warner Bros. Music. 

Keepin' Myself For You by Sidney Clare and Vincent Youmans. C  Copyright 1929, Vincent Youmans, Inc. 
Copyright renewed 1957. Used by permission of The Vincent Youmans Company. 

The One Girl by Oscar Hammerstein II and Vincent Youmans. 0 Copyright 1928, Vincent Youmans, Pub-
lisher. Copyright renewed 1955. Used by permission of The Vincent Youmans Company. 

I Want A Man by Oscar Hammerstein II and Vincent Youmans. Copyright 0 1928, renewed 1955 Miller 
Music Corporation and Vincent Youmans Co. Inc. Used by permission. 

More Than You Know by William Rose, Edward Eliscu, Vincent Youmans. Copyright 0 1929, renewed 1957 
Miller Music Corporation and Vincent Youmans Co. Inc. Used by permission. 

Time On My Hands ( You In My Arms) by Harold Adamson, Mack Gordon, Vincent Youmans. Copyright 
1930, renewed 1958 Miller Music Corporation and Vincent Youmans Co. Inc. Used by permission. 

Flying Down To Rio by Gus Kahn, Edward Eliscu, and Vincent Youmans. Copyright 1933, T. B. Harms 
Company. Copyright renewed. 

New Sun In The Sky by Howard Dietz and Arthur Schwartz. C  1931 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

High And Low by Howard Dietz and Arthur Schwartz. 0 1931 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

Confession by Howard Dietz and Arthur Schwartz. 0 1931 Harms, Inc. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

Alone Together by Howard Dietz and Arthur Schwartz. 0 1932 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

A Shine On Your Shoes by Howard Dietz and Arthur Schwartz. 0 1932 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

If There Is Someone Lovelier Than You by Howard Dietz and Arthur Schwartz. 0 1932 Harms, Inc. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Love Is A Dancing Thing by Howard Dietz and Arthur Schwartz. Copyright C  1935 by Chappell & Co., Inc. 
Copyright renewed. 

My Bridal Gown by Albert Stillman, Laurence Stallings, Arthur Schwartz. Copyright 0 1937, renewed 1964 
Robbins Music Corporation. Used by permission. 

I See Your Face Before Me by Howard Dietz and Arthur Schwartz. Copyright C  1937 by DeSylva, Brown & 
Henderson, Inc. Copyright renewed, assigned to Chappell á Co., Inc. 



By Myself by Howard Dietz and Arthur Schwartz. Copyright e 1937 by Chappell & Co., Inc. Copyright 
renewed. 

A Gal In Calico by Leo Robin and Arthur Schwartz. C  1946 Remick Music Corp. All rights reserved. Used by 
permission of Warner Bros. Music. 

Haunted Heart by Howard Dietz and Arthur Schwartz. Copyright 0 1948 by Chappell & Co., Inc. Williamson 
Music, Inc., sole selling agent. 

For The First Time by Howard Dietz and Arthur Schwartz. (3 1961 Harms, Inc. All rights reserved. Used by 
permission of Warner Bros. Music. 

Something You Never Had Before by Howard Dietz and Arthur Schwartz. 0 1961 Howard Dietz and Arthur 
Schwartz. All rights reserved. Used by permission of Warner Bros. Music. 

Why Go Anywhere At All? by Howard Dietz and Arthur Schwartz. 0 1961 Howard Dietz and Arthur Schwartz. 
All rights reserved. Used by permission of Warner Bros. Music. 

Where You Are by Howard Dietz and Arthur Schwartz. C  1963 by Howard Dietz and Arthur Schwartz. All 
rights reserved. Used by permission of Warner Bros. Music. 
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Burton Lane, Hugh Martin, Vernon Duke 
(1912- ) ( 1914- ) ( 1903-1969) 

Everything I Have Is Yours by Harold Adamson and Burton Lane. Copyright (!) 1933, renewed 1961 Metro 
Goldwyn Mayer Inc. Rights throughout the world controlled by Robbins Music Corporation. Used by 
permission. 

The Lady's In Love With You by Frank Loesser and Burton Lane. Copyright e 1939 by Paramount Music 
Corporation. Copyright renewed 1966 by Paramount Music Corporation. 

How About You? by Ralph Freed and Burton Lane. Copyright 0 1941 Metro Goldwyn Mayer Inc. Renewed 
1968 Leo Feist Inc. Used by permission. 

I Hear Music by Frank Loesser and Burton Lane. Copyright e 1940 by Famous Music Corporation. Copyright 
renewed 1967 by Famous Music Corporation. 

Poor You by E. Y. Marburg and Burton Lane. Copyright 0 1942, renewed 1969 Metro Goldwyn Mayer Inc. 
Rights throughout the world controlled by Leo Feist Inc. Used by permission. 

Feudin' And Fightin' by Al Dubin and Burton Lane. Copyright e 1947 by Chappell & Co., Inc. 
Old Devil Moon by E. Y. Marburg and Burton Lane. Copyright e 1946 by The Players Music Corporation. 

Chappell & Co., Inc., sole selling agent. 
Something Sort Of Grandish by E. Y. Marburg and Burton Lane. Copyright e 1947 by The Players Music 

Corporation. Chappell & Co., Inc., Publisher. 
Too Late Now by Alan Jay Lerner and Burton Lane. Copyright 0 1950 Metro Goldwyn Mayer Inc. Rights 

throughout the world controlled by Leo Feist Inc. Used by permission. 
On A Clear Day ( You Can See Forever) by Alan Jay Lerner and Burton Lane. Copyright e 1965 by Alan Jay 

Lerner and Burton Lane. Chappell & Co., Inc., Publisher. 
Ev'ry Time by Hugh Martin and Ralph Blanc. Copyright 0 1941 by Chappell & Co., Inc. Copyright renewed. 
What Do You Think I Am? by Hugh Martin and Ralph Blanc. Copyright e 1941 by Chappell & Co., Inc. Copy-

right renewed. 
That's How I Love The Blues by Hugh Martin and Ralph Blanc. Copyright 0 1941 by Chappell & Co., Inc. 

Copyright renewed. 
The Boy Next Door by Hugh Martin and Ralph Blanc. Copyright 0 1944, renewed 1971 Leo Feist Inc. Used 

by permission. 
Tiny Room by Hugh Martin. Copyright 0 1947 by Hugh Martin. Chappell á Co., Inc., Publisher. 
If You'll Be Mine by Hugh Martin. Copyright 0 1947 by Hugh Martin. Chappell 8r Co., Inc., Publisher. 
What I Was Warned About by Hugh Martin. From the Broadway musical "Make A Wish." C  Copyright 1951 

by Hugh Martin. All rights throughout the world controlled by Edwin H. Morris & Company, Inc. Used by 
permission. 

You Are For Loving by Hugh Martin and Ralph Blanc. Copyright 0 1960 Leo Feist Inc. Used by permission. 
April /n Paris by E. Y. Marburg and Vernon Duke. 0 1932 Harms, Inc. Copyright renewed. All rights reserved. 

Used by permission of Warner Bros. Music. 
I Like The Likes Of You by E. Y. Harburg and Vernon Duke. 0 1933 Harms, Inc. Copyright renewed. All 

rights reserved. Used by permission of Warner Bros. Music. 
What Is There To Say by E. Y. Marburg and Vernon Duke. Copyright 1933, T. B. Harms Company. Copyright 

renewed. 
Autumn /n New York by Vernon Duke. 0 1934 Harms, Inc. Copyright renewed. All rights reserved. Used by 

permission of Warner Bros. Music. 
I Can't Get Started by Ira Gershwin and Vernon Duke. Copyright 0 1935 by Chappell & Co., Inc. Copyright 

renewed. 
Words Without Music by Ira Gershwin and Vernon Duke. Copyright 0 1935 by Chappell & Co., Inc. Copyright 

renewed. 
That Moment Of Moments by Ira Gershwin and Vernon Duke. Copyright 0 1935 by Chappell & Co., Inc. 

Copyright renewed. 
Now by Ted Fetter and Vernon Duke. Copyright e 1936 by Chappell & Co., Inc. Copyright renewed. 
Love Turned The Light Out by John Latouche and Vernon Duke. Copyright e 1940, renewed 1967 Robbins 

Music Corporation. Used by permission. 
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The Great Craftsmen 

Washboard Blues by Hoagy Carmichael, Fred B. Callahan, and Irving Mills. Copyright 1926 by Mills Music, 
Inc. Copyright e renewed 1954 by Mills Music, Inc. Used by permission. 

Star Dust. Words by Mitchell Parish. Music by Hoagy Carmichael. Copyright 1929 by Mills Music, Inc. Copyright 
C renewed 1957 by Mills Music, Inc. Used by permission. 

Georgia On My Mind by Stuart Gorrell and Hoagy Carmichael. Copyright 1930 Peer International Corp. Copy-
right renewed 1957 Peer International Corp. Used by permission. 

One Morning In May. Words by Mitchell Parish. Music by Hoagy Carmichael. Copyright 1933 by Mills Music, 
Inc. Copyright e renewed 1981 by Mills Music, Inc. Used by permission. 



Lazybones by Johnny Mercer and Hoagy Carmichael. Copyright 1933 Southern Music Publishing Co., Inc. 
Copyright renewed 1960 Southern Music Publishing Co., Inc. Used by permission. 

Small Fry by Frank Loesser and Hoagy Carmichael. Copyright ci 1938 by Famous Music Corporation. Copyright 
renewed 1965 by Famous Music Corporation. 

Blue Orchids by Hoagy Carmichael. Copyright e 1939 by Famous Music Corporation. Copyright renewed 1966 
and assigned to Famous Music Corporation. 

I Get Along Without You Very Well ( Except Sometimes) by Jane Brown Thompson and Hoagy Carmichael. 
Copyright 1938 and 1939 by Famous Music Corporation. Copyright renewed 1965 and 1966 and as-

signed to Famous Music Corporation. 
Baltimore Oriole by Paul Francis Webster and Hoagy Carmichael. e 1942 M. Witmark & Sons. Copyright re-

newed. All rights reserved. Used by permission of Warner Bros. Music. 
How Little We Know by Johnny Mercer and Hoagy Carmichael. e 1944 M. Witmark & Sons. Copyright re-

newed. All rights reserved. Used by permission of Warner Bros. Music. 
Ivy by Hoagy Carmichael. From the motion picture "Ivy." C) Copyright 1947 by Morley Music Co. Used by 

permission. 
Carolina In The Morning by Gus Kahn and Walter Donaldson. (2) 1922 Jerome H. Remick & Co. Copyright 

renewed. All rights reserved. Used by permission of Warner Bros. Music. 
Changes by Walter Donaldson. Copyright C) 1928, renewed 1955 Leo Feist Inc. Used by permission. 
At Sundown by Walter Donaldson. Copyright e 1927, renewed 1955 Leo Feist Inc. Used by permission. 
Love Me Or Leave Me by Gus Kahn and Walter Donaldson. Copyright 1928, Donaldson, Douglas & Comble, 

Inc., N.Y., N.Y. Copyright renewed and assigned to Gus Kahn Music Co., 6223 Selma Avenue, Hollywood, 
California 90028. 

Clouds by Gus Kahn and Walter Donaldson. Copyright e 1935, renewed 1962 Metro Goldwyn Mayer Inc. 
Rights throughout the world controlled by Robbins Music Corporation. Used by permission. 

It's Been So Long by Harold Adamson and Walter Donaldson. Copyright e 1935, Metro Goldwyn Mayer Inc. 
Renewed 1962 Leo Feist Inc. Used by permission. 

Did I Remember? by Harold Adamson and Walter Donaldson. Copyright 1936, renewed 1963 Metro Goldwyn 
Mayer Inc. Rights throughout the world controlled by Leo Feist Inc. Used by permission. 

Mister Meadowlark by Johnny Mercer and Walter Donaldson. Copyright 1940 Edwin H. Morris & Co., Inc. 
Copyright e renewed 1968 by John H. Mercer and the Estate of Walter Donaldson. Used by permission. 

Would You Like To Take A Walk? (Sump'n Good'll Come From That) by Mort Dixon, Billy Rose, and Harry 
Warren. e 1930 Remick Music Corp. Copyright renewed. All rights reserved. Used by permission of Warner 
Bros. Music. 

I Found A Million Dollar Baby ( In A Five And Ten Cent Store) by Billy Rose, Mort Dixon, and Harry Warren. 
e 1931 Remick Music Corp. Copyright renewed. All rights reserved. Used by permission of Warner Bros. 
Music. 

You're Getting To Be A Habit With Me by Al Dubin and Harry Warren. (2) 1932 M. Witmark & Sons. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Summer Night by Al Dubin and Harry Warren. e 1936 M. Witmark & Sons. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

At Last by Mack Cordon and Harry Warren. Copyright e 1942, renewed 1969 Twentieth Century Music Corp. 
Rights throughout the world controlled by Leo Feist Inc. Used by permission. 

There Will Never Be Another You by Jack Gordon and Harry Warren. From the motion picture "Iceland." e 
Copyright 1942 by Twentieth Century Music Corp. Renewed and assigned to Morley Music Co. All rights 
throughout the world controlled by Morley Music Co. Used by permission. 

The More I See You by Mack Gordon and Harry Warren. From the 20th Century-Fox Technicolor Musical Billy 
Rose's "Diamond Horseshoe." Copyright (2) 1945 by Twentieth Century Music Corporation, New York, 
N.Y. Rights throughout the world controlled by Bregman, Vocco and Conn., Inc., 1619 Broadway, New 
York, N.Y. 10019. International copyright secured. Made in U.S.A. All rights reserved. 

On The Alamo by Gus Kahn, Joe Lyons, and Isham Jones. Copyright 1922 Tell Taylor, Inc. Renewal copyright 
assigned to Gus Kahn Music Co. and Bantam Music. 

Swingin' Down The Lane by Gus Kahn and Isham Jones. Copyright e 1923, renewed 1951 Leo Feist Inc. Used 
by permission. 

I'll See You In My Dreams by Gus Kahn and Isham Jones. Copyright 1924, renewed 1952 Leo Feist Inc. Used 
by permission. 

It Had To Be You by Gus Kahn and Isham Jones. e 1924 Jerome H. Remick & Co. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

On The Sunny Side Of The Street. Lyric by Dorothy Fields. Music by Jimmy McHugh. Copyright MCMXXX by 
Shapiro, Bernstein & Co. Inc. Copyright renewed MCMLVII. Used by permission. 

Blue Again by Dorothy Fields and Jimmy McHugh. Copyright e 1930, renewed 1958 Metro Goldwyn Mayer 
Inc. Rights throughout the world controlled by Robbins Music Corporation. Used by permission. 

Don't Blame Me by Dorothy Fields and Jimmy McHugh. Copyright e 1932, 1933 Metro Goldwyn Mayer Inc. 
Renewed 1960 Robbins Music Corporation. Used by permission. 

You're A Sweetheart by Harold Adamson and Jimmy McHugh. Copyright e 1937 Universal Music Corporation. 
Renewed 1964 Universal Music Corporation. Rights throughout the world controlled by Robbins Music 
Corporation. Used by permission. 

Say It ( Over And Over Again) by Frank Loesser and Jimmy McHugh. Copyright e 1940 by Famous Music 
Corporation. Copyright renewed 1967 by Famous Music Corporation. 

It's A Most Unusual Day by Harold Adamson and Jimmy McHugh. Copyright e 1948 Metro Goldwyn Mayer 
Inc. Rights throughout the world controlled by Robbins Music Corporation. Used by permission. 

In A Sentimental Mood. Words and music by Duke Ellington, Irving Mills, and Manny Kurtz. Copyright 1935 
by American Academy of Music, Inc. Copyright e 1963 by American Academy of Music, Inc. Used by 
permission. 

Prelude To A Kiss. Words by Irving Gordon and Irving Mills. Music by Duke Ellington. Copyright 1938 by 
American Academy of Music, Inc. Copyright e renewed 1966 by American Academy of Music, Inc. Used 
by permission. 

I Got It Bad ( And That Ain't Good) by Paul Francis Webster and Duke Ellington. Copyright e 1941 Robbins 
Music Corporation. Renewed 1969 Robbins Music Corporation and Webster Music Corp. Used by 
permission. 

The Moon Was Yellow by Edgar Leslie and Fred E. Ahlert. Copyright 1934 by Bregman, Vocco & Conn, Inc. 
Copyright renewed 1962 by Fred Ahlert Music Corp. and Edgar Leslie. 

I'm Gonna Sit Right Down And Write Myself A Letter by Joe Young and Fred E. Ahlert. Copyright 1935. 
Copyright renewed 1982 by Fred Ahlert Music Corp. and Rytvoc, Inc. 



The Japanese Sandman by Raymond B. Egan and Richard A. Whiting. 0 1920 Jerome H. Remick & Co. 
Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Sleepy Time Gal by Joseph R. Alden, Raymond B. Egan, Ange Lorenzo, Richard A. Whiting. Copyright q..) 
1925, renewed 1953 Leo Feist Inc. Used by permission. 

My Future Just Passed by George Marion, Jr. and Richard A. Whiting. Copyright 0 1930 by Famous Music 
Corporation. Copyright renewed 1957 by Famous Music Corporation. 

My Ideal by Leo Robin, Richard A. Whiting, and Newell Chase. Copyright ,0 1930 by Famous Music Corpora-
tion. Copyright renewed 1957 by Famous Music Corporation. 

Too Marvelous For Words by Johnny Mercer and Richard A. Whiting. 0 1937 Harms, Inc. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music. 

Love Locked Out by Max Kester and Ray Noble. 0 1933 Victoria Music Publishing Co., Ltd. All rights re-
served. Used by permission of Warner Bros. Music. 

Change Your Mind by Ray Noble. Copyright 0 1935 by Paramount Music Corporation. Copyright renewed 
1962 and assigned to Paramount Music Corporation. 

Body And Soul by Edward Heyman, Robert Sour, Frank Eyton, and John Green. 0 1930 Harms, Inc. and 
Chappell & Co. Ltd. Copyright renewed and assigned to Harms, Inc. All rights reserved. Used by permission 
of Warner Bros. Music. 

Out Of Nowhere by Edward Heyman and John Green. Copyright 0 1931 by Famous Music Corporation. Copy-
right renewed 1958 by Famous Music Corporation. 

Hello, My Lover, Good-bye by Edward Heyman and John Green. Copyright () 1931 by Famous Music Corpora-
tion. Copyright renewed 1958 ly Famous Music Corporation. 

I Cover The Waterfront by Edward Heyman and John Green. 0 1933 Harms, Inc. Copyright renewed. All 
rights reserved. Used by permission of Warner Bros. Music. 

Easy Come, Easy Co by Edward Heyman and John Green. 0 1934 Harms, Inc. Copyright renewed. All rights 
reserved. Used by permission of Warner Bros. Music. 

You And Your Lore by Johnny Mercer and John Green. Copyright 1939 Robbins Music Corporation. Copyright 
0 renewed 1967 Mercer Music and Bedford Music, Inc. Used by permission. 

Day In—Day Out by Johnny Mercer and Rube Bloom. Copyright 0 1939 by Bregman, Vocco and Conn, Inc., 
New York, N.Y. Copyright renewed by Bregman, Voceo and Conn, Inc. International copyright secured. 
Made in U.S.A. All rights reserved. 

Don't Worry 'Bout Me. Words by Ted Koehler. Music by Rube Bloom. Copyright 1939 by Mills Music, Inc. 
Copyright 0 renewed 1967 by Mills Music, Inc. Used by permission. 

Fools Rush /n by Johnny Mercer and Rube Bloom. Copyright 0 1940 by Bregman, Voceo and Conn., Inc., New 
York, N.Y. Copyright renewed by Bregman, Voceo and Conn, Inc. International copyright secured. Made in 
U.S.A. All rights reserved. 

Here's To My Lady by Johnny Mercer and Rube Bloom. O Copyright 1951 by Edwin H. Morris & Company, Inc. 
Used by permission. 

Give Me The Simple Life by Harry Ruby and Rube Bloom. From the 20th Century-Fox Technicolor picture 
"Wake Up and Dream." Copyright 0 1945 by Twentieth Century Music Corporation, New York, N.Y. 
Rights throughout the world controlled by Triangle Music Corporation, 1619 Broadway, New York, N.Y. 
10019. International copyright secured. Made in U.S.A. All rights reserved. 

All This And Heaven Too by Eddie De Lange and James Van Heusen. 0 1939 Remick Music Corp. Copyright 
renewed. All rights reserved. Used by permission of Warner Bros. Music. 

Like Someone in Love by Johnny Burke and James Van Heusen. 0 1944 Burke & Van Heusen Inc. and Dorsey 
Bros. Music Corp. 

It Could Happen To You by Johnny Burke and James Van Heusen. Copyright 0 1944 by Famous Music Corpora-
tion. Copyright renewed 1971 by Famous Music Corporation. 

Here's That Rainy Day by Johnny Burke and James Van Heusen, 0 1953 Burke & Van Heusen Inc. and Dorsey 
Bros. Music Corp. 

Indiscreet by Sammy Calm and James Van Heusen. From the motion picture "Indiscreet." 0 Copyright 1958 by 
Edwin H. Morris & Company, Inc. Used by permission. 

The Second Time Around by Sammy Cahn and James Van Heusen. Copyright 0 1960 Twentieth Century Music 
Corp. Rights throughout the world controlled by Miller Music Corporation. Used by permission. 

Call Me Irresponsible by Sammy Cahn and James Van Heusen. Copyright 0 1962 and 1963 by Paramount 
Music Corporation. 
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Outstanding Individual Songs: 

1920 to 1950 

A Young Man's Fancy by John Murray Anderson, Jack Yellen, Milton Ager. Copyright 0 1920, renewed 1947 
Leo Feist Inc. Used by permission. 

Mah Lindy Lou by Lily Strickland. Copyright 1920, 1948 by G. Schirmer, Inc. Used by permission. 
Just Wild About Harry by Noble Sissle and Eubie Blake, 0 1921 M. Witmark & Sons. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music, 

I'm Nobody's Baby by Benny Davis, Milton Ager, Lester Santly. Copyright 0 1921, renewed 1949 Leo Feist Inc. 
Used by permission. 

April Showers by B. G. DeSylva and Louis Silvers. C  1921 Harms, Inc. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

'Way Down Yonder in New Orleans by Henry Creamer and J. Turner Layton. Copyright MCMXXII by Shapiro, 
Bernstein & Co. Inc., 666 Fifth Ave., N.Y., N.Y. 10019. Renewed MCML and assigned. Used by 
permission. 

My Honey's Lovin' Arms. Words by Herman Ruby. Music by Joseph Meyer. Copyright 1922 by Mills Music, Inc. 
Copyright renewed by Mills Music, Inc. Used by permission. 

Stumbling by Zez Confrey. Copyright 0 1922, renewed 1950 Leo Feist Inc. Used by permission. 
Cried For You by Arthur Freed, Gus Amheim, Abe Lyman. Copyright 0 1923, renewed 1951 Miller Music 

Corporation. Used by permission. 
Peaceful Valley by Willard Robison. 0 Copyright MCMXXV, MCMLIV, MCMLV by Leeds Music Corporation. 

Copyright renewed MCMLII and assigned to Leeds Music Corporation. Used by permission. All rights 
reserved. 

Sweet Georgia Brown by Ben Bernie, Maceo Pinkard, and Kenneth Casey. 0 1925 Jerome H. Remick & Co. 
Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 



If I Could Be With You One Hour To-night by Henry Creamer and Jimmy Johnson. (3 1926 Jerome H. Remick & 
Co. Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

I'm Coming Virginia by Will Marion Cook and Donald Heywood. Copyright e) 1927, renewed 1955 Robbins 
Music Corporation. Used by permission. 

Sweet Lorraine. Words by Mitchell Parish. Music by Cliff Burwell. Copyright 1928 by Mills Music, Inc. Copy-
right (3 renewed 1956 by Mills Music, Inc. Used by permission. 

Crazy Rhythm by Irving Caesar, Joseph Meyer, and Roger Wolfe Kahn. (3 1928 Harms, Inc. Copyright renewed. 
All rights reserved. Used by permission of Warner Bros. Music. 

My Kinda Love by Jo Trent and Louis Alter. Copyright 0 1929, renewed 1957 Robbins Music Corporation. 
Used by permission. 

S'posin' by Andy Razaf and Paul Denniker. 0 Copyright 1929 by Morley Music Co. Renewed and assigned to 
Morley Music Co. Used by permission. 

Am I Blue? by Grant Clarke and Harry Akst. (3 1929 M. Witmark & Sons. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

Can't We Be Friends? by Paul James and Kay Swift. 0 1929 Harms, Inc. Copyright renewed. All rights re-
served. Used by permission of Warner Bros. Music. 

Fine And Dandy by Paul James and Kay Swift. 0 1930 Harms, Inc. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

/t Must Be True ( You Are Mine, All Mine) by Gus Arnheim, Gordon Clifford, and Harry Barris. Copyright 1930 
Mills Music, Inc. Copyright 0 renewed 1958 by Mills Music, Inc. Used by permission. 

Sweet And Lovely by Gus Arnheim, Harry Tobias, Jules Lemare. Copyright 0 1931 Metro Goldwyn Mayer Inc. 
Renewed 1959 Robbins Music Corporation. Used by permission. 

Just Friends by Sam M. Lewis and John Klenner. Copyright (3 1931 Metro Goldwyn Mayer Inc. Renewed 1959 
Robbins Music Corporation. Used by permission. 

Penthouse Serenade ( When We're Alone) by Will Jason and Val Burton. Copyright (3 1931 by Famous Music 
Corporation. Copyright renewed 1958 and assigned to Famous Music Corporation. 

You're Blasé by Bruce Sievier and Ord Hamilton. Copyright 0 1931 by Chappell & Co., Ltd. Copyright re-
newed, Chappell & Co., Inc., Publisher. 

You Forgot Your Gloves by Edward Eliscu and Ned Lebec. 0 1931 Metro Goldwyn Mayer Inc. Copyright 
renewed 1958 by Edward Eliscu and Ned Lehac. Used by permission. 

When Your Lover Has Gone by E. A. Swan. (3 1931 Remick Music Corp. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

It Was So Beautiful ( And You Were Mine) by Arthur Freed and Harry Barris. Copyright 0 1932 by Chappell 
& Co., Inc. Copyright renewed. 

Moon Song ( That Wasn't Meant For Me) by Sam Coslow and Arthur Johnston. Copyright () 1932 by Famous 
Music Corporation. Copyright renewed 1959 by Famous Music Corporation. 

(I Don't Stand) A Ghost Of Chance (With You). Words by Bing Crosby and Ned Washington. Music by 
Victor Young. Copyright 1932 by American Academy of Music, Inc. Copyright 0 renewed 1960 by 
American Academy of Music, Inc. and Victor Young Publications. Used by permission. 

If I Love Again by J. P. Murray and Ben Oakland. (3 1923 Harms, Inc. Copyright renewed. All rights reserved. 
Used by permission of Warner Bros. Music. 

/'m Gettin' Sentimental Over You. Words by Ned Washington. Music by George Bassman. Copyright 1932 by 
Mills Music, Inc. Copyright 0 1960 by Mills Music, Inc. Used by permission. 

It's The Talk Of The Town by Marty Symes, Al. J. Neiburg, and Jerry Livingston. Copyright 1933 Santly 
Brothers, Inc. Copyright renewed 1961 by Hallmark Music Co., Inc. and World Music, Inc. Used by 
permission. 

If I Forget You by Irving Caesar. With permission of Irving Caesar. Copyright 1933 by Irving Caesar, 1619 
Broadway, New York. International copyright secured. All rights reserved. 

Blame It On My Youth by Edward Heyman and Oscar Levant. Copyright 1934, T. B. Harms Company. Copy-
right renewed. 

My Old Flame by Arthur Johnston and Sam Coslow. Copyright (3 1934 by Famous Music Corporation. Copyright 
renewed 1961 by Famous Music Corporation. 

Stars Fell On Alabama. Words by Mitchell Parish. Music by Frank Perkins. Copyright 1934 by Mills Music, Inc. 
Copyright (3 renewed 1962 by Mills Music, Inc. Used by permission. 

What A Dieence A Day Made by Stanley Adams and Maria Greyer. Copyright MCMXXXIV by Edward B. 
Marks Music Corporation. Copyright renewed by Edward B. Marks Music Corporation and Stanley Adams. 

You're A Heavenly Thing by Joe Young and Little Jack Little. Copyright 1935 Shapiro, Bernstein & Co., Inc. 
Copyright renewed 1963 by World Music, Inc. and Warock Music, Inc. Used by permission. 

Good-Bye by Gordon Jenkins. 0 Copyright MCMXXXV by La Salle Music Publishers, Inc. 0 Copyright re-
newed MCMLXII and assigned to MCA Music, a division of MCA Inc. Used by permission. All rights 
reserved. 

Restless by Sam Coslow and Tom Satterfield. Copyright 0 1935 by Famous Music Corporation. Copyright re-
newed 1962 and assigned to Famous Music Corporation. 

There's A Lull In My Life by Mack Gordon and Harry Revel. Copyright 0 1937 Twentieth Century Music 
Corp. Renewed 1984 Robbins Music Corporation. Used by permission. 

Bob White (Whatcha Gonna Swing Tonight?) by Johnny Mercer and Bernie Hanighen. 0 1937 Remick Music 
Corp. Copyright renewed. All rights reserved. Used by permission of Warner Bros. Music. 

That Old Feeling by Lew Brown and Sammy Fain. Copyright (3 1937, 1965 Leo Feist Inc. Used by permission. 
You Leave Me Breathless by Ralph Freed and Frederick Hollander. Copyright 0 1938 by Famous Music Corpora-

tion. Copyright renewed 1965 by Famous Music Corporation. 
Don't Be That Way by Mitchell Parish, Benny Goodman, Edgar Sampson. Copyright 0 1938, renewed 1965 

Robbins Music Corporation. Used by permission. 
I'll Be Seeing You by Irving Kahal and Sammy Fain. Copyright (3 1938 by Williamson Music, Inc. Copyright 

renewed. 
You Go To My Head by Haven Gillespie and J. Fred Coots. 0 1938 Remick Music Corp. Copyright renewed. 

All rights reserved. Used by permission of Warner Bros. Music. 
Indian Summer by Victor Herbert. 0 1919 Harms, Inc. Copyright renewed. All rights reserved. Used by per-

mission of Warner Bros. Music. 
What's New? by Johnny Burke and Bob Haggart. (3 1939 M. Witmark & Sons. Copyright renewed. All rights 

reserved. Used by permission of Warner Bros. Music. 
How High The Moon by Nancy Hamilton and Morgan Lewis. Copyright 0 1940 by Chappell & Co., Inc. Copy-

right renewed. 
Easy Street by Alan Rankin Jones. Copyright 1941 Vanguard Songs. Copyright 1968 Beechwood Music 

Corporation. 



Will You Still Be Mine? by Tom Adair and Matt Dennis. Copyright 1940 Dorsey Brothers Music, Inc. Copyright 
renewed. All rights reserved. Used by permission of Dorsey Brothers Music, Inc. 

Violets For Your Furs by Tom Adair and Matt Dennis. Copyright 1941 Dorsey Brothers Music, Inc. Copyright 
renewed. All rights reserved. Used by permission of Dorsey Brothers Music, Inc. 

I'm Glad There Is You by Paul Madeira and Jimmy Dorsey. 0 Copyright 1941 by Morley Music Co. Renewed 
and assigned to Morley Music Co. Used by permission. 

I'll Remember April by Don Raye, Gene De Paul, and Pat Johnston. 0 Copyright MCMXLI, MCMXLII by MCA 
Music, a division of MCA Inc. Used by permission. All rights reserved. 

You Don't Know What Lore Is by Don Ray and Gene De Paul. 0 Copyright MCMXLI by MCA Music a 
division of MCA Inc. Used by permission. All rights reserved. 

Mandy Is Two by Johnny Mercer and Fulton McGrath. Copyright 0 1942 by Bregman, Vocco and Conn, Inc., 
New York, N.Y. Copyright renewed by Bregman, Vocco and Conn, Inc. International copyright secured. 
Made in U.S.A. All rights reserved. 

Speak Low by Ogden Nash and Kurt Weill. Copyright 1943 by Chappell & Co., Inc. Copyright renewed. 
Sentimental Journey by Bud Green, Les Brown, and Ben Homer. 0 Copyright 1944 by Morley Music Co. Used 

by permission. 
We'll Be Together Again by Frankie Laine and Carl Fischer. Copyright 0 1945 by Marmor Music Inc. Copy-

right 0 assigned 1966 to E. D. M. Music Publishers. 
Moonlight In Vermont by John Blackburn and Karl Suessdorf. Copyright 0 1944-1945 Michael H. Goldsen, Inc. 

Copyright renewed 0 1971. 
Laura by Johnny Mercer and David Raksin. Copyright 1945 Twentieth Century Music Corporation. Rights 

throughout the world controlled by Robbins Music Corporation. Used by permission. 
Baby, Baby All The Time by Bobby Troup. Copyright 1944 Embassy Music Corporation. Copyright renewed. 

All rights reserved. Used by permission of Embassy Music Corporation. 
You Make Me Feel So Young by Mack Gordon and Joseph Myrow. From the 20th Century-Fox musical "Three 

Little Girls in Blue." Copyright e) 1946 by Twentieth Century Music Corporation, New York, N.Y. Rights 
throughout the world controlled by Bregman. Vocco and Conn, Inc., 1619 Broadway, New York, N.Y. 10019. 
International copyright secured. Made in U.S.A. All rights reserved. 

Scarlet Ribbons ( For Her Hair). Words by Jack Segal. Music by Evelyn Danzig. Copyright 1949 by Mills Music, 
Inc. Used by permission. 
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Author's Note 

Somewhat more than three thousand five hundred measures of copy-
right music are quoted in the examples I have used to illustrate spe-
cific analytical points in this book. No precedent existed to guide those 
concerned with dealing with the complex permissions problems that 
arose from my need to quote from so great a volume of copyright 

material. Thanks to the sympathetic counsel of several of the largest 
music publishers a practical uniform permissions procedure was de-
veloped. All copyright permissions are formally acknowledged else-
where. However, I should like here to express my personal gratitude 
to all those publishers who generously granted me permission to quote 
briefly from the songs they own. 

A small number of publishers refused, without explanation, to 
allow me to quote from songs for which they hold the copyright. 
Several others would not even respond to our repeated requests. It 
was, therefore, necessary to delete from the book the analytical 

musical examples of those songs for which the foregoing publishers 

hold the copyright. Such deletions are indicated in the text by an 
asterisk (*). They are, happily, few in number. (A special footnote 
explaining the absence of any quotations from any music by Irving 

Berlin will be found at the beginning of Chapter 3.) 
I should like to express my regrets to those composers whose songs 

I wished to quote from, but could not. At least one of them, to my 
knowledge, pleaded with the publisher of some of his songs to grant 
me permission to quote from several of them. He too was turned 
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down. As a composer, I find this all very puzzling, indeed. I have, of 

course, been able to comment upon those songs I am not permitted 
to quote from. Thus, the reader will be able to get a clear understand-
ing of my admiration for these songs and their composers. 
Only one publisher absolutely refused even to consider granting 

me permission to quote from songs to which he owns the copyright 
until he could review what I had said about the songs. I found the 
implicit censorship appalling, and I can only report that all worked 
out for the worst. 



Introduction 

Intellectual pieties, like their religious counterparts, live long and die 
hard, acquiring while they endure the votive glow of received truth. 

This book gladly risks offending that among them which looks upon 
music of the daily ordinary as being beyond academic redemption. 
To put the matter briefly, the author takes American popular song 

and its creators seriously. Furthermore, he feels that the best work of 

the American song writers in the recent past provided an important, 
as well as delightful, contribution to our native arts. 
However, it should be said at once that even though his intention is 

serious, the author has tried not to impose solemnity on the lively, 

and sometimes raffish, art of writing popular songs. He frequently 
demonstrates a warm, even eloquent, enthusiasm for truly inventive 
composition, but his personal observations reflect a critical detach-

ment, a sense of measure, that keeps his discussion well in hand. He 
does not confuse a fine song with the Laurentian library. The guid-
ing spirit of his manuscript as he filled a succession of notebooks re-

minded me of a wise and urbane gentleman, Pierre Monteux, who 

once warned a student away from the sin of undue gravity with a 
gentle remonstrance. While discussing with the young man the re-
sponsibility of the conductor to his audiences, Monteux drily ob-

served, "We don't want to bore them, do we." 

Which leads me to remark of the author that if popular song lies 
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beyond the academic pale, Alec Wilder does not wish so much to 

redeem it as to join it—or, to be more precise, to make common cause 

with it, for he too is an exile, having long ago fled the academy, a 

move, one imagines, that brought comfort to both parties. He shares 

with the undersigned an anxious suspicion of pieties of any sort. 

It need only be added here that although the author's exile may 
have been arduous, it has never been boring. 

This book has evolved from two assumptions. 

The first of them is that at some point in time—probably just be-
fore the turn of the century—the American popular song took on, 

and consolidated, certain native characteristics—verbal, melodic, har-

monic, and rhythmic—that distinguished it from the popular song of 

other countries. It became a discrete musical entity. To be sure, it 

used the aural grammar of Western mensural, diatonic music, and 
it assumed many forms. In fact, it revelled in its variety. But the sum 
of its distinctions was unique. 

Thus, You've Been A Good Old Wagon, But You've Done Broke 

Down, composed by the outstanding ragtime pianist Benjamin Rob-
ertson Harney, and first published in Louisville, Kentucky, in 1895, 

but known to have been played and sung by Harney at least as early 

as 1894, could not possibly have been mistaken as having come from, 

say, a London music hall, a caf -conc' in Paris, a Berlin musikkaffee-
haus, or the Theatre an der Wien in Vienna. 

Nor, to amplify the point, could any of the following songs: Mr. 
Johnson, Turn Me Loose (another song by Harney, published in 
1896); Some Of These Days (by Shelton Brooks, published in 191o, 
but first performed by Brooks, a vaudeville pianist, in 1909); Alex-

ander's Ragtime Band (by Irving Berlin, 1911); The Memphis Blues 
(by William Christopher Handy, 1912); They Didn't Believe Me 

(by Jerome Kern, 1914) ; and The Darktown Strutters' Ball (also by 
Brooks, 1917). 

These songs were American: unlike earlier songs published in this 
country (with the exception of several composed by Stephen Foster 
during a brief false spring of American popular song) they were na-
tive not only in provenance but in their musical character. Their 
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vigor, novelty, and musical daring removed them light years from 
European precedent, even though in Kern's song one may sense cer-

tain vague resonances of contemporary London theater music. 
Mr. Johnson, Turn Me Lose was as different in kind from, say, 

Paul Lincke's Glüchwürmchen—The Glow-Worm—first published in 
Berlin in 1902, as the German cotillion, which was introduced to the 
enthusiastic Second Empire nobility at the Tuileries in the late 186o's, 

was different from the cakewalk. 
The precise nature of the musical characteristics—melodic, har-

monic, and rhythmic—that distinguished the emergent native popu-

lar song of the 18go's, and its familial successors up to the middle of 
the present century, is the subject of this book. The author has under-
taken what amounts to a voyage of exploration and discovery in un-
mapped areas. His goal has been to describe as accurately as possible 
what he has found—the possible in this instance being the limits of 
his own professional experience and taste. Although he has summa-
rized some aspects of his findings, such as the characteristics peculiar 
to the style of a given composer, he has not attempted any grand 
generalizations. What is American about the American popular song 
changes with the qualities of the innovations each of the leading in-
novators brings to his work. It would take a book to summarize the 

succession of native distinctions properly—and it has. 
A brief proviso may be in order here to prevent the confounding of 

simple matters. The author is presently concerned only with popular 
song. However, he is quite aware of the pervasive and informing 

presence of formal music in the development of all popular music. 
Thus, his praise, say, for the fresh use of a distinctive harmonic device 
in a given song should not be misinterpreted as saying, or implying, 
that such a device had never been used before in the long and complex 

evolution of Western music in church, theater, or concert hall—or 

around the haycock for that matter. What he is praising is the crea-
tive ingenuity of the writer in finding a way to make use of the device 
—perhaps a quite sophisticated one—within the musically narrow 
confines of a popular song. Nowhere has he confused the comparative 
significance of, say, the linking of tetrachord to tetrachord in the 
emergence of the Western octave with the way a clever song writer 
may "back up" the progression of his harmony in subtly preparing 

a specific effect. His sense of "just proportion" prevails. 
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Early in the preliminary research that led to this book, the author 
decided to devote its contents to the popular song per se. He also de-

cided to emphasize the music, and to touch only incidentally, with 

respect to analysis, on the words of the songs. The two elements, as 

the text makes clear, cannot be separated. One may talk about words, 
or one may talk about music, but one cannot talk about song and 
mean anything less than the combination of the two. 

Song lyrics, the author feels, are not poems and are not meant to 

be, and to discuss them as poetry is to invent a pretense that is an 
embarrassing burden to the truly professional lyricist. He also be-

lieves that the lyrics of American popular song merit a study equal 
in scope to this one in order to discover what is unique in their struc-
ture, prosody, imagery, rhetoric, diction, rhymes, rhythms, metrics, 

affective innovations, relation to common speech, their synergistic 
quality when heard combined with the music of which they are an 

integral part, and other related characteristics and qualities. Unless 
one has tried to write song lyrics, it may be difficult to understand the 
peculiar disciplines of this, paradoxically, unsung art. The lyricist is 
frequently present in the author's comments, but the analytical em-

phasis in this book is on the work of the composers. 
The history of popular song has been largely history-by-anecdote. 

Tales—true, false, altered, benign, malicious, witty, and dull—cling 

to popular songs like precious gems to a medieval reliquary. These 
almost byzantine encrustations create a problem in any attempt to 

discuss such music seriously—the problem of how to eliminate what 
might be called the extraneous biases that affect our way of thinking 
about and assessing our songs. 

These biases tend to fall into two categories: journalistic and "the-
atrical." The first is made up in large part of anecdotes, memorabilia, 
impressionistic accounts of pop music, ghost-written show biz mem-

oirs, Tin Pan Alley gossip with its tedious reverence for the "hit" 
song, and the ungovernable vapors of nostalgia. The second bias rises 

from the marvelous persuasion of gifted singers, ingenious orchestra-

tions by equally gifted arrangers, recordings that one plays again 
and again, broadcasts, telecasts, and so on—any basically "theatrical" 

situation in which a song is made to sound better than it really is 
(an aural trap into which we are all quite willingly seduced). 

The only way for the author to escape these biases was to go di-
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rectly to the songs themselves—to the sheet music. Only in playing 

and studying the sheet music could he hope to discover the innova-
tions he was searching for. Even then he had to allow for—"correct 
for," as it were—hidden distortions that mar the record. Every pub-
lisher of popular music depends upon professional editors to supply 
the piano accompaniment (harmonization) for any song written by 
someone who cannot write his own piano part, or to "simplify" the 

harmonizations supplied by skilled composers who overreach the abil-
ities of the consumer who buys the sheet music and takes it home to 
play. Many talented melodists have depended upon the editors to 

complete their work and get a song ready for publication. Contrari-
wise, gifted composers whose innovations grew out of their sophisti-
cated sense of harmony have often fought with editors who were de-

termined to eliminate the subtleties of their work in the cause of 

"simplification." 
As long ago as 1895, Ben Harney was edited. The original sheet 

music of You've Been A Good Old Wagon, But You've Done Broke 

Down, a copy of which was studied by Rudi Blesh and Harriet Janis 

when they were researching their pioneer study They All Played 
Ragtime, bore the legend "Arr. by Johnny Biller." One may be quite 

sure that Biller's arrangement eliminated much of the complex im-

provisational spirit of Harney's performance of Pie piece. 
It is not possible to document significantly the additions, subtrac-

tions, enhancements, and depredations of the editors during the more 
than half century covered by this book. Many, obviously, did their 

work well. Their ghostly presence may even hover over familiar mel-

odies. However, it was assumed that in the case of the greater number 
of the composers whose music is analyzed in this book, the composer 
himself harmonized his own songs and wrote his own piano parts. 

In summary: the published sheet music is the basic document from 

which the author worked. 

II 

The second assumption from which this book has evolved is that the 
unique qualities synthesized in the American popular song derive 
continuously from the innovations of a few outstanding song com-

posers. It is from this assumption that the book takes its structure. 
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It is the unconscious role of the innovator to conserve in his creative 

reflexes both past and contemporary innovation while moving his own 
work in new directions. He assimilates what is fresh and stimulating, 

and he then explores his own intuitive sense of the further possibili-
ties implicit in even the most daring forms and devices wrought by 

others. On the other hand, the hack song writer assimilates nothing; 

he stays on the surface of change, deliberately imitating innovation. 
His contribution is the cliché. 

Perhaps the point should be made here that the author is primarily 

concerned with what he believes to be the most distinctive—the most 
creative and original—of American popular songs, those which em-

body innovation in some degree. And, of course, with the composers 
who have written such songs. He is not concerned with "hits" as such. 

Perfectly miserable pieces of hack work have caught the fancy of the 

same public that made some of the distinguished innovators very rich 
men. We all love banal tunes: how oft nostalgia doth inform against 

us (particularly, those of us who fondly remember I Have To Pass 
Your House To Get To My House, And That's What Makes Me Blue, 
C. 1934). Sigmund Spaeth once observed of the writer of After The 

Ball: "The career of Charles K. Harris remains a convincing proof of 
the fact that one can become an enormously popular song writer with-

out ever writing a really good song." We're really very amiable about 
bad music. But Alec Wilder is a man with an almost calvinistic hor-

ror of nostalgia. If a bad song from his banjo-playing days happened 
to surface in his memory during our work sessions in the music room 
loaned to us by a kindly publisher, he exorcised it instantly. 

Thus, innovation is the central concern of this book. The author 
pays tribute to Stephen Foster, and explores a mystery that his career 

raises. But the exact origin of the native song which this survey ana-
lyzes, and honors, cannot yet be discerned. Although specific informa-

tion is lacking, one may safely infer that Ben Harney and other 

young song-writing ragtime pianists of the mid- 1890's assimilated 
the work, now lost to us, of their contemporaries, and of musicians 
barely older than themselves. As Mr. Blesh and Mrs. Janis found out 

in dozens of interviews with elderly musicians, most of them now 
dead, the pioneer Negro ragtimers were a highly mobile group—a 
kind of floating subculture, competing vigorously with one another, 
and carrying the new music from city to city. 
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Harney and his contemporaries were not improvising in a vacuum. 
During a charming and instructive afternoon visit with Eubie Blake 
we were assured that the air was filled with musical innovation at 

that time. James Hubert Blake began his own professional career as 
a pianist and song writer in 1898, the year of the Spanish-American 

War, and he still approaches the piano with the verve of a man with 
fresh marvels to share. 

It was during the late 188o's and early 189o's—the years just be-
fore Harney began to publish—that the Americanization of our pop-

ular song gathered the momentum that was to carry the process for-
ward to World War I, by which time a native matrix, generous in its 

confines, had been established. We know the hits and the hit-makers 

of the day: The Pardon Came Too Late, by Paul Dresser, and The 
Picture That's Turned To The Wall, by Charles Graham, to cite two 
great successes of 1891. However, the anonymous pioneers, probably 

Negro musicians for the most part, who gave impetus to the Ameri-
canization process remain silvery shadows on daguerreotypes that 
have yielded their images to time. They are of a period of popular 

music, and popular dance, that deserves the sort of contemplative 
study that would go beyond research to imaginative reconstruction 
based upon archeological analogy. 

Innovation did not, of course, end with the pioneers of change. It 
inheres in any creative process that has not become moribund. It 

follows its own circuitous logic, and it has been particularly unpre-
dictable in popular music. Its node points, historically, have been 
individual careers—it has followed the metabolic rise and fall of the 
creative output of individual song writers. One may discern broad 

continuities of change in the evolution of the American popular song, 
but it would badly confuse matters to try to force the straight-line 

coherence of chronology on so diverse a development. 

Innovation in popular song has been a web of chance linkings and 
random digressions. It has seemed to the author that the most illu-

minating procedure to use in surveying the musical distinctions of the 

American popular song would be to follow the strands of the separate 
careers of those composers who have contributed most to these 
distinctions. 
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III 

For reasons that remain without convincing explanations, and thus 
tempt one to speculate on them, the theater has been far more recep-

tive to innovation in popular song than the marketplace-oriented 

music publishing companies known collectively as Tin Pan Alley. 

Before speculating as to the reasons, I should advise the reader that 
the author in his evalution and analysis of theater songs is concerned 
with them only as popular songs, that is, after they have left the thea-

ter and achieved an independent life in the pop music world. He is 

not concerned with how well they worked, or failed to work, in the 

dramatic situation for which they were written. That is quite another 
question, and one, oddly enough, that theater critics (the logical peo-
ple to do so) almost never address. 

One's speculations might well begin with the nature of theater. It 
would be presumptuous to try in a few sentences to discuss the ludic 

ritual-liturgical nature of theater historically, but it is useful to re-
member that it had its origins inside the magic circle of the shaman. 
And further, one should recall that theater has always dared. It has 

troubled princes and prelates alike. With circumspect cunning it in-
voked the protection of Louis XIV while it vexed his nobles by satiriz-

ing their scandales. The king was amused—for a while. Theater has 
served as, parodied, and undermined religion. Possibly no other art 

has so consistently taken such extravagant chances in provoking 
authority. 

Even Broadway, one feral eye on Arlecchino's scut, and its survival 
tied to the restive whim of the democratic patron, has made profitable 

use of the ancient exemptions that accrue to theater. Certainly, it has 
permitted song writers a latitude they could not find elsewhere (a 

latitude that once terrified network radio's diligent censors). The 
author during his study of some seventeen thousand pieces of sheet 

music discovered convincing evidence to support his conviction that 

there are three levels of sophistication in the music of American 
popular songs: theater songs, film songs, and Tin Pan Alley songs, 
reading downward in that order. 

It follows, then, that most of the great innovators of American pop-
ular song have worked in the theater—have, in fact, made their ca-

rees in musical theater. Some of them have also written for musical 
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films. But only rarely, and then almost inadvertently, have they com-

posed songs independent of theater or film productions. Musical thea-
ter, one shouldn't need to be reminded, comes in many packages, some 
of them shabby and meretricious. Yet, the most superficially charm-
ing Follies, blowzy Scandals, banal Vanities, or other similarly empty-

headed serial entertainments, all good fun, have at times introduced 
well-written songs. The elbow room is there. 

When asked why, in their opinion, theater songs are generally 
more sophisticated than those of Tin Pan Alley, theater composers 

and lyricists tend to take refuge in somewhat over-simplified answers. 
They rather proudly point out that in writing theater songs they are 

dealing with complex matters: plot, situation, characterization, and 

so on. But these observations tend to beg the question. They may tell 
us something about the logic of theater songs—about the rationale of 

their verbal content, say, or about the rationale of the affective quali-
ties of their music—but they provide no insight into the reasons for 
their distinctions, musical and verbal. 

One listens politely to the observations and restrains the wish to ask 
what part plot or characterization truly played in the successes of 
Florenz Ziegfeld, George White, or Earl Carroll, or, for that matter, 

what part they played in the great body of traditional musical com-
edy. At any rate, there the question rests unless an occasional com-
poser refers vaguely to the musical sophistication of the theater 

audience, an uncertain matter at best. It seems to me that the Broad-
way audience is, in fact, largely wanting in musical subtlety. For ex-
ample, its mindless enthusiasm for the formulaic music of almost any 

production number is a poor warrant for sophistication. I'd like to re-

turn to this point in a moment, but from another perspective. 
First, I should like to mention two dissimilar footnotes to musical 

theater history that throw some light on the question. For perhaps the 
last forty years, I am told, Richard Rodgers' friends and acquaint-
ances, many of them among the most zealous and sophisticated of 

musical comedy first-nighters, have told him that his newest score, 

the one they have just heard, "isn't bad, really, and has some nice 
things in it, but it's, uh, not quite up to ," each naming 

some previous Rodgers show, the music of which has by then been 
broadcast hundreds of times, and recorded by dozens of singers and 
orchestras. In time, of course, the score that isn't "quite up to" its 
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predecessors yields one or several "hits" and, in consequence, assumes 
its place among the touchstones against which his even newer music 
will be measured. (The function of repetition in the success of any 

music, formal or informal, lies well outside the scope of these com-

ments. Anyone interested in the crucial role familiarity plays in af-
fecting the way we listen to music should turn to Nicolas Slonimsky's 

brilliant and witty essay, "Non-acceptance of the Unfamiliar," which 
serves as the "prelude" to his Lexicon of Musical Invective.) 

I regret having to cite for my second footnote a too-often quoted 

fragment of Broadway lore, but it has a rather alarming pertinence. 
I refer to the newspaper review in which the critic complained of a 

new score, "There's no tune you can whistle when you leave the 
theater," The show was "Roberta," and Jerome Kern's score included 

Yesterdays, Smoke Gets in Your Eyes, Let's Begin, and The Touch 
Of Your Hand. Musical sophistication? The evidence is not very re-
assuring. 

Plot, situation, and characterization as the raw materials of theater 
songs have little, if any, substantive difference from the very similar 

materials the pop song writer deals with in his music (and texts). It 
is, one might suggest, a bit specious to presume that the range, va-

riety, and quality of reactions to love in a musical comedy libretto 

are of a different order of experience—higher? more complex? more 
adult?—from the range, variety, and quality of the reactions gener-
ated by love in the hurly-burly of the world beyond the theater 
marquee, the world of the pop song writer. 

Theater lyricists have the practical advantage of a ready-made 
program of song ideas, thin and routine as these may be, and often 
are. They do not have to pull their song ideas out of the air. If, as in 
the cases of Oscar Hammerstein II, Dorothy Fields, and Alan Jay 

Lerner, all fine lyricists, they also happen to have written their own 
librettos, they are far ahead of the pop song writer, having, of course, 

arrived there as the result of their of their own considerable toil. How-
ever, after having read several thousand sets of theater song lyrics 

while listening to Alec Wilder play through, and discuss, their music, 
I am moved to remark, unhappily, that many of them might have 

been written, not in the theater, but in the limbo of the pop song 
writer, a creative way-station where the average lyricist avoids risk 
by using formulas that have long survived at the sheet music coun-
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ters. Most theater song lyrics are sadly routine, lacking entirely in 

invention, a condition that suggests that most musical comedy li-

brettos of the first half of this century were similarly routine, or worse. 
In studying one theater lyric after another, one becomes aware that 
the exceptional theater lyricist is exceptional indeed. But, these are 
matters that need to be treated at length with supporting analytical 
detail, and not left solely to personal observations of so general a 
nature. 

In the end, theater composers and pop song writers share a common 
problem: the creation of the song itself. The theater song writer must 
write for a given musical comedy a number of songs known collec-

tively, if ambiguously, as a "score" (which must then be scored, 
hopefully without ambiguity, by an orchestrator who, in his in-
strumental settings, imparts to the orchestral "score" its peculiarly 
theatrical aura, a procedure that was once executed by the composer 

himself). However, the preparation of these songs may be spread out 
over many months, several years perhaps, so the implicit quantitative 
difference between pop and theater song writing is not entirely real. 

Isham Jones, who never wrote a theater song, remembered late in his 

long career that he had once sat through the night in his apartment 
on the Near North Side in Chicago playing a new piano, the birthday 
gift of his wife. The splendid sound inspired him and he immediately 

composed a new song, then another, and another. By morning he had 
completed the music for three of his most famous songs: Spain, It 

Had To Be You, and The One I Love Belongs To Somebody Else. All 
were copyrighted in 1924, and all had words by Gus Kahn. 

It seems to me that what distinguishes the work of the theater song 
writer from that of the pop song writer is his mode of solving the 

problem they share in common, and the conditions under which he 
solves it. Substitute ambience, tradition, and discipline for plot, situa-
tion, and characterization in the formula the theater writers use to 
define the difference between theater and pop songs, and the matter 
begins to clarify itself. 

The theater is not exempt from banality or from scores that are 
barren of distinction, but it does have a musical tradition that goes 
back in the mists of time to the sacred grove. However, one need not 
invoke such ancient precedent to find in the tradition something per-

tinent to our question. One very absorbing aspect of it is revealed in 
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the history of the art of orchestration, which is, in part, the story of 
the continuous search for greater eloquence in the theater, the elo-

quence that lies beyond speech. Monteverdi astonished the audience 

of "Orfeo," the first music drama (composed at Mantua in 1607), 
with the strange sounds, never before heard in the theater, of alto, 

tenor, and bass trombones. And in modern times Wagner, Debussy, 

Stravinsky, and Ravel have all added significantly to the orchestral 

vocabulary while seeking new sonorities, textures, aural colors, in-

tensities—more eloquent theatrical means—in music drama. 
Whatever its form—opera, operetta, musical comedy—musical the-

ater inherits a rich and rigorous tradition. It demands much of those 
who would work seriously within that tradition. Puccini and Lehar, 
who well represent the diversity, the attenuations, of the tradition, 

provide us a lesson. Despite the fact that one wrote for opera and the 
other for operetta, they warmly respected each other's music. They 

bore in common a very old responsibility. George Gershwin's almost 

ecstatic sense of revelation when he first heard music by Jerome Kern 
put him in touch with that responsibility, and with its paradoxical 
implications of freedom. Gershwin's intuition responded to the tradi-

tion of sophistication in theater music. He felt compelled to write for 
the theater because that was where Kern wrote his music. 

Could it be, then, that what really distinguishes musical theater 
from Tin Pan Alley is the discipline of a tradition that permits free-

dom of innovation while exacting, in return, that rare and peculiar 
eloquence which only theater music can yield, an exaction few have 

truly met? 
One writing in the theater lives with that tradition, with its free-

dom and its penalties. Puccini, far off, Lehar in the middle distance, 
and Jerome Kern, Irving Berlin, George Gershwin, Richard Rodgers, 

Arthur Schwartz, and Harold Arlen close at hand are listening. (So, 

too, are P. G. Wodehouse, Lorenz Hart, Cole Porter, Oscar Hammer-
stein II, Ira Gershwin, Dorothy Fields, and John Mercer.) The new-
est song writer in the theater must answer to them, for they are the 
measure of what he does. Throughout his career he must stand up 

against the formidable witness of their best work. And he cannot wish 
them away for they have instructed the communal ear—their songs 

are part of the unconscious reflex of the common memory. 
Here is the point I left suspended earlier: the theater composer 
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learns early in his career that the audience has been conditioned to 
expect a special quality in theater music. So, even if it may not be 

(as I feel it isn't) truly sophisticated musically, the musical theater 
audience would like to be treated as though it were, a courtesy it will 
reward with a rather handsome tolerance for innovation. Also, the 

critics will expect a good deal of the theater song writer without really 
being sure what it is they have in mind, and perhaps not recognizing 
it when they do hear it. 

Such, then, are the speculations of one interested party as to the 

cause of the primacy of theater songs, and theater song writers, in the 

story of innovation in American popular song. Lest this all seem a 
bit ratified, let me bring the matter down to earth, down to the work-
a-day world of the man who is writing theater songs at this moment. 

How real to him is the discipline of theater music tradition, the long 
continuity of high craftsmanship? Two examples should answer the 
question. 

Stephen Sondheim, the very highly regarded composer-lyricist of 

Company and Follies, has publicly discussed the extraordinary ap-

prenticeship he served under Oscar Hammerstein II, a tutor who may 

have had no peer in American musical theater as a librettist-lyricist. 
During a period of about six years, Sondheirn wrote the book, music, 
and lyrics for four musicals, in each of which he aimed to solve a 

different type of basic problem that Hammerstein had set out for him. 
Hammerstein was a complete theater man, and he insisted that Sond-
heim prepare himself to be as much. Sondheim well knows who is 
looking over his shoulder. 

Jerry Bock, one of the most successful composers of the contempo-

rary musical theater (She Loves Me, Tenderloin, Fiddler On The 
Roof, The Apple Tree), and a Pulitzer Prize winner for Fiorello!, has 

encountered the reality of the traditional discipline of theater music 

in a very severe fashion. Three seasons ago the music critic of the 
New York. Times criticized him for not measuring up to Puccini and 
Verdi. Bock had served his apprenticeship writing summer "shows"— 

one every week—at Camp Tamiment. He may have known when he 
first arrived on Broadway that his earliest professional work was be-

ing measured against the best work of his theater predecessors, but 
he may not have suspected that his mature scores would be tested 
against the best work of Puccini and Verdi. 
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The answer to the question, then, is that the discipline of theater 

music tradition is quite real—even fierce. 

IV 

An arbitrary stopping point had to be established for the time span 
covered by this book. The author was concerned that the year se-

lected should reflect conditions that provided a natural pause, as it 
were, in the evolution of popular song. By 195o—the year he chose— 

a long era in popular music was drawing to a close. Almost all of the 
great innovators had long been at work, and several of them had al-
ready died. 

These men were the most respected song writers of their time. They 

had developed what Alec Wilder perceives to have been a professional 
tradition, that is, a tradition based upon a relatively sophisticated 

command of music. In reaching toward innovation, in extending 
themselves and taking imaginative risks, they made use of all the 
commonly available materials of music, formal and informal. 
As they moved from craft toward art they provided fresh syntheses 

of these materials. They sought new means, and in their search they 
were instructed by the innovations of their more musically sophisti-
cated contemporaries, the arrangers. It was during the 1920% that 

the young dance band arrangers were seized by the remarkable in-

ventions, in harmony and sonority, of Debussy, Ravel, Delius, Mil-
haud, and other composers of like creative resources. Some of them 
still recall with enthusiasm, and even a sense of urgency, their first 
encounters with the French music of the early part of the century. 
"The older musicians thought the new French stuff was frivolous," 
one of them remembered not long ago. "They thought only German 
music was serious." In their turn, the innovators among the song 
writers never stopped exploring the grammar of their craft, even 
though they rarely ever reached the level of musical knowledge of 

the best orchestrators. 
By 1950 the professional tradition in song writing was nearing its 

end, for reasons too complex to summarize other than very roughly. 
Consumption patterns in popular music had changed rapidly in the 
post World War II years. Singers and singing groups enjoyed a new 
primacy in the ordering of economic priorities in the pop market. The 
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big dance bands had priced themselves into oblivion. Further, most of 
them, as a result of their ceaseless replication of one another's styles, 
had lost all claim to the attention of the pop audience, a predomi-
nantly young consumer group that is notorious for its short attention 
span, and its insatiable hunger for the new (a word that has since 
given way to the word now, with its dreary implication of manipu-

lated hysteria). 
The rock era was about to begin. 
The problem Alec Wilder faced in remarking 1950 as the twilight 

of the period covered by this book was how to deal with the later work. 

of those song writers who continued to excel in the professional tra-
dition (for the shrinking non-rock market). It would not do to leave 
their careers hanging in mid-air. He therefore chose simply to follow 

them through the 195o's into the 196o's, discussing and analyzing 
their best songs. At the same time, he decided not to study the over-all 
body of work of those song composers in the professional tradition 
whose careers did not begin until the close of the 1940's. 

It thus happens that several very popular contemporary song writ-
ters have been left out of the author's discussions as a result of the 
time limit set for this survey. Others, of course, have been left out 
because he feels that their work before 1950 did not add significantly 

to the long story of innovation in American popular song, or that it 

lacked other special interest musically. 

V 

There are no absolutes in aesthetic judgment, and the author has not 
wished to invent any. It has been Alec Wilder's aim to keep his text 
informal, and to assume no more objectivity than his long experience 
as a composer of both light and formal music, and his own taste per-
mit him. 

In the course of writing this book, he discarded many of the songs 
he had played through in his preliminary studies. Some were without 
musical merit, or even incidental interest. Others had great merit, 
but their innovative qualities were better demonstrated in another 
song, perhaps one by the same composer. Thus, the absence of a song 

from the text does not necessarily imply a negative judgment by the 
author—not at all. He feels, for example, that of the songs he had 



xxxviii Introduction 

originally singled out for analysis about two dozen needed to be 

quoted in their entirety, or not at all, for their peculiar musical dis-
tinction lay in the sum of their parts rather than in any one device or 

section. And, of course, it is not permissible to quote complete copy-
right songs as musical examples. So, in the end, those of the above-

mentioned songs that lent themselves to brief comment were so 
treated, while those few that seemed absolutely to require illustration 
had to be passed over. Finally, even a large book has its limits, and 

this immutable condition further stayed the author's hand. 

Did he miss any songs? Of course, quite a few. My own research 
leads me to estimate that about 300,000 "popular" songs of every 

variety may have been deposited for copyright between 1900 and 
1950. The author "missed" about 283,000 of these. He examined some 
seventeen thousand songs. He has, in round numbers, cited with brief 

comments, three hundred of these. In the musical examples he has 

quoted from nearly five hundred more songs. These quotations are 
autographed in some seven hundred "examples" comprising four 
thousand measures of music. It should be noted that only published 
music was used in the study. 

Although the innovative quality of a song was the basic criterion 
for its inclusion for comment and analysis, it should not be assumed 

that every song the author discusses brought an innovation to popular 

music. The author's comments clarify the inclusion of songs which 
have a peculiar interest for this study, but which do not meet the 

criterion of explicit innovation. For example, a number of songs 

served to maintain the high level of sophisticated craftsmanship that 
innovation created, and some of these are therefore included. They 
tended to enrich and nourish song writing, even if they fell just short 

of fresh invention. Theirs has been a crucial role in keeping native 
distinctions clear and vigorous: 

The preparation of this book required the accumulation of an enor-
mous amount of data. More than five hundred master data sheets 

were compiled. These contained for each quoted song the copyright 
data, the names of the composer (s) and lyricist ( s) , the name of the 

theater or film production for which the song was written (if appro-
priate), and other related information. It is quite possible that some 
faulty information was carried over from the original sources, or 

even invented in the process. The basic source of data was the copy-
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right page of the sheet music of each song. It is a researcher's tor-
ment, but a matter of only passing general interest, that a song title 
may assume many forms. Frequently the title has one form on the 
cover of the sheet music, another form on the copyright page, and 
a third form on the theater program, if it is a show song. Jerome Kern 
wrote Who? (with a question mark), and Irving Berlin wrote Who 
(without one). The reader may feel sure that all reasonable care has 
been exercised to provide him with accurate data. 
The discussion of many aspects of popular song was ruled out by 

the author's decision to focus on the music. The reader should not, 
therefore, look for a sociological setting of the songs discussed in the 

text. Nor should he expect musicological examples. Some terminal 
cadences go up, and some go down. However, it is unlikely that any-
one could prevail upon Alec Wilder to determine which do what, the 
incidence of the rise, or fall, of such cadences, or the median inter-
vallic distance (expressed in logarithmic cents) between the penulti-
mate and ultimate tones in the American popular ballad during, say, 
the summer of ig34. A vintage season for fine ballads, by the way. 

JAMES T. MAHER 

Note To The Paperback Edition 
The decision to continue publication of American Popular Song in a 

soft cover binding has allowed us to make textual corrections of errors 

in data. We are indebted to readers and critics who took the trouble to 
call these to our attention. Mr. Walter Clemons in his generous re-
view of the book in the Sunday New York Times pointed out that the 
wrong measures had been autographed in one of the musical exam-
ples, an error now corrected. 

We are especially grateful to Mr. Miles Kreuger, the president of 
The Institute Of The American Musical, Inc., and a meticulous re-

searcher and historian, for undertaking to reread the text and com-

pile a list of the errors that fell to his exacting eye. 

J.T.M., 1974 
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1 
The Transition Era: 
1885 to World War I 

During the thirty-year period between 1885 and World War I, Amer-

ican popular music underwent many fundamental changes. Finally, 

when these changes—rhythmic, harmonic, melodic—were consoli-
dated, a unique kind of song emerged: American song. While this 
chapter will discuss and illustrate the roots and nature of these 

changes, it is not intended to be a formal history of the music of this 

era. Further, it is deliberately selective in its choice of songs that re-
veal evolution and innovation. 

Stephen Foster created the first truly native songs. He approached 
his music from two points of view: the formal, as exemplified by 

Jeannie With The Light Brown Hair and Beautiful Dreamer; and the 
native, Old Black Joe, De Camptown Races, Oh! Susanna. The former 
style he handled in a highly musical fashion, yet it contained none 
of the native quality of the latter, a quality clearly rooted in Negro 

life and Negro music. Of course, Foster was influenced by early min-
strel show music, a commercial mixture of English "Negro" songs 

(with no identifiable Negro characteristics), music for jigs (a freely 
contrived jumble of Irish and urban Negro dance tunes), urbanized 

Negro folk songs, and other readily available "pop" music of the day. 
But, granting this influence, with all its limiting stereotype charac-
teristics, one must still recognize the direct impact of Negro church 
music in Foster's best songs. The point about his work I want to make 

3 
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is simply this: even though he himself added to the body of stereo-
type blackface music, he did at times use his rare gift as a melodist 
to rise—soar—above such music. 

Foster died only a short time after the Emancipation Proclamation 

and only a short time before the end of the Civil War. And with his 
death something mysterious happened. The peculiarly native quality 
that he had brought to American popular song, a quality borrowed 

from Negro music, disappeared quite as suddenly as it had arrived. 
And it did not return until the 188o's. One need only go through the 
dreary melange of popular songs published between the end of the 
war, between Foster's death, that is, and the late eighties, to become 

sadly aware of what had happened. A vital trend, a new direction, 
remained entirely undeveloped. But, why? 

I find the question so absorbing that I should like to make a guess. 
Obviously, Foster was unique in his sensitivity to Negro music and in 
his ability to transmute it into the forms and requirements of white 
popular song. When he died, his aeolian secret died with him. Negro 
music was still in the air, but no one among white song writers was 
listening—at least, not with his uncomplicated musical intuition. 

But something more complex than Foster's death may yield the 
answer to our mystery. The end of the Civil War brought traumatic 
disruptions to Negro life. The slave had been freed, to be sure, but his 
new freedom, if such it may truly be called, threw him overnight into 

a society in which competition for economic survival was demanded 
of everyone, even children. Thousands of plantation Negroes drifted 
into the cities. Others began to eke out their subsistence in the emer-
gent peonage of tenant farming. 

This is not the place to examine in any detail the post-war rural-

urban shift in Negro life, nor, indeed, am I equipped to do so. How-
ever, good sense suggests that an uneducated, untrained people turned 
adrift from a way of life, no matter how onerous, that had provided 

food and shelter, even in old age, and thus left homeless and jobless, 
is not likely to indulge itself freely in singing and dancing. I feel sure 
that for a long while after the war had ended, the vital, creative 
energies that had nourished plantation music were subdued. Which 
is not, of course, to say that music disappeared from Negro life. The 
human reflex expressed and preserved in music was never entirely 
absent from Negro life. 
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What had happened, as I see it, was this: the communal and famil-
ial patterns of Negro plantation music were shattered, and were not 
to be re-established until new patterns were created in New Orleans 
and a few other cities to which the ex-slaves had turned in large num-
bers. It is perfectly true that the diffusion of plantation music—which 
is to say, American Negro music—had already begun to follow cer-
tain channels before the Civil War, and that those channels remained 
open. For example, Negro church music certainly continued its mov-
ing and spirited evolution. And one should remember that Foster first 
heard Negro music in a Negro church. Further, minstrel shows had 
begun to make use of Negro music almost three decades before the 
Civil War. And after the war Negroes organized their own minstrel 
companies, largely imitations of white minstrel shows (which were, 
of course, imitations of Negro music and dancing in the first place). 

However, in the long history of the minstrel shows, only Foster's 
songs had the secret of synthesizing a new kind of white song from 
Negro musical roots. The syncopated banjo dance (jig and cakewalk) 
music that went from the plantation to the minstrel show would one 
day surface again in ragtime and jazz. But, for the most part, black-
face music in the decades with which I am concerned added nothing 
new to the creative legacy of Foster. Nothing, that is, that I can find. 
I do not know what went on in the Negro churches as far as music 
was concerned, but whatever it was, it did not get out into the world 
of white popular song. 

My hypothesis is that with the end of slavery the creative center 
of Negro music was left homeless, and that it remained adrift until 
it found new roots, both urban and rural. Therefore, its historic role 
in the evolution of American popular song was, for a time, abeyed. 
This abeyance happened to coincide in its beginning with the death 
of Foster. 

It would follow that if the center of Negro musical life, the place 
where both instrumental and vocal music were continuously created 
and revitalized, disappeared, then such music could no longer find its 
way to the white song writer, a haphazard journey at best. The white 
man no longer had access to the slave quarters, and, of course, the 
freed Negro certainly had no access to white publishing houses (even 
had he had the unexpected ability to notate his music). A mosaic of 
Negro ghettos began to form in the cities, and the white man did not 
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frequent such enclaves. Negro music had to wait its opportunity to 
come directly to white audiences through Negro performers. 

It was not until the Negro had found a way to survive in an alien 

and unsympathetic society that his music began once more to emerge, 

and to influence popular song writing. One cannot precisely date such 
a phenomenon, but it appears to me that the trend, broken by Foster's 

death and the dislocations of Negro life, begins anew in the 188o's. 
(I do not find any evidence that white song writing was influenced by 
the Fisk Jubilee Singers in the 1870's.) 

A few popular songs had, of course, shown some native vitality, 
some American distinctions. Perhaps the best of these were written 

by a Negro who very successfully brought to his music echoes of Fos-
ter and the old plantation songs. The writer was James A. Bland, who 

composed more than seven hundred songs for Negro minstrel com-
panies, among them Carry Me Back To Old Virginny (1878), Oh, 
Dem Golden Slippers (1879), In The Evening By The Moonlight 

(1880). Ironically, he was a northern Negro who was born in Flush-

ing, New York. It was Bland who broke down the barriers to white 
music publishers' offices. 

The American popular song after Foster had lost all distinction. 
It followed well-worn ruts: terrible disasters, politics, major events, 

and the development of transportation (boats, canals, trains) pro-

vided much of the subject matter. And over all there hung the dead-
ening pall of fake sentimentality. 

One song cannot fairly exemplify the music of an era. However, 

Cradle's Empty, Baby's Gone (1880) was characteristic of a class of 
lugubrious ballad that was widely admired just before the great tran-

sition to modern popular song began. It is utterly devoid of "Ameri-
can" flavor. But, it provides an insight into the Victorian pleasure of 

a good, mindless cry. Maxwell F. Marcuse has noted that as soon as 
an epidemic did in fact empty many thousands of cradles, the song 
was quickly dropped. 

Banality and bathos reigned. And Negro music was locked in the 

ghetto. It may have been Bland who opened the door to the future. 
It was not until the Negro began to attract the attention of the music 
publishers, and exploiters of performing talent, that his music truly 

got loose. In other words, not until the Negro musician and song 
writer were able, late in the century, to perform directly for the white 
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community. Then, the message slowly came through to white Amer-
ica that the Negro's musical talent was unique, and that something 

musically remarkable was emerging from the ghetto. By that time a 
white audience was ready for ragtime. 

II 

Eubie Blake, composer and still a remarkable performer, now nearly 
go (b. February 7, 1883), son of former slaves, observed during a 
discussion of music at the turn of the century, "People ask me where 
did ragtime come from and I say I don't know, I heard it all my life 
. . . when my mother would go out and wash white folks' clothes, 

I'd play music lessons the way I liked and when she came home and 
heard me, she'd say, 'you take that ragtime out of my house, don't 
you be playing no ragtime.' " 

For years the only public places where a Negro could play for 
profit were brothels. Indeed it may be said that the first breakthrough 

of post-slavery Negro music into the white community occurred in 
whore houses, which provided an early home for ragtime, and jazz. 

The origins of ragtime cannot be dated. It assumed the form of 
complex piano composition by the 18go's. A classic cause-and-effect 
can be found in the rise of ragtime (the same cause-and-effect evolu-
tion that was probably present in country fiddling): a new dance 
evolved and it required new music. The cakewalk, a walking, strut-
ting dance, could not be performed to European instrumental music 
(gallops, polkas, waltzes). It required something new; ragtime filled 
the bill. Probably both evolved together. 

James T. Maher expresses the state of popular music during these 
times as follows: 

The analogy may be a clumsy one, but one can get some in-
sight into what happened in American popular song between the 

189o's and World War I by imagining the following performing 

at the edge of Echo Canyon in Grand Canyon National Park: 

The Fisk College Jubilee choir richly intoning their historic 

"spirituals"; Scott Joplin, Ben Harney, and Eubie Blake playing 

ragtime piano with its broad spectrum of the vigorous and the 
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academic; a country fiddler racing through any of the "Turkey" 

variants with, or without, an accompanying string band; a Negro 

cotton hand chanting field "hollers"; a back country blues singer 
singing of the loveless love of a life dehumanized by history, in 

a groping form that had yet to reach the twelve-bar city formula; 

a good southern Negro ragtime orchestra, a strange blend of brass 

band and potted-palm string ensemble; a small Negro ragtime 

dance band from a New Orleans Saturday night function in a 

Negro fraternal hall; Patrick Sarsfield Gilmore's proprietory 

band playing a schottische, or a gallop; Naham Franko's or-

chestra performing Waldteufel, a favorite of the "00"; a flute, 
accordion, fiddle, and drum from a "tenderloin" free-and-easy 

wailing through a commonplace mixture of landler, hornpipe, 
and polka; a handful of immigrants each intoning some old-

country favorite remembered with love and comfort; a good 

music hall singer like Emma Carus, or Tony Pastor, singing a 
tear-jerker and/or one of the new "ragtime ballads"; May Irwin, 

assisted by some of the girls from Babe Connors' bagnio in 
Kansas City singing The Bully (in its original scatological ver-

sion); Shelton Brooks singing and playing his new song Some 

Of These Days; W. C. Handy leading his travelling band-

orchestra-dance-band in his first published blues, The Memphis 

Blues, or his St. Louis Blues of several years later; a dozen 

tipsy Chicagoans blurting out Alexander's Ragtime Band, a song 

the Windy City made famous; Ben Harney and his stooge sing-

ing Harney's great 189o's songs, Mister Johnson, Turn Me Loose, 
and You've Been A Good Old Wagon, But You've Done Broke 

Down (the former employing in its title a turn-of-the-century 
Negro code word for cop); a group of Carolina mountain people 

singing remembered British North Country modal ballads; a 

cowboy singing a round-up tune; a railroad worker shouting 

rhythmically as he swings his sledgehammer, or gandy-dancing 

to a communal tune; a vaudevillian in a celluloid collar sing-
ing My Gal Sal; an ex-minstrel singer belting out Hello! Ma 

Baby; a parlor dandy singing A Perfect Day; and, King Oliver's 

Band (with young Louis Armstrong on second cornet) leading 

the entire gathering to some jubilant moment of glory. . . . 

Imagine this great melange of sounds pouring down into the 
canyon, mixing below, then returning in a single echo and you 

may get some idea of what happened as American popular music 
achieved a native idiom between 18go and World War I. 
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III 

One of the best Negro writers of the late nineteenth century was 
Benjamin Robertson Harney. In discussing Harney's life and work 

with me, Eubie Blake observed, "He's dead, and all of his people 
must be," before adding: "Do you know that Ben Harney was a 
Negro?" I hadn't known, of course. Mr. Blake then provided a clue 
to Harney's great success as a performer. "Ben Harney played rag-
time like white people played it." He managed to get his songs pub-

lished as well as widely performed. He was assumed by white people 
to be white. And though he died in a Philadelphia Negro ghetto, the 
fact that he was a Negro has never been publicly stated, possibly out 
of a traditional concern for his surviving relatives. Harney had no 

children. 
Ruth Blesh and the late Harriet Janis in their book They All Played 

Ragtime, the definitive study of a subject very dear to the authors, 
have provided a substantial biographical sketch of Harney, and an 
enlightening analysis of his most famous songs in the context of rag-

time and blues traditions. 
Until I began this survey I had assumed that the true American 

song evolved much later than it actually did. Shelton Brooks, with his 
Some Of These Days and Walkin' The Dog, did introduce a fresh 

point of view. But there were others before him. Max Morath, an au-
thority on turn-of-the-century American song, as well as instrumen-

tal ragtime, considers certain songs of the 189o's to be the most sig-
nificant breakthroughs in "American" non-hack writing. And they're 
all by Ben Harney. The first of these is You've Been A Good Old 
Wagon, But You've Done Broke Down, copyrighted in 1895, but writ-
ten at least a year earlier. Although it would be printed in 4/4 time 
today, it is shown in 2/4 in an early copy provided by Mr. Morath. 

It is comprised of a verse (not so marked), a chorus, and a "dance." 
In the sung portions of the song there are, amazingly, only two 

chords, tonic and dominant. Were one to have arranged this song at 
any time after 1920, or to have printed a new piano copy, the har-
mony would have been much less spartan. And it is my conviction 

that Mr. Harney himself never played the song with only the tonic 
and dominant chords. For the melody almost begs for more harmony. 
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The verse is fourteen measures, the chorus twenty-eight, and the 
"dance" forty. The most interesting phrases in the chorus are repeti-
tions of the verse. 

You've Been A Good Old Wagon, But You've Done Broke Down 

4'  j  J)  1.1--M .F77: n IJ .1. 

One must keep in mind not only the date, c. 1894, but the antique 
spelling of the notes. (Were the song reprinted using modern spelling, 
it would read as in the second illustration.) 

-I- J J J  

One shouldn't look for any extraordinary innovations. Rather 
should it be kept in mind that for its time it was far from the typical 

pop song. And it is unfortunate that one cannot hear a recording of 
it by Harney. For undoubtedly it would reveal that the printed copy 

is an almost totally emasculated "whitening" of the original. Surely, 
the melody suggests a much more swinging piano part than was 
published. 

Eubie Blake praises Harney unstintingly as the true father of the 

style of piano playing made famous by James P. Johnson, to some 
degree, and Fats Waller, fully. Mr. Blake's praise does, I must admit, 
seem to conflict with his other remark that Harney "played ragtime 

like white people played it," but no matter. 
Mister Johnson, Turn Me Loose, 1896, another Harney song for 

which he wrote his own idiomatic lyrics, has only a sixteen-measure 
chorus, but again it is a departure from the norm. It unexpectedly 
starts in A minor (the key is G major) and moves, after two meas-
ures, to G major. The melody in both instances follows the notes 
of the chords. 
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Mister Johnson, Turn Me Loose 
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I am impelled to suggest once more than these illustrations must be 
viewed only as beginnings and, more than that, probably as "cleaned-
up" versions. There is no need to discuss them at length but, since 

they are examples of Negro music's first emergence in the white 
man's marketplace, and since they contain, even in their pallid piano 

copy form, the native quality of "American-ness," they must be cited. 
Although ragtime was the big rhythmic innovation in American 

popular music, it was largely for piano and therefore outside the 
boundaries of this book. For those who are interested in its fascinating 
history, They All Played Ragtime by Blesh and Janis, now revised, 
supplies data, music, and a colorful narrative, all carefully researched. 

At A Georgia Camp Meeting, first published as a piano piece in 
1897, then as a song (with words added) in 1899, is another song 
employing the eighth, quarter, eighth note device. Words and music 
were by Kerry Mills. It is a strong, memorable tune, very much in 
the ragtime, cakewalk tradition. There were earlier "walk around" 

dance songs, but Mills's song was so successful that he was long given 
undue credit for inventing the cakewalk. As has been pointed out by 

others, the most familiar strain in the song is an adaptation of the 
Civil War song Our Boys Will Shine Tonight. Here are the begin-
nings of verse and chorus: 

At A Georgia Camp Meeting 

J  o 

In 1899 there was also a very successful pop song called Hello! Ma 

Baby which was certainly in the ragtime genre. There is some ques-
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tion as to the authorship, though the names of Joseph E. Howard and 
Ida Emerson appear on the sheet music as joint authors and com-
posers. According to Maxwell F. Marcuse in Tin Pan Alley in Gas-
light, the lyrics were written at least in part by Andrew Sterling who, 
Marcuse adds, "claimed to be the author of the song." In any event, 
the author or authors and composer were white. 

It's a cheery little song, one of the many written about that new 
gadget, the telephone. And its lyric indicates that it is a "coon song." 
It is a cakewalk kind of tune, the principal rhythmic device of which 
is the succession of eighth, quarter, and eighth notes. 

Hello! Ma Baby 
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To quote James T. Maher again: 

At the turn of the century certain fruitful interactions were 
taking place in published music. The cakewalk and ragtime 
(both as a style of performance and as a form of composition) 
flourished. Nationality (immigrant) songs were becoming pop-
ular—but they were now not so much nostalgic for the old coun-
tries as they were reflections of a hyphenated life ( Irish-
American, Italian-American, and so on). Technology songs were 

solidly rooted: research has shown that there were probably one 
hundred fifty telephone songs by i9oo! The melodramatic Vic-

torian ballad—the dreadfully sad gaslit anecdote filled with 
glycerine tears—was losing its force. Ragtime yielded a vital new 
song: the ambiguously malicious "coon" song. The straight line 
from plantation music to the earliest recorded jazz ( 1917) runs 
through ragtime: the impact of Negro syncopation is the major 
force in the Americanization of our popular music. By the turn 
of the century the theater had heard the first Victor Herbert suc-

cesses and the first Negro musical ("Clorindy"). Thus, the young 
song writers had a musical grammar of tremendous variety to 
draw from: Negro syncopated ragtime songs, such as those by 
Ben Harney, the smooth beauty and sophistication of Herbert 

("Oh, he taught us how to lay out a pretty ballad in four," 
Eubie Blake recalls), and the emergent wit and brevity of a few 
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song writers in Tin Pan Alley. By ¡goo the crucial synthesis was 
under way. 

IV 

Under The Bamboo Tree, 1902, words and music by another talented 
Negro writer and performer, Bob Cole, probably owed its popularity 
as much to its "novelty" lyric as to its music. Oddly, the chorus shifts 

from the 4/4 rhythm of the verse to 2/4. It's a short, sixteen-measure 

chorus with a single synocpated motif of one measure, with, again, 
only two chords. There is nothing remarkable about it except in com-
parison to the other songs of that period. Here is the motif: • 

Under The Bamboo Tree 

Bill Bailey, Won't You Please Come Home?, also 1902, music and 
lyrics by Hughie Cannon, is the last song of concern to us that bears 

the character of ragtime. However, it has a contrived quality which 
removes it, to my mind, from the more natural melodies of Ben Har-

ney. Its first four measures suggest a more natural development than 
the melody actually has. 

Bill Bailey, Won't You Please Come Home? 

te'îlJ)- .r)  

The contrived, manufactured flavor, to me, is evidenced in the sev-
enth-measure cadence,* 

 IJJ 

and the 
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I am especially surprised, probably because for years I have heard 

the title of this song and presumed that its melody would have a much 
more natural flavor. 

In 1909 Shelton Brooks wrote the words and music of a song which 
was truly a landmark in popular music, perhaps the landmark of the 
transition era. It was completely unlike most songs of its time. It 

derived from none of the popular song elements then current. It is 
a straightforward, well-written rhythm ballad, melodically and har-

monically. Its title is Some Of These Days. And it has the unusual 
form of A-B-C-D. Like Berlin's The Girl On The Magazine Cover 

of a few years later, it never repeats its initial idea. It was a big hit 

and deserved to have been. As well, sixty years later, it is still 
a standard song. Throughout her long career Sophie Tucker used it 
as her theme song. 

Considering that the melody is in G major, it is highly unexpected 

that after the three "held" pick-up notes, the harmony of the first 

measure is a B-dominant-seventh chord. This resolves in the third 
measure to E minor, returns to B dominant and then, after once more 
resolving to E minor, proceeds through E-dominant seventh and A-
dominant seventh to a D-dominant cadence. 

Then, instead of repeating the original idea, it continues through 
G dominant to C major. Indeed, it never ceases to move harmonically, 
far more so than most other pop songs of that time. It should be re-
membered that Mr. Brooks was a successful vaudeville pianist. Yet so 
provocative is the melody that it became an immense success, and 

though the harmony may have mightily pleased the players of that 

time, the success of the song was due surely to the melody. And I'm 
certain that the tantalizing suspension of the rhythm in the opening 

pick-up notes also had to do with the song's popularity.* 
I should make note here of a piano piece, The Memphis Blues, 

copyrighted in 191o. This historic blues became a song in 1912 when 
it was published with words. It is discussed below. 

Also in 1910 there was a song by Lewis F. Muir called Play That 
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Barber Shop Chord. Long afterward it achieved a second "success" as 
a result of Judy Garland's enthusiastic revival of it. 
Both verse and chorus are so loose and relaxed that they might well 

have been written by a Negro. For up to this time there had been 
little evidence of white writers having absorbed, or having capably 

handled, the rhythmic materials that the Negroes had created. The 
first eight measures of the verse surely demonstrate this natural, un-
contrived kind of line. 

Play That Barber Shop Chord 
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The chorus does have a degree of contrivance but this, I think, is 
justified by the demands of the lyric, which, as the title indicates, 
has to do with harmony. The last section of the song shows how much 
it moves about. And this amount of experimentation in 1910 was al-

most unprecedented, as, for example, the shift to F minor in measure 

thirteen and the run-down on the notes of the A-flat-major triad in 
measure fifteen. 
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Then, in 1911, Muir wrote a great big hit which has remained a 
standard all these years. In Waiting For The Robert E. Lee Muir 
caught the spirit of the new rhythms that had burst out with rag-
time. This song, from beginning to end, has a completely relaxed and 
natural flavor. And, it swings! 

It has a thirty-two-measure verse and a thirty-two-measure chorus, 
the form of which is A-B-A-C. The verse is so good that I've always 
thought of it as an integral part of the song. And since the chorus 

uses the principal motif of the verse in the B section, I never sepa-
rated it from the verse when I first heard it. Nor have I ever heard 
the chorus played alone. 

In the printed copy the verse is in C major and the chorus in F 
major. And, oddly, the verse is marked common, or 4/4 time, and the 
chorus alla breve, or cut time, though the rhythm is identical with the 
verse. (Oh, you sleepy editors!) 

It interests me that the three pick-up notes in measure four of the 

chorus are so much a part of the melody that it is very surprising they 

didn't have words to support them. The motif of the verse is instantly 
attractive. And the chorus enters much as does a "trio" in a march 
and with only that slight degree of separateness. I find the use of 
whole notes very effective in the B section, particularly when justa-
posed to the rhythmic phrase that follows them, which is, in turn, the 
motif of the verse. 

This is a good song in any decade and remarkable for its time, cer-
tainly as much so as Alexander's Ragtime Band with its strong but 
non-ragtime tune. 

Also in 1911 Ernest M. Burnett copyrighted a song called Melan-



The Transition Era: 1885 to World War I 17 

choly. In 1912 the copyright was assigned to the Joe Morris Music Co. 

under the much better-known title My Melancholy Baby. 

We've all heard this song so many times I think we may have for-
gotten a few salient facts about it. First, its title is most unusual, the 
seldom-used and dignified adjective "melancholy" qualifying the 
colloquial term of endearment "baby." Second, the melody is not only 
good, containing highly unexpected phrases for that era, but it also 
just might be the first torch song. Third, its melody writer, listed as 
Ernie Burnett, may have been a "one-shot" writer. For as far as I can 

determine, this was his only big song. 
Until I recently saw its copyright date, I assumed that My Melan-

choly Baby was a song of the middle, even late twenties, for the writ-

ing is unlike that of any song of its period.* This isn't to say that it 
ranks with the great songs of later years—rather, that it is a good, 
well-written melody, highly unusual for its time, and certainly not 

a piece of hack work. Furthermore, it's unlike any other melody and 
deserves to remain a standard almost sixty years after its original 

publication. 
But the great popular landmark of 1911 was Irving Berlin's Alex-

ander's Ragtime Band. Its style, its paradoxical lack of ragtime, even 
of syncopation, and its historical role in popular song as discussed in 
the separate chapter on Berlin's extraordinary body of work. 

V 

In 1912 came the first publication of that phenomenal song form, the 
blues. It is an old form that may have preceded the Civil War. Harold 

Courlander, folklorist and author of the definitive Negro Folk Music 
U.S.A., says, "There is no indication that something closely akin to 
blues was not sung in the towns and on the plantations in ante-bellum 
days." Abbe Niles's description and definition of this music in his 

book Blues is the best I know. 

The blues sprang up, probably within the last quarter century, 
among illiterate and more or less despised classes of Southern 
Negroes: barroom pianists, careless nomadic laborers, watchers 
of incoming trains and steamboats, street-corner guitar players, 
strumpets and outcasts. A spiritual is matter for choral treat-
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ment; a blues was a one-man affair, originating typically as the 
expression of the singer's feelings and complete in a single verse. 

It might start as little more than an interjection, a single line; 
sung because singing was as natural a method of expression as 

speaking. But while the idea might be developed, if at all, in any 
one of many forms of songs, there was one which, perhaps 

through its very simplicity and suitability for improvisation., be-
came very popular; the line would be sung, repeated, repeated 
once again; with the second repetition some inner voice would 
say "enough" and there would have come into being a rough 
blues. 

Its tune didn't need to be new; Joe Turner, an old three-line 
song was well known to and sung by Negroes all over the South 

and a blues verse could be and was, fitted to its tune. 

And since the emergence of the blues in published form was the work 

of W. C. Handy, it might be well to quote Isaac Goldberg (Tin Pan 
Alley) on him. 

William Christopher Handy, "the father of the blues," is not 

the inventor of the genre; he is its Moses, not its Jehovah. It was 
he who, first of musicians, codified the new spirit in African 

[Negro] music and sent it forth upon its conquest of the North. 
The "rag" has sung and danced the joyous aspects of Negro life; 

the "blues," new only in their emergence, sang the sorrows of 
secular existence. 

And Goldberg also says, "Handy was the first to set jazz down upon 
paper—to fix the quality of the various 'breaks' as these wildly filled-

in pauses were named. With a succession of 'blues' he fixed the 
genre." 

Handy began with The Memphis Blues which was published in 
1912 with words, though, as already noted, its instrumental version 

had been published in 1910. It's in three sections, only the second of 

which is not in the twelve-bar blues form. This second section leaves 
the traditional blues harmonic pattern and is sixteen measures long. 

The classic blues harmony, in its basic form, is (in the key of B flat) 
three measures of B flat, one measure of B-flat-dominant seventh, two 
measures of E flat, two measures of B flat, two measures of F-domi-
nant seventh, and two measures of B flat. 

Within that framework Handy wrote many famous tunes, and 
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since then there have been literally thousands of great blues choruses 
improvised by hundreds of great jazz instrumentalists. Obviously, as 

increasingly sophisticated and complex harmony infiltrated pop music 
and jazz, the blues became that much more involved. But its basic 
twelve-bar length and, though infinitely altered, its chordal patterns 

have remained essentially the same. 
Other innovations in pop and theater music were to be highly so-

phisticated and brilliantly inventive, but rarely would any of them 
achieve the totally indigenous quality of the blues. Of course this was 
in large measure due to the great blues interpreters who sang 
uniquely, employing microtonal notes ( quarter tones in the diatonic 
scale) and extraordinary "bends" and "turns," bizarre extensions of 
natural voice range, and an almost self-hypnotized emotional state 

while performing. The blues is truly an agonized cry from the depths 
of despair, even though there has been flippancy and self-mockery in 

some of its lyrics and renditions. These latter, however, might be said 

to come under the heading of "commercial" blues, slanted for shallow 
nightclub audiences and feather-brained record buyers. 

Note that in measure six of the chorus of The Memphis Blues` the 
first half-note chord could as well have been E flat as a diminished 
chord and the second half-note chord in measure ten, though E flat, 
would have a low f in the bass in any version less simply edited, 
thereby maintaining the feeling of F dominant. Long before George 
Gershwin began toying with them, the flatted seventh and flatted third 
of the scale were conventional elements of the blues. In the first sec-
tion of The Memphis Blues both flatted notes are used.* The flatted 

seventh, e flat, is in the second measure and the flatted third, a flat, is 
in both the fifth and sixth measures. 
To jump ahead in the chronology in order to stay with the blues— 

in 1914 Handy published both Yellow Dog Blues and St. Louis 

Blues. The first of these is much more complex than The Memphis 
Blues. The section preceding the chorus is not called a verse and 

shouldn't be. There is no descriptive name given it. It is made up 
of three twelve-measure sections, the first two of which are harmoni-

cally in the blues pattern. The third is not. Again the flatted third 
and seventh are in evidence. And the sheet music key is D major, a 
key seldom used outside theater songs. The chorus deviates in the 
second measure from the expected harmony and as well is introduced 
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by three untypical "held" pick-up notes.* The minor third, f natural, 

is stressed, but not the minor seventh, c natural. 

St. Louis Blues is particularly fascinating. It is in four parts, the 
first two identical twelve-bar sections, with different words, the third 

an unprecedented sixteen-measure minor section in a tango rhythm 
(filtered through from early Spanish New Orleans?), and the fourth 

a blues chorus of twelve measures. The harmony of the first and 
second sections is not in conventional blues harmony, as the second 
measure, instead of sticking to a G-major chord, moves to C major for 

a single measure. The minor third, b flat, is consistently in evidence. 

The third, minor "Spanish" section of the inspired lyric—"Saint 
Louis woman, wid her diamon' rings" etc.—is unlike anything in any 
blues, work song, country song, any song I've ever heard. In the 

chorus there is also a variation on the blues harmony. For the ninth 
measure remains G major instead of conventionally shifting to D-

dominant seventh. 
I don't suppose any American song is better known or has had 

more performances than St. Louis Blues. It most certainly is one of 
the most notable of popular music landmarks. Handy wrote many 
more blues, all of them interesting, some with slight alterations har-
monically as in St. Louis Blues. They are a marvelous contribution 

to the body of American popular song. 

VI 

To backtrack for a moment, in 1913 Chris Smith wrote the music for 
a swinging, loose little sixteen-measure song called Ballin' The Jack. 

It was one of the earliest of the "dance instruction" songs of which 
there were later on a great many from The Black Bottom and Charles-

ton to The Varsity Drag and countless others. 
The verse is very unusual harmonically and melodically for its 

time, strangely in spots suggesting the much later Heart And Soul. 
The melody of the chorus is one of those like Sweet Georgia Brown, 
which is chord-based and mostly dominants. It very unexpectedly 
starts out with two measures of G-dominant seventh, though the key 

is B flat, therefore needing b naturals in the melody straight off.* 
It moves through three sets of dominant chords, two measures for 

each, until it comes to one of those marvelous "break" phrases in 
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which the band often cuts out. It is the phrase beginning at measure 
seven. 

The lyric concerns itself solely with how you "ball the jack"; but 
the tune is a true early swinger. 

Then, in 1915, Ain't Got Nobody, music by Spencer Williams, 
was published. It is very well known to this day, though only a fairly 
good song. Its first phrase is, I believe, the sole reason for its success.* 
The high, held d natural, followed by the chromatic quarter notes, 
constitutes the principal characteristic. I'm surprised that the pub-
lished harmony doesn't continue chromatically along with the mel-
ody notes so that the opening G-dominant chord would descend 
through F-sharp dominant, F-natural dominant, and E dominant to 

the A dominant in the third measure. All the performances I've 
heard of the song employ this harmonic pattern. 

I've never heard the b flat quarter note at the end of measure three 
either sung or played. Here is another instance of performers improv-

ing the writer's original idea. Also the last quarter note in measure 
twenty-four leading back to the main strain I have always heard sung 
and played as a d instead of the a in the sheet music. 

I've mentioned this song because it is an example of the emergence 
of a new, more personal point of view: the torch song had arrived to 
stay. 

In 1916 came a delightful, jaunty little rhythm song called Pretty 
Baby, by the Negro pianist Tony Jackson and Egbert Van Alstyne. 
Its most provocative idea is its opening phrase, and it's another chord-
based line, suggestive of an instrumentally oriented writer, though it 
sings with great ease. As familiar as the melody is, I'd still like to 
show you these charming opening measures. 

Pretty Baby 
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There is one measure which singers down through the years have 

simplified, and as far as I'm concerned, for the better. It's measure 
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nine, and the note that is changed is the b flat, the second-to-last note 
in the measure. It's now sung as a. 
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You will see that at any respectable rhythmic tempo the b flat is hard 
to grab. 

I find it a healthy, natural, original song, well worth its reputation 
as a standard. 

In 1916 Raymond Hubbell wrote his only memorable song, Poor 

Butterfly. It was from the production "The Big Show" and remains 
one of the loveliest ballads I've ever heard. It is extraordinary that a 
man who revealed such talent in this song should have failed to write 
anything of nearly its quality. He did write many scores for shows 

which were produced but, strangely, Poor Butterfly remains the only 
song for which he is remembered. 

There's not a word of criticism I can conceive of for it. Its verse is 
written in a deliberate oriental manner, and though its purpose is 
strictly expositional, nevertheless it creates a proper mood for the 

chorus without in any way revealing what is to come. After three 
"held" pick-up notes the melody falls on the fourth interval of the 
scale which is a whole note tied to a quarter note in the second meas-
ure. It is the very best example I know of the romantic potential of 
this interval, which under unromantic circumstances should never 
be stressed simply because it then comes off as a weak note. The 
song's form is A-B-A-C and is of conventional thirty-two-measure 

length. Here is an instance where the entire chorus should be illus-

trated. But I will quote the first part of it and trust that you can re-
call the rest. 

Poor Butterfly 
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There isn't a suggestion of contrivance in this melody. It flows as 
freely as sometimes a song does from the pen of one who is truly in-
spired. It sounds as if it had come to the mind of Raymond Hubbell 
in a single sitting, with not a phrase polished or revised. Of course, 
part of professional talent is the ability to create such a seeming in-
spiration while actually having spent hours of change and considera-
tion of multiple choices before finally resolving the creative problem 
with such a superbly natural melody as that of Poor Butterfly. 

In 1917 Shelton Brooks erupted with The Darktown Strutters Ball. 
Frankly, I'd have been glad to settle for Some Of These Days. But not 
Mr. Brooks. 
When I first heard the Six Brown Brothers' (six saxophones) record 

of this song many years ago, I knew I was listening to something 
special. Even though by 1917 writers were catching on to the fact 
that there was more to the American popular music potential than 
they had ever dreamed, this song stood out far above the average pop 
song of the period. And particularly unusual for those or any days, it 
had a very good, driving verse. There's something so free and easy, 
so insouciant, about a chorus which dares to start out with Mr. 
Brooks's line "I'll be down to get you in a taxi, honey." And the mel-
ody has the same flexible, pliant, yet swinging air about it. 

Illustrations of a song as deeply imbedded in the American ear as 
this is needn't even be offered. But I think it wise to try to erase all 
memory of it, and then before memory insidiously gets a chance to 
reassert itself, go over the tune with complete detachment. If you can 
manage such a miracle, you'll find that this is a simply dandy tune. 

I'd forgotten until I re-examined it that toward the end of the 
chorus it has two marvelous "break" moments in two successive 
phrases: first where it says "goin' to dance out both my shoes" and 
then "when they play the 'Jelly Roll Blues.' " It's as if the rest in the 
music following those phrases were meant for a tap dancer or an 
instrumental "riff." And probably they were. 



24 American Popular Song 

Also in 1917 came George Meyer's For Me And My Gal. One so 
inevitably associates this song with Judy Garland's revival of it that 

it is not easy to examine it with detachment. 
Before discussing the chorus I must mention that the verse employs 

a marvelous device in the very first measures. 

For Me And My Gal 
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I find the f natural in the second measure both very effective and 
wholly unexpected. And its resolution in the e natural of the fourth 

measure rounds out my enjoyment. 
The chorus is of conventional thirty-two-measure length and its 

form is A-B-A-C. It is a melody of narrow range, only one octave. It's 
by no means a great song, but it's also not a hack song. It is well-con-
ceived vocal writing and has a charming final section, which, had you 
never heard the song, would come as a very pleasant surprise. 
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I'd like to make one point about the difference between the sheet 
music and any performance of the song I've ever heard. In the four 
measures which employ a quarter note triplet, such as the second 

measure (to the words "me and my gal"), I've only heard two eighths 
and a quarter, never the triplet. 
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Also in 1917, Art Hickman, a former tap dancer and successful 
band leader, wrote the music for a song which has been worked over 
with as much assiduity as How High The Moon. And, though it's 

called Rose Room, the title is never mentioned in the lyric of the 
chorus, and only for a moment in the verse. 

After only the most cursory examination of the song, one can see 
why it was picked up by bands. It's more than the tune, though it's a 

good one and easily mistakable for a late twenties type of song; it's 
really the "changes," the harmonic patterns, which caught their 
fancy. There's no chord stretching which often occurs in pop songs, 

which is to say keeping the same chord going for longer than good 
taste dictates. In Rose Room the harmony constantly shifts and no 
chord is held for longer than two measures. This is meat and potatoes 

for a jazz improviser. The following will give you some notion of this. 

Rose Room 
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Also the fifteen whole notes in the melody provide lots of room for 
arrangers' figurations and orchestral devices. It's a good, loose, nat-

ural song, as I said, definitely ahead of its time. This may well have 
been due to its having been written by a band leader. 

In 1918 Bob Carleton wrote Ja-Da. It's only a sixteen-measure bit 

of fluff, and yet I doubt if any even casual pop song listener would 
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fail to recall it. It fascinates me that such a trifling tune could have 
settled into the public consciousness as Ja-Da has. Of course it's bone 
simple, and the lyric says almost nothing, except perhaps the explana-
tion of its success lies in the lyric itself. "That's a funny little bit of 
melody—it's so soothing and appealing to me." It's cute, it's innocent, 
and it's "soothing." And, wonderfully enough, the only other state-
ment the lyric makes is "Ja-Da, Ja-Da, Ja-Da, Ja-Da, Jing, Jing, 
Jing." 

In 1918 Henry Creamer and Turner Layton, an outstanding team 

of Negro song writers, published After You've Gone, one of the most 
long-lived jazz standards. And if by this time I haven't conveyed to 
you by illustration and citation what I mean by an American-sound-
ing song, After You've Gone should tell you. 
The verse is adequate enough for Mildred Bailey always to have 

sung it, but it has no special measures which suggest illustration. The 
chorus has many interesting characteristics. First, it is only twenty 

measures long. If one uses four instead of eight measures as sections, 
the form is A-B-A-C and a tag based on the opening phrase. Second, 
it opens on the subdominant chord (f, in the key of C). Third, no 
chord holds for longer than a measure and in most instances only 
for half a measure. This fact is an instant attraction to the impro-
viser. Fourth, its seventh and eighth measures suggest a "break" 
(where everything but the solo voice or instrument stops). Also the 
lead-in notes at the end of the eighth measure I've oftener than not 
heard sung or played as part of the melody. If sung, words of the ilk 
of "oh, honey" are used for these pick-up notes. Again, I feel the per-
formers' use of these notes as part of the melody is right. One more 
point: I've never heard the elided phrase (e and c eighth notes tied 

to a dotted half note) used in the final cadence. Simply the c whole 
note. Again, I believe this is a better choice. 

If you somehow don't remember, here are the first eight measures: 

After You've Gone 
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These measures in the closing section, to me, are as American as a 
song can get. 
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In 1919 the Negro writers Charles Warfield and Clarence Williams 
wrote a short, and, to me, very sweet late-at-night song called Baby, 
Won't You Please Corne Home. Of course, after hearing George 
Thomas sing it with McKinney's Cotton Pickers, I felt an immediate 
prejudice in favor of the song. It's a perfect singer's song, suggesting 
a much slower approach than the "medium bounce tempo" indicated 

on the sheet music. And it, like After You've Gone, could have come 
from nowhere but here. Just the first half of the chorus reveals that. 

Baby, Won't You Please Come Home 
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Note the phrase in measure five with its unusual opening f natural, 
and also the marvelous eighth-note triplet at the end of measure six! 

Singers tend to take liberties with this melody, not impolite ones 

but those which the harmonies suggest, and for once I am on the side 
of the singers. I don't mean that the melody should be distorted to the 
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degree of risking its identity, but rather that it almost asks for slight 
vocal improvisatory moments. I may be saying this as the result of 

the performances I've heard. But not entirely, as, when I run over 
the vocal line, I find myself singing not precisely what's written. That 
is not to imply that the song could have been better written, simply 

that it has an air of permissiveness about it. 

VII 

The last song to be discussed in the "transition" era goes beyond our 
time boundary of 1920. It was published in 1921, by a "one-shot" 
writer, W. Benton Overstreet, and was called There'll Be Some 
Changes Made. I am placing it here because it tends to sum up great 
changes, and, of course, predict new ones. 

I've always loved it and, until this survey, have never thought of 
it in terms of when it might have been written. For there it was, a 
good, groovy song with an equally good lyric (by Billy Higgins) . It's 
only eighteen measures long; it attempts nothing special; indeed, its 
attractiveness lies in its seeming not to have tried, to have simply 
happened at a time and place when everything was conducive to 
noodling around until a happy idea unfolded and before the noodler 
knew it, he had a song. It has none of that Tin Pan Alley, "let's write 

a hit today" quality about it. And in this case, the fact that the first 
four measures use only two chords doesn't lessen the charm of the song 
at all. It's so relaxed and honest that, as far as I'm concerned, it could 
do, and did, anything it had a mind to. 
As the title says, there'll be some changes made, musical changes, 

from this point on in popular music. More sophistication, more com-

plex melody writing, much more involved harmonic patterns, shifting 
song form, greater elegance, and infinitely superior theater song writ-
ing. And, fortunately, writers like George Gershwin and Harold 

Arlen among the theater writers, and Duke Ellington and other less 
well-known Negro writers, never forgot the invaluable heritage be-

queathed them by the early anonymous Negroes who, in spite of their 
dreadful, ignominious plight, had managed to create the beginning of 

an entirely new music. 
But they weren't all just beginnings. For some of the spirituals, 

work songs, blues, and ragtime songs can never be improved upon 

and so should certainly be given the same respect as later, highly 
developed commercial songs. 



Jerome Kern 
(1885-1945) 

In this flamboyant age in which it is unsurprising to read grotesquely 

extravagant tributes to the creations of untutored amateurs, I choose 
to pay my own more tempered respect to the work of a highly pol-
ished professional song writer, Jerome Kern. In an earlier age, when 
professionalism was considered an essential element in creative evo-
lution, two American theater writers swiftly gained popularity— 
Victor Herbert and Jerome Kern. Though Herbert was a highly 
trained and talented writer, his songs never achieved the native qual-
ity of Kern's. And as a result he never had the influence on future 
writers that Kern did. Herbert remained a European operetta writer, 
while Kern became a master of a new kind of song, perhaps unlike 
any other theater music heard up to that time. An indication of this 
is the fact that a great many of his songs remained standard musical 
fare until the end of the professional writer's era. 

In his earlier efforts it was not nearly so evident as later on how 
extraordinary his talent was. Nor did his songs strike the public as 
"Americanly" as did those of Berlin, Youmans, Gershwin, and Arlen. 
Yet one must remember that, except for Berlin, their first songs were 
written many years after Kern's, and that the world of American pop-
ular music had changed greatly by the time they began writing. But 
without any doubt, Kern does exemplify the pure, uncontrived me-

29 
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Iodic line more characteristically than any other writer of American 
theater music. Long before I knew the first thing about music, I knew 
his melodies. They pleased me, they even haunted me. In the days 
when I first became aware of his songs, he had not become as in-

volved in complex harmony as he did later. But even when he did use 
more elaborate harmony, and I had become involved myself in the 
excitement of lush harmonic patterns, I didn't need to know or hear 

his harmony in order to enjoy thoroughly his lovely melodic flights. 
Once he freed himself of his European predilections, and after pub-
lishing many more songs than I would have believed possible, he 
never lowered his sights. He continued to experiment, he took breath-
taking chances, and practically every time he did they were accepted 
and absorbed by the public as a part of the American musical ethos 
as much as the songs of simpler, much less sophisticated, untutored 

writers. 
The financier Otto Kahn, his biographer Mary Jane Matz tells us, 

"approached Jerome Kern . . . with a suggestion that he write an 
opera for the Metropolitan. It was said that he discussed a similar 
project with Irving Berlin. . . . Gershwin was the third composer 

Kahn had considered." Kern may have protested, as Berlin is sup-
posed to have done, that he was not equipped for so musically complex 
a task. Whether or not Kahn did, in fact, make a firm offer to any 
one of these three great song writers, the tale tends to substantiate the 
feeling I get that Kern deliberately stayed away from large compo-
sitional forms, despite his background and formal training. He never 
was tempted by the evening-dress world of symphonic music, except 
for the Mark Twain Suite, which he wrote for André Kostelanetz—a 
composition of little distinction. He didn't use his eminence in popular 

music to wangle his way into the concert world through the good, 
ghostly offices of arrangers, orchestrators, and anonymous helpers. He 
accepted and was proud of his smaller framework of song. And within 

it he never ceased to grow. 
There were, indeed, occasions upon which he reverted to his en-

thusiasm for English and Viennese musical manners, and he never 
could have been called a truly "swinging" writer of songs. One can't 
imagine him being excited by Duke Ellington's music, let alone the 
experiments of Gerry Mulligan with a ten-man group (a "tentet"). 
But, there stand those melodies, straight and healthy, and ever green. 
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Shelton Brooks had no European cage to escape from, though he 
grew up in Canada and loved Victor Herbert's songs. Irving Berlin 

fought his way up out of extreme poverty and had no time or money 
to indulge in "culture." As for George Gershwin, by the time he be-
came culture-conscious, he was so indelibly labeled an American 

product that he risked his identity by slipping into European musical 
mores. Let's say he settled simply for French harmony, as did most 

arrangers of the thirties, excepting the driving Negro swing band 
arrangers. 
There was, of course, a certain advantage for Kern in his reticence 

with regard to composing formal concert music. I once heard the 
composer of a small, quiet, chamber orchestra piece bemoaning his 
limited spectrum. Another composer, who had completed a large, im-
posing orchestral piece, interrupted him and remarked: "Well, who 
knows my piece is mine? Anyone would know right away that your 
piece is yours." That's the way it was with Kern's songs. They might 
shift emphasis, be more or less experimental in structure or harmony, 

but you always knew they were his. Or almost always. That can be 
said of very few writers. 

Before examining those of his songs which I consider to be worthy 
innovations, let me say that I have played and analyzed 652 Kern 
songs from 117 shows, plays, and films. These include the posthu-

mously published songs for which Dorothy Fields wrote lyrics. Be-

tween 1904 and 1917, inclusive, Kern had interpolated songs in at 
least forty-three musicals and plays. Thus, for thirteen years he was 
represented in an average of four different Broadway shows each 
year. I have examined 118 songs from these shows. It seems unlikely 
that any other theater composer ever equaled Kern's incredible 
record. 

II 

All the prominent American composers of modern theater music, liv-
ing and dead, have acknowledged Kern to have been the first great 

native master of this genre. Without exception they consider his songs 
a greater inspiration than those of any other composer, and his music 
to be the first that was truly American in the theater. While no one 
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would deny the influence of English operetta writers in his early 
songs, he was, in the opinion of all the great surviving theater com-
posers, the first to find a new form of melodic writing unlike that of 
his predecessors or contemporaries. 
Without question he wrote a great many flawless melodies which 

have become as intrinsic a part of the American ethos as Stephen 
Foster songs, musical comedy (as opposed to operetta), jazz, detective 

stories, or any other of those creative phenomena which are accepted 
as indigenous to this culture. And yet his early songs, all of which 
were interpolations in stage productions of the first decade and a 
half, did not, with rare exceptions, reveal any characteristics which 
constituted evidence of his later mastery of the musical theater song 
form. 
I realize that this opinion is a contradiction of that expressed by 

Kern enthusiasts, who claim that from his beginnings he revealed 

signs of his later superb talent. I have examined very carefully every 
published Kern song I have been able to find, and I admit that I was 
astonished to find in his early work only capable, professional, but 
uninspired songs in the operetta tradition, by no means superior to 

those of his contemporaries, and in no way indicative of what was to 
come. Orchestrated and sung in the setting intended for them in the 
theater, they undoubtedly, as theater people say, "worked." But since 
this survey is limited to songs per se, I cannot leave their pedestrian 
character unremarked. The very fact that his great songs have sur-
vived in the public ear without the aid of their theatrical setting is 
reason enough to ignore the criterion of workability on the stage. 
Among all the songs written before They Didn't Believe Me, al-

ways cited as evidence of Kern's early divergence from the writing 
style of the era, I have found only one which bears the faint scent of 
his much later work. It wasn't, as some aficionados might expect, 
How'd You Like To Spoon With Me? (copyright 19o5), which I find 
unworthy of consideration in its almost doodling slightness which, 
inevitably, first songs have. The song I have chosen is from a show 
called "The White Chrysanthemum" and its title is I Just Couldn't 
Do Without You. It, again, is slight, but it is much more inventive 
and less amateurish. Both songs are short but the second one contains 
a surprising tag* of two measures which gives the song an ingratiat-

* A short, unexpected epilogue to a song. 
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ing swirl. Granted that neither song has the quality of the then-
current European song, yet only the second, in its difference, has 

character. Not a great deal, to be sure, and not by any means Kern-
like, but at least direct and containing unexpected intervals and the 
already mentioned tag. The last ten measures of the song—nine 
through eighteen, with the two pick-up notes from measure eight— 
are shown below. (The harmony, which is without any particular 

interest, is not included.) 

I Just Couldn't Do Without You 
9 
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This song was copyrighted in 1907. From then until 1914 I have 

been unable to find any song worthy of discussion or illustration. And 

this in spite of a statement by Max Dreyfus, Kern's publisher for 

many years, who once said, "Jerry's music never changed." 
Well, thank heaven it did. For I believe that had he not grown in 

style and invention, he would not be remembered today. And more 

than that, even when he did become a sophisticated, memorable 
writer, he still continued to change. If one chooses to compare any 
of Kern's early great songs, such as Wild Rose or Look For The Silver 

Lining, with Nobody Else But Me or All The Things You Are, it is 

obvious that a great change had taken place between those two phases 
of his writing career. And, parenthetically, in spite of their great 
dissimilarity, I believe it is possible to have sensed that the same man 

wrote all four songs, if only by a process of elimination, as no one 

else ever wrote naturally in his fashion. 
Kern's career, as one sees it now, tends to fall into four phases: 1902 

to 1915, the year of the first of the experimental Princess Theater 

shows; 1915 to 1927, the year of "Show Boat," another departure 

from the conventional; 1927 to 1935, the year of his first film score; 
and 1935 to his death, his years in Hollywood. Musical comedy, so-
called, was not in existence here at the time Kern was writing his 
early interpolated songs for operettas he helped "Americanize" for 
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Broadway. Operetta was then the most popular form of musical thea-
ter in America. It was almost indistinguishable from its European 
counterpart, which had Vienna as its center. It may be significant that 
London theater composers in the 1890's rebelled against imported 

Viennese and French musicals and, at the Gaiety Theater, began to 
create a new form called "musical comedy." Kern, one is reminded, 

began his professional theater career in London in 1902. The sense 
of excitement in the air was not lost on him. 

But, as his career demonstrates, Mr. Kern was a practical man. He 

adjusted his sights to the demands of the Broadway producers. He had 
admired Victor Herbert and, as a high school boy, had paid him the 

tribute of a juvenile imitation. He had Viennese leanings, as it were, 
but he may also have begun experimenting in the area of the more 

American-sounding songs which were beginning to be heard in vaude-
ville, in music halls, and on records (though the latter emphasized 

tried and true opera and operetta arias). But even if he were actually 
trying his hand at the new music growing out of ragtime, he ob-

viously put those experiments to one side and wrote with a practical 
eye on the marketplace. He wrote, that is, what was required in the 
theater of the day. 
He is known to have been deeply concerned with every facet of 

musical theater in addition to the score, realizing the interdependence 
of all of them. Yet I find no particular evidence that his early songs 
bore the relationship to plot or character which his later songs did, 
though, perhaps, their lyrics may have. They were undoubtedly more 

attractive on the stage than in the bare bones of the sheet music, but 
they contained few elements of surprise, shock, experimentation, or 

the quality of having been written for an American audience. 

In 1914, however, in "The Girl From Utah," Kern had an inter-
polated song, They Didn't Believe Me, which was a definite departure 
from all the songs which preceded it. Outside of its un-Viennese 

freshness, there are several interesting oddities about this song. The 
verse has a trace of musical character, as had few of the many verses 

of Kern's earlier songs. Yet it still seems to have been written at an-
other time than the chorus, so much so that the chorus comes as a 
total surprise. It is hard to consider them as part of the same musical 

experience, in spite of the adroitness with which the verse leads into 
the chorus. 

• 
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Harmonically, the chorus is solid if unspectacular. Indeed, the 
stronger Kern's melodies were, the less they needed interesting har-
monic patterns, and well might have suffered from them. The melodic 
line of They Didn't Believe Me is as natural as walking. Yet its form 
is not conventional even by the standards of that time. In song writ-
ing parlance it may be broken down in eight-measure phrases as 
A-B-A1-A2. I can't conceive how the alteration of a single note could 

do other than harm the song. It is evocative, tender, strong, shapely, 
and, like all good creations which require time for their expression, 

has a beginning, middle, and end. 
There is a harmonic novelty in the second, or B section of the song 

which lies quite outside popular music conventions and patterns, and 
one which suggests that the harmony may well have influenced the 

melody at this point. Since harmonic influence on melody in this 
phase of Kern's career was very rare, it may be well to illustrate it. 

They Didn't Believe Me 
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It is also interesting to note that in measure thirteen Kern slyly in-

troduces in the melody a d natural (which is not in the A-flat scale), 

to prepare his listener for the d natural essential to the harmony in 

measure fourteen. 
Before leaving this song, I might observe that writers on such mat-

ters always mention the use of the triplet in the first A' section. Since 
it is the only triplet in the entire song, it occurs totally unexpectedly 

and yet without awkwardness. Still, there is a mystery in the accom-
panying lyric. The full phrase reads: "And I cert'n-ly am goin' to 
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tell them." The words "cert'n-ly am" must be sung in three syllables 

to fit the triplet illustrated above. No one ever attempts this im-
possible feat. Singers long ago changed the lyrics to: "And I'm cer-

tainly goin' to tell them" with the word "cert'n-ly" neatly fitted to 
the triplet. The tale that Kern wrote the triplet to accommodate the 

lyric is illogical. But the mystery remains: why has the uncorrected 
lyric remained in print since 1914? 

The second song which shows Kern's emergence from the operetta 

cocoon, though of coarser grain and certainly more boisterous in na-

ture than They Didn't Believe Me, is You're Here And I'm Here from 
"The Marriage Market," also in 1914. Today it would be printed in 
4/4 time instead of 2/4, as it was then. The song is a series of imita-

tions of the initial phrase, the principal characteristic of which is a 

pronounced syncopation at the end of the third, seventh, nineteenth, 
and twenty-third measures. It obviously seeks a native point of view, 

and though it hasn't the curious quality that makes for comparative 
permanence (the standard song), it is worthy of mention as another 
bar sawed away from the cage of imported culture. 

You're Here And I'm Here 
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The 1914-1915 season marked an end and a beginning for Kern. 
"The Girl From Utah" opened on August 24, 1914. Even though 

Kern wrote most of the songs used in the American production, the 

show was an English importation, and Paul Rubens, a leading Eng-

lish theater composer, retained his program and sheet music credit as 
the principal composer. However, They Didn't Believe Me was so 

great a success that to this day "The Girl From Utah" is thought of 
as Kern's show, and rightly so. At any rate, Kern's career as the lead-

ing composer of interpolated songs in the history of Broadway was 
now over. From the turn of the year 1915 he was on his own, so to 

speak—the principal, or sole, composer of a long succession of "Kern 

shows," many of them historic. As my illustrations have implied, 
there was little indication in the first phase of Kern's career of what 
almost immediately followed it. 
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III 

As though to signal his newly-found independence, Kern rounded out 
the 1914-1915 season by writing the score for "Nobody Home," which 
opened April 2 o, 1915. The few interpolations were by others. The 
show was the first of a memorable series, produced at the small Prin-
cess Theater, that brought a distinctively American flair to musical 
comedy. The second of these bright and charming productions was 
"Very Good, Eddie," which opened two days before Christmas 1915. 

It may seem superfluous to mention a song in "Very Good, Eddie" 
called Thirteen Collar, since it was obviously not intended to be more 
than a framework to support a comedy lyric. However, not only is 
the many-noted melody of both verse and chorus loose and casual, but 
the harmonization and voicing of the piano part is inventive and 
witty. Since it is attested that Kern demanded strict adherence to his 
harmonizations in the publication of his songs, the published harmony 
of this song is worth his having insisted upon. 
The chorus, as would be defensible in a comedy song, is only eight 

measures long, but its melodic line in the fifth and sixth measures is 
so entertaining and devil-may-care that it deserves to be cited. 

Thirteen Collar 

h.  

These measures have no Kern characteristics, but they denote a grow-

ing freedom, almost as if he'd just heard a Dixieland clarinet player. 
And, while playing the fifth measure I was forced to wonder if by 

any chance Kern had been bemused by Peg O' My Heart ( 1913). 
Then, in 1916, in "Miss Springtime," there appeared another true 

Kern ballad, My Castle In The Air. This is the first time, in my opin-
ion, that Kern not only wrote a fine verse, but wrote it, in a manner 
of speaking, at the same sitting as the chorus. The two belong to-

gether. The verse leads up to, and into, the chorus, as every proper 
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verse should. In this instance, P. G. Wodehouse's lyric is as lovely as 
the music, and it works well from beginning to end. 

The verse and chorus combined are only thirty-six measures long. 
Yet one does not feel cheated, though choruses alone are now often a 

minimum of thirty-two measures. In the verse, Kern's melody is 
clearly guided by his harmony, which moves out of the key of C 

major into E major and quite acceptably back to a G-seventh chord, 
which he marvelously manipulates so that you don't feel he has tele-

graphed his punch when he winds up four measures later on a G-
seventh chord. Nor, and this doesn't seem possible, do you feel 
swindled when the chorus continues on with a G-dominant-seventh 
chord. There's no doubt that Kern's melodies can be so strong as to 
permit him at times an abuse of harmony. In this instance, one would 

have thought that an editor or friendly piano player would have 
made a comment. And maybe one did and maybe Kern sensed that 

in this case he would risk wrong harmony, or at least frustrating 
harmony, rather than touch the melodic irresolution (the dominant) 
of the verse. May I presume to add that had he designed the last note 
of the verse so that he could have employed a chord which would 

have led more reasonably to the dominant seventh at the beginning 
of the chorus, he might not have been able to make the transition 

from verse to chorus sound so natural. It wasn't due to unawareness 
of what he was doing, for he has already revealed his awareness in 
his design of the verse. 

My Castle In The Air 
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Verses, in my opinion, a point of view I happily find supported in 
repeated examples in the songs of Richard Rodgers particularly, 
should have a greater freedom of form than choruses. To be quite 
hardheaded, the first eight, or at most sixteen, measures of a chorus 
are what will determine its popularity, never the verse. Yet I, for one, 

have been saddened to see the slow death of verses, particularly in 
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pop songs. I can't believe that it's the fault of the singers, but rather, 

the hard-sell attitude of the recording companies. 
In the show "Have A Heart" ( 1917), with the complete score by 

Kern and lyrics by Wodehouse, the hit song was You Said Something. 
It is a solid, aggressive, rhythmic song of no particular distinction, 
uncomplicated and direct. But the song from the same show which 
has always caught my fancy and amazed me by its serious inventive-

ness is And I Am All Alone. It was fairly well known at the time of 

the production's run in New York, but failed to become a standard 
song. I have never understood this, unless the reason for its obscurity 
lies in its melody being based upon a pattern of unusual harmonies. 

I learned it at an early age without any difficulty and without being 
aware of its unusual character, but lately, in reviewing it, I realize 

that, in its time, it must have been a phenomenon. 
Its key is F major. The three lead-in quarter notes give no warning 

of the unexpected G-seventh chord at the beginning of the chorus. 
The harmonic progress of the song is four measures of a G-seventh 
chord, four measures of C seventh, four measures of F seventh, four 

of B-flat major, four of B-flat seventh (and B-flat ninths) and, like 
sleight of hand, back to four measures of G seventh, then F in its sec-

ond inversion, a measure of G seventh, a measure of C ninth, and a 

cadence in F. For an average musician this may sound run-of-the-
mill, excepting, perhaps, the return to G seventh from B-flat seventh, 

but for those days to superimpose an attractive melody on such har-
monies was very nearly unprecedented. Also, the use of a quarter note 

triplet employed in the eleventh, fifteenth, and twenty-seventh meas-
ures is not only unusual, but the way in which the melody moves in 
those triplets was extremely adroit. To judge from the first two trip-
lets, the lyric was not the cause of them, as a single syllable is used 

under the first two notes of each triplet. Only in the third triplet is 

a syllable used for each note. Does this imply that Kern at these 
points in the song wanted to use triplets and did so in the manner of 
composers of art songs who often force single syllables to serve more 
than single notes? I believe that this is likely if one keeps in mind 

Kern's other pretensions to elegance. 
Before speculating on the reason for this curious metric awkward-

ness between words and notes in a song by a man who might be said 

to have advertised his elegance through the use of concert hall diction 
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(burthen, tempo di blues, poco nzeno mosso, and so on), it might be 
useful to consider his own preference in the sequence of writing the 

words and music of a song. The general recollection of the lyricists 
still living who worked with Kern is that he much preferred to write 
the music to a song first and let the lyricist fit the words to the music. 
It is also generally recalled that he was adamant in refusing to make 
even the slightest change to accommodate a felicitous phrase or rhyme 
in the lyrics. ( It might be noted that the very best lyricists, including 
those who worked with Kern, pride themselves on not asking for any 

accommodation, preferring to pursue their own exacting art under 
the most demanding discipline.) 

In this instance, two questions pose themselves. If the words were 
written first, did Kern simply ignore them in laying out the triplets? 

If the music was written first, did Kern, following his usual practice 
of later years, refuse to adjust the music to the words? There is, of 
course, no way to answer either question. (It is amusing to note that 

Kern himself had a hand in the words; he and Wodehouse were the 
co-lyricists.) 
By the twenties, songs which had formerly been published in 2/4 

were being republished in either 4/4 or cut time (alla breve), and 
new songs almost never used 2/4. It is fairly well verified that this 
shift in time signatures, and the resultant doubling of the values of 
notes (eighth to quarter, quarter to half, and so on), was due to the 
shift in dance fashions. 

Sigmund Spaeth (A History of Popular Music) has pointed out 
that between 1910 and 1920, "the period in which America went 
dance mad," the use of the fermata and "frequent indications of 're-
tards,' to slow up the tempo" in popular ballads, began to disappear 
because the dancing public demanded strict-time music in 4/4 in 
order to fox-trot properly. "After 1910 the publishers of popular 

music became more and more insistent that a song be danceable in 
order to achieve real success." The impulse of the new songs was 

smooth and rhythmically regular: "mostly fox-trot 'alla breve,'" 
stressing the first and third quarters of the measure. 

This may well account for They Didn't Believe Me being printed 
in alla breve. It is conceivable but unverifiable that its note values, 
when first performed in the theater, were all half those in the sheet 
music. 

But for its throw-away verse, And I Am All Alone is so unusual 
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that it deserves complete illustration. This, however, is not possible 
as music publishers do not allow reproductions of full choruses. And 

this song is hard to come by, in case you should like to buy it. 
In 1917 Kern wrote other scores; among them was that for "Love 

O' Mike," in which there are three songs worthy of brief comment. 
The first, Who Cares?, has a verse of no more value than to help state 
the lyric. But the chorus is of interest in that its first seven measures 
have seven different time signatures: 3/4, 2/4 and 3/8, 3/4, 2/4, 3/8 

and 3/4. 

Who Cares? 

î  J  

10. 
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This oddity would come as a surprise even in a concert song. It could 
have been achieved less complexly by keeping it all 3/4, which could 

have been arrived at by making the three eighth notes of the 3/8 
measure a triplet, as follows: 

î J_ • • • rh  

The song is charming, of a wide range, and obviously experimental. 
The second, It Wasn't My Fault, though not a great song, should 

be mentioned insofar as it bears the stamp and style of the new Kern 
—a direct, smooth, unclever melody, unencumbered, in alla breve 
time, used here for perhaps the first time since They Didn't Believe 
Me. (One had best keep in mind that the original plates of the latter 

song may not have been in cut time, but 2/4 or 4/4, and were then 
changed to suit the then-new fox trot.) The only jarring element in 

the song is the last eight measures, which are uncharacteristic, trite, 
explainable only as an unusual concession to the lyric, and cause the 
song, as far as I'm concerned, to fail precisely at the point where it 
should succeed. The verse is pedestrian, a series of characterless imi-
tations of its initial phrase. 
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The third song, with a slightly more interesting verse, is We'll See, 
again a cut-time ballad of moderate charm and certainly a more taste-
ful ending. It is listed here only as a small arrow pointing the way 
toward the Kern to come. 
Now we move on to two songs from the show "Oh, Boy!," amaz-

ingly enough also a 1917 production. The more famous one is Till 
The Clouds Roll By, which was, Mr. Wodehouse believes, "more or 

less of a steal from an old German hymn." It does have a hymn-like 
purity; however, not specifically Germanic or stodgy. It's forthright 
and uncluttered, employing a minimal number of notes, every one of 
which counts. It is typical of the great Kern "pure" melodies, which 
need nothing besides themselves to fulfill their task of pleasing, and 
also of delineating all the characteristic elements of his style. It at-
tempts no deviation from its key center; in fact, there is not a note 
outside its printed key. It is strong without being self-conscious, a 
completely natural and memorable melody, unmistakably his own. 

Its verse is more ambitious and academic; to me, rather prissy and 
over-cute. It moves into other keys, employing what later became for 
Kern a distinguishing device, the enharmonic change. In this instance 
it is not of enough interest to quote. My lack of enthusiasm for the 
verse is due to the fact that I don't think it adequately prepares the 
listener for the ensuing chorus. 
The second song is somewhat uninspiredly entitled A Pal Like You, 

with an unnotable lyric. But the song, though containing, for me, 

oddly unnatural juxtapositions of notes and unsatisfying phrases, 
nevertheless moves inexorably ahead to its untypical but satisfying 
ending. Kern uses the rhythmic device of a quarter, half, and quarter 
note ( î JIJJJ IJJ JI etc. ) throughout the song, interrupting it 
only for whole-note cadences, two measures of quarter notes in the 

middle of the melody, and three measures of quarter notes just before 
the last cadence. 

It looks to me as if, perhaps against his will, he made an adjustment 
to the lyric just before the song makes its restatement after the first 

half. For unless the singer pauses between the last quarter note of the 
sixteenth measure (not a lead-in note but the last quarter of a phrase) 
and the first note of the new phrase, there must be a problem of 

breathing, or if the song is played as an instrumental, a problem of 
ending one phrase and articulating the first note of the new one. Per-
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haps this is where the singer indulges in "cheating," probably by 
turning the last quarter note into an eighth note, trying to sneak an 
unobvious breath before proceeding with the song. 

A Pal Like You 
15 

r J  

There is a happy succession of quarter notes at the end of the song, 
twelve quarter notes, which again may impose a breathing problem 
on the performer. But it's so engaging that it was obviously worth the 
chance. The last two half notes before the final cadence are interest-
ing insofar as this is the only occasion I know of in which Kern so 
employed them. Normally he would have raised the second half note 
to d. 

27  
1 
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One expects, and particularly from Kern, a rise from the c to the d 
and then to the e flat. The two c's would have been less a surprise 
from any of a number of later writers, but from Kern, because of his 
tendency to write the "proper" musical phrase, it comes as a shock. 
I prefer his decision here because it fooled and pleased me simultane-
ously, as well as maintaining richer harmony as the result of the sec-
ond c. It is a dominant ninth, always fatter than a dominant seventh. 
I think that the song's sturdy, extrovert, almost march-like ab-

sence of "innerness" is what catches my fancy. Also, that it's planted 
on native soil, with its insistent initial rhythm, much as the songs of 
Youmans often were: Bambalina, I Know That You Know, Hallelu-
jah, for example. 
And now (and it's hard to believe) to another show, even better 

known, from 1917! "Leave It To Jane" contained a solidly "new 
Kern" score, including the standard The Siren's Song, The Crickets 
Are Calling, and The Sun Shines Brighter. The last two are less well 
known today but in their time were hits. I am surprised that The Sun 
Shines Brighter was never picked up by the big bands, for it contains 
all the requirements of a swinging song, though its treatment in the 
show might have shown no sign of its "swingingness." It would be 
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tedious to examine it for that quality; I'd rather say simply that as an 

arranger I would be pleased to work with this song for any surviving 
big band. 
I am told that in the revival of "Leave It To Jane," The Crickets 

Are Calling was played and sung in the 2/4 rhythm in which its sheet 
music is printed. This seems a most unmusical mistake and represents 
an unawareness of the implicit sadness of the song, both lyrically and 

musically. It may have been due to its context in the show that it was 
performed as written, and Kern may even have written it without 

being aware of its bittersweet sadness if played or sung as a slow 
ballad. I'm certain that had I heard it as written I'd never have re-
membered it all these years. 

It's a short, sixteen-measure song, with a lovely Wodehouse lyric 
which almost begs the listener to be sad. Its initial phrase recurs only 
in the two measures before the end, and in between it moves high and 
low without, however, becoming dramatic or melodramatic. Its only 
flaw for me is the same as in A Pal Like You, and in the identical spot, 
just before the second half of the song. It demands that the performer 
"cheat." Yet in the case of this song, it is even more difficult to cheat, 
as a new image is projected in the lyric which requires some kind 
of pause, that is, if sung. If performed as slowly as I believe it should 
be, such cheating would be much more easily effected. 

There may be a printing error in the lyric at this point, as it reads 
"time always flying" when it seems more precise to say "time's always 
flying." In examining the verse, which is adequate but not special, I 
find that Wodehouse tells us that the crickets "laugh and play the 
long day thru; And merrily they sing to you." Well, those words 
surely make a travesty of my plea for a slow ballad. Yet I still sing 
it to myself that way and I'd be grateful were some tasteful recording 
artist to do the same. 
The verse of The Siren's Song is a truly sound introduction to the 

chorus. And my remembering it, as well as the chorus, after all these 
years is, for me, a point in its favor. It is a short song, probably played 
in its later years more slowly than originally intended. It indulges 
in no harmonic flights, it has a recurring syncopation, it is of a very 
narrow range (only the spread of a ninth), and its introductory 
statement is repeated only at the end of the song. It, again, has the 
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element of "swingingness" which, though written long before bands 
had begun to break loose, nevertheless works naturally in that later 

idiom. 
Another song, which was dropped from the show before the open-

ing, seems to me to deserve mention here. It's called It's A Great Big 
Land. I had never come across the sheet music for the song until I 
began this survey. The lyric says little, although entertainingly, and 

the music of the verse bounces along pleasantly and leads very natu-
rally into the chorus. The latter is by no means typical of this phase 
of Kern's writing, but it interests me because it moves about freely 

and almost as if Kern had been listening to some early jazz. 

The very first measure fascinates me not only because of its sudden 
four-squareness, but because it's so unlike anything of Kern's up to 
this time. Then the descent to the f sharp in the eighth measure is in 
the manner of an instrumental line and totally divorced from the 

European musical point of view. Only on the e natural, the last quar-
ter of measure eleven, followed by the c in the next measure, is there 

an intimation of who has written the song. And finally the drop of a 
tenth in the fifteenth measure, so instrumental in quality, convinces 
me that Kern had started to listen to the new music that was burgeon-
ing all about him. 
As if to prove the impossible in terms of how many songs he could 

write in one year, Kern wrote the score for another show flatly called 
"Miss 1917." In it there is only one song I find of interest, Go Little 

Boat. Here Kern wears the piping on his musical vest, which he spo-

radically continued to do throughout his career in such songs as The 
Touch Of Your Hand and somewhat in The Song Is You. In this in-

/ stance it is immediately revealed by the professional use of E major 

(four sharps) instead of the simpler E flat (three flats) or F major 
(one flat). I am aware that each key possesses different characteristics 
and enhances either aggressive or passive points of view. For exam-
ple, D flat invariably sounds warm and romantic, A flat slightly less 

so, B flat even less. D natural helps maintain a strong, forceful musi-
cal attitude, as does A natural. Strangely, however, E natural creates 

a soft, passive, pavane-like mood. Perhaps I should qualify all this by 
saying that this is true of these keys harmonically more than melodi-

cally. 
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Go Little Boat is, for the most part, a pleasant barcarolle, set up by 
an accompanimental figure in the piano for two measures preceding 
the chorus. But it irritates me by becoming, as it develops, over-
involved harmonically and thereby melodically, and reaches for a 

dynamic and melodic climax toward the end unjustified by any such 
intention in the lyric. Or perhaps the lyricist simply failed to achieve 
an equivalent climactic point. 
There are also two pointless measures in which two quarter notes 

would serve the purpose much better than the eighth note followed 
by a dotted quarter. In the first instance the words are "stars I see." 
Why "stars I" are set as an eighth and dotted quarter I fail to under-
stand. Four measures later the words are "carry me." Why couldn't 

two quarter notes, which would have sustained the quarter and half 
note character of the song, have been used? 

Go Little Boat 

4gbt."; r r 
This song bears all the flavor of a song by a man engaged in writing 
a musical comedy score who had returned to his piano from an art 
song recital and decided to have it both ways. 
There were, it is hard to believe, even other shows in 1917, but in 

none of them were there any songs which concern us here. In 1918 
there were also four new Kern scores, but few great songs. It is inter-

esting that when the situation or lyric or both called for it, Kern could 
produce songs which might have been written by any competent com-
mercial pop writer. In "Toot Toot" ( 1918) there is a song called 
Girlie, a casual waltz which bears a marked resemblance to a song 
recorded by the All Star Trio, a popular group of a few years later, 
called Jerry. Though a respectable song, not without charm, it has no 
suggestion of the style which had been increasingly noticeable in 
Kern's music for the past few years. 

Also in "Head Over Heels" the song Funny Little Something, a 
notey (and by analogy, wordy) little rhythm ballad, bears little re-
semblance to the Kern of "Leave It To Jane" but more to a better-
than-average writer of pop songs. There is, to be sure, evidence of 
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superior invention within this conventional setting. For example, the 

first two measures of the chorus somehow fool one into believing that 
the third measure will pause for perhaps a half note. The fact that it 
doesn't comes as a pleasant surprise. Also the song, for Kern, and even 
for any writer, has the odd length of twenty-four measures. Its main 
theme, one measure, is stated four times, and after each statement the 
tune takes a different twist. As well, there is no true cadence in the 

song until the final one. And the eighteenth, nineteenth, and twen-
tieth measures are, though harmonically static, very cute (using the 
adjective as of a skipping child). They are a series of descending imi-
tations, somehow very agreeable. 

Funny Little Something 

9 
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Yet they could have easily been written by Lou Handman, composer 
of My Sweetie Went Away. 

In "Rock-a-bye Baby" ( 1918) the song I Believed All They Said is, 
strangely, back in 2/4 time, though it suggests, to my ear, the more 
convincing mark of 4/4. It is an attractive melody, again twenty-four 
measures, also without more than casual cadences, and conceivably 

written by anyone better than a hack writer of the time. It is clearly 
intended to be a lively rhythm song, a setting for an airy lyric, ask-

ing little of Kern's musical manners and receiving none. Kern gave 
as much to the song as its lyric warranted or, in the event that the 
melody was written first, as much as the situation or title warranted. 

His semi-dismissal of the song is evidenced by his use of dominant-
seventh chords in the middle of the song: E seventh, A seventh, D 
seventh, C seventh, and F seventh, back to the B-flat chord. 

I'm sorry to say that I find nothing worth lingering over in the 
shows of 1 g 19, though there probably were current hits in them. 

The first 1920 song from "The Night Boat" which must be con-
sidered is Whose Baby Are You?, a rouser. And since it is in D major, 
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Kern must have had the same convictions that I do concerning the 
emotional temper of specific keys. From the first note of the verse this 
song drives. And it leads marvelously into the chorus. Before speak-
ing of the latter, I might add that the last four measures of the verse 

are the first four measures of The Down Home Rag, which in turn 
may have been a common riff among the ragtime players until it was 

copyrighted under that title by Wilbur Sweatman in 1916. 
The song is in 2/4, but if played today would surely be shifted to 

4/4. The chief characteristic of the song is the syncopation on the last 
eighth note of the first, fifth, fifteenth, twenty-first, twenty-ninth, 
thirty-first, and thirty-third measures. It is the first Kern song I have 
examined which contains an obvious "tag," which brings it to thirty-
six rather than the more conventional thirty-two measures. The tag 
inevitably brings to mind a song of only two years later by Eubie 
Blake in "Shuffle Along," a song which remains a swinging standard 
today, I'm Just Wild About Harry. If you hum the last section of it, 

you'll see the similarity of concept. This forceful falling on the last 
eighth of the measure was also a characteristic of Vincent Youmans 
in such songs as I Know That You Know, except that by then the time 
signatures had shifted to 4/4, and the stress, therefore, fell on the last 

quarter note. 
There is little concern for unusual harmonic invention in this song. 

The tune and the rhythm are all-important. And it never lets up even 
though there are breathing spells between the heavily-accented last 
eighth notes, which serve to further highlight those syncopations. 
Whether or not one is partial to this type of song (and frankly, I'm 

not), there can be no denying the high degree of professional acuity 
and control in the choice of its notes, rhythms, and shape. It is in-
evitable, memorable, indeed unique. I know of no other successful, 
or even unsuccessful, attempts by Kern to write this kind of song, 

except for his even better known Who? and Sunny. 
In "Sally," also 1920, there were three phenomenal songs: Wild 

Rose, Look For The Silver Lining, and Whip-poor-will. Granted that 
Whose Baby Are You? that same year was a splendid effort, the three 
songs from "Sally" were a big leap forward in invention, style, and 
experimentation. They were markedly distinctive, wholly detached 

from his operetta writing, and suggestive of an awareness, a sudden 
awareness, of the musical world around him. Should one keep in mind 
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that by 1919-1920 a revolution in dance band arranging had begun? 
Had Kern been listening to the new sounds, new instrumentation, 

new harmonic and rhythmic devices? It must be assumed so. 
A song as familiar as Wild Rose, and as direct and "no-nonsense," 

suggests no comment beyond praise. Yet it's very first note was, in 
its day, an unprecedented one with which to begin the melody of any 
song, particularly a romantic ballad. It is, of course, the sixth interval 
of the scale, and though Wild Rose is a standard song to this day, such 

an interval may, to the average listener, be simply the first note of 
the song and no more. But to a musician examining styles of popular 
music and special characteristics of composers, this opening note is 
most worthy of mention. 
The sheet music is in the key of E flat. The song does not begin in 

C minor (which also bears the signature of three flats). So it is ex-
traordinary, in this period of popular song writing, to find that c is 
the first note of the melody, the sixth interval of the scale. Kern ob-
viously wishes to impress this unusual entrance on the listener, as the 
c is a whole note. Then, as if to reinforce his decision to be bold, he 
restates the c an octave higher. Three notes later he uses it again for 
a whole note. Then two notes later he once again repeats it. 

Let me say here that throughout popular music there seems to have 
been a hypnotic quality to the sixth interval, when reiterated. Recall-
ing such songs as The Sheik Of Araby, Mack The Knife, The Third 
Man Theme, The One I Love (Belongs To Somebody Else), The Last 
Time I Saw Paris, Say It Isn't So, Last Night On The Back Porch, 
and countless others (one can make a game of it), one must accept its 
compelling power. It is not nearly so surprising to find songs concen-
trating on the notes of triads such as c, e, and g, since even without a 
knowledge of harmony, the lay listener seems able to sing and recall 
triadal patterns without conscious effort. But that the sixth interval 
should so constantly prove itself provocative is a musical mystery. 
Wild Rose is a perfect instance of a song which would suffer from 

any other harmonization than its own. As it stands, there are literally 
only four chords in the entire song. And one of these, E-flat minor, 
occurs only three times, due to the chromatic steps in the melody in 
measures nine, thirteen, and twenty-five. The song is so pure that it 
needs no harmony, only the melody to please, as does Look For The 
Silver Lining. 
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Though I have on many occasions proven to my own satisfaction 

that the lay listener is neither aware of harmony nor disturbed by 

patently inept harmony, I believe that such a listener would be dis-

turbed to hear an opulent harmonization of such a song as Wild Rose. 
Only the most cautious chorale-like harmonization, in which the bass 

line moves but without causing the resultant harmony to leave the E-
flat area, conceivably could be possible. Were an arranger, accustomed 

to gussying up songs of an inferior or of an implicitly lush nature, to 
show off his harmonic prowess in this song, it would lose its character 

totally. I was very impressed when, in the course of discussing great 

songs with him, Eubie Blake, a composer and pianist capable of very 
rich harmonizations, proceeded from memory to play Wild Rose ex-

actly as printed in the sheet music in 1920 without so much as adding 

a single idea of his own in the open spots. He obviously sensed that 
the song needed nothing more than the barest of harmonic bones. 

Kern, a professional, schooled writer, had the technique necessary 
to create the most florid harmonies, which he employed often in his 
later songs. But his taste forbade his use of that aspect of his musicality 
in a song as strong melodically as Wild Rose. 

Look For The Silver Lining is a similarly independent melody, at 

no point needing the bolstering of special harmony, though it is 
slightly more complex harmonically than Wild Rose. In comparison 
to such later songs as All The Things You Are, it is spartan. 

The chorus of Look For The Silver Lining was so indelibly marked 
in my memory so many years ago that it is difficult to be detached 
enough to examine it clearly. Undoubtedly it is a great song. But I 
must ask myself if it was as much an illustration of Kern's new style 

as Wild Rose, let's say. It may be niggling of me, but as great as it 
was, might it not have been from the pen of an English writer? 

Whereas, with Wild Rose, the likelihood seems much less. It's not the 

same sort of song as Wait Till The Cows Come Home, yet, had I not 
known that Ivan Cary11 wrote the latter, I could have believed that 
Kern did. 

It in no way minimizes the merit of Look For The Silver Lining to 
speculate on its creative ethos. For since this survey is particularly 

concerned with "American-sounding" songs, it is of consequence to 

examine them both for their indigenous as well as their musical 
meaning. I realize that I am jostling statues but, in the name of per-
sonal conviction, I must say I believe that Kern's music became in-
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creasingly American in spite of himself. I believe he was a musician 
like many others who so revered the glorious European musical tra-
dition, the monumental encyclopedia of European musical works, that 
he may have tended to shy away from the unpolished, slangy level 
of American popular music, concluding, perhaps, that the only way 
to provide it with the elegance and sheen of true music was to write 
with his ear cocked east, rather than west, of Manhattan. And he 
may have been right, though his later career certainly suggests that 

he finally accepted the American musical point of view. Therefore, 
great respect is due the provocative strength of the unfocused yet 
unique song form bursting out of America, since it finally swung 
Kern away from his European ideal. 

Undoubtedly the multi-cultural roots of the new form of popular 

music were the same as those which produced new mores in American 
society. Songs in the popular idiom are primarily for sale, so one 
mustn't ignore the commercial influences at work. Only the inhabit-

ant of an ivory-tower would refuse to be influenced by shifts in public 
taste. And so Kern well may have noted the diminishing enthusi-
asm for the European-oriented song and sensibly started to experi-
ment in ways of writing suggested by the musical scene at hand. The 

fact that he did slowly but surely shift, while Friml, Herbert, and 
Romberg, among others, did not, speaks well of his awareness of the 
vitality of current American music. 

To return to Look For The Silver Lining, any writer from what-
ever country would be proud to have written it. A great tried-and-

true folk song or hymn-tune needs no more than its melody to effect 
sadness, joy, sentimental longing, even tears, nor does Look For The 
Silver Lining. It needs neither theatrical setting nor a bank of strings 
to induce an emotional response. 

Two devices in the writing should be mentioned: the simple, yet 
enormously effective two measures which constitute the return to the 
main strain, and a single measure toward the end. 
There are none but quarter, half, and whole notes until the fif-

teenth measure, when the melody resorts to a series of dotted quarter 
and eighth notes. 

Look For The Silver Lining 
IS  
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The unexpected rhythm of these measures is very winning; indeed, 
every time I've heard a group of friends sing this song, those who 
have not participated up to this point invariably join in on the fif-

teenth measure. Its extreme simplicity is deceptive, for it is somehow 
magnetic as well. 

The music accompanying the last phrase of the song, "sunny side 
of life," employs two eighth notes for the word "sunny." I would as-

sume that this was a concession on the part of Kern, as there is other-
wise no musical reason for their existence. That isn't to say that they 
are not effective, but simply that after examining all of Kern's pub-
lished songs, I'd presume that he would write a single quarter note, 
a flat, instead of the two eighths. And musically it would be more 
natural. 

4 c »11 e 
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The final song from "Sally" to be discussed here is Whip-poor-will. 

The initial phrase, based on the word "whip-poor-will," is very ar-
resting, and also very daring melodically with its immediate octave 
jump dropping to the minor third. Other wonderful novelties occur. 

For example, in the third measure the last quarter note is an e natu-
ral leading to a c in the fourth measure, under which is a C-dominant 

seventh. In a similar phrase three measures later, the last quarter is 
an e flat leading to c again, but under the c is now an A-flat chord. 
This, to be sure, may please only the professional eye and ear, but it 
is clever and sly and inventive. 
Kern continues to play with his listener by taking him to an A-flat 

chord but refusing to let him rest there. This he accomplishes by 
changing the harmony in the middle of the measure to a C-dominant 
seventh, thus preparing the way for a return to F minor, the chord 
with which the song starts. Four measures, nine through twelve, of no 
great shakes, follow, but in the thirteenth measure he restates the first 

phrase—this time, however, in C major, descending in the following 
measure in much the same unexpected fashion as he has ascended in 
the second measure, to a low c based on a C-major chord. Then, with 

three quarter notes (unrelated to F minor), he leads into a restate-
ment of his original theme but no longer in F minor. He has even 
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changed the key signature: the song proceeds to its close in F major. 
The whole chorus is so ingenious, except for its weak ending, that I 

feel it should be reproduced in full, but, alas, this is not permitted. 
The rhythm of the second and equivalent measures is used in the first 
ending to lead back to F minor! Surely Whip-poor-will represents the 
second marked experiment in Kern's writing, the first being And I 
Am All Alone. They both desert the principle of the pure melodic 
line and romp about the base of the ivory tower. 
The spate of scores had by 1923 subsided to a single one, that of 

"The Stepping Stones," in which there appeared Once In A Blue 
Moon, a short, very simple lullaby. It is a song of extreme harmonic 
simplicity and a narrow melodic range, only a half step over an 
octave. It is back in the pure area of Kern's writing. It is the kind of 
song one wouldn't be surprised to hear children singing as part of a 
sidewalk game, a gentle, child-like lullaby. It is, in fact, more than 
similar to Go Tell Aunt Rhody. 

In the same score a song of cliché conventionality, Wonderful Dad, 
bears no mark of its writer but contains two inexplicable measures, 
the seventh and eighth. 

Wonderful Dad 

4  F. Fe r 
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First of all, these measures constitute a "swinging" phrase of the 
thirties. Secondly, the exact notes of the piano part could be given 
to a sax or brass section and would sound precisely right in a big band 
of the thirties. The successive minor thirds, their voicing, and the four 
eighth notes tied to an eighth, all belong to a much later date, as do 
to a slighter degree measures thirteen through fifteen. 
It sounds very definitely to me as if Kern had been listening to some 
of the new bands and, for those days, their very inventive new ar-
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rangements. Even if he didn't hear them in public, he could have 
heard their records. 

The title song of "Sunny," which came two years later, is of the 
same direct, driving quality as Whose Baby Are You? and Who?. 

Though five years after Whose Baby, and written in cut time, as it 

would be played now, it lacks the invention of the tag of the earlier 
song, and though quite professional, it doesn't really go beyond the 
call of duty. 

More to the point and, for me, better written, was Who?. One could 

see how the very first note of the song could have risked lasting two 
and a quarter measures, if one knew for sure that the lyric was writ-
ten first. For the word "who," with its open end, almost demands a 
long note, and, indeed, every time a note in Who? does last this long, 
it has the word "who" to go with it. 

The song is seemingly the essence of simplicity. But the opening 
note is the sixth interval. And certainly measures three and four, 
seven and eight, nineteen and twenty contain unconventional skips, 

even though they are notes of the chords accompanying them. Suc-
cessive skips of a fourth, a third, a second, and a fifth are by no means 
typical of relationships of notes in popular music. I've been so used 
to this song for so many years that it never occurred to me until I 
examined it that, in these areas, the succession of notes is, particularly 
for that time, very unusual, as are the long-held (two measures and 
a quarter) notes. 

And, as in Whose Baby, the verse works beautifully, for most of it 

is in D minor as opposed to the chorus in D major. It is an integral 
part of the song and leads into the chorus perfectly. 

In 1926 Kern came up with an undistinguished score for "Criss 
Cross." I was unable to find a single song in it of enough musical in-
terest to discuss. Perhaps it was merely coincidental, but this some-

what barren effort came the season before what may have been his 
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greatest success. He was rounding out, as it were, the second phase of 

his long career—the years between the revolutionary Princess Thea-
ter shows and the forthcoming "Show Boat." It had been a remark-
able period creatively, one in which Kern's ingenuity flowered. 

IV 

In 1927 came "Show Boat," and with it the best-known of all Kern 
scores. Kern was now at the top of his form. There remained very 

little to perfect in his personal style. He had learned to move about 
in the American musical milieu with relative freedom, even though 
his best songs in the native idiom lay well ahead. Immediately at 
hand was a curious period in his career when he would seem to go 
forward and sideways almost simultaneously, when he would plunge 
into the problems of "Show Boat," with its ambience of pure Ameri-
cana, and then abandon the native implications of a realistic Ameri-
can theater and devote himself to a succession of romantic musicals 

which, while not a complete reversion, were a return in spirit to 

operetta. Kern strove ta create a new kind of musically sophisticated 
theater, but always, it seems to me, the vision of a new kind of Amer-

ican operetta, freed perhaps of the traditional plots and machinery, 
tempted him away from the implications of "Show Boat." All the 

while the Kern melodies flowed forth, some of them suggesting new 
directions, some of them betraying his inner urge to impose art songs 
on Broadway, many of them suggesting he was slowly losing touch 
with the world of music around him in American life. It was for him 

a strange time of searching and pomposity. 
Frankly, I don't believe that "Show Boat" best exemplifies Kern's 

work. 01' Man River is, of course, the big song in the score. It is one 

of the best known of all American songs. The expression, "tote dat 
barge, lif' dat bale," is part of the language. The song is a singer's de-

light, having a wide range, drama, and no difficult melodic hurdles to 
jump. Since it does have a very wide range, an octave and a sixth, it re-

quires a true singer to perform it. Paul Robeson of the second produc-

tion of "Show Boat" could scarcely make a public appearance with-
out singing it, and later, Frank Sinatra, though in no way associated 
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with any of its productions, considered it an essential song in his 
repertory. 

Its extended verse of an odd twenty-five measures contains an 
eight-measure section which, with almost identical notes, is the re-

lease of the chorus. And the principal theme of the verse is rhythmi-
cally so like what one says of banjo music, "plink-a-plink," that the 
legend has grown in England that the sound of a banjo player idly 

noodling at a break in a rehearsal gave Kern the notion for the song. 

This is pleasant enough, considering the association in most minds of 

the banjo with the South, but like most such tales, it is unsubstan-
tiated, and, of course, though it could apply to the verse, fails com-
pletely to explain the chorus. 

The close musical and lyrical relationship of verse and chorus is 

proven by the fact that all singers I've ever heard perform the song 
always start with the verse. 
The conventional A-A-B-A structure (main strain: its virtual repe-

tition: a release,* almost always new material: and finally, a literal, 
varied, or extended restatement of the main strain) was used in 01' 
Man River. Many people, including song writers who should know 

better, assume that this form goes back much further than it actually 
does. There were few instances of it in any type of popular music 
until the late teens. And it didn't become the principal form until 
1925-1926. 

Ol' Man River is not a complex song, melodically or harmonically. 
Its principal characteristics are the rhythmic devices of the second 
half of each measure (except in the release), and the extremely high 
ending. Undoubtedly the lyric accounts for half of the song's accept-
ance, though it is frowned on by the society of the seventies. 

Bill, Mr. Wodehouse tells us, was written for "Oh Lady! Lady!" in 
1917 and was cut out as too slow for that particular show. The verse 

pleasantly leads to the chorus without having the quality of being 
needed. The chorus, as indicated, is in a very slow 4/4 and would 
sound grotesque if played or sung fast. 

Bill is not a great song any more than is I Guess I'll Have to 
Change My Plans by Arthur Schwartz. One is slow, the other jaunty, 

* Connecting section of a song between the principal sections, or strains. Thus, in 
the most familiar song structure—A-A-B-A—the B section. 
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soft-shoeish—both given to lots of notes and both so dear to the re-
membering ear that I hesitate to depreciate either. Female singers, 
from Helen Morgan to Peggy Lee, have loved Bill, so it must be re-
warding from the performer's point of view. I believe, however, that 
its particular strength lies in its lyric, written by Wodehouse. (The 
sheet music from "Show Boat" mistakenly added Oscar Hammer-
stein's name as co-lyricist. The error was acknowledged by Hammer-
stein in a statement printed in the programs of a later production. 
The program for the original production of "Show Boat" correctly 
credits the lyric solely to Wodehouse.) Granted that no other song 
could be mistaken for it, yet it could scarcely be considered more than 
a casual contribution to popular music. 

In the same score is Can't Help Lovin' Dat Man. I am not of the 
opinion that it's a great song. I should make it clear that no one ex-
pects a rhythm song, as opposed to a ballad, to be melodically su-

perior. But one can seek out the best of rhythm songs as such. It is 

not that I believe this song to be mediocre, or badly designed, or even 
without its moments of interest. It's more that it doesn't have the 
turn of phrase or over-all quality of a relaxed rhythm ballad. There is 

a stiffness, a contrived quality throughout, as if it had been pieced to-
gether. The looseness of, let's say, I've Got The World On A String 
by Harold Arlen is, for me, wholly lacking. It's not fair to compare 

the two songs, as the latter was written some five or six years later, 
and by a man whose whole approach to writing and whose back-
ground were unlike those of Kern. So let me suggest Let's Begin, a 
slow rhythm ballad Kern himself wrote five years later. The absence 
of contrivance, the implicit "fun to have written" quality exists 
throughout the song. 

A kind of schizoid tip-off on Can't Help Lovin' Dat Man is the 
tempo marking at the beginning of the song. It is "Tempo di Blues." 
It might be the title for a cartoon of a very professorial-looking 
gentleman peering into the windows of a jazz joint. 

To speak of those elements of the song which I do like, the cadences 

of the first, second, and fourth sections, all identical, were unusual for 
their time insofar as the notes of three quarters of each measure are 
based on a chord unrelated to the key in which the song is written 
and do have a resultant "blue" tinge, 
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Can't Help Lovin' Dat Man 
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and the ascending steps of the release from the low f to the high f 
certainly do constitute a dramatic climax. The structure of the song is 
A-A-B-A and strictly so, in that each of the A cadences are identical, 
whereas often in a song so designed one of the cadences might move 
to a dominant seventh and another to a chord which would be a 
preparation for the harmony of the release. 
As for the verse, I find it looser and less contrived than the chorus. 

Naturally, it makes no pretense of having more character than one 
expects of a verse, but after hearing it, I would hope for a more nat-
ural chorus. 
Make Believe is a lovely Kern ballad with a wholly delightful 

verse. Here we are back with the kind of song so strong and of a 
piece that its harmonic nature is of no consequence. The harmony 
happens to be of little inventive interest, but I wouldn't change a 
note of it. The structure, though thirty-two measures, is not A-A-B-A, 
but A-B-A-Bi / Al . Its rhythmic interest lies in its constant use of 

dotted quarter and eighth notes which are stated immediately in the 
pick-up notes to the chorus and right afterward. 

Make Believe 
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This device is maintained throughout the song. 
In the verse there is implied a difference of opinion lyrically and 

musically. For in eleven instances the lyric employs one syllable to 
fulfill the needs of two notes. I know that this occurs often in concert 
songs, but usually in such a fashion that there is no jar to the ear; nor 
does one get the feeling, as in this case, that the words might have 
been originally in another language and that the English result was 
as close as the translator could get. For example, two eighth notes are 
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used over the syllable "of," two over "ing," two over "est," and, more 
acceptably, two half notes over the word "know." Perhaps Kern's 
most flagrant misuse of this license was in The Night Was Made For 

Love. In the first cadence, which occurs awkwardly in the fifth meas-
ure instead of the fourth, the word "love" is forced to sustain three 
notes, as follows. 

The Night Was Made For Love 

5 

Why Do I Love You?, another ballad from "Show Boat," is another 
of Kern's best-known songs, but not of the stylishness and tenderness 
of Make Believe. There is no denying that it is a very good, well-

written song, definitely in Kern's "high" style, but to me it lacks 
suppleness, elasticity. It tends to plod. Perhaps by now in the devel-
opment of Kern's writing I have been led to expect delightful sur-

prises and rhythmic subtleties, none of which I find in this song, al-
though these qualities are present in Make Believe as, for example, in 
the quarter-note triplet in the sixth measure, 

Make Believe 

4(-64E  
the very gentle but unusual melodic steps in the ninth and tenth 
measures, 

9 
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and the unexpected chromatic ascent in measures twenty-five, 
twenty-six, and twenty-seven. 

t.e.  r r $9 

Perhaps I have become spoiled by songs like Wild Rose. For al-
though Wild Rose is not given to much more than a splendid, straight-
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forward melody, it nonetheless twice drops a rhythmic pebble in the 

quiet pond, the first time in the fourteenth measure, by unexpectedly 

using a dotted quarter and an eighth note, and as well in the twenty-
sixth measure. In a song as placid and sua ve as Wild Rose this makes 
for a sudden, fleeting ripple of motion which is the mark of true crea-
tive invention. I don't find this, in spite of a strong, characteristic 

melody, in Why Do I Love You?. 
One more word about the score of "Show Boat." Miss Dorothy 

Fields once mentioned, in the course of a discussion about Kern, that 

his least favorite song of all the hundreds he had written was a song 
in "Show Boat," You Are Love. Out of respect for his judgment I 
have done no more than play it through. It can't be said that we 
would have agreed, but I don't think it's worthy of analysis. 
Two years later ( 1929) in "Sweet Adeline" appeared the soaring 

ballad, Here Am I. It starts, interestingly enough, on an f sharp (in 
the key of E flat) which is held for three beats, resolving on the 
fourth quarter to a g. Kern likes this device, and he repeats it twice in 
the next few measures. Then, in the second eight measures he moves 
twice from f natural to g, still employing three beats for the f and a 

quarter for the g. So he still hasn't moved too far away from his 
original idea. 

In the twelfth measure, the melody moves seemingly only toward 
a cadence in the dominant of E flat and to a return to the first idea. 
This would be quite acceptable, but it's not what Kern does. Instead, 
he continues to develop, and with intensity, a romantic turn of 

phrase, even adding the surprise of imitating this phrase a third 
lower. 

Here Am I 
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Only then does he return to his principal theme, which he follows 

with a high dramatic ending. The shape of the song is A-B-C-141, un-
like any forms he has used up to this time in those songs considered. 
So this song is not only experimental in form but in content as well, 

being also harmonically very inventive. 
The verse is also rhythmically interesting, employing both 4/4 

and 3/4 time signatures, and is harmonically interesting, employing 
two key signatures. And its resolution and the way it leads into the 

unusual f sharp is exactly right. 
There were two more equally beautiful songs in "Sweet Adeline," 

Don't Ever Leave Me and Why Was I Born?. Though without more 
than one rhythmic novelty, harmonically of only average interest, 
and composed, in its main strain, of series of repeated notes, Why 

Was I Born? somehow captivates completely. I don't think that it 
would if each statement had a so-called "male" ending (single-note 
cadence). But the alternation of single and double-note cadences 

works perfectly. 
And that one rhythmic device in the musically identical ninth and 

twenty-fifth measures is masterful. However, the description of it is 
scarcely dramatic since the device is no more than the use of two 
eighth notes at the beginning of each of these measures. The adroit-
ness in using these eighths lies in the fact that nowhere else in the 

chorus does an eighth note appear, and that they appear as the first 
two notes in the phrase, not as the second, third, or fourth pair. Per-

haps I wouldn't make such a point of this were the song not so well 
known. But it is, and I believe that the principal reason isn't the main 
strain itself, but these unexpected eighths. 

Why Was I Born? 

One more point: in the following illustration it is obvious that the 
melody could have fulfilled the intent of the lyric much more grace-

fully by making the e flat above the word "born" a half note and the 
low e flat above the word "to" a quarter note. This is what most 
singers do, anyhow. In my opinion, the failure to do so is a marked 

illustration of Kern's adamant attitude toward his melodies and con-
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comitant unwillingness to roll with the lyrical punches. This un-
doubtedly accounts for the argumentative nature of lyric and music 
in the verse of Make Believe. 

30 

The verse was undoubtedly composed at the same time, or at least 
with the chorus well in mind. For its first measure is the same as the 

ninth measure of the chorus. It's a very good verse, making very in-

teresting use of quarter-note triplets and an unexpected change of 
key in its last four measures. My only disappointment is its abrupt 
end. Due to the shape of its early groups of eight-measure phrases, I 
am induced to expect another at the end, since its initial measures are 
the same, though now in G major. Overall, however, I find this song 
another instance of Kern's mature style. 

In 1931, from the score of "The Cat And The Fiddle," came the 
song She Didn't Say "Yes". One almost looks for Fred Astaire's' name 

heading the cast, since Kern has here begun to take on the composing 
characteristics he later mastered in the Astaire movies. Incidentally, 
this is the first song of Kern's I have seen without a verse. 

It is one of the swinging kind, one which suggests a band arrange-
ment, and which was, in fact, arranged often for the big bands. The 
fourth beat of the first measure in the accompaniment is marked with 
an accent and so are all the measures imitative of the first measure. 
This may be a hint not only for the piano player but also for the 
arranger. The sixth interval is a recurrent note in those same meas-
ures and is a repeated note in the seventh and fifteenth measures. I 
mention it only because of my conviction about the provocative char-
acter of this interval. The song resorts to an abrupt key shift in the 
ninth measure and as abruptly a return to its own key two measures 
later. 

She Didn't Say "Yes" 

4  
1, . 

¶ 1 

t 5  e A--- 

*11 J 

e 



Jerome Kern (1885-1945) 63 
. . • 

e  

ttJ  h-

4 - 

sl; -rie z — 

It is a twenty-measure song, only six measures of which do not use 
the device of the opening measure, an ascending or descending pat-
tern of eighth notes. And whenever this is used, so is the accented 
fourth beat. The fact that the over-all effect of the song is one of 
"cuteness" does not detract from its "American-soundingness." 

There's one other song in this show, a very gobd one, which is 
much less well known today—Try To Forget. However, it has an 
abrupt ending almost as frustrating as the shift of a radio dial before 
the end of a song. 
The next year, for "Music In The Air" ( 1932), Kern wrote a very 

dear song, rue Told Ev'ry Little Star. It's in the conventional A-A-
B-A, thirty-two measure form, very simply designed, but containing, 
in the release, an unexpected interval, e flat, held for a full measure, as 

well as a startling drop of a seventh from the e flat to an f natural. In 
an innately simple song this difficult relationship of melody notes 
comes as a big surprise. Yet it has remained a standard. 

I've Told Ev'ry Little Star 
19 

f 1  

Kern must have been pleased with the release as he repeats all but the 
final note of it twice in the verse. 
Another of the unsubstantiated tales of a song's source is told of 

this one. It is, simply, that while visiting friends in the country he 
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heard a bird sing outside his window and it inspired him to write I've 
Told Ev'ry Little Star. The only musical trace of this I can find is in 
the second measure. 

4 Pe2 e 

Of course, if the story is true, there may be a bird that sings some-

thing like the nineteenth and twentieth measures. But, much as I 
love bird calls, I'd rather hear this phrase sung or played. And, out 

of respect for one of the primary points of this book, I must add that 

the above song contains nothing of the "American" sound (which 
tends toward intricate rhythm or lush harmony). 

The other song well worth mentioning from this show is The Song 
is You. It is, I'm afraid, one of Kern's self-consciously elegant "art 

songs"; it attempts too dramatic a statement on too small a stage. And 

it suggests a grander voice than that usually associated with popular 
theater music. It borders on the vehicle-for-the-singer more than the 
song-in-itself, and to carp one last time, it employs rubato as opposed 

to steady tempo. 
By no means am I denying its innate presence and superior quality 

as a piece of writing. It moves gracefully, and the release is masterful. 
Up to the release there is no particular harmonic interest, but in the 

release both the harmony and melody are brilliant. It is clear that the 

melody in this section is conditioned by the harmony and truly needs 
its support. 
At the end of the second section of the song (it is A-A-B-A1), the 

cadence is C major. The melody of the release opens on the note e, 

the third interval of the C-major scale, but the supporting chord now 
is E major. It moves through a pattern of harmony related to E major 
and ends on the note b and a B-dominant-seventh chord. The main 

strain continues without pause on the same note, but with a C-major 
chord creating a C-major-seventh chord, resulting in an enharmonic 

change. This b moves to c, thus totally resolving the whole problem 
of returning to the original key. 

The musical device employed is similar to the use of the enhar-

monic note in All The Things You Are (see below) insofar as it 
creates the same surprise. 
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The Song Is You 
15 
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As in The Way You Look Tonight, there is throughout the main 
strain of this song an accompanimental figure which is so strong as 

to be an integral part of it, to the extent that most orchestral arrange-
ments of the song include it. 
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' "Music In The Air" was followed in 1933 by "Roberta," a success, 
and in 1934 by "Three Sisters," a show that Kern and his collabora-

tor, Oscar Hammerstein II, together staged in London but never 
brought to New York. In 1934 Kern went to Hollywood to work on 

the film version of "Roberta." Although he was to return once more 
to Broadway with a new score, the years ahead were to find him com-

mitted to movie work. Oddly, the demands of Hollywood musicals 
forced Kern to dig deeply into his resources as a composer in the 

American idiom and to come up with some surprisingly lively 
inventions. 

V 

The Hollywood phase of Kern's career begins with the filming of 
"Roberta," which was released in 1935. It was, one must immediately 
observe, an extraordinarily happy debut, but at the same time it 
should be remembered that the score had been one of Kern's finest on 
Broadway. The movie was, of course, leavened with new songs, one of 
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which had been brought over from London and dressed in newer, 
sprightlier lyrics. 

"Roberta," originally called "Gowns By Roberta," was produced as 
a Broadway musical in 1933. And because there are no songs to be 
discussed from the years between the stage and filin versions, I'll dis-
cuss both scores together. 

In the stage version there was a marvelous rhythm song, Let's 
Begin. Every bit of it works—verse, chorus, and lyric—even if one's 

eyebrows rise slightly at the rhyme of "exempting" and "pre-

empting" as being a bit high-flown for a popular song. Well, no 
matter. The same lyricist, Otto Harbach, used the word "chaffed" in 
Smoke Gets In Your Eyes. 

The verse begins with a two-measure phrase which is used as a 

coda, or tag, to the chorus and is so typically a phrase which a trum-
pet might improvise as a tag to a held chord in a band that, until re-

cently, I assumed it was an instrumental phrase some singer had 

heard and put words to. It's that relaxed. And the verse continues to 
do charmingly unexpected things, to the extent of winding up with 
fourteen measures instead of either twelve or sixteen. 

The chorus takes off, and continues, like a song written for a 
singer with a jazz background and to be accompanied by a solid, 

swinging band. Even the bass line, never a great concern of Kern's, 
at least in the published music, starts to move as might one in a 

Gershwin or an Arlen song. In fact, this is the first time I've noticed 
such a thing in Kern. And the fifth through the eighth measures 

might have been written for three brass with the rhythm section 
silent but for the drums. 

This song is a big departure for Kern, one in which there's no 

sign at all of piping on his vest—indeed, no vest. Even his shirt 

sleeves are rolled up, and there might be a cigarette resting on the 

edge of the piano. I find it a healthy sign that had I not known who 
had written it, it wouldn't have surprised me to be told it was by a 
jazz musician. 

The internal structure of the song is untypical of Kern. After a 
series of b flats in the first measure (key of E flat), the second meas-

ure is repeated twice. Then, after one more measure, the sixth meas-
ure is repeated twice. Then come four measures, of which three are 
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descending imitations of the first. These four constitute a release and 

are followed by an almost exact repeat of the first eight, except that 
now they are extended to ten, the last two of which say that the 
lovers "begin and make a mess of both of [their] bright young lives." 
The surprisingly slangy words of this tag are quite untypical of Har-

bach's writing, so much so that for years I assumed they had been in-
vented by an early singer of the song and had been used ever since 
because of their shock value. I am very impressed by Harbach's suc-
cinct and adroit use of idiomatic language. 

Besides the marvelous words and music of the tag, there is also a 
simple but highly effective trick in the preceding measure. Instead of 
doing rhythmically what he'd led us up the garden path to believe 
he'd do, he does something better and more forceful. Over the words, 
"love and gin, wife or sin" in measures eighteen and nineteen, he 
has written tt J 12) I J JJ I leading us to believe he'll finish the 
song in the same rhythm. Instead, he does it this way in measures 
twenty through twenty-two 4J$J$IJI- I- I, and thus produces 
a surprising cadence: Mr. Kern has finally settled for native musical 

climate. 
I Won't Dance first appeared in the English production "Three 

Sisters" in 1934. Then, with the same title but an almost totally new 
lyric by Dorothy Fields and Jimmy McHugh, it was beautifully 
danced and sung by Fred Astaire in the movie version of "Roberta" in 
1935. 

It's a very good, very swinging song with perhaps the most difficult 
release Kern ever wrote. It is a theory of many song writers and 

publishers that as long as the main strain of a song is not beyond the 
capacity of the average untrained ear, the release can do what it 
pleases, particularly since the main strain will be the last thing heard. 

Well, Kern must have been of this opinion, for the release jumps 
through musical hoops before it returns to the straightforward prin-

cipal statement. 
For example (the sheet music is in the key of C), the release jumps 

without preparation into A flat, then D flat, and then B natural before 
it cleverly works its way back to C. And the melody moves in wide 
steps while following these harmonic patterns. To show how involved 
the release is, the piano staves are reproduced below. 
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I Won't Dance 
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The song has a slightly odd shape insofar as the first section is 
twelve measures long and the other three, sixteen. In the first two 
cadences (measures eleven and twelve, and twenty-seven and twenty-

eight) the identical device used to fill up the piano part is taken ex-

actly from the first two measures of the verse. 
The verse is a good one, setting up the mood for the chorus and 

leading into it by means of a kind of ostinato in the melody, not in 
the accompaniment, that suggests a preparatory vamp. In the "Three 

Sisters" sheet music copy of I Won't Dance the verse is in 2/4, 
changing to cut time four measures before the chorus in which the 
ostinato figure, which has words in the American version, is only a 
piano vamp. 

Miss Fields and Jimmy McHugh used Hammerstein's lyric for 
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only a few lines. They both read, "I won't dance! Don't ask me; I 
won't dance! Don't ask me; I won't dance . . ." and then the new 
lyricists change the original phrase "Don't ask me to" to "Madame, 
with you." From there on out the new lyric uses no more of the 
original and is, I believe, superior. The words to the verse in the sec-

ond version are all by Miss Fields and McHugh. It's another great 
rhythm song, suggesting no backward glance. 

Lovely To Look At, the other memorable song introduced in the 
movie version, is short and sweet and just a trifle frustrating because 
it ends before you want it to. It is alleged that when Kern was asked 
why it was only sixteen measures long, he replied that that was all 
he had to say. A courageous and forthright answer. But much as I 

like it, I feel slightly cheated. 
Yesterdays, not ever to be confused with Yesterday by the Beatles, 

was, in fact, originally published, and copyrighted, under the singu-
lar form of the title: Yesterday. The sheet music, deposited for copy-
right at the Library of Congress on November 3, 1933, also carries 
the original title of the show: "Gowns By Roberta." The original 
lyrics of the song, as well as the singular form of its title, puzzle me. 
The song opens with the words "Yesterday, Yesterday," but the 
phrase immediately following reads, "Days I knew as happy sweet 

sequester'd days." Not only is the plural days emphasized by its repe-
tition, but Yesterday and sequester' d days provide a jolting failure of 

rhyme. The final cadence of the original version adds to the mystery 
by ending with the plural form Yesterdays. One can only guess that 
the meticulous Mr. Harbach must have felt either enraged at the 

publisher's carelessness, or chagrined at his own. 

Kern's song was originally printed in 2/4 time, though I have 
never heard a record of it in other than cut time. Its later printing 
in the mistake-riddled Simon & Schuster book of Kern songs is in cut 
time, and in C minor, a key less forceful than its original, D minor. 

It is another verseless song. Frankly, I can't imagine what more 
could have been said than was said in the chorus. It is an extraordi-
narily evocative song, simple in construction, narrow in range (a 

tenth), and unforgettable. 
I knew the melody for years before seeing a copy of it or even 

trying to find the harmony at the piano. I was delighted, liking in-

ventive harmony as much as I do, to find it as provocative as the 
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song is evocative. Here, then, is a good illustration of a song which 

satisfies as a melody but which is not so much enhanced by its har-
mony as well-dressed. It's like something I kept hearing about from 
older people before 1929, a mysterious prize called an "extra 
dividend." 

The shape is A-B-A-B. The key of its second printing is C minor 
(three flats). Yet the harmony lingers around C minor for only four 

measures, just long enough to establish the mood of the song. Then 

it starts moving away, and by the eighth measure it begins a series of 
dominant chords, with raised fifths alternately supplied by the mel-

ody and the harmony, until it arrives very, very neatly at an A-flat 
chord in the fourteenth measure, and so easily back to C minor in the 
fifteenth. 

Yesterdays 
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The second set of sixteen measures is identical except for the sur-
prise cadence in C major which extends for eight measures, ac-
companied by an unusual series of un-Kernlike chords. 
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I should point out that the final cadence begins at measure thirty-
three and that this eight-measure cadence might suggest that this is a 

forty-measure song. Obviously it isn't, since the melody is held those 
eight measures solely for the purpose of presenting the tasty, shifting 

harmony. There is no way of knowing how long the song was in-
tended to be, due to the absence of the usual first ending given in 
sheet music for the convenience of those wishing to sing or perform 
it a second time. This is one of very few instances of a single ending. 

Harbach, who gave us "tempted" and "pre-empted," and "chaffed" 
and "laughed," has here offered us "yesterdays" and "sequestered 
days," and "truth" and "forsooth," the latter being pretty hard for 

me to take. It's archaic to the degree that, having never heard it 
used and having never read it in contemporary literature, I've had 

no occasion to determine precisely its meaning. 
Mr. Harbach, a very pleasant gentleman, once told me, a virtual 

stranger, that in looking through discarded, or un-set, Kern manu-
scripts, he came across one which he was told by the composer had 
been written, I gathered, in order to make a scene change in "Show 

Boat." It was an "instrumental" composed for a tap routine "in one" 
as they say; that is, in front of the curtain while the scenery is being 

changed. It looked like this. 

Smoke Gets In Your Eyes 
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The short notes were used, obviously, to allow the taps to be heard. 
Mr. Harbach told me that he asked Kern if these short notes might be 
made long notes and that, if so, might it not make an attractive 
ballad? Kern agreed, and the result was Smoke Gets In Your Eyes. 
I have no idea what the length of the original piece was; whether 

or not, for example, it included the release of the later song. I do 
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know that the song was one of Kern's biggest hits and most popular 
standard songs. It is also without a verse. In this instance, unlike 
Yesterdays, I feel that it might well have had one. Probably the situa-
tion didn't call for one, and it is true that the lyric begins almost as 

casually as the words of a verse. It is a superb lyric, whether or not 
"chaffed" comes as a shock. The song itself has never been one of my 
favorites, though I can't deny its inventiveness and its very daring 
release. For me it's always on the edge of artiness; in fact, the tempo 
marking for the release is "un poco piu mosso," which really does 
move us back into the world of the operetta. 
The five sets of four eighth-note phrases, each eight measures long, 

keep the melody from flowing. Many will disagree with this opinion, 
for this song is usually one of the most dramatically and ornately 
orchestrated of all Kern songs—that is, when the occasion includes 
an orchestra capable of making very opulent and elaborate sounds. 

It is unlike any other song, certainly honest and professional and 

containing a passage of extreme adroitness in the return from the 
out-of-key release back into (the printed) key of E flat. 
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There is also in this song an accompanimental figure which has be-

come an essential element of any performance—no arranger would 
ever dream of leaving it out. 
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One other song in "Roberta" is, to me, a complete return to Kern's 
early mariner of writing, having none of the flavor of the musical 

world around him. It is The Touch Of Your Hand, a very florid, 

rather pretentious waltz. Interestingly enough, Mrs. Kern, a lady 
who grew up in England in the tradition of the style of this song, once 
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told the musical comedy authority Alfred Simon that it was her fa-

vorite of all her husband's work. 
I Dream Too Much, another waltz from a movie of the same title 

(1935), I have passed by, as it again reverts to the European manner. 
It is, however, a much less overt plunge into the theatrical wisteria 

mists of the past. 
In 1936 came the movie "Swing Time" and in it a marvelous score 

for Fred Astaire which is clearly unmarked by any backward glance. 
A Fine Romance certainly sounds as if it had been written for only 
one person. But this may be hindsight, since once you've heard 

Astaire sing a song you can't associate it with any other singer. And 
this is a great feat on his part, since he has never claimed to be more 
than a dancer. 

It's a good song, one that keeps piling up, tossing in pleasantries 
and surprises, and that has a wonderful quality of uninterrupted 
movement. There's no occasion in it for accompanimental figures in 
the cadences, as in The Way You Look Tonight, for the song doesn't 
seem to pause long enough for them. Actually, there is a cadence of 
sorts at the end of the first sixteen measures, but it doesn't feel like 
one. And I think the reason for this illusion is that the whole note 

which begins the song and other whole notes which follow it cause a 

cadence to sound like no more than a characteristic of the melody. 
Its form is A-B-A-B'. Its harmony is conventional. The melody is 

straightforward, yet it contains delightful devices, such as increas-
ingly higher pairs of notes in the second, fourth, sixth, and eighth 
measures. 

A Fine Romance 
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Then, in the tenth and fourteenth measures are the delightful de-
scending notes comprised of a quarter-note triplet and two quarter 

notes. 
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This device he uses again in measures twenty-six, twenty-eight, and 

thirty, the first one partly diatonic and the other two, again, wholly 
chromatic. 
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In the first ending, four measures long, he uses a figure in the ac-
companiment quite like that which occurs in the cadences of The 
Way You Look Tonight. This may be just a private joke. It has never 
attached itself to A Fine Romance as its counterpart did. 

There is no verse to this song. 
The Way You Look Tonight, also from "Swing Time," has the 

same first ending in its piano part as A Fine Romance. The deliberate 
similarity is the sort of trick an orchestrator might use in bringing 

unity to a score. It's a lovely, warm song, with a lovely, warm lyric. 
But before I say anything further about it, permit me to say ihat upon 

re-examination of the song I've found that not only is the accompani-
mental figure in the cadences an implicit part of the motion of the 
song, though no words are involved, it is, as well, a part of the closing 
measures of the song itself. For the last section is twenty instead of 
sixteen measures, since it has a tag. The four measures that precede 
the tag, which is a repetition of the ending of sections one, two, and 
three, are at this point hummed in accordance with the vocal direc-
tion bouche fermée. The hummed figure is the same accompanimental 
figure which before has only been played. 

The song flows with elegance and grace. It has none of the spastic, 
interrupted quality to be found in some ballads, but might be the 

opening statement of the slow movement for a cello concerto; that is, if 
the composer were daring enough to risk being melodic. What tech-
nically is the release, but which seems more simply a natural develop-
ment of the main strain, moves into the key of G flat from the key of 
E flat, and works its way back in the way only Kern can effect such 
transitions. 
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The Way You Look Tonight 
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Then comes Waltz In Swing Time. There are a few curious facts 
concerning this medley-like piece. First, below the acknowledgment 
on the first page, reading "Music by Jerome Kern," the smaller print 
reads, "constructed and arranged by R. Russell Bennett." There is 
no doubt in my mind that this means Mr. Bennett took some themes, 
presumably by Kern, and fitted them together so as to form a contin-
uous piece. However, in the Simon & Schuster collection of Kern 
songs, the mention of Mr. Bennett has been eliminated. In fact, Dr. 
Albert Sirmay, long-time editor of the Harms and Chapell music 

companies, is credited as the editor of all the songs in the collection. 
In comparing the original sheet music with the music in the col-

lection, I find the following differences. The first half of Mr. Ben-

nett's introduction is eliminated. The ensuing measures are identical 
in every respect for fifteen measures and the first beat of the sixteenth 
measure. Then fifteen measures are eliminated. On the sixteenth meas-
ure, the second and third beats are identical with the second and third 
beats of the measure just before the cut. Then the music proceeds 
identically in every respect for forty measures. Then, but for raising 
the top line an octave for five and a quarter measures and reinforcing 
the harmony on the second beats in the left hand (the identical har-
mony), the piece continues through to the end without a single 
change. Since Dr. Sirmay's so-called editing comprised two cuts and 
raising the melody for five measures and therefore cannot be con-
strued as rewriting, why is Mr. Bennetfs name not still there as the 
"constructor" and "arranger"? 
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Now a few words about the piece. There are only sixteen out of 

more than a hundred measures which have lyrics. Among these 

are two measures of Pick Yourself Up from "Swing Time." Also in 
the course of the piece there appear the first two phrases from the 
melody of A Fine Romance, which lends a further medley-like char-
acter to it. There are seven distinct themes (six in the Sirmay "ar-
rangement"), some restated, all of them charming and ingeniously 

swinging in nature, not, however, swinging in the manner of a "jazz 
waltz," a form which developed in small jazz groups much later on. 

This waltz, though clever, has an air of deliberation in its "swinging-

ness." And there is a section which is marked poco meno mosso which 
interrupts its drive, if the marking is observed. 

Pick Yourself Up is a pleasant song, quite adequate for Astaire's 
needs, but somehow less a "song" song than a "material" song. Unlike 

many of Kern's songs during this period, it does have a verse, not a 

remarkable one, but again, sufficient to get the song going. The main 
strain of the chorus, I must admit, does suggest a theme from 
"Schwanda" quite definitely. It works very well. It is stated first in F 
major, the second time in G major, and then the release moves on, 
without preparation, to A-flat major for four measures. The second 

half, without preparation, moves to C major and back to a restatement 
of the main strain in F major. 

In 1938 in a movie, "The Joy Of Living," there was a song called 

You Couldn't Be Cuter. It deserves mention as a song which, whether 

intended to or not (and one can't help wondering), really swings. 
When I first heard it I refused to believe it was a Kern song. It might 
well not have been one of his favorites, as it bears none of his char-
acteristics. Even the release might have been that of a pop tune. 
The song not only swings, but it builds in the last section of twelve 

measures (as opposed to the other, eight-measure sections) to perfec-

tion. Instead of writing one imitation of measure twenty-nine, Kern 
continues to build the end of the song by adding three additional 

imitations. It's irresistible. 
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You Couldn't Be Cuter 
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And, as well, the verse bursts right out and continues to do so straight 

into the chorus. 
There is little of harmonic interest. Actually, I think its base notes 

could move more instead of sticking to the G-major chord for the first 
four measures. No arranger would hesitate to move them. 
The ballad Just Let Me Look At You, still from the same film, is 

a beautiful, uncluttered song which proceeds from melodic point to 

point in one long flowing line. It's not sparing in its use of melodic 
invention and doesn't bother to repeat sections, as is customary in 
even the best of theater songs. Its form is A-B-A'.-C-D, which may 
give you an indication of how prodigal Kern could be with his ma-
terial. Yet there is no resultant quality of wandering, as compared, 
say, with Your Dream (a song from "Gentlemen Unafraid," 1938), 

which wanders all over the lot. And as well, he never stirs beyond 
the legitimate bounds of the parent key. It's a singer's song, rangy 
and fairly demanding. This may account for its never having become 
one of the well-known and quickly recognized Kern songs. It should be. 
Next comes Kern's last Broadway show, "Very Warm For May" 

in 1939. It was a complete failure; the reviews were so bad that only 
twenty people were in the audience the second night. It ran fifty-nine 

performances. 
The book must have been terribly bad, since otherwise the show's 

failure is incomprehensible. For it had one of Kern's best scores. In-
deed, there are five songs well worth considering, the greatest of them 
being All The Things You Are. 
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There is a story to the effect that Kern was convinced that a song 
so complex could never be a hit, but that a moment after voicing this 
fear to a friend he heard a passing pedestrian whistling it. Well, it's 
not a simple song. It starts simply enough, to be sure, but it soon 
becomes tricky. Take, for example, the fifth, sixth, and seventh 

measures. 

All The Things You Are 
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That b natural in the sixth measure is a marvelous twist, but not easy. 
Nor is the C-maj or cadence in the seventh measure. Of course, the e 
natural is just a half step below the preceding f; yet the two-measure 
pause in an unfamiliar key, even if the listener is unobservant of 
harmony, must sound strange. But maybe not, since it was a hit. 
The second statement is the same as the first for five measures, 

except that it is four steps lower. Even the harmony is identical, four 
steps lower. The second cadence is in G major, and the release re-
mains in that key for four measures, moving in imitative phrases to 
E major. 
Now comes the great surprise, and the reason Kern thought it 

would be beyond the public ear. The melodic note at the end of the 
release is a g sharp with an E-major chord supporting its first meas-
ure. The harmony of the second measure is an E-augmented chord. 
Then the main strain returns in its original key, F minor, and its 
opening note is a flat. So here we have what is technically known as 
an enharmonic change. For, despite the difference in its "spelling," 
the preceding g sharp is also an a flat. And yet for all that, I've never 
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known a layman enthusiast of the song to boggle at this point and fail 

to continue singing or whistling it. 
It's not only very ingenious, but very daring. I am as surprised as 

Kern is alleged to have been that it became a hit. Perhaps one should 
hark back to that old theory that if the opening measures of a song 
are singable, it doesn't matter how complex the rest of it is. After all, 
there is the classic example of Blues in The Night by Harold Arlen, 
which becomes increasingly difficult as it develops, so much so that 
I know no non-musicians who can sing more than the first part of it. 
(The song was long known to most laymen as "My mama done tol' 

me," its opening words.) But the first phrase is so immediately pro-
vocative, and easy to remember, that the public seemed to need no 
more in order to accept it, except, of course, its perfect lyric by John 

Mercer. 
The second significant device used in All The Things You Are is 

a series of successive fourths, each echoing the one that opens the 

chorus, a flat-d flat. 
The verse is in the key of G major and, while an attractive melody, 

seems to have little to do with the chorus. It's one of those verses 
which sounds as if it had been written at another time, or even orig-

inally intended for another song. 
The verse for Heaven in My Arms, another song from the same 

show, is all of a piece with the chorus; indeed, measures from it are 

used as the ending for the chorus. In this instance, whether correct or 
not, the feeling I get is that verse and chorus were written in one 

sitting. And it's all without blemish, or better to say, it's all very 

charming. 
The chorus is only twenty-four measures. The form is odd and the 

sections are of four rather than eight measures. In terms of those four 
measures it's A-B-C-A-D-E. Considering that the chorus has five dif-
ferent melodic ideas, one would assume the song to be of an almost 
improvisatory character. Strangely, it is not, nor could I conceive of 

any better or more cohesive way of writing it. One more point is that 
in four "open" spots, where the melody is a whole note, the opening 
figure of the verse is used in the accompaniment, which further binds 

it all together. 
Another ballad, in The Heart Of The Dark, might easily be mis-

taken for a Cole Porter song because of its use of repeated notes and 
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quarter-note triplets, both stylistic devices of Porter. It's a very good, 
though little-known song. I don't believe it ever achieved the status 
of a standard, though the sheet music is still available. 

Its verse is very gentle and simple and leads well into the chorus. 

The chorus bolsters my conviction about the power of the sixth inter-
val of the scale, as it starts on it and repeats it eight times. Its form is 

A-B-A-C/ A. Two of its notes both please and puzzle me: the last 
quarter notes of measures eight and ten. 

In The Heart Of The Dark 
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In measure eight one would expect an a natural and in measure ten a 
g natural. The a sharp and g sharp are marvelously surprising, but 
not easy for a singer to pinpoint. 
There is not much to examine in In Other Words, Seventeen, but I 

can't pass it by without mentioning its innocence and naturalness. 
From its verse through to the end of the song it maintains quiet dig-
nity. And yet, in spite of its innocent initial statement, 

In Other Words, Seventeen 

Kern does make some curious melodic moves. In measure nine, for 
example, against a C-major, first-inversion chord, he uses an eighth 
note g sharp. And in measure eleven, against a G-dominant-seventh 
chord he uses a c sharp. This is less of a scrape than the g sharp, but 

then, in measure thirteen, he uses another eighth note c sharp against 
a D-minor-seventh chord. And since that seventh interval is a c 
natural, the c sharp in the melody constitutes a very unusual, though 
effective, dissonance. 
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Also, in measures twenty-seven and twenty-eight, the climax of the 
song, the melody is less simple than the rest of the chorus but still not 
out of bounds, unless the e flat in measure twenty-eight might be con-

sidered more instrumental than vocal (being part of the diminished 
chord implicit in the melody notes c, a, f sharp, e flat) . 

27 

All In Fun is another very fine and untypical ballad, most of it 

easy, except for its opening measure. This, however, sets the bitter-
sweet mood of the song perfectly and is well worth the extra effort 
it takes to settle it in your ear. Its form is A-B-A-C (with the opening 
measure repeated just before the end). 

It makes no harmonic effort and doesn't need to. The rise and fall 

of measures twenty-seven and twenty-eight, dropping suddenly to a 

restatement of the opening phrase in measure twenty-nine, is very 
lovely, and is truly theatrical songwriting. 

All In Fun 

27 

t  

din, e  rit 

And just in case I haven't said it strongly enough, there is always 
this quality of theatricality in the best of Kern songs. You may love 
them wherever you hear them, but I'm sure, were you to consider 

their source, you'd know that it had been the theater. 

The verse to All In Fun seems a trifle flippant for what follows, 
though such contrast may have been intentional. 

The Last Time I Saw Paris, although it was interpolated in the film 
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"Lady Be Good," was actually published as a pop song, perhaps the 
only such that Kern ever wrote. I am not one of those who sigh nos-
talgically every time I hear it, very simply because I find the song 
dull. Its sentiment, considering World War II and the German occu-
pation, is conducive to sadness, as is the lyric. 

In 1942 in the film "You Were Never Lovelier," there were several 

very good songs, among them the title song. It effects no innovations 
harmonically, rhythmically, or melodically. It's just a good solid song 

in a form often used by Kern and others: A-B-A-C/ A. It does, how-
ever, have a rather schoolmarmish verse and an unfortunately weak 
ending. It's not only weak, it's abrupt. It's hard to say what might 
have strengthened it. My personal belief is that an extra two meas-
ures added to the last section would have done it. I even have notions 

of what they should have been, but to describe them would be pre-
sumptuous and pointless. 

I'm Old Fashioned I find a particularly splendid song. The verse 
is as lovely as its lyric. Its chorus is comprised of comparatively few 
notes, none shorter than a quarter note, and its form is very satisfying 
and untypical: A-B-C-A1, the last section being extended to twelve 
measures. 
The second half of the C section is a masterpiece of invention, mov-

ing, as it does, from A major in a series of imitations, up to a C-
dominant-seventh chord as a preparation for a return to the principal 
statement. 

I'm Old Fashioned 
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And it is a song of extremely narrow range, only a ninth, and at-
tempts no climactic ending. In fact, the reverse. 

Dearly Beloved has such a reputation that it is played at many 
weddings, which would have pleased Kern, since it was his desire to 
replace Oh, Promise Me with Dearly Beloved as often as possible. I 
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once saw a telegram from him expressing such a wish. It doesn't hap-
pen to have nearly the appeal for me that I'm Old Fashioned does. 

And were I the marrying kind, I'd much prefer the latter at my wed-

ding (if there were no Bach available). 
It has been stated that the source of Dearly Beloved is a duet from 

a Puccini opera. I can see how this might be, and I might attempt 
to trace it if I thought the song worthy of further discussion. I truly 
do not like the fourteenth and fifteenth measures insofar as they com-
pletely destroy the diatonic character of what has preceded and what 
follows. Nothing like these measures occurs elsewhere in the song, 

melodically or harmonically. 

Dearly Beloved 
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The verse is literally a throwaway of eight measures and has no 
character. I apologize for speaking ill of a song which to many, by 

now, has the stature of a hymn. 
On The Beam, a good strong rhythm song using Kern's device of re-

stating the theme a third lower, was cut from "You Were Never Love-

lier." But one might guess its general origins in that it has the 

mysterious vitality of the songs written for Fred Astaire. 
In 1944, in the film "Can't Help Singing," there is the song More 

And More, which I had thought merited discussion but which, upon 
close re-examination, reveals curious lapses: The second eight meas-

ures, for example, which are completely pedestrian. This is doubly 
disappointing because the first eight measures, while not electrifying, 
lead one to expect more. And the ending is weak as well, unless one 

wishes to accept the second ending, an extension, ending somewhat 
pretentiously on the sixth interval. 

There is also a breezy waltz, the title song, which works through-

out. Kern wasn't given to many waltzes, and so the "waltzability" of 
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this comes as an added surprise. It is cheery, direct, uncomplex, and 
spring-like. 

In "Cover Girl" ( 1944) is the famous Long Ago (And Far Away). 
In this song Kern daringly restates his principal idea a minor third 
higher after only eight measures. When the song was first played, 
I was convinced that this device would be too much for the public 
ear, but not so, for it's a standard song. 

It's an interesting departure for Kern that every eight measures he 
restates his two-measure opening theme. I don't know of another song 
in which he does this. It has a verse, but it would have been just as 
well if it hadn't. 

I find the other ballad, Sure Thing, a much more endearing and 
melodically interesting song. Obviously the public didn't, since it is 
familiar to only a few. To begin at the beginning, even the verse is 
attractive. The chorus is wholly natural even though it moves melodi-
cally out of its key for four measures, the printed key being E flat, 
with a cadence on a natural. 
The first phrase is four measures long, one element of which is re-

stated with a slight variation and then imitated. When the song moves 
to G major, Kern employs six eighth notes as the second, third, and 
fourth beats of measures thirteen, seventeen, and twenty-five to great 
effect, and later twice again equally tastefully. 
The shape of the song is difficult to state simply. Keeping in mind 

its odd length of twenty-eight measures, it must be considered in 
terms of four-measure phrases. So it's A-B-Al-C-C-A1-C. The second 

two C sections are the same shape as the first but with different notes. 
I think this is one of the most American-sounding of Kern's later 
ballads. 
The score of "Centennial Summer" ( 1946) was to include a rather 

wild, irregular song that got cut: Two Hearts Are Better Than One. 
Its long, fascinating verse was obviously fun to write. The chorus 

has the distinctive characteristic of two sets of eighth-note triplets 
which, though they appear in only two measures (the identical third 
and nineteenth), nevertheless exert a strange control. Despite the 
tempo marking, one's impulse upon playing the song is to start at a 
much faster tempo than the measures containing the triplets will 
permit. So you set the tempo by the demands of that measure which 
puts you in mind of a soft-shoe dance. 
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Two Hearts Are Better Than One 

85 

Kern indulges in his predilection for raising (or lowering) the 
melody a third by doing it twice in this song. It's clever, to be sure, 
but it makes the song extremely difficult to sing. And I must suggest 
that, in his enthusiasm, he carried himself harmonically too far out 
to get back comfortably in time to restate his theme in the original 
key. I find measures fifteen and sixteen less awkward melodically 
than harmonically, but awkward even at that. 
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The F-sharp-major chord simply does not resolve believably into a 
C-natural-dominant seventh. 
Kern wrote a new song for the second revival of "Show Boat," No-

body Else But Me. As I said before, it's supposed to be the last song 
he wrote. And a very beautiful song it is, though far from simple. 
Strangely, its chorus provides a perfect illustration of my mania about 
the sixth interval. Not only does it start on it and return to it twice in 
the first five measures, but it repeats the note with four quarter notes 
and a whole note just before the restatement and then continues to 
repeat it there. More than these insistences, in the last eight measures 
Kern repeats it twelve times. In all, he uses it thirty-three times 
(thirty-four, if you include a passing tone). According to my theory 
of the sixth interval, this song should have been a monumental hit. It 
obviously wasn't, though it became an accepted standard. 
The song's greatest melodic complexity occurs early on; in fact, 

in the sixth and seventh measures. 
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Nobody Else But Me 
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There is a degree of daring implicit in such a difficult passage and 

possibly in other unusual melodic innovations which Kern wrote. And 
there weren't many who took such chances, or who, if they did, pos-
sessed the skill and flair to do it well. Kern could have achieved as 
much eminence with the public without taking as many chances as 
he did. But by taking them he raised song writing to the level of 
highly distinguished melodic composition. And for this all of us, even 
if "us" only represents the musicians, are humbly grateful. 

Obviously, there is no need to dwell on the extraordinary develop-
ment of Kern's music that the later songs demonstrate. However, in 
passing I must note that to me perhaps the most striking quality of 

Nobody Else But Me is its "American-soundingness." It serves as a 
perfect epitaph to his career. 

VI 

Jerome Kern grew up with the development of the American popular 
song, lived through its flowering, profoundly influenced other writers, 
and died only shortly before the great shift in popular music took 

place in the early fifties. His whole approach to his craft, indeed, his 
art, was so professional, and sometimes even academic, that it would 

have shocked him to see the world he had helped create turn into a 
littered carnival ground for the untutored, undisciplined, insensitive, 
young player-performer-writer. The ominous cloud of anarchy mov-

ing over the musical landscape would certainly have troubled such 
an orderly mind, such a gentle, lyric, controlled talent. 
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As far as Kern's slow acceptance of the American style of song is 

concerned, it may well be that had he grown up in an era in which 
the diffusion of new sounds was more highly developed, he might 
very well have heard and accepted them much sooner. It is quite un-
derstandable that a young man whose mother was an accomplished 
pianist, and who was, therefore, familiar with a sophisticated level 
of music, should have turned automatically toward Europe and its 
vast musical heritage. Growing up in a reasonably protected environ-
ment, in the constant presence of European music, where else would 
a young man turn once the music bug had bitten him? 
Once there, it seems that his principal enthusiasm was for London 

rather than the continent. He very soon came to know people work-
ing in the musical theater and, on his first trip to Europe, spent the 
bulk of his stay there. In England at that time the musical theater 

was casting off the yoke of Gilbert and Sullivan, and the new theater 
composers were working in less prissy forms. But whatever was stir-
ring in America had not yet been heard in England or, if it had, had 

been ignored. 
One sees how Kern's contemporary, Irving Berlin, a product of 

Lower East Side poverty, could have arrived at an American sound 
much sooner than Kern, simply because he was directly exposed to it 

in all its rawness. There was no sophisticated musical home life, no 
money for study, no time for anything but work. But no matter how 
arduous that must have been, Berlin was at least out in the street 
where it was all happening. Alexander's Ragtime Band was no acci-
dent. He'd heard what was in ferment around him and used what 

came naturally. 
For Kern, the slow development of his American-sounding songs 

could be compared to removing a hothouse plant a few hours each 
day into the chancy weather of a garden. And there may, too, have 
been a degree of social snobbery which caused him to think twice 
before soiling his musical hands with the unpolished, unschooled, 

street-Arab sounds popping up in American cities. And there was 
also, as I mentioned before, the snobbery of the New York audiences, 
which were more impressed by importations or shows which looked 

and sounded like them. Or maybe it wasn't snobbery. Maybe that's 
all that was offered to them. 
To a young man who has made up his mind he's going to be a 
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musical theater writer, the style of the time necessarily sets his own 
personal style. It is my opinion that this was agreeable to Kern, since 

he'd already indicated at a very early age his assumption that the 

way to Europe was the only way to music. It is ever possible that had 
he not found congenial friends in the London theatrical world, among 

them P. G. Wodehouse, he might have settled down to serious study 
with the goal of so-called "serious composition." He certainly left an 

extraordinary body of work, as well as the healthiest kind of influence 
on other writers, even though none of them could conceivably be 
called imitators. 

Out of deference to those readers whose favorite Kern songs have 

not been examined or mentioned in this survey, may I say that their 

absence does not necessarily imply that I consider them inferior. Many 
of his early interpolated songs I do find weak and even without musi-

cal interest. But my omissions from his later career are due to the fact 

that I considered whatever qualities of invention they possessed to be 
better exemplified by other, similar songs written during that time. 
The Folks Who Lived On The Hill is a case in point. Many singers 

and lovers of Kern are very fond of it and rightly so. But it doesn't 

say anything musically which he didn't say better in some other song 
written during that phase of his career. The one unusual element in 
the song is a release of only six measures. I believe that the song's 
adherents are more impressed by the somewhat Edgar Guestian 
homespun lyric than they are by the melody. This, however, is not 
to say that the melody is lacking but rather without special interest. 

The bulk of Kern's songs were landmarks in the musical theater for 
thirty years, and the omissions here are in no way a denial of this 
fact. 

There is a fugitive essence and personality that distinguishes a song 
as American. In the case of Kern, his songs seldom achieve the overt 
American quality of the Gershwin or Arlen music. But neither do 

many of Rodgers' songs. For a song to possess an American character 
it requires a subtler distinction than the presence of marked syncopa-
tion. Sometimes it is the lyric, which causes the listener to take for 
granted its native source. Sometimes it is the shape of the song, its 
unacademic looseness, and sometimes simply that it doesn't sound like 
an importation. Kern's songs in the beginning all sounded like im-
portations. And he returned to this imported style from time to time 
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throughout his career. But this does not minimize his prowess as a 
great melodist. It does, however, suggest that there had been an al-

most deliberate isolation from the sounds all about him, implicit in 
these "imported" songs. They were lacking in an awareness, or ac-

ceptance, of his musical environment. 
Though the audiences of the theater music didn't shut their ears to 

current non-theater, pop songs, they did demand or at least expect 
greater elegance and distinction in the former than the latter. Per-

haps there was a tendency to maintain proper, textbook musical 
speech in the theater as a protest against the slangy "street" speech 

of the pop song. Yet this same slangy music produced the first ele-
ments of a new sound and a new song: in the work of Ben Harney 
(Mister Johnson, Turn Me Loose), Irving Berlin, and Shelton Brooks 
(Walkin' The Dog, Some Of These Days, Darktown Strutters' Ball). 

In the heyday of American musicals only a rare talent like Berlin's 
managed to produce songs on both levels. It was not until much later 

that an average successful pop writer could move into the world of 
theater music with a score having little more sophistication than his 
pop songs. But by that time the taste of the audiences had become less 

demanding. They were the new, post World War II audience. The 
havoc of war affects every level of society, its customs, and its art 

forms. Invariably the new public emerges with tastes less polished 
and knowledgeable than its predecessors. It cannot be denied that the 
level of theater music did depreciate noticeably after 1945. But for a 
very few musicals, there has been little distinguished theater music 

written since then. 
It is a sorrow, and an embarrassment as well, that Kern is no longer 

alive. If he were, he might clarify many mysteries: his attitudes to-
ward theater music, collaboration, the distinction between American 
and other popular music, and the position of great popular music in 

the over-all world of song. There have been biographies and inter-
views, quotations and legends, but so many questions remain unan-

swered that anyone seeking the truth runs the risk of an occasional 

gaffe. 
It is conceded that Kern was not an easygoing collaborator. So un-

inclined was he to make even the slightest concession to the needs 
of his lyricist that one tends to comment less on his incompatibility 
than on his absolute conviction of the inviolability of his melodies. 
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As of this writing only a few Kern manuscripts are known to exist, 

and some of them need authentication. This is particularly mysterious, 

as Kern was a man of unusual self-respect, always insistent, it is said, 
on the return of his original copies after the publisher's editors were 

through with them. Considering the vast number of his songs which 
were published, the manuscript copies would be, if in existence, a 

very bulky stack of paper. Yet the Library of Congress, his publisher, 
his estate lawyers, his daughter, close friends—none of these have so 
much as a clue. 

This is most sad: the opportunity of studying his manuscripts 
would have been a valuable asset to this survey. I believe that he was 
very demanding about those of his songs in which the harmony was 
of paramount importance. There would have been no alterations of 
his original chords. But I cannot accept as true the claim that nothing 

was ever altered by his editor. Dr. Albert Sirmay was the editor of 
sheet music publication of most of Kern's songs. But, alas, he is no 
longer alive, nor would he, as a matter of polite discretion, have re-
vealed his own contribution, if any. 
I realize that I am risking irreverence, but in the name of personal 

conviction I must say that I believe Kern's music became increasingly 
American not so much because of his complete acceptance of the new 
sounds around him as because of the demands of public taste. I be-
lieve he was a musician, like so many others, who revered the glorious 

European musical tradition and therefore shied away from the un-
polished expression of American popular music, concluding perhaps 
that the only way to give his music the elegance and sheen of reputa-
bility was to write with tradition as his mentor. 

Thus, the provocative strength of the unfocused but unique song 

form exploding around him in America deserves greater respect for 
swinging Kern away from his European ideal into the brawling world 

of experimentation. That he slowly but surely did change his point of 
view, and style, while few of the other theater writers of his day did, 

speaks highly for his awareness of the vitality of the new music in 
America, as well as for that music itself. 
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Irving Berlin 
(1888- ) 

I am convinced that were Irving Berlin ever to read these pages, he 
would be more puzzled than pleased. I think he would be pleased at 
the evidence that a painstaking examination* has been made of his 
songs, but puzzled as to why it was made. 

This is by way of saying that through his long and phenomenal 
writing career Berlin has been a worker. In the course of his prodi-
gious output he has written a great many memorable songs. His is 
probably the most widely known name in the popular music world. 

He has been famous for over sixty years. He has led a double life, as 
a pop song writer and as a theater writer. His fame has been such 
that he and Sam H. Harris had a theater, The Music Box, built to 
house shows for which Berlin wrote the scores. 
And yet nothing in this extraordinary body of work ever spilled 

over into the concert field. I'm certain Berlin has never considered the 
popular song a limitation. Very poor in his youth, without musical 
training, he wrote and he wrote and he wrote. Whatever idealism 

* Mr. Berlin has not granted the author permission to use any musical excerpts 
from his songs. In consequence, all the examples illustrating specific musical 
analyses have had to be deleted from the text of this chapter. However, as much 
of the technical commentary as seems to be clear without the examples has been 
retained. The author and the publisher regret whatever inconvenience the excisions 
impose on the reader. 
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some of his songs have revealed, the core of his work has been emi-
nently practical: his has been truly a body of work. 

I have not been fortunate enough to interview him, yet I feel rea-

sonably sure that my aesthetic concerns and evaluative attitude would 
irritate him by seeming superfluous. This is not to say that he might 
feel his songs do not deserve musical examination and respect, but 
rather that his approach to song writing is that of a craftsman rather 
than a composer. 

I'm sure he is as eager for praise as anyone, but I believe the kind 

of praise given his work in a study like this would appear to him to 
be a waste of time. If, on the other hand, I were making an attempt 

to determine the precise elements needed to make a hit song, he would 
probably be interested. For I think that to Berlin, as well as to many 
other song writers, a good song and a hit song are synonymous. 
Therefore, it is doubly remarkable (assuming my belief to be true), 
that Berlin wrote so many songs which deserve to be praised for 
musical reasons rather than because they were hits. 
Many popular music enthusiasts do not seem to be aware that 

Berlin's range of writing was remarkably wide and varied. It is con-
ceivable that the absurd legend to the effect that there was a mys-
terious ghostwriter tucked away uptown who wrote Berlin's better 

songs came into being because it didn't seem possible that one man 
could write on so many levels. 

His output was extraordinary. Saul Bornstein, who was for many 
years the professional manager of Berlin's publishing company, once 

told me that it was a ritual for Berlin to write a complete song, words 
and music, every day. How long this backbreaking schedule went on, 
even if in actuality it consisted of a song every other day, or three a 

week, I do not know. Obviously, not all the songs Berlin drafted were 
revised and polished for publication. 

However, as late as 1969 his publishing company still listed 899 
of his songs: 593 were pop songs, and the remaining 306 had been 
used in Broadway or Hollywood musicals. Only Mr. Berlin can say 
how many hundreds more he wrote and threw away as not meeting 
his standards, which, by the way, were far higher than many people, 

professional writers among them, are aware. Berlin was a master of 
both theater and pop music. 
Admirers of the music of Jerome Kern, Richard Rodgers, and Cole 
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Porter are, in my experience, unlikely to consider Berlin's work in 
the same category. I believe that out of forgetfulness and confusion, 

they are inclined to minimize his talent. They forget Soft Lights And 
Sweet Music, Supper Time, and Cheek To Cheek because they are 
confused by his having written What'll I Do and Always. The solid, 
straightforward pop songs of Berlin are minor masterpieces of econ-
omy, clarity, and memorability. But they give little hint of the much 
more sophisticated aspects of his talent as it is revealed in his theater 

and film music. 
I am frankly astounded by the sophistication of Berlin's theater 

songs in view of the supposed lack of harmonic influence in their 

composition. For most of these melodies, one would say, contain the 
implication of specific chord progressions. Yet I heard Berlin play the 

piano, back in vaudeville days, and found his harmony notably inept. 
As well, I have heard witty imitations of his playing, exaggerated 

perhaps, but indicating a total ignorance of harmony. 
Yet Robert Russell Bennett states unequivocally that upon hearing 

someone's harmonization of his songs, Berlin would insist upon a 
succession of variant chords for those measures in which he felt the 
harmonizer was wrong. And, Mr. Bennett added, Berlin was not sat-

isfied until the right chord was found. So, since Mr. Bennett is a 
schooled musician and an accomplished composer, I must accept the 

fact that though Berlin may seldom have played acceptable harmony, 
he nevertheless, by some mastery of his inner ear, senses it, in fact 

writes many of his melodies with this natural, intuitive harmonic 

sense at work in his head, but not in his hands. 
So, though it is known that he has for years paid a professional 

musician to harmonize his songs under his close supervision, it is very 
nearly impossible, upon hearing some of these melodies, to believe 
that every chord was not an integral part of the creation of the tune. 

Many instances of this intuitive phenomenon will follow. 
Though Berlin was born in Russia, his music shows little trace of 

his background. Whenever it seems to, as in Russian Lullaby, I feel' 

that it is less his background emerging than his highly professional 
sense of the kind of melody which would fit such a title. 

In his lyrics as in his melodies, Berlin reveals a constant awareness 
of the world around him: the pulse of the times, the society in which 
he is functioning. There is nothing of the hothouse about his work, 
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urban though it may be. Upon examination of his early songs, which 
include hit after hit, one would be inclined to consider him a highly 
proficient tunesmith, witty, entertaining, sentimental, but unlikely to 
mature as, indeed, he did. For he was a topical writer, a "street song" 

writer, little given to startling experiments in melodic writing, and 
yet, as examination reveals, he refused to be categorized. Note later 

on, for example, the unusual structure of The Girl On The Magazine 
Cover. Here the generic phrase is never repeated. No hard sell about 
this! Yet it was a hit. So many of his songs have been played so often 

that it is easy to forget, bemused as one always is by all things fa-
miliar, the truly daring succession of notes in the chromatic phrase 
of the main strain of White Christmas. 

The "American" aspect of Berlin's writing is almost never absent. 
In his lyrics he is perhaps less sympathetic with, or aware of, the 
romantic panorama of the country than is John Mercer, yet he con-
centrates quite as much as Mercer does on aspects of the "new world." 

II 

To hear from Hans Spialek, the great orchestrator, that Alexander's 
Ragtime Band ( 1911) was the hit of Vienna and probably every large 

city of Europe by late 1912, and then to realize that the writer of this 
song, forty years later, wrote the nearly perfect score of "Annie Get 
Your Gun" (in a few weeks, according to Miss Dorothy Fields) comes 
as a profound shock. 

I have heard enough ragtime to wonder why Alexander's Ragtime 
Band was so titled. For I find no elements of ragtime in it, unless the 
word "ragtime" simply specified the most swinging and exciting of 
the new American music. It is a very strong, solid song, verse and 
chorus. More than that, it is not crowded with notes. There are con-
stant open spots in it. At the outset, in the verse, the first three meas-
ures begin on the second beat. This "kicks" the song, and immediately. 

Incidentally, this is the earliest popular song I know of in which the 
verse and chorus are in different keys. In the sheet music the verse 
is in C and the chorus in F. 

One must presume that the opening strain of the chorus was the 
"hook" which caught the public's fancy, since the only other musical 
ideas in the song are quotations from other songs. The latter device 
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was common in the early years of American popular music, just as 
quotations from other songs became a popular device in the jazz im-
provisations of the Swing Era. In this instance one of the quotations 
was a bugle call and the other Way Down Upon The Swanee River. 

Could the slight, chromatic opening phrase of the song have caused 
all the furor, the grass fire that spread over the face of Europe? Or was 
the restatement of this phrase a fourth higher the device which did the 

trick? In any event, the song was a high point in the evolution of popu-
lar music. And, it must be noted, this was not Berlin's first hit. He 
had been publishing songs since 1907, his first song having been 
Marie From Sunny Italy, for which he wrote only the lyrics. 
As is indicated in this title, the primary drive of this song was to-

ward the marketplace. There was no time for music lessons, concerts, 
experiments, or polite musical conversations, all looking ahead to a 
place in Grove's Dictionary of Music and Musicians. 

There was poverty and therefore there was a need for money. You 
had a flair for making up songs? There was money in songs? Then 
find a publisher! Or, publish your songs yourself. What was being 

written about? All of the life around you! Italian girls, pullman por-
ters, pianos, ragtime bands, bagpipe bands. And so a year after the 
international hit about the ragtime band came Alexander's Bag-pipe 
Band, in which Berlin collaborated with E. Ray Goetz and A. Bald-

win Sloane. 
It's a more musically interesting song than its predecessor, but it 

contains too many notes to be a good song. As an instrumental piece, 
I like it better than Alexander's Ragtime Band. Its third measure is 
the same as that of the earlier song, as is its shift to the key of B flat in 
the fifth measure. It also quotes other songs, but still includes Swanee 
River. This time Auld Lang Syne and another Scottish song are 
added. It was probably successful as a vaudeville "material" song, 
depending more on its lyric than its music, and never achieving the 

status of a standard. 
In 1912 Berlin also wrote a melancholy ballad entitled When I 

Lost You. It is said that it was written in memory of his first wife, 

who died very shortly after their honeymoon. The song was, for those 

days, and even for any era, an enormous hit. It is clear, however, that 
the song was written as a personal testament and with no commercial 

reward in mind. 
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Any further comments, considering its inspiration, would be un-
mannerly. Its pertinence to this study is that none of the one hundred 

and thirty songs published up to this point in Berlin's career revealed 
this aspect of his talent, the ability to write with moving sentiment 

about personal trouble and pain. On its own level it is as surprising as 
was They Didn't Believe Me in Kern's career. 

In 1913 Berlin published At The Devil's Ball. It's obviously a nov-
elty song, stressing its grotesque lyrical premise more than its melody. 

Yet the melody is loose and open enough to be called "swingable." It 

proceeds in a straightforward, unsophisticated fashion, with an un-
usual twenty-six measure length. It would have been a more conven-

tional twenty-four measures but for a two-measure tag which may 
have been a "riff" of its time, not at all corny, and swinging enough 

to deserve comment. Also, for its time, the pick-up to the restatement 
of the main strain has the seeds of a jazz phrase. 

In 1914 came the show "Watch Your Step," with a very good score 
for that era. Six of the songs from the show, which was billed as "The 

First All-Syncopated Musical" (a slight exaggeration), merit dis-
cussion. 

In the verse of They Always Follow Me Around it is interesting to 
note that there is a key shift in the ninth measure from G major to 
B-flat major. And it is prepared for by the three-note pick-up in the 

eighth measure. The key shift substantiates Mr. Bennett's observation 
concerning Berlin's "built-in" harmonic sense. For, without it, a non-

harmony-minded writer would never consider such a shift. 

The second chromatic phrase, though not a complete imitation of 
the first, starts on the fourth beat of the first measure instead of the 
first beat of the second measure. It is of no great consequence, but it 
does indicate a search for a novel rhythmic pattern. 

Considering that it was written at this early date, the principal 
motif of Homeward Bound, from the same show, is better than 

average. It is followed by an imitative phrase and then a slump into 
clichés. But in the second half there are several intervals that were 
unusual for their time. 

Lead Me To Love certainly should have become a standard song. 
But since this is an examination primarily of Berlin's music there is 

no reason to discuss this melody, as it was written by Ted Snyder, 
with only the lyric by Berlin. 
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The Minstrel Parade is a much better than average rhythm song 

for that era. It is printed in 2/4 rhythm, yet it definitely swings, both 
verse and chorus. It contains only one cliché pattern of notes, which 
comes at the close of the verse, and none in the chorus. Though not a 
great song, nor intended to be, it is another of Berlin's uncluttered 

natural tunes. 
The Syncopated Walk, for me, bogs down at the end, but the chorus 

opens with a very provocative germinal idea, one that well may have 
been a riff of that time. There are two oddities about this song: first, 

though called The Syncopated Walk, there is very little syncopation 

in the melody; second, the closing section fails to repeat its most pro-

vocative phrase, the first phrase of the chorus. I'm not certain, but I'm 
beginning to believe that what one reads of as being syncopation in 

popular music is merely ordinarily weak beats being stressed as strong 
beats in order to create an eccentric pattern, as in Gershwin's Fasci-
nating Rhythm. 

What Is Love is a most unusual melody, for any era. It's a waltz 
and, speaking of eccentricity, the way the phrases fall following the 
title phrase is truly eccentric and wholly unanticipatable. The fourth 

measure reveals a new idea which is not only unusual in itself, but 
falling on the fourth instead of the fifth measure throws one off-

balance insofar as it is not a fill-in or a pick-up. It is the second me-

lodic idea and a very strong one, in complete rhythmic contrast to 
the preceding three measures. Mysteriously, it comes off. But it's al-

most as disturbing as the abrupt shifts in rhythm in the amateur songs 
of the sixties. Yet it, unlike most of the latter, works its way back to 
balance in the ninth measure, therefore justifying itself. 

Play A Simple Melody is still well known today. And that's a fair 
run for a song, over fifty years. It's a "double" song, probably Berlin's 

first of many. In the printed copy one first hears the "simple melody" 

comprised of nothing shorter than a quarter note and no syncopation. 
Next comes the contrasting tune, the lyric of which "begs for a rag." 

Then the two together, and very pleasant they are, together or singly. 
The score of "Watch Your Step," while in no way comparable to 

Berlin's later, more mature scores, nevertheless possesses a vitality 

and awareness of shifting musical fashions. Granted that he had not 
yet achieved an elegance or lucidity comparable to Kern's They 
Didn't Believe Me, also of 1914, yet he hadn't lingered, as did Kern, 
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in an operetta world of dying subservience to European culture. 

Berlin, musically, was a street Arab, spinning through the musical 

by-ways listening to all the new sounds about him and trying to put 
his reflections and conclusions down on paper. 
During 1914 Berlin published a song called Always Treat Her Like 

A Baby. It's a perfectly good pop song, with perhaps too many notes 
but swinging in nature. Its principal interest, to me, lies in the third 

measure of the verse. For considering all the brou-ha-ha that was 
stirred up by Gershwin's I'll Build A Stairway To Paradise some years 

later, this measure also should have been as widely admired. 

In "Stop, Look, Listen," 1915, there was a song, I Love A Piano, 

which, while not played as much as Berlin's standards, is still heard 
enough to be familiar. It really has no theatrical flavor. Nor, 

but for What Is Love, did the songs from "Watch Your Step." The pop 
writer aspect of Berlin's talent was still predominant. While I Love A 

Piano is a pleasant, easygoing song, I feel that its principal interest lies 
in its lyric. 

However, for the same show Berlin wrote a very interesting song, 
The Girl On The Magazine Cover, which he revived much later, in 

1948, in the film "Easter Parade," and it is indeed theatrical. Though 
something of a hit when first published, it, to the best of my knowl-

edge, did not become a standard. 
The structure is most unusual in that the song's initial phrase is 

never repeated. The form is A-B-C-D, as in a much later Berlin song, 
Lazy. It is a song which is perfectly satisfying without harmony or 
orchestration or anything but itself. It possesses a curious elegance 

that distinguishes it as a theater song. I don't know what tempo it was 
originally played in, but I imagine too fast. Most everything was, per-
haps due to the dance fashions of the time. But I hear it as a fairly slow 

ballad in which the dotted eighth- and sixteenth-note patterns are 
softened into triplets. 

The implications of the melody are such that it is very hard to ac-
cept the fact that Berlin did not harmonize his own music. This is a 
splendid song, one that has stayed with me for fifty years. 

In 1918 Berlin wrote an Army show called "Yip, Yip Yaphank." 
Oh, How I Hate To Get Up In The Morning was probably much 

closer to a soldier's heart than Over There. It's a perfect song for its 

purpose with, perhaps, a much more rousing melody than the lyric's 
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laments. I believe this song could have been Berlin's platform had he 

run for high office at that time. 
Mandy is a short, eighteen-measure song (two extra measures for 

the tag), which has survived these many years, not one of the great 
standards, but still sung by such great ladies as Mabel Mercer. It's a 
very dear, direct, uncluttered song, words and music. 

In 1919, in "The Ziegfeld Follies," Berlin fired one of his first big 
guns, A Pretty Girl Is Like A Melody. This song is definitely on a 
level with Kern's pure melodies. As such, it is self-sufficient. It is one 
of those songs not one note of which I would choose to change. 

It is extraordinary that such a development in style and sophistica-

tion should have taken place in a single year, that is, if one considers 
Mandy as illustrative of 1918's songs. 

Berlin has always had an uncanny ability to adjust to the demands 
or needs of the moment, the singer, or the shift in popular mood. 
And so phenomenal has been this ability that he is as difficult to de-
fine as the color of a chameleon. One searches for stylistic character-
istics and is baffled. For the sea of his talent is always in motion. It's 
mercurial and elusive. You decide to concentrate on, let's say, pop 
songs such as All Alone. You decide it is in the same stylistic category 
as Always. So you search for parallels. There aren't any. 

Or try comparing two songs from the same show, such as They 
Say It's Wonderful and I Got The Sun In The Morning, from "Annie 

Get Your Gun." How do you make out? Well, they're both great songs. 

They're not of a wide range. They're not difficult to learn; they're in-
ventive; and one is as jazz-oriented, and harmonically and rhythmi-

cally vital, as Harold Arlen's music. 
I've only started this attempt at analysis. I hope to find Berlin's 

especially loved turns of phrase, tendencies, and identifiable patterns, 
strictly his own. My memory tells me that if I do, I shall have to 

contend with many styles, and I admit that right now I'm baffled 
enough to be satisfied with one. 

III 

In 1920, in another "Ziegfeld Follies," Berlin wrote another pure 

melody, a perfectly beautiful melodic line, Tell Me, Little Gypsy. 
And if I am to be dutiful in my search for style, I must say that this 
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song shows a marked Kern influence in its extreme spareness (only 

fifty-seven notes), its independence of harmonic influence, and its 

inevitability. If one wishes to consider the possibility of the Kern in-

fluence, I suggest he consider one of the latter's songs written about 
this time, Look For The Silver Lining. 

Just in case the reader has forgotten Tell Me, Little Gypsy, its 
structure is A-B-A1-C, and its length is the conventional thirty-two 

measures. Frankly, I prefer the Berlin song in its slightly less hymn-
like quality. It's somewhat more muscular, not quite so over-distilled. 

In 1920 there was also a very popular non-theater song called (I'll 

See You In) C-U-B-A. One would assume from the title that Berlin's 

concentration would have been on the lyric. Well, perhaps it was, but 

with it he wrote a very good melody. His main strain is composed of 
wide steps laced together with chromatic steps and they make a very 
agreeable and unforgettable line. And that's another element of Ber-

lin's songs, unforgettability. I admit to being unfond of some of his 
songs; yet I can sing and play, however poorly, every note of them. 
Some of I'll See You in CUBA one might assume to have been by 

Kern. I'm not certain why, unless it's the fact that so many of Kern's 

songs start on the dominant-seventh chord. But certain measures 
Kern couldn't, or wouldn't, have written. Just too slangy for him, I'd 
say. 

In the first "Music Box Revue" in 1921 there was a very famous 

Berlin song called Say It With Music. This is a very spare, strong bal-

lad of an unusually small number of notes, fifty-two. As strong as it is 

(and evidence of its intention to be such is revealed in the melody 
being placed half the time in the left hand of the piano part), it is not 

to be compared with Kern. It is extremely well written, with every 
note weighed as if on an apothecary scale. But it very nearly offends 
me by its use of syncopation. 

It's almost as if Berlin wanted to please two audiences simul-
taneously: those who would gladly settle for a pure, unrhythmic 

melody and those who had to be slightly jostled. And jostle me he 

does after that first powerful eight-measure strain when, in the 
eleventh measure, the words say "rather be kissed." Similar measures 

occur three more times; in fact, the song ends on such a fourth-beat 
tie-over. And so, remarkable as the song is, I find myself somewhat 
put off by these almost marketplace interruptions. 
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In the "Music Box Revue" of 1922, Crinoline Days was one of two 

successful ballads. It has, as does Tell Me, Little Gypsy, a markedly 

theatrical quality as opposed to, for example, All By Myself. The dis-
tinction between the two types of songs lies in both lyric and music. 
A theater lyric usually is more subtle, more sophisticated, and predi-

cated on a more discerning audience. The fact that a very good thea-
ter song is ultimately accepted by the general public has always been 
somewhat of a mystery to me, unless it can be accounted for by the 
love the public has for finding within its financial reach those things 

designed for a privileged minority. Much advertising is based upon 

this sneaky, snob premise. And yet this is scarcely the complete story, 
since many show tunes become hits with the non-theater public 

without its knowing they are theater songs. 
Berlin is one of very few writers who has managed to function with 

distinction in both areas. His extraordinary sense of proper function 
permits him during the same period of time to write an easygoing, 
unsophisticated, down-to-earth, semi-cliché song like All By Myself 
and a theater ballad like Crinoline Days. The latter is not a great song 
and doesn't measure up to the near-perfect Tell Me, Little Gypsy. But 

it has a broad, lyrical line, is uncluttered, and builds to a climax com-

mensurate with its "period" nature. As I recall, it was sung during a 
virtual fashion parade of old-fashioned gowns. 
On the other hand, Lady Of The Evening, the other successful 

ballad from "The Music Box Revue" of 1922, possesses more poise 

and elegance. In the lyric, by the way, there is nothing to imply a 
prostitutional meaning in the title, unless it be "you can make the 
cares and troubles . . . fold their tents. . . ." Well, if this lady is a 
whore, I prefer her to the ones in Love For Sale. She sounds better 
mannered, and better dressed. 

The verse has an oriental flavor which is curiously effective, and 
it may be that I'm allying it with that bestseller "The Sheik" and the 
Arabs who fold their tents and "silently steal away." In any event 

this song is another of those dependent on no harmony or accompani-
mental device. It is strong, not un-Kernlike in its main strain, but by 

no means imitative. The opening chromaticism is so familiar, the 

song being that old, that it is easy to forget how unusual just the first 
two notes were. The first four measures of the release illustrate Berlin's 
use of the minor-seventh interval, f natural. The maintenance of the 
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G-major chord gives a modal quality to this passage and a sprinkle of 

theatrical mystery, which makes the "lady" more glamorous. 
In Pack Up Your Sins And Go To The Devil, in the same revue, 

Berlin demonstrates his dexterity with an eccentric rhythmic device. 
It's as snappy and new-sounding as Gershwin's Fascinating Rhythm, 

which came two years later. If one were to don a green eyeshade and 
professorily break down the germinal idea, it would be two measures 

of 3/4 and one of 2/4 instead of two 4/4 measures. (Incidentally, I 
can't understand the use of cut time indicated in the sheet music, as all 
four quarter beats are pointedly marked in the left hand of the piano. 
If it were true cut time, only the first and third beats in the left hand 

would be written.) 
There are only two moments in this song where there is a cessation 

of this rhythmic device, the second half of the third section and the 
measure before the final cadence. This insistence, I think, is quite 
justifiable, considering the novelty of the device. The measure at the 
end I find a bit out of character, as if a clarinet player had suddenly 
cut into the melody with an improvisatory notion of his own. But 
this is superfluous carping; it's a very neat and effective, hard-fisted 
song. And remember, it was written in 1922! 
Who, in the 1924 "Music Box Revue," is a far cry from Kern's 

Who? and not to be compared with it. The former has an unremark-
able but pleasant verse which leads very nicely into the unexpected 
opening whole note of the chorus, an f natural in the key of G major. 
Berlin proceeds from the opening four-measure idea to write an imi-
tation of it up one step, then a shorter imitation of two measures up 

another step, up still another, and another until he reaches a d 
natural, after which he returns to his original f natural. This return 
is as neat as a pin and couldn't lead to that odd f natural more natu-
rally. 
I also like the rhythmic idea of the second measure (naturally 

imitated throughout the song). The two eighth notes leading to the 
stressed f natural on the second beat is very inventive and "swing-
ing." 

There was a big pop hit in 1924 by Berlin called Lazy. It's ex-

tremely good, both lyrically and musically, though I'm not a strong 
supporter of such rhymes as "wild wood" and "child would." How-
ever, I definitely defend "valise full" (of books) and "peaceful." 
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Its structure is highly unusual. As in the case of The Girl On The 
Magazine Cover, its so-called "front" strain is never repeated. This is 
remarkable for a man of Berlin's obvious practicality, since repetition 
is an intrinsic part of selling anything. 
The structure is A-B-C-D. In the D section there is a suggestion of 

the initial phrase, but this time, instead of being two half notes, the 
second of which is tied to a quarter note, it is a quarter and a half 
note, which could easily be unrecognizable as even a suggestion of the 

beginning. 
In 1925 came Always. It is, frankly, not a favorite of mine. I admit 

that I am very impressed by the song's unexpected shift, in the elev-
enth measure, to the key of A major from the parent key of F major. A 
writer with less distinguished reputation would, I'm certain, have 
been asked to rewrite the A-major section (unless, of course, like 
Berlin, he were his own publisher). 

For me, there is simply too much insistence on the rhythmic device 
of the opening measure, that of a dotted quarter note followed by 

three eighth notes. (The song is a waltz.) But for the sophisticated 
chance-taking of the A-major section, the song is a straightforward 
pop tune, and, for me, a contrivance. 

In "The Ziegfeld Follies of 1927" there was an extremely good 
rhythm song called Shaking The Blues Away. It's a strong, driving 
tune with three things about it that immediately impress. First is the 

concentration on the sixth interval of the scale, in this instance, c; 
second, the rhythmic device of the fifth and sixth measures; and 

third, the astute use of four half notes in the seventh and eighth 
measures to set up an unbusy contrast to the main strain. And, one 
examining the sheet music should note, at the end of the third meas-
ure, the inclusion of the e in the B-flat chord, making it a B-flat ninth 
instead of the then more conventional B-flat seventh. All but the last 
two measures of the release border on the cliché, but those two meas-

ures make you forget this. (The music-minded reader will almost 

certainly want to locate a copy of this song.) 
Blue Skies was introduced in "Betsy" in 1927. For me its only dis-

tinction lies in its moving from a minor to a major key. It is a strict 
A-A-B-A song, starting each A section in E minor, winding up in G 
major on the fifth measure. It is a great favorite with jazz musicians, 

I suppose because it gives them lots of room to move around in while 
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improvising. I've always been puzzled by its E minor opening, con-
sidering that its title is Blue Skies. Only in its last statement is this 

minor-ity justified by the words "blue days, [all of them gone]." 

Another song of 1927 is The Song Is Ended. I find the parentheti-
cal afterthought "but the melody lingers on" a neat notion and the 

fact that the song makes its final cadence on the fifth interval un-
usual, but as a song I find it tunesmithy and contrived. 

My great respect for his good writing suffers a body blow every 
time he drops back to safe commercialism. I want him to use only the 

best of himself. And as I hope I've made clear, this book has nothing 
to do with popularity based on sales but only inherent, basic quality. 

IV 

Authorities on the chronology of Berlin songs will notice, from time 

to time, glaring omissions. These are quite candidly the result of my 
having nothing analytical, or complimentary, to say about them. 

In 1928 he wrote a very pleasing, four-square tune called How 
About Me. It is the first Berlin song I have found without a verse. 

This surprises me as the fashion for not writing verses did not begin 
until much later. 

Puttin' On The Ritz was the title song of a film produced in 1929. 
For it Berlin composed a rhythmic device that is probably the most 

complex and provocative I have come upon, by any writer. It is, natu-

rally, in a form of 4/4, but cut time. If one wishes to break this into 

time signatures which indicate more simply the stressed notes, it could 

be done this way: 1 4, 3/4, 4/4, 2/4, 4/4. I prefer 3/4, 3/4, 4/4, 6/4; or / 
the former. 

Berlin keeps you totally off-balance until the fifth bar, where he 
sensibly lands on a whole note tied to a half note and then whips you 

with the title phrase, in eighth notes. The release, again sensibly, he 
leaves for the most part unrhythrnic. The structure is straight A-A-
B-A. It's a marvelous song. 

In "Face The Music," in 1932, Berlin wrote another one of his 

blockbusters. (He's very frustrating! Why can't he simply settle for 
great songs?) It's "Soft Lights and Sweet Music," a title I envy him 
for having thought of. (It was probably on signs all over New York ad-
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vertising some ricky-tick night spot. As a matter of fact, Berlin him-
self put the title in quotation marks on the copyright page of the sheet 

music, but not on the cover nor in his firm's own song list.) 
The verse is exactly right, words and music, which I'd never heard 

until I examined the sheet music. The chorus is one of those with 
minimal notes, only fifty this time. It starts, in the key of F major, on 
an e flat. This in itself is startling enough. But the neatness with 
which he works his way, or I should say the way the melody flows 

back to F major, is remarkable. Then, having pulled off this tour de 
force, he proceeds with two very simple phrases, taking the tune to a 

half step below the e flat with which he begins the second half of the 
song. He repeats his first phenomenal statement and then, instead of 

repeating his second phrase, he fools you, delightfully, by zooming 

up to a high g natural. One should examine this song carefully; it's a 
marvelous example of a great natural melodic talent. 
May I add at this point a report of no progress? I have been search-

ing assiduously for stylistic characteristics in Berlin, but I can't find 
any. I find great songs, good songs, average songs, and commercial 
songs. But I find no clue to a single, or even duple, point of view in 
the music. Is Berlin's writing experience one of such enormous in-
tensity that the song being written is totally isolated in his mind, to 

the exclusion of every other song he has written, resulting in a 
unique form and style for each one? How else can it be explained? 

There are, to be sure, occasional indications of other writers, at one 

phase, Kern, and at another, Arlen. But this discovery does little to 
solve the mystery. 
Another report will follow after I've examined about twenty more 

songs. 
Again in 1932 Say It Isn't So appears. And again I'm thrown off-

balance, for now here is a song the principal device of which is re-

peated notes. Well and good, but Berlin has never resorted to them 
before. As unenthusiastic as I am about Gershvvin's endless use of 
repeated notes, I'm almost hoping that Berlin continues to use them 

in later songs so that I can claim to have found a stylistic device. In 

spite of the reiteration of repeated notes throughout the song, they 
somehow do not produce a monotonous effect. It all works. 

It is another song without a verse. 
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In I'm Playing With Fire (1932) the verse is a trial balloon for 
the main idea of the chorus of I've Got My Love To Keep Me 

Warm. And, thank heaven, he does continue to use repeated notes! 
The first section of the chorus consists of a whole note, d, moving to 

four repeated e's in the second measure, back to a whole note d, then 
up to f-natural repeated notes, back once more to d and then, instead of 

moving a half step up from f natural to f sharp, he moves to a. 

The second section is ingenious in that now he starts from a high d 
and drops to f natural, a sixth interval, moves to a whole note c, down 

to e-flat repeated notes. The last quarter of that measure is a low d 
moving up to a whole note b and then, remarkably, down to a c sharp, 

which moves up in an A-ninth scale line instead of repeating itself. 
It is not a great song but it surely is a much better than average 

pop song. Its form is A-B-Al-C, and in its C section, while it remains 
inventive, it doesn't continue to surprise. 

How Deep Is The Ocean, still 1932, is another verseless song. It 
certainly needs none. For it is expertly written, lyrically and musi-

cally, and all within the confines of an octave, with three instances of 
a low d, a half step more than the octave. Though it is a melody of 

small steps, never resorting to an interval wider than a fourth, it 
makes one totally unexpected move in the B section, dropping to a g 

flat at the end of the first phrase and then restating this note twice 
more in the last half of the section. (The form is A-B-A-Bq A.) It 
is a superb example of what can be done within the confines of 

popular music form. No range, no extension, no great demands for 
the ear, and still a total statement, or, in this instance, question. 

In 1933 Berlin wrote a masterful score for "As Thousands Cheer," 
a revue. The star was Ethel Waters, one of the great singers of that 

time, and so Berlin, in his phenomenal ability to adjust to any given 
musical and lyric state of affairs, proceeded to write a score in, as far 

as I'm concerned, a wholly new manner. (I can't say "style," as I 
haven't been able to determine what Berlin's style is or if it exists.) For 

example, whenever before did he write a song like Heat Wave? He has 
written songs that swing, but not the way this does. When did he ever 

write a verse that sets up a chorus the way this does? Or supplied a 
rhythmic section like the patter of Heat Wave? Perhaps in Puttin' On 
The Ritz. Yet this one uses another trick. 
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The way the melody of the chorus drops in the fourth measure is 

perfect for Ethel Waters' voice, as is the long, held high e in the re-

lease. Berlin obviously listened very carefully to this lady sing and 
found notes and phrases and words to her liking. She could never 

have sung them as she did if she hadn't liked them. 

In the verse the song simply jumps out at you. And in the ninth 
measure, without warning, it leaps up a minor third from G major to 
B flat and back in ample time to prepare the singer for the chorus, 

again in G major. 
The chorus is simply a swinging affair with nothing specific to 

remark. In the patter, however, the rhythmic trick is worth a study. 

One may divide the patter more than one way. I prefer 3/4, 4/4, 5/4, 
and back to 4/4 in the fourth measure. Then it repeats a minor third 

higher, in E flat and all around again, with an adjustment for the 

return to the chorus. 
The rhythm ballad How's Chances is a very strong, straight-ahead 

melody, flowing, undevious, nothing labored. But who, will you tell 
me, wrote the "second eight"—the B section of this A-B-A-C song? 
Well? Is it Rodgers, Kern, Schwartz, Arlen? Naturally not. It's the 
ever-new Berlin. Where, now, are the repeated notes? At least there 
were a few in Heat Wave. And the last eight measures are just as 

baffling. 

Then, Berlin proceeds to wallop us with a verseless marvel called 
Supper Time. This song, particularly in the release, goes farther out 

melodically (all with implicitly indicated harmony) than anything 
up to this time. It's a mounting cry of anguish sung by a Negro 

woman whose man has been lynched and who must now tell the chil-

dren. No pretense or artiness mars its slow, tragic pulse. 
In the long, sixteen-measure release Berlin does many marvelous 

things. After six measures of dark, broody, minor lines, he resorts to 

a totally unexpected e natural in the seventh measure. Following this 
he moves through B seventh to E minor, then from D seventh 
to a B-seventh-suspended chord. Then he repeats the closing word of 

that phrase, "Lord," a half step higher on d sharp and it takes on an 
almost despairing meaning. The line is "how can I be thankful when 

they start to thank the Lord?" And then, suddenly overwhelmed by 
the intolerable burden of fate, the bereaved woman cries out "Lord!" 
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Nowhere else in American song have I heard a single note and a single 
word combined so shatteringly. This note then leads her directly to the 

restatement. 
Berlin has done nothing like this in lyrics or music up to this point. 
Even in The Funnies, a melody set up to show off the lyric, the 

tune is ingenious and fresh, and a theater song to boot. And here's 
another one !—Not For All The Rice In China. At least Mr. Berlin 
has been kind enough to give me a hook to hang a stylistic tendency 

on: the repeated note. On the other hand, I'd best be careful not to 
emphasize it as so many other writers, from Gershwin to Porter, are 
also given to the repeated note. 

It's altogether an open, healthy, extroverted song with a marvelous 
verse which has the distinctive flavor of a Richard Rodgers verse. I 
could do without the false rhyme "doors" and "yours." But perhaps 

the singer was from Oklahoma. 

Interestingly, in Harlem On My Mind, which Ethel Waters sang 
perfectly, she didn't sing all of Berlin's notes. And I must admit her 
slight variations were, for me, more apt. For example, her drop of a 
third brought out the word "Harlem" much better, as did her uneven 
rhythm. Though the tempo is marked "Slow Blues," Miss Waters 
sang the verse out of rhythm and, again, it worked better than a steady 
tempo. 
An example of Berlin's adjusting a song to a singer's style is beau-

tifully illustrated in the verse. The sixth and seventh measures are 
perfect for her voice and style. 
Maybe It's Because I Love You Too Much, a pop song of 1933, is a 

reinforcement of the repeated note device and has some innovative 
moments but, overall, I find it only a good exercise in song writing, 
slightly on the tossed-off side. 

V 

I've been so busy trying to ferret out elements of style in Berlin's 
writing that I've failed to comment on his growth as a writer. He 
was never concerned with extended forms or songs of unconventional 
length, even though from the very beginning, he used odd forms such 
as that of The Girl On The Magazine Cover. 

However, throughout his career up to this point he has become 
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more sophisticated and more theatrical in his theater music. His pop 

songs have always been better than average, but only occasionally 
have they benefited from his more complex theater writing. It's al-
most as if he had deliberately isolated these two points of view, and 
from a practical, business point of view, he was probably right. For, 

after all, each type was written for a specific listener. And no matter 
how sophisticated Berlin's theater songs may have become, he was 

more concerned, I believe, with song writing as a business than as an 
art form, if, indeed, it can truly be called the latter in other than ex-
ceptional instances. However, even his experimental pop songs like 

Lazy made money. I am only surprised that he didn't write more. 
In "Top Hat," a film of 1935 starring Fred Astaire, he certainly 

tossed all his writing habits aside with Cheek To Cheek. For it is a 
highly extended song having the structure A ( 16 measures) -A ( 16)-B 

(8)-B (8)-C (8)-A (16). It's the added C element which amazes me. 

With Astaire, however, anything could happen, and maybe he had a 

need for this extra phrase. Berlin was a very practical writer and if a 
production number could be enhanced by an unusual adjustment, he 
undoubtedly would have made it. 

I'd like to point out something here that has greatly impressed me 

—every song written for Fred Astaire seems to bear his mark. Every 
writer, in my opinion, was vitalized by Astaire and wrote in a manner 
they had never quite written in before: he brought out in them some-

thing a little better than their best—a little more subtlety, flair, so-
phistication, wit, and style, qualities he himself possesses in generous 

measure. And CheekT To Cheek is a case in point. 
In any event, it is a very fine song, as unforgettable as Wagner's 

Wedding March. And even with its long phrases it never lags or wan-
ders or becomes contrived. I am particularly impressed by the daring 

implicit in opening a song with the word "heaven" without any pick-

up notes to provide room for the words "I'm in." It may be an over-
subtle point, but any song without pick-up notes is more immediate 

and attention-getting than one with them. 
The development of this seed, two notes a step apart, is very in-

genious. He develops it first by adding two pick-up notes to . the 

second phrase which is a repetition of the first, then he truly develops 
it by walking up for two measures in a series of imitations. Then 
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instead of writing an imitative descending phrase, he writes a 

phrase of the same number of notes but unlike the first in its sinuosity 
and lyricism. And then, instead of keeping his cadential phrase in 
straight eighth notes, he makes them all syncopated. And this, I be-
lieve, is definitely the result of Astaire's presence. 
The B section risks monotony by repeating a phrase six times, in-

terrupted only once by another phrase. I believe another writer, Kern, 
for example, might have moved that phrase through a series of key 
changes, thereby pleasing his fellow musicians and confusing the lay 
listener. Now, instead of returning to A, as one would expect, Berlin 
introduces a brand new idea bearing no relationship to anything 
which has preceded or which follows. It's very attractive, even if 
bearing a slight similarity to shifting speed after driving at a steady 
rate on an arrow-straight road. Fortunately, the harmonic color 
changes with it so that it comes off as ebullience. It is interesting to 
me that only while writing for Astaire did Berlin ever resort to such 
an experiment. 
The verse of Top Hat, White Tie And Tails is a gem. It consists of 

two contrasting phrases, repeated literally except for the final 
cadence. The first phrase could be divided into the time signature 5/4, 
5/4, 2/4 and still swing. 
The main strain of the chorus is no great shakes, more like a 

dummy tune for a dance. Of course, if you have ever heard Astaire 
sing it, you'll disagree, since he could make Trees sound good. 
The release is another burst of inventiveness, a single wild phrase, 

repeated. And, marvelously, it is a five-measure phrase. Unheard of, 
perhaps, in popular music of that time. One could argue for a one-
measure cadence turning it back into a four-measure phrase. Yet the 
three quarter note pick-up into the main strain five measures later is 
essential, and so the first phrase should remain five for balance. 

Isn't This A Lovely Day is an ingenuous little song, kind of an 
amalgam of styles; the second eight measures are not unlike Gershwin 
with its quarter rest followed by three repeated quarter notes. The end 
of the section is not only unexpected, but difficult to sing. However, it 
has great shock value and falls wonderfully with its lyric phrase, "oh! 
what a break for me." But for this B section (the song is A-B-A-C) the 
song might pass for a pop tune. 
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In 1936 came the film "Follow The Fleet." In it were two verseless 
songs. The first, Get Thee Behind Me Satan, is replete with repeated 
notes and simply doesn't come off as a song but rather as a mood. 
The song is A-441-B-A1C and therefore an extended form. The B 

section definitely sounds as if Berlin had taken a section from an en-
tirely different song, and pop, at that. At the A section following this 
patchwork there is a quarter note triplet pick-up, not to a literal re-
statement in the melody but to a quarter and a dotted half note. But 
under those two notes the piano part has the restatement. This is 
highly unusual, particularly so for Berlin. 
I'm aware that Let's Face The Music And Dance is a very well-

written song, that the lyric is particularly "civilized," that it is un-
cluttered, makes every point it sets out to make, indeed, deserves high 
praise. Yet I must admit to irritation in the presence of this form of 
miniscule melodrama. I call it Mata Hari or canoe music, but I am 
told that, had my youth been accompanied by more movies and 
moonlight nights on the local lake, I'd love this kind of song. 

There are things in it which rise above the moonlit lake, 
such as the wholly unexpected e natural in the eighth measure. For 
the melody up to this point has been in C minor so that the e natural 
in the melody moves it almost magically into C major. Also the first 
section is fourteen measures, another first for Berlin. And the C sec-
tion, though not extraordinary in its shift from the C-major cadence 
to A-flat major, serves (in two suave four-measure phrases) as a 
sunny shift in mood from the somewhat brooding main strain. And 
the last section is eighteen measures, containing a high, dramatic, 
four-measure tag. 

There happen to be repeated notes in the melody of the title phrase, 
but they are not typical of the song itself, so again I am baffled about 
its style. The main strain does have a Cole Porter, somewhat porten-
tous, flavor. 

In 1937 there was "On The Avenue." In it there were two good 
songs. The first I'd like to consider is l've Got My Love To Keep Me 
Warm, the seeds of which are to be found in the verse of an earlier 
Berlin song, I'mPlayingWithFire ( 1932 ) . 

It is breezy, healthy, and forthright, with no aspect of contrivance 
about it. It's also clever in its use of chromatic notes in the main 
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strain. The three pick-up notes, two eighths and a quarter, over the 

words "what do I (care how much)" I've never heard sung as such, but 
rather as a quarter note triplet, which I think is better and more 

lyrical. Sometimes the singer senses a phrase better than the writer. 
The song is in sixteen-measure phrases except for the release, 

which is eight. But this doesn't create any imbalance whatsoever. It's 
one of the most smiling of all Berlin songs. 

The second good song from "On The Avenue," You're Laughing At 

Me, is most unusual. Its verse is run-of-the-mill, but the chorus is very 
special. In fact, for a song which begins as it does, the second section is 

as far out and as unanticipatable as anything in popular music. It be-

gins, I'm glad to say, on the sixth step of the scale, and its principal, 
provocative device immediately follows, the drop of a half step. This 

happens again, a fifth higher, in the second phrase, and that half step 
has become the song's "hook." 

I would have been content with repeating the A section. But not 

Berlin. He unprecedentedly veers into G-flat major, using b flat, the 
tone common to both E flat and G flat, for his repeated note melody. 
And, in the tenth measure, he drops from b flat to d flat, not easy to 

sing without the support of the harmony. He continues in G flat with 
a virtual chord line phrase ending on d flat, which he raises to d 
natural in the thirteenth measure, supported by a B-flat major chord. 
This is wilder than some of Kern's releases. Berlin then returns to the 

main strain. 

In the last section, he has a very lovely little descending line which 
one finds at measure twenty-six. The high f natural in this phrase 

gives the song an unusually wide range. In fact, it shares with "Soft 

Lights And Sweet Music" the distinction of having the widest range 
Berlin has employed so far, an octave and a fifth. 

VI 

At this point I begin to see more clearly at least one aspect of Berlin's 
style. 
Now It Can Be Told appeared in the film "Alexander's Ragtime 

Band" ( 1938). In analyzing this song I can close in a little more on 
Berlin's use of the repeated note device. With Gershwin it was almost 
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always a quarter note which was repeated. With Berlin it's an eighth 
note. However, he doesn't use his repeated eighth notes amidst other 
short notes, but rather as a contrast to long notes, as in Say It Isn't 

So, You're Laughing At Me, and this song. 
So much, in an evaluation of it, depends upon the harmony. The 

very first measure, for example, would be much less interesting if an 
E-flat-major chord were used throughout. The dissonance of the 

D-major chord against the e-flat bass note resolving in the second 
half of the measure, sets up an immediate intensity. 
The second strain is in marked contrast to the first. It is lyrical in a 

manner new to Berlin songs up till then. But why should I be sur-

prised, when he's as difficult to anticipate as The Man of a Thousand 
Faces? Just recall this second phrase! Have you heard a similar phrase 

in any of his songs? 
Also in 1938 there was the movie "Carefree" with I Used To Be 

Color Blind, a very sweet song with a particularly ingratiating lyric. 
As satisfying as the melody is, there is nothing to speak about besides 
the sudden shift from C-dominant seventh in the fourteenth measure 

to an unexpected A-flat-major chord and melody made up of its 
notes. 
Change Partners is another ballad of sixteen-measure sections ex-

cept for the release, which is eight. It's a perfectly good song, for me 
in the "canoe" category. I wish it were a waltz, frankly. I believe it 
could have had more verve and elegance. There are enough quarter 
note triplets in it already to give it a waltz feeling. So why not go 
the whole hog? 

Because of my perverse memory, the release recalls Oh, How I Hate 
To Get Up In The Morning. 

"Louisiana Purchase" ( 1939) brought Berlin back to Broadway 
with another fine theater score. Outside Of That I Love You is a 
dandy little truly swinging tune. Its verse is a very good one, a little 
song all by itself. 

There aren't many plain swinging tunes among Berlin's songs. So 
when one appears, it's a very pleasant surprise. And one mustn't con-
fuse the kind I mean with the deliberate and effective rhythmic trick-
ery of such songs as Puttin' On The Ritz or Pack Up Your Sins. 
Shaking The Blues Away is more to the point. 
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It's A Lovely Day Tomorrow is a pure, hymn-like melody recalling 
Kern at his purest or Arlen in My Shining Hour. For some it might 
seem just a degree too innocent to the point of being studied simpli-
city. I don't find it so, perhaps because I'm a musician and I know 
how enormously difficult it is to write a bone-simple song, within the 
range of an octave, and employing neither artifice nor cleverness. 

Frankly, if this had been the melody of God Bless America, I'd have 
been far more inclined to favor it over The Star-Spangled Banner. 

And here comes another, Fools Fall In Love. Why it never became 
a standard is beyond me. It's simply delicious. In it Berlin does some-
thing I've seen only Rodgers and Porter do, the former more often 
than the latter. He makes his first cadence on a, his second on c, and 

his last cadence on d. These are the cadences of the main strain, so it 
amounts to a development in the structure of the melody. 
The form of the song is unusual. It is A (6 measures) ; A' (6 meas-

ures) ; B (8 measures) ; Al (6 measures) ; B1 (8 measures). At the 
end of the first B section the music upsets the applecart, bringing 
envy to my eye (and ear). 
The seed of the song is not an uncommon one. But whatever other 

writers have done with it, Berlin has done as well, or better. This is a 
fine little swinging tune. 
The title song, Louisiana Purchase, is based on a kind of blues riff 

and stays pretty "bluesy" throughout. I don't think the music should 
be marked "Moderate Bounce Tempo"; it demands a slow, rocking 
blues tempo. 

It's another little-heard song, and I can't see why. Of course, with 
most of the bands gone it's no wonder. But even when they were still 
blowing, I never heard this song. 

You're Lonely And I'm Lonely is a well-constructed, acceptable 
ballad, but somehow it lacks true theater music elegance. It feels put 
together and somewhat labored, however professional and knowl-
edgeable the hand. 

Also in 1939 there was the film "Second Fiddle." It has in it a 
pleasant little, semi-cliché rhythm song called Back To Back that rol-
licks along spreading cheer but has no special virtue besides swing-
ingness. It's release slightly recalls that of I Got Rhythm but is much 
less four-square, by which I obviously mean it's much better. 
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In the filin "Holiday Inn" ( 1942)—whose most famous song was 
White Christmas—there was a very sweet pop rhythm ballad called 
Be Careful, It's My Heart. It concentrates much of the time on quar-
ter and half note repetitions and, in the second half of the second sec-
tion, it resorts to an unexpected shift from F to the key of A flat. And 

it doesn't make for easy singing. But, in its unexpectedness, it's 
delightful. 

In 1946, when any writer of Berlin's age would have been willing 
to call it quits, he produced probably his greatest score in "Annie Get 

Your Gun." 

The Girl That I Marry. It's a very simple, innocent, memorable 
waltz, all within the range of an octave, needing no harmonic sup-
port, a teddy bear of a song. For the record, it has no verse. 

I Got Lost In His Arms. This ballad wins the repeated note contest, 
unless it is topped by the "scale" song Hildegarde used to sing. I'm 
aware that the use of repeated notes is, in this song, a deliberate de-

vice. But Berlin is so adroit that at the precise moment I begin to re-
sent the repetitions, he raises the melody one step. Then he pursues 

that raised note across the page, but again, just in time, raises it. He 
even does it once more, but then, in the lyric phrase "there you go," 

having moved up, by now, five steps, he ascends to an e and drops it a 
sixth to a g. It's absolutely marvelous. And note how he drops down 

again to d! 

J Got The Sun In The Morning is a flat-out swinging song. The A 

strains are six-measure phrases with a little "walk around" added, I 
was going to say, for good measure. 
Now you see him, now you don't. For where did this release come 

from? Berlin, obviously. But never, not once, has he ever used this 
kind of a dance band, instrumental approach to a melody line. Well, 
he did and it's great. And so is the marvelous tag at the end. 

I'll Share It All With You: talk about taking chances! This song 

had to be a labor of love. For who, even among professional singers, 

could adequately sing it, let alone the poor untrained public? 
The melody follows a series of chord lines resulting in innumerable 

notes totally outside the parent key of E flat. Just try whistling or 

singing the first eight measures without going to a piano—or crazy. 
I'm fair at it but by the seventh measure I've foundered. Mind you, 
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I love it! But, truly, one writes this kind of song for one's friends in 

Jim and Andy's, the jazz musician's bar. 
And the verse is a swinging one, a set-up for a swinging chorus if 

there ever was one. It's positively bewildering, because Berlin, to my 
knowledge, never attempted a song like this one before. And how 

many times have I said that? 
I'm A Bad Bad Man. It's a marvelous down home, square dance, 

wear-your-boots song. Exactly right, even though it's clear that the 
lyric is the point. 
Moonshine Lullaby. Where does this man find these tunes? One 

may say that he practiced up for this one with Louisiana Purchase, 
but surely that's no answer. For this song sounds as if he had been 
writing in this vein all his life. And from the record of the published 
songs it's obvious that he hadn't. 

There is a curious absence of ego implicit in all this. For most 
writers have been very concerned about writing songs which were 
recognizably their own and no one else's. But if one is to judge Berlin 
from his published work, all he is concerned with is the best possible 
song for the occasion, for the situation, for the lyric, or for the cur-
rent fashion. 
The sheet music or the record label announces who wrote the song, 

for those who wish to know. The press, magazines, radio, and tele-
vision inform the mass public who wrote Moonshine Lullaby. So 
what does it matter if the public recognize the writer when they hear 
it? He wrote the best song he could, he put out his best efforts, the hits 
made him rich, the press takes care of his reputation. What else 
matters? Simply the small conceit of people knowing whose song it 
is because of stylistic characteristics. And, to Berlin, this couldn't 

matter less. At least that's the conclusion I've come to. 
My Defenses Are Down. This is a somewhat old-fashioned rhythm 

ballad, but again, perfect for its purpose, a kind of soft-shoe song, 
with a very good, point-making lyric. 
They Say It's Wonderful. It's the "big ballad," as they say, of the 

show. I don't think it's a great song as great theater songs go, but it 
certainly is a very good song. And it doesn't, as do some ambitious 
ballads, try to stand in the wings of the concert hall. 

Perhaps the "big ballad" of a show should have a somewhat broader 
line, a slightly less safe and sane feeling about it. But it does do some 
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very attractive things, such as the two phrases accompanying the word 

"wonderful" in the two A sections, and also the resolution to the c in 

"so they say." 
I'm particularly impressed by the cadence in A minor at the end 

of the release, followed by the half step lower whole note e flat which 

brings the melody back to its starting note, d. Also, on the e flat the 
lyric word is very simply and daringly, "and." Granted that it 
rhymes with "grand," but even so, only a master lyricist would trust 
such a bland connective word to bear such weight. 
Then there were the comic songs—Doin' What Comes Natur'lly, 

You Can't Get A Man With A Gun, and Anything You Can Do— 
plus the surefire curtain song, There's No Business Like Show Busi-
ness. A fantastic piece of work! 

In 1947 Berlin wrote a pop song which I am completely captivated 
by, Love And The Weather. It's a totally unpretentious, unambitious, 
warm little song with a verse of only eight measures which is just 
right. 
The chorus is based on the one, six, two, five ("we want Cantor") 

bass line, a novelty for Berlin. The tune just loafs along in a slow 
swinging fashion, and the lyric is nice and bittersweet. 
The principal interest for me in the pop song It Only Happens 

When I Dance With You, from the film "Easter Parade" ( 1948), are 

the first three measures and their relationship to the opening meas-
ures of White Christmas. 

Another affecting sang from the same film is Better Luck Next 
Time. I'm hooked immediately by the first measure. I hate to be so 

repetitious, but this is a kind of phrase I've yet to find in a Berlin 
song. It has a very special quality of tenderness about it. And, need-

less to say, the bartender would have to throw me out if I found it in 
the juke box. I can't understand why this song has not been heard 
more often. 

In 1950, in the show "Call Me Madam," there was a song which 
is so charming that it's a wonder Astaire didn't get his hands, and feet, 

on it first. It's called It's A Lovely Day Today. I can see Astaire stroll-

ing elegantly down a lovely springtime street, twirling a cane, and 
singing to smiling people. 

There are two unexpected and marvelous moments. One occurs at 
the end of the second section, on the words "like to," when you antici-
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pate two quarter notes over "like to" and are fooled by two half notes. 
Then, at the end of the song, a chromatic descent interrupting the d's 

is very witty. This descending passage is an extension, making the 

song thirty-six measures. 
You're Just In Love is Berlin's other successful "double song" 

which is laid out the same way that his early one, Play A Simple 
Melody, was. It needs no further comment than that Berlin had an 

unerring sense of how to write these. I'm sure if I were to examine 
either closely for proper contrapuntal relationships between the me-

lodic lines, I'd find everything technically wrong. But they sound 
great when sung together, and that's the best rule of all. 

The Best Thing For You, also from "Call Me Madam," is a good, 

strong, long-time, semi-rhythm ballad. Berlin obviously believes in 
the melody, for it appears in the first four measures of the left hand of 

the piano part. It is unusual in that it starts harmonically with a B-
dominant-seventh feeling, moving skillfully through a series of E-
minor, A-dominant, D-minor, F-minor chords to C major. The release 
is in A flat major, with only fifteen notes, and every one of them right. 

The song Free (dropped from "Call Me Madam") interests me only 

in its use of an unusual syncopation in the first phrase and all imita-
tive phrases, which I have never seen elsewhere in popular music. 

Sittin' In The Sun, a pop song of 1953, proceeds on its leisurely 

way through the release when, suddenly, all hell breaks loose. And 
I'm frankly flabbergasted. I'm by no means sure why the song busts 

loose the way it does. It's as if Berlin had just finished writing the end 
of a release when a great jazz improvisation drifted in through the 

open window from a neighbor's record player and so affected him 
that he said in effect, "Oh, the hell with conventional forms or the 

return of the main strain! I'll just wail!" 

VII 

There are hundreds of Berlin songs I haven't mentioned, many of 
them very good. But, as I have said elsewhere, the purpose of this 

book is not to be all-inclusive. Rather, it is to seek out and examine 
all those songs which are models of their kind and which are so well 
written as to exemplify a high level of musical composition and, of 

course, innovation. 
Also, as has been mentioned, the concentration has been on those 



Irving Berlin (1888- lig 

songs which best illustrate a way of writing which had its roots and 
sources in America and which, until the fifties, grew to a point of 
professionalism which gave the songs dignity and compositional 
status. 

Berlin has most clearly been one of the great contributors to this 
medium of music and, unlike many of the great song writers, has 
never deviated from his purpose of writing songs which stem from 
the music of the people, whether it be ragtime, swing music, country 
music, or the work of his contemporaries. He was obviously a persist-
ent listener. Anything which he liked he absorbed and re-created in 
his own uniquely singing fashion. 

And he is unique in other ways. For example, until you reach a 
swinging song in his long list, you don't expect to find one. And I 
think it's because he has given you no hint in his other songs that he 
has that talent or even that concern. 

Let me illustrate the point this way: if a film composer is asked to 

write "storm" music as one of the many cues in a movie score, no 
one is surprised to find he can do it. For it is primarily a trick. Maybe 
he hates both storms and music describing them. But his profession 
demands that he be able to devise and contrive. 
But a swinging song is much more than a trick. For if you don't 

feel it, in fact love it, you can't write it. Oh, you may write an imita-

tion, but it will sound false and phony. And so, considering that Ber-
lin wrote convincingly on any level, he must have loved all levels. 
And he must have been an intuitive scholar of popular music. For he 
represented, in song, every phase of musical fashion for forty-five 
years or more. 

He did produce occasional yard-goods songs: he couldn't upon 
every occasion have whipped himself into as fine a creative frenzy as 
upon some others. But it is by means of those pedestrian pieces that 
we are able to gauge the enormous devotion and dedication to his 
craft in the good and the great songs. 

Here is a list of his songs, each of which is in a style unlike that of 
any of the others: 

Alexander's Ragtime Band 
What Is Love 
Tell Me, Little Gypsy 
Lazy 
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Supper Time 

"Soft Lights and Sweet Music" 

Cheek To Cheek 
It's A Lovely Day Tomorrow 
I Got The Sun In The Morning 

I'll Share It All With You 
Love And The Weather 
Sittin' In The Sun 

There are other songs not in any of the above styles but which had 
stylistic devices or attitudes which were repeated, such as You're 

Laughing At Me. For example, though not the same, the release of 

Top Hat had the same deliberately experimental rhythmic device as 
the main strain of Puttin' On The Ritz. And this approach is not to 
be found in the songs listed above, nor is the repeated note approach 
of You're Laughing At Me. So that comprises fourteen stylistic points 

of view. 
This is not to say that he was the best writer in each and every area 

of popular music. And since this is a qualitative not a quantitative 
analysis, his having made a large fortune from his songs is of no con-

cern here. 
Let it be said that he is the best all-around, over-all song writer 

America has ever had. In this area or that, I will say, and have said, 
that I believe so-and-so to be the master. But I can speak of only one 

composer as the master of the entire range of popular song—Irving 

Berlin. 



4 

George Gershwin 
(1898-1937) 

George Gershwin was almost unique among famous song writers in 

that his ambition, talent, and search for ever-larger forms resulted in 
a double career: popular song writer and formal composer. Though 

well-launched on a song writing career, and though relatively untu-
tored, he began experimenting with larger musical forms while con-
tinuing to perfect the smaller ones. 

He wrote a short "Opera Ala Afro-American," which, because its 
somber mood was out of place in a revue, was dropped after opening 

night from "George White's Scandals of 1922." He then composed 

Rhapsody In Blue (1924), a piano concerto ( 1925), other works for 
orchestra, and, finally, the so-called "folk opera" "Porgy And Bess" 
(1935). He received wide acceptance in these larger pieces and, but 

for his untimely death, might have become a major American com-
poser. Since it is not the purpose of this book to examine any music 

but popular songs, however, any comments from me on this more 
complex aspect of Gershwin's talent would be beside the point. 

Victor Herbert had managed to function in both areas of music, 
but he is less well known for his larger efforts than was Gershwin. 

And Vernon Duke, whose familiar pseudonym was suggested by 
Gershwin, also wrote large works under his real name, Vladimir Du-
kelsky. 

After having examined nearly all of George Gershvvin's published 
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songs, I would say that the writing of his more ambitious composi-
tions did not cause his songs to become too complex for popular ap-
peal. Paradoxically, his last songs became less rather than more 

complex. 
Having heard that he superimposed his songs on opulent harmonic 

patterns, I expected to find melodies often distorted as the result of 
the harmonic demands. But though I don't believe he was in the same 
league as Jerome Kern or Richard Rodgers as a pure melodist, I was 

considerably surprised to find his tunes seldom needing the harmony 
to justify their existence. He did have a superb harmonic sense. But 

his melodies have a life of their own. 
He was an aggressive writer. His was the "hard sell," as opposed to 

the softer, gentler persuasiveness of, say, Kern or Irving Berlin. If I 
were to compare his songs with Kern's, I'd say Gershwin's were ac-
tive and Kern's passive. The constant, and characteristic, repeated 
note found throughout Gershwin's songs is a basic attestation of this 

aggressiveness. I believe that his most popular melodies contain this 
drive, while those I consider to be more moving, and more interesting 
musically, are, for the most part, his less commercially successful, 

more graceful, delicate melodies. 
One would assume that a man so concerned with the wide scope of 

larger forms of music would have experimented more with the popu-
lar song form. Yet there are almost no instances of this. In fact, the 

bulk of his songs are in the conventional A-A-B-A pattern, and were 
so written before it became a convention. I should qualify this by say-

ing that often the second A would be a variant A' and the final A a 
still different variation, A2. Since he had worked for a music pub-

lisher before he had his first hit, he may have developed an uncon-
scious acceptance of the evolving conventional forms. 

In the survey that follows, I will be found guilty of heresy on 
many occasions, as my enthusiasm often guttered out when I closely 

examined some of his sacrosanct songs. On the other hand, I some-
times had to steel myself to maintain detachment, mistaking memo-
ries evoked by certain songs for their intrinsic quality. 

Gershwin's extraordinary popularity was undoubtedly deserved, 
yet it should be kept in mind that the advent of radio occurred just as 

his career was getting under way. The enormous exposure provided 
by this medium had much to do with the public's enthusiasm for his 
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songs. For the jazz musician liked his songs and, more important, so 
did the dance-band arranger. Between the two a greater coverage was 

given to Gershwin's songs than to those of most other writers except, 
perhaps, Vincent Youmans. 

It must be pointed out that during the early years of Berlin's and 

Kern's careers there were only vaudeville, primitive acoustical re-
cordings, and stage productions to promote their songs, and neither 

of these men wrote as much to the liking of the players and arrangers 
as did Gershwin. 

There is another aspect of Gershwin's great acceptance which 

should be mentioned. The years of his greatest popularity were those 
of the Depression. And since Gershwin was rarely given to sad songs, 
what could have been a more welcome palliative for the natural 

gloom of the times than the insistently cheery sound of his music? 

II 

Gershwin's first published song was copyrighted in 1916. That year 
he was seventeen years old. I could dismiss it as deserving of no fur-

ther consideration as it is, for the most part a product of the pop 

music mill. But besides bearing one of the longest titles I've ever seen 
(When You Want 'Em, You Can't Get 'Em; When You've Got 'Em, 
You Don't Want 'Em), it does have a few measures untypical of a 

ground-out tune. They reveal a desire to break away from the nor-

mal clichés to be found in the pop songs of that era. My guess is that 
these measures resulted from Gershwin's greater concern with har-
mony than that of the average tunesmith. 

Starting with the two-note pick-up leading into measure nine, the 
main strain is restated. It continues until the two pick-up notes lead-

ing into measure eleven. These reveal Gershwin's need to break away 

from the hack writer pattern. For the second of these pick-up notes is 
an f sharp, which is obviously not in the parent key of C major. By 
means of it he leads the song harmonically into E minor and then, in 

measure twelve, by means of an A-dominant seventh, to a D-domi-
nant-ninth chord in measure thirteen. 

Melodically, in measure thirteen and the first half of fourteen, he 

devises an unconventional stunt of which I've never seen the equiva-
lent in popular songs of that time. Though the notes are contained in 
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the D-dominant-ninth chord, their juxtaposition is daring for their 

time. 

When You Want 'Em, You Can't Get 'Em; When You've Got 'Em, 

You Don't Want 'Em 
8 
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The first two measures of the main strain are disappointing insofar 
as they are almost a facsimile of the first two measures of the verse of 

Alexander's Ragtime Band. 
There can be no doubt of Gershwin's inventiveness. In 1918, when 

he was only nineteen years old (and They Didn't Believe Me, by 
Jerome Kern, was only four years old), he wrote a song called Some 

Wonderful Sort Of Someone. The show title on the sheet music cover 
is "Look Who's Here," but the show was known as "Ladies First." 

This was an instance of the common practice of printing the music 
before a show reached New York where the title was sometimes 

changed. 
The song is not one of the Gershwin standards, nor was it one with 

his brother Ira's lyric. In fact, Gershvvin's first hit was a year away. 
But it's extremely inventive, though not in the manner of his later, 

characteristic style. Its form is A-A1-B-A2. Section A1, the second 
set of eight measures, is the same as the first set, but a major second 
higher. This puts it in the key of B flat, whereas the first eight meas-
ures are in A flat. Such a device was extremely unusual for that time, 
and it is possible that the shift in key feeling, entailing notes out of 

the key of A flat, may have had to do with its relative obscurity. In 
the release, or B section, Gershwin toys with a phrase he must have 

liked, as it later became the principal idea of Fascinating Rhythm, a 

song of 1924. 



George Gershwin (1898-1937) 125 

Some Wonderful Sort Of Someone 
17 
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In "Good Morning, Judge" ( 19;9), there was the song I Was So 
Young, You Were So Beautiful, which has nostalgic value for some— 
indeed, it is still printed as one of a series called "Hits Of Bygone 
Years." I mention it only for this reason, as it not only has no nos-
talgic value for me, old as I am, but it does not seem to me much more 
than a better-than-average pop song. It contains one line in the course 

of a less-than-inspired lyric which suggests an operatic aria rather 
than the unimpassioned tune it is set to: "'Twas then I realized why 
men go mad." 

The same year came Gershwin's first hit, Swanee. It was in the 
Capitol (Theater) Revue, where it failed to catch on. However, it did 

attract the notice of Al Jolson, and was interpolated in "Sinbad," a 
Sigmund Romberg show. It then became famous. 
According to Irving Caesar, it was a manufactured song, deliber-

ately contrived from currently popular devices. Once the song is 

heard, this claim cannot be contended. It's cheerful and aggressive, 
but without any distinction. Were it not known to be by Gershwin, I 

doubt if even the most observant authority could name the writer 
from the hundreds writing at that time. 
Such an authority might have been startled, however, by a device. 

in the verse, one both melodically and harmonically beyond the limi-

tations of an average writer. This occurs more than once, but its first 
announcement is at measure nine. The verse is, for the most part, in 
the key of F minor. At the ninth measure, however, the melody in-
troduces a d natural, supported by a B-flat major chord, returning to F 
minor in the tenth measure: a modal cadence.-

Swanee 

9 
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In 1920 there was a song of little character which I should men-

tion only because, according to Isaac Goldberg, a Harvard University 
scholar who served as Gershwin's earliest biographer, it was the first 
song in which Gershwin employed a "blue" note. It was called Yan-
kee and below is an example of this note, a b flat. 

Yan-kee 

Also in 1920 there was a very pleasant and tender song called 
Waiting For The Sun To Come Out. If my memory is not playing 
me false, it was enough of a hit to have reached my ears far from 
New York. With only records to convey it, it must have had a certain 

success, though nothing to compare with Swanee. It also bears the 
name of Arthur Frarièis, the lyric writer—a pseudonym for Gersh-
win's brother Ira, and so is probably one of the first songs in which 
the two Gershvvins collaborated. 

Before examining the next song, I should say that up to this point 
only two of the six songs mentioned bear the character of theater 
music, though all but one appeared in theatrical productions. The two 
which bear a theatrical stamp, to me, are Some Wonderful Sort Of 
Someone and Waiting For The Sun To Come Out. 
Though not a great song, Drifting Along With The Tide, from 

"George White's Scandals" ( 1921), shows signs of musical ambition. 
The verse, though in G major, starts out in E major in a rather man-
nered fashion. While a musical example would not illuminate 
matters much, the song is worthy of mention insofar as it demon-
strates, as did Some Wonderful Sort Of Someone, Gershvvin's desire 
to burst out of the restrictions imposed by song writing conventions. 
And it is clear that, much as he is known to have admired Kern, his 

melodic inventiveness does not lie in Kern's direction. 
Then, for the "Scandals" of 1922 Gershwin wrote I'll Build A 

Stairway To Paradise, which, for most of his fans and collectors, is 
the true beginning of his style and career as a theater writer. It is 
also, along with Swanee, one of the earliest of his songs associated 
with the broad definition of jazz given in those years by non-jazz 
writers and critics. 
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Its piano part particularly emphasizes four beats to the measure, 
and the minor seventh (in this case b flat in the key of C) is a marked 

part of the melody. After the first four measures, when the melody 
moves into the key of E the e flat (the minor seventh in that key) is 
stated. 

In the non-jazz atmosphere of the musical theater of the early 
twenties, this song probably thrilled listeners familiar with the more 

polite melodies of Friml and Romberg. Vincent Youmans, of course, 
had already started on his own path with rich harmony and unmis-
takably native rhythms, but without neon arrows pointing at the 

blue notes. However, Gershwin's bald insistence here on notes which 
had been virtually the early jazz players' and blues singers' pri-
vate property must have been delightfully shocking to the average 
theater-goer. 

Though I was listening carefully in those days, I always found I'll 

Build A Stairway To Paradise stiffly contrived and synthetic. I agree 
with a friend who calls it "show-biz jazz." And I find the verse of the 

song, though curiously reminiscent of Ethelbert Nevin, much more 
exciting and inventive than the chorus. 

At the close of 1922, in "Our Nell," appeared a natural, loose, 
swinging little song called Innocent Ingenue Baby. The original 
sheet music bears the show's out-of-town title, "Hayseed." The main 

melodic idea of the song is like the rhythmic figures called "riffs" by 
jazz players. It is easy to sing but suggests a trumpet or clarinet as 

much as the voice. No lush harmony clouds it. Instead, a casual de-
scending bass line indicates harmony enough to support the tune 
without intruding. Its form is A-A-B-A, a form still not in full flower, 

and most effective for this pleasant, non-"show-biz-jazz" song. 
Perhaps I shouldn't stop to indulge in idle speculation. Yet I'm 

fascinated by a song in the 1924 "Scandals" called I Need A Garden. 

I have to believe that Gershwin wrote it under duress; it was part of 
his contract. It shouts of resplendent production—even a stage filled 

with young ladies dressed as daffodils and hollyhocks, and frozen in 

graceful floral postures. The song might have been dashed off at a 
party as an imitation of a Kern ballad but given scarcely more atten-

tion in its published form. I believe that both Buddy DeSylva and 
Gershwin perpetrated a jape for a florid production number which 
must have bored them both to extinction. And I think a glance at the 

lyric would partly prove my conviction. 
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In the same show there appeared one of the most played and sung 
of all Gershwin songs, Somebody Loves Me. Compared to I'll Build 

A Stairway To Paradise, it is leagues ahead as a standard song. It 
ranks with How High The Moon by Morgan Lewis as a favorite of 
small groups that get together to "jam." Interestingly enough, the 

refrain is marked moho legato. I can't recall the last time I heard it 
as a ballad. 

III 

It may be appropriate here to comment on why jazz musicians have 
chosen certain songs to have fun with. The answer is very simple: the 
melody should be spare, containing a minimal number of notes, and 
the harmony should be similarly uncluttered, almost skeletal. In this 

case the song has sixty-eight notes, making it not as spare as, let's say, 
I'll See You In My Dreams by Isham Jones, but spare enough. Also, 
it has two-measure cadences which give the improviser extra room to 
move around in. 

However, the principal jazz interest in any song lies in its 
"changes": its harmony. And this harmony mustn't change too 
quickly. For if it does, the player will be unable to fool around within 
the confines of the chord. Notice the first strain of Somebody Loves 
Me, an A-A1-B-A1 song: one measure of G major, half a measure of 
A-minor seventh, half of D-dominant seventh, one measure of G ma-
jor, one measure of C-dominant ninth, one measure of G major, half 

of C-dominant ninth, a quarter of A-minor seventh, a quarter of D-
dominant seventh, followed by the two-measure cadence in G major. 
So in eight measures there are four chords. And its enduring appeal 
for jazz musicians lies not so much in the fact that there are so few 

chords as that in all but one instance they last at least half a measure. 
I don't consider Somebody Loves Me a great song. On the other 

hand, I don't think it was intended to be. It's straightforward, little 
concerned with syncopation, and spare. Probably the out-of-key b 
flat whole note comprising the fourth measure was the novelty which 
had to do largely with its initial success. For in 1924 this was the 
same kind of departure from conventional song writing as was Stair-
way To Paradise, but much more smoothly arrived at. Plus which, 
the song has a novel, provocative verse. 
The same year, in the show "Lady, Be Good!," came the song Oh, 



George Gershwin (1898-1937) 129 

Lady Be Good!. It is also admired by jazz musicians, meeting, as it 
does, the same requirements fulfilled by Somebody Loves Me. Its 
special trademark is the quarter note triplet. 

It is a strict A-A-B-A song, very spare in its use of harmony and 
without syncopation. I have always found it monotonous and almost 

pedestrian. Without the recurring triplet, its only unusual character-
istic, I don't believe it would have had the success it did. As in the 
case of Somebody Loves Me, the tempo marking indicates it is to be 
sung or played as a ballad. It is marked with an adjective and an ad-
verb: "Slow and gracefully." 

Another of Gershwin's most famous songs, The Man I Love, was 

composed for the same show, but was dropped before the opening. In 
this song there again looms the minor seventh, the b flat in the key of 

C. Unquestionably it is an unusual song, dependent, as it is, upon the 
shifting harmony. In this instance I truly believe I must suspend my 

conviction that the layman doesn't "hear" harmony. Without the 
harmonic pattern of the main strain, I don't believe the song would 
have survived. In fact, so prominent is the harmony in the piano part 

that in the song's final statement, the e natural harmony note, which 

descends chromatically measure by measure for six measures, is 
printed as an octave. 

The melodic fragment which constitutes the principal idea is just 

that—a fragment. It is an A-A1-B-A1 song, containing a release 
which, fortunately, is truly a release from the reiteration of this frag-
ment and, in its fourth-measure cadence, ingenious. After all these 
years the song has become so familiar that the c in the melody at the 
beginning of the fifth measure of the release right after the preceding 

whole note g flat no longer constitutes the difficult step it once was 
(and, used in an unfamiliar context, still would be). 

It's neither here nor there, but I have a musical friend who believes 

that the release of The Man I Love should be employed in any A-A-
B-A song by any player who has forgotten the proper one and no one 

will ever know the difference. He hasn't said why he feels this way, 

but I think it is because it cries out, "I am a release!" It simply 
couldn't be anything else. 

The song had an unusually checkered career until it finally was ac-
cepted. For those interested in such rather arcane matters, here is its 
history: 
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1. In 1924 a verse was written by the Gershwins. It had a strong 
melodic line. It was rewritten as a song chorus, The Man I Love. 

Then a verse to this new chorus was written. But—and this requires 

fairly strict attention—the last "two lines" of the original verse (by 
now the chorus) were used, as far as I can determine, as the second 

four measures of the release of the new chorus. In his delightful book 
Lyrics upon Several Occasions, Ira Gershwin calls this segment the 

"vest" of the verse. Why, I do not know. 
2. The new chorus, with its new verse, was put into "Lady, Be 

Good!" for Adele Astaire. She sang it in Philadelphia. After one week 

it was taken out. 
3. Later, in New York, Lady Mountbatten asked Gershwin for an 

autographed copy of the sheet music, which had been printed for sale 
in the lobby of the theater during out-of-town tryouts. She took the 
music home to London and turned it over to her favorite dance band 

to play. 
4. The song was then played in London and Paris by other dance 

orchestras as well. 
5. In August 1927, it was put into the original production of 

"Strike Up The Band," which played Long Branch, New Jersey, and 

Philadelphia, then closed. It never reached New York. However, in 
Philadelphia, Morton Downey sang a male version, The Girl I Love. 

6. Edgar Selwyn, the producer of "Strike Up The Band," released 

the song to Florenz Ziegfeld for use later that year in "Rosalie," to be 
sung by Marilyn Miller. Ira Gershwin kept the title of the song and 

rewrote it at least twice for "Rosalie." He does not recall that Miss 

Miller ever even rehearsed the song. 
7. Max Dreyfus, their publisher, asked the Gershwins to take a 

slightly reduced royalty rate and then published and exploited the 
song. Helen Morgan and others took it up. And so The Man I Love 

wound up as a pop song, and maybe one of the most complex of that 
genre ever written up to that time. Ira Gershwins lyrics complement 

his brother's melody with great sympathy and adroitness. Their part-
nership, just then getting into stride, was to prove remarkable. Prob-
ably no collaboration in theater music worked as smoothly as theirs, 

excepting, of course, that of Rodgers and Hart, a conviction I will dis-

cuss later on. 
In the same show appeared Fascinating Rhythm. It has been shown 
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that the germinal idea of this song was first announced in the release 
of Some Wonderful Sort Of Someone. Though in 4/4 rhythm 

throughout, the first three measures of the chorus could be changed 
to 4/4, 3/4, and 5/4—or even 4/4, 3/4, 3/4, and 2/4. But it would 
not be so "fascinating," as the underlying chord progression re-
peats itself in a pattern of four beats, producing the juxtaposition of 

opposed rhythms. 
The song's form is A-B-A-(B1-A1). The B section is in contrast to 

the principal rhythmic idea and has as its fourth measure a paren-
thetical line of lyric and notes which I have never heard played or 

sung—a wise omission. It is an extension of the cadence in the third 
measure. To see why it has been ignored it should be illustrated. 

Fascinating Rhythm 

As you can see, it says little and says it poorly, both musically and 
lyrically. In fact, the entire lyric is scarcely to be recommended as an 

illustration of Ira Gershwin's great talent. 
There's one more interesting song in "Lady, Be Good!," Little Jazz 

Bird. It's a very relaxed little song, making no great strides, but cer-

tainly another instance of unstiff swingingness, uncluttered and un-

forced. Its form is A-B-A-(B1-A). 
It has a very good verse, both melodically and harmonically, of an 

odd number of measures, twenty-five. I see no need for the twenty-
fifth measure, as the pick-up notes to the chorus could have been 
fitted very comfortably into the twenty-fourth. An even number of 
measures has always been a convention; it is an element in the struc-

ture of popular songs expected by players and singers. That is, until 
the recent explosion of the amateur writer. I'm not saying that an 

even number is better—simply that it has been part of song and jazz 

tradition. 
In "Tip-Toes," also in 1925, there was a song, Looking For A Boy, 

loved by Gershwin enthusiasts but not, I'm afraid, by me. It has an 
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admirable verse which I like more as a verse than I do the chorus as 
a chorus. 
The charm of Ira Gershwin's lyric may have much to do with the 

status of the song as standard. I find myself as distracted by the per-
sistent use of dotted quarter and eighth notes as it is said Max Drey-

fus was when Vincent Youmans played him Tea For Two the first 
time. 

Probably its popularity was due in part to the device of building up 
to a b natural in the melody, then to a b flat, then back to a b natural 
and then again to a b flat. 

Looking For A Boy 

When Do We Dance? is a light-hearted little song from the same 
show, two moments in which I'd like to illustrate. The first two meas-
ures of the verse sound exactly like the beginning of what later song? 

When Do We Dance? 
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A very effective jostling of rhythms occurs toward the end of the 
chorus, too neatly written not to illustrate. 
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Now comes That Certain F eeling, also from "Tip-Toes." To me this 
is mint Gershwin. It is A-B-Al-B1, a conventional thirty-two bars, 
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only three of them containing syncopation. This simple fact brings to 
mind the curious paradox that though Gershwin is considered the 

great "jazz" song writer, his songs show less syncopation than do 

those of many other contemporary writers. This may imply that the 
native song is less distinguishable by its syncopation than by other, 

more rarefied elements. 
One of these is boldness; another is wit. Still another is unexpected-

ness. Syncopation is only the obvious device. The others aren't as 

simply arrived at, and rarely can be effectively employed by means 
of analytical imitation by someone with no love or flair for the idiom. 

For example, it seems to me that Kurt Weill often manages the astute 

imitation without the quality of self-involvement. 
The most effective song I know written in the manner of the open-

ing measure of That Certain Feeling is Why Was I Born?. But the 
former (forgetting for the moment the lyrics and their mood) pleases 
me more by means of a single eighth note in the third and its imita-

tive measures. 

That Certain Feeling 
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This eighth note is as unexpected as the quarter rest and repeated c's 

in the first measure are bold. And it is not only unexpected, it is sly 

in its function of "kicking" the rhythm. 
Yes, this song is neat as a pin. For example, in the last phrase of 

the B section (the song is A-B-141-B1), the thirteenth measure repeats 
the initial idea of a quarter rest followed by repeated identical quar-
ter notes. In this case, they are repeated d's. The fourteenth measure 
imitates the second measure, but then completely fools me by return-

ing to repeated d's in the fifteenth measure, resolving in the last 
quarter note b flat, tied syncopatedly to a whole note in the sixteenth 

measure. 



134 American Popular Song 

4  
til  e 

13 JJJ J' J J J- 1  

,If 

• D 

r 

- e 
e  
e 

e 
J 

1, 

m F 
t o 

li At 
4.9  

And notice the alternate half-note chords under this passage: B flat 
major and G minor. This constitutes style. Though there were subse-
quent writers who revered Gershwin and, consequently, imitated 
him, I believe I would know these four measures were by Gershwin 
even if they were played isolatedly and for the first time. 

In the second half of the song, I admire the way he raises the re-
peated notes each time they occur, particularly the unexpected series 
of e naturals. But then I am disappointed that they don't proceed to 
their begged-for destination, f natural. Instead, they drop back to e 
flat. 
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The song is so direct and unbusy, so strong without being aggres-

sive, that I am doubly disturbed by this curious lapse. It certainly 
isn't due to the problem of wide range—always a hazard in popular 
music because of the average singer's narrow range. For if the e 
natural had been raised to f, the song would have had a range of only 
an octave, a less-than-average range for a popular song and very nar-
row for a theater song. That Certain Feeling is the first in a long line 
of songs in which Gershwin's obsession with repeated notes is 
evidenced. 
One more engaging song from "Tip-Toes" is Sweet And Low-
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Down, another direct rhythm song, perhaps a bit "notey," yet mak-

ing its point, which is, in a word, a crescendo. This is achieved by 
means of three rising one-measure phrases which imitate the first 
phrase. 

Sweet And Low-Down 
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It's in in the A-A-B-A form and has a riff-like release in which, after 
two measures, a two-measure phrase is stated three times with shift-

ing harmony. My only critical comment is that the seventh measure, 

though consistently repetitive in the piano part, has no melody line 
but instead the word "professor" with the instruction "spoken" over it. 
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Even Gershwin could be the victim of the audience's indifference to 
a truly fine song. In 1926 the show "Oh, Kay!" was produced, which 

had a treasure trove for Gershwin lovers but slightly less than that 
for me. However, one of Gershwin's loveliest songs was introduced 
during the Philadelphia tryout and dropped after one performance. 

Its title: Dear Little Girl. Ira Gershwin told me that it was the only 
song he remembers having written the lyrics for which elicited not 
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one hand-clap of applause originally. He said it was introduced in a 
matinee and dropped the same evening. 

But it was returned to the score before the Broadway opening and 
Oscar Shaw sang it for the run of the show. I am told that in order to 
maintain the Gershwins' reputation for avoiding sentimentalism in 
their ballads, the song was sung to a group of girls, one by one. This, 
in spite of its romantic, and extremely intimate, nature. The song was 
not published until 1968, thirty-one years after Gershwin's death. 
The sheet music cover promoted Julie Andrews' film "Star." 

Gershwin, unlike Kern, was not given to long-line, pure, overtly 
sentimental ballads. With few exceptions, his melodies were governed 

by rhythmic devices or an active, as opposed to a passive, point of 
view. It was seldom that energy did not supersede contemplation in 
his songs. They were certainly more extravert than introvert. 

But in Dear Little Girl I find a notable exception to this rule. First 
off, one should ignore the 2/4 rhythm in the printed copy. By 1968 
it was unthinkable to publish a ballad in this rhythm: 4/4 had long 
been commonplace. The melody is a gentle, passive line, easy to sing 
and as marvelously evocative as the scent of lilacs on an April night. 
It seems almost an insult to it to make analytical comments. I'll say 
only that it is harmonically and rhythmically simple and uncon-
trived and that its form is novel in that it is A-441-B-B1-A-A. In its 
published 2/4 rhythm it is forty-eight measures long, with a single 
ending as opposed to the conventional first and second endings. 
As opposed to the above, there is Clap Yo' Hands, a rhythm song 

which spilled over into the status of the standard, though lyrically it 
is limited to the requirements of a production number. In the seven-
ties, after years of racial upheaval, the title is as out of bounds as the 
lyrics of Shine. 
The song is strong, direct, and markedly rhythmic, but of no great 

interest except insofar as it reveals the first instance of Gershwin's 
concern with the pentatonic scale. In the published key of this song, 
F, that scale would be f, g, a, c, and d. As can be seen, the principal 
idea is limited to these notes. 

Clap Yo' Hands 

ow 
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Do-Do-Do, from the same show, may be the first of those songs in 

which the word "baby" makes its presence persistently known. Some-
times it's acceptable, but sometimes it functions only as a note-filler. 

I find the song's principal interest is the B section, measures eleven 
through fourteen, and in the .131 section, measures twenty-five 

through twenty-eight. (The structure is A-B-A-B' I A.) 

Do-Do-Do 
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These measures are inventive and of a spontaneous rather than a 
ground-out quality. But for the d natural, the main phrase of the 

song is pentatonic. 
The only marking in the song Someone To Watch Over Me (also 

from "Oh, Kay!") is "scherzando" at the beginning of the verse. This 
bears out what I have heard about the tempo of the song in the show: 

fast to the degree that none of the ballad quality associated with the 

song for so many years could have been present. 
If the faster tempo was intended, as is indicated, it is difficult to 

discuss it in the slow tempo, as I have always heard it. For if I say 
that I feel it is too fragmented into one-measure imitative phrases to 

be truly a ballad, I'm ignoring the rhythmic intention of the song. 

It must have sounded like a tap-dance tune. 
So all I can say is this: I like the verse very much, both melodically 

and harmonically, from start to finish, but . . . at a slow tempo. The 

A strain of the chorus I find harmonically ingenious, with a very ef-
fective chromatic bass line, but . . . I like the release better. It's 
freer, less spastic; in fact, soars like a ballad. But there we are again. 
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For it isn't a ballad; that is, if one accepts "scherzando" as the intent. 

The last song from "Oh, Kay!" to be considered is Maybe. This is a 

true ballad—clean, spare, inventive, yet uncontrived. It is spare to 

the degree that it has only fifty-one notes. 
The verse is charming and leads musically, as one wishes all verses 

would, into the chorus. The chorus is extremely simple, but for one 
somewhat complex section preceding the return of the main strain. 

I find it all totally satisfying. 

Maybe 
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The illustration includes two measures of the song's restatement, to 

show how gracefully the preceding notes return to it. 
My only reservation about the song is that I find the ending 

abrupt. I wouldn't presume to suggest an alternative nor should I 
carp about any aspect of such a lovely song. It is wholly in a penta-
tonic scale. 
The 1927 version of "Strike Up The Band" was withdrawn during 

its tryouts. I don't find any of the published songs interesting enough 
to discuss. The title song was obviously written as a big finale pro-
duction number, and why it has survived outside the marching bands 

is a mystery to me. For no matter how reverent the public's memory 

of Gershwin, this song could have been by a capable hack, and, 

having no characteristic of Gershwin's style that I can find, does 
nothing to enhance his creative reputation. 

In "Funny Face" ( 1927), the title song is still in print ( 1969). 
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And I can't see, frankly, why it should be. As a melody it does little, 

goes no particular place, and makes no particular point. If one exam-
ines the chromatic figure used to fill up space in the accompaniment, 

the playing of the song becomes slightly more interesting. But even 
this palls. In my examination of many examples of this kind of song, 
I have found few which achieve any objective except Thou Swell by 

Rodgers and Hart. 
Next is 'S Wonderful from the same show. Its verse is a monotony 

of imitative phrases which no amount of adroit harmony can leaven. 

The chorus is part of our musical language. But it, too, I'm afraid, I 
find monotonous. It is, as are most of Gershwin's songs by this time, 

A-A1-B-A2. The germinal idea of the song is repeated, before it's over, 

seven times and, with one imitation of it, eight. Perhaps the intention 
is monotony, but unless I hear it colorfully arranged, it leaves me 

cold, except for its B section. Though it is comprised almost entirely 
of the note d, it manages to make more of a point than the main 

strain. That is, for me. 
I believe this song is a perfect illustration of the great strength of 

Ira Gershwin's lyrics. For I believe the lyric in this case is much 

stronger and more memorable than the tune. The tune is memorable, 
granted—but it is so, I think, because of its association with the lyric. 

The device of the apostrophized "'S"—a truncation of "It's"—be-
fore the adjectives and nouns is the attention-getter of the song. Its 

shameless adherence to such a word as "paradise"—" 's paradise"— 

does the trick. It's not one I particularly cotton to, but it's one that 

works. 
Let's Kiss And Make Up, from "Funny Face," is fascinating in 

many respects. First, it has an extra-long verse, thirty-two measures, 
and very good throughout. The last four bars are very like That Cer-
tain Feeling and are a reminder of Gershwin's stylistic device of the 
repeated note (the release of 'S Wonderful and much of That Certain 
Feeling, Sweet And Low-Down, Strike Up The Band, Clap Yo' 

Hands). This device adds rhythmic emphasis and is akin to pounding 
a table, beating a drum, saying "yes, yes, yes!" instead of "yes." 

The rhythmic device in the chorus of this song is startling and by 
no means simple. In order to play it with consistent correctness I had 
to divide the first four and all similar measures into 3/4, 3/4, 2/4; 

3/4, 3/4, 2/4. 
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Let's Kiss And Make Up 
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Note the left-hand staff. The bass notes fall on the first and fourth 
beats of the first measure and only the third beat of the second, and 
so on. 

Again notice the constant use of repeated notes: in measures six 

and seven there are five b flats; in fourteen and fifteen there are five 
e flats; in seventeen and eighteen five e naturals. 

The song is too interruptive to be a ballad, but whatever it is, it de-
serves praise for its experimental nature. 

He Loves And She Loves, from the same show, is a good, solid, 
somewhat contrived song, made up of nothing less than a quarter 
note and never resorting to the repeated note. In fact, its principal 
characteristic is the big leap, as in the first four measures. 

He Loves And She Loves 
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These leaps are continued in the release and just as effectively. I like 

the song, though it smacks more of high-class pop writing than thea-
ter writing. 

The World Is Mine was cut before "Funny Face" opened on Broad-

way. It is a song of no consequence whatsoever, but is interesting 
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because the left hand of the piano part in measures one and two, five, 
nine and ten, thirteen, twenty-five through twenty-nine, is that of 

the main strain of Fascinating Rhythm. 

V 

In 1928 "Rosalie" was produced. How Long Has This Been Going 
On?, the first song from it which I'd like to discuss, didn't attract 
much attention until Peggy Lee recorded it with Benny Goodman's 
band. Since then it has been a standard (that is, for those staunch 

enough to sing a distinguished song today). 
The song is marked "moderato," but every time I've heard it it has 

been played or sung very, very slowly, and rightly so. 
Gershwin is back to his characteristic repeated note device and here 

it works very well. The main strain harmonically is very fine. The 

seventh measure is just a trifle disappointing, leading to the minor 
seventh with a curious self-consciousness. At a very slow tempo it 
sounds less calculated. Most of the performances I've heard change 
the notes slightly. The original is as follows: 

How Long Has This Been Going On? 
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And here is the alteration: 

I prefer the latter. 
The release (and it is another A-A-B-A song), is very good and is 

an intrinsic part of the song. A release is often musically independent 

of the main strain, conceivably written by another writer or even the 
same writer a month after he'd written the A section. 
Oh Gee!-Oh Joy!, also from "Rosalie," is a very obscure song de-
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serving more familiarity. It's not great, and it's back to the repeated 

note compulsion with a vengeance, but it "works," and has a charm-
ing release. 

It has a neat little rhythmic trick in the fifth and sixth and 

similar measures. It's so simple it's odd that it's not easy to play. I 
think that, truly written, it would be in two rhythms: 3/4 and 5/4. 

If I count it this way, it immediately becomes easy. 

Oh Gee!-Oh Joy! 
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There is a phrase in the release that was echoed in the middle sec-
tion of Gershwin's Bidin' My Time two years later. 
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The verse is also neat and in the key of C, leading wonderfully to 
the chorus in the key of F. By the way, I haven't found many Gersh-
win songs with the verse and chorus in different keys. 

I notice that Ira Gershwin had not yet become his brother's sole 

collaborator. For in Oh Gee!-Oh Joy!, P. G. Wodehouse is listed as 
co-lyricist. Wodehouse's great friend and collaborator, Guy Bolton, 

was the co-author of the book. Wodehouse was also the co-lyricist 
with Ira of Say So!, a swinging little song, A-A-B-A, of no great mat-

ter but certainly a good, direct rhythm song, unreminiscent of any 
song that I know. 

Here is another Gershwin song with verse and chorus in different 

keys: Feeling I'm Falling, from "Treasure Girl" ( 1928). It's a good, 
relaxed, yet untypical song. Its device is step-wise writing, carried 
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through into the release. (When "release" is used, let it be assumed 

that the form is A-A-B-A.) The first four measures will serve to il-
lustrate this way of writing, which I associate more with Rodgers' 

writing than Gershwin's. 

Feeling I'm Falling 
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The verse is in G major and it makes its way very neatly into the 
chorus, which is in C major—no great feat to be sure, but done as if 
with compassion for the singer, so that they could find the new key 

without having to hear the harmonic resolution. 
What Are We Here For? from the same show is another obscure 

song. At least it's unfamiliar to me. Its obscurity might be due to the 
fact that it possesses only two Gershwin mannerisms and only fleet-
ingly: the first two measures of the release (as an entity) with its e 
flat in the melody and the F-dominant-ninth chord, and then the 
repetition of the half notes e and a, preceded by repeated quarter 

note e's. 

What Are We Here For? 
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Except for these Gershwin devices I might have mistaken it for a 

Kern song, and a good Kern song, to boot. By this time I suppose 
Gershwin's listeners expected a specific style from him and wanted 
nothing else. (But if I'm right, how does that account for the popu-
larity of Strike Up The Band!) 

In 1929 came "Show Girl," in which there was a song mysteriously 
dropped before the Broadway opening, Feeling Sentimental. It must 

have been cut from the score for other than musical reasons, for it is a 
very good song, both verse and chorus. The lyric by no means meas-

ures up to the tune, but the latter is so good it doesn't matter. 
It's the kind of song I would think a singer like Frank Sinatra or 

Jack Jones, or a player like Tommy Dorsey would have performed. 
For it's as natural a melody in the slow rhythm ballad tradition as 

one could ask for. But I've never heard it sung, perhaps because of 
the weakness of the lyric. 

The release is an integral part of the song, takes it into new terri-
tory, and leads back smoothly into the return of the main strain. 
Here is the principal idea: 

Feeling Sentimental 
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I like all the harmony except that of measures five through eight. 
It's all based on F major and C seventh and, with but a little search-

ing, could have been more interesting. A good arranger would find 
adequate harmony in no time. But this is a minor matter. The song is 
very good. 

And then there's Liza, which I'd hesitate to criticize, even if I 
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didn't like it, for fear of bodily harm. Fortunately, I do. Perhaps the 

only song comparable to it in style is Rodgers' The Girl Friend. This 
might not be obvious to a non-musician, as the similarity is mainly 

harmonic. Liza is, however, I believe, a better song. But it should be: 
it was written at a later time, when American music had become 

much more sophisticated and swinging. 
The bright thought implicit in building up his tune for four meas-

ures and then continuing after a quarter note rest shows Gershwin's 
mastery of craft. And to close the section with a totally unexpected 
riff is a further proof of professional, as well as witty, writing. 

Liza 
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Then the first measure of the release daring to be a whole note, fol-
lowed by a rhythmic phrase after an empty downbeat—this all adds 

up to expert handling of the tools of one's craft. 
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For the second version of the show "Strike Up The Band," in 1930, 
new songs were written. And one I had never heard before I started 

this survey is Hangin' Around With You. I'm very fond of it. The 
main idea is repeated twice and makes perfect use of the minor third. 

Hangin' AroundWithYou 
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Here the melody suggests an instrument as much as a voice. 
I find the release a very good one, building up all the time to the 

return of the main strain, properly marked "p." Building up dynami-
cally to a sudden soft phrase is often more effective than when the 
phrase plunges on fortissimo. 

I am perplexed because the title uses the word "hangin'" while the 
lyric itself uses "hanging." I think Ira was right the first time. 
"Hanging" has nothin' to do with this song. 

I've Got A Crush On You I have never been able to think of as a 
theater song; in fact, my consciousness of it is irrevocably influenced 

by Sinatra's recording. If I think of it as a very evocative pop tune, all 

is well. But I can't compliment it in terms of theater music any more 
than I can Between The Devil And The Deep Blue Sea by Harold 
Arlen. 

I am quite certain that five notes were changed by Sinatra in his 
recording, one in the very attractive verse and four in the chorus. I 
believe they are better than the original ones. The first occurs in 

measure twelve of the verse. Sinatra sings an a as the last eighth note 
instead of an f. 
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I've Got A Crush On You 
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He then sings, in measure seven on the last eighth note, an e flat 
(as happens in the second half of the song) and a d on the last eighth 
of measure eight (as later on). 
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At the last cadence of the song he sings an f the second eighth of 

the thirtieth measure and a g the last quarter note of that measure. 

So enormously powerful were Sinatra's interpretations of songs 
that even now, looking at the sheet music, I find it impossible to dis-
associate the printed notes from my memory of his singing. 
By 1930, the copyright date, the song should have been printed in 

4/4. It has always been played in 4/4. Or was it written much earlier 
when 2/4 was the norm and the editor never thought to re-edit it 

in 4/4? 
I know I'm again treading on sacred ground when I speak slight-

ingly of Soon, a famous song from "Strike Up The Band." I must say 
what I believe, and it is that even as a pop song I find Soon almost 
totally a contrivance. It contains none of the elements I so admire in 
a great song: unexpectedness, subtlety, wit, inevitability. Perhaps it 
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does have the latter, but in this case it comes off as expectedness. It 
has boldness, to be sure, but here it borders on coarseness. 

I know from experience how easy it is to let chords guide the fin-
gers that are choosing the melodic notes. And the melody resulting 

from the chords of the first eight measures of Soon is a cliché and al-

ways has been. The second eight measures employ some character-
istic repeated notes. If there are any happy moments in the song, they 
occur at the three points where the repeated notes drop a minor sev-

enth, as in measures eleven and fifteen and twenty-seven (here it is 
a sixth). 

Soon 
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Let me say that I like the verse of Soon very much. 

VI 

Boy! What Love Has Done To Me!, from "Girl Crazy," also in 1930, 
is basically an "instrumental." And as such it is splendid. The lyric 

is witty and full of clever rhymes; the harmony and the chromatic 
bass line are all that a musician could ask for, and yet, though ob-
viously singable, since it has been sung, it is not song-like. 

Perhaps I'm being too harsh, considering the fact that the inten-
tion was wit. So, assuming that the words would and should attract 
most of the attention, why not sneak in some wild melodic intervals, 
some off-beat harmony, and generally have a ball? No romantic 
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mood will be shattered, no lover of pure melodic line will be insulted. 
For, after all, they're all laughing at the words. 
The release is marvelous but I admit, though my ears are fairly 

acute, I have a tough time singing it without the help of the chords. 
But here again perhaps I'm demanding too much ease in a melodic 

line. 
But Not For Me is a masterpiece of control and understatement 

from begining to end, verse and chorus. Because everyone knows the 
song and its author, it is hard to realize that it is not by any means 

typical of Gershwin's most characteristic style. 
Almost as simple as Dear Little Girl, it has a range of only one 

note over an octave, only two notes not in the parent key, and mini-

mal syncopation. Its form is A-B-A-131. 
In the verse, Gershwin once again uses his repeated note device, 

but contrasts it with moving lines. As a verse it couldn't be better. 

The entire song is Gershwin at his purest. 
Embraceable You, also from "Girl Crazy," is another of those 

Gershwin untouchables, as well as a song in which I believe that his 

brother's lyric functions as an intrinsic part. Any Gershwin enthu-
siast is as aware of the words, "Come to papa, come to papa, do!," as 

they are of the repeated notes that make them singable. 
I don't suppose anyone really knows which of all the Gershwin 

songs has had the most performances. But Embraceable You might 

be neck-and-neck with The Man I Love. 
Its form is A-B-A-C, an unusual one. 
After attempting to disassociate myself from the hundreds of hear-

ings of this song so as to consider it with detachment, I can say that 
it is undoubtedly a marvelous illustration of simplicity and economy. 

First off, the device of starting the first phrase after a quarter rest 

and, in the second measure, imitating it, is inventive and unusual. 
Then the abrupt eighth note on the downbeat of the third measure, 

followed by a half rest, eighth note, and two quarters tied to a whole 

note, all constitute an unexpected phrase. 

Embraceable You 
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The two smooth quarter note measures at the beginning of the B 
section are competent contrast to the interruptive nature of what has 
preceded. And then to repeat the eighth note, quarter rest, eighth 

note and two quarter notes is, again, unanticipatable and highly un-
usual. The imitated phrase at the cadence of the B section in which 

the melody drops an octave is enviable writing. 
In the C section, the "come to papa" phrase is almost the hallmark 

of the song. It is so unusual that one must wonder if it resulted from 

the lyric. Its only comparable phrase in popular music occurs in How 
About You?, by Burton Lane, where the lyric says, "I like potato 
chips, moonlight and motor trips." The surprise is similar and it is 
also accomplished by repeated eighth notes. The final unexpectedness 
of Gershwin's melody is the eighth note e flat on the last "brace" of 

"embraceable" in the final cadence. 
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The harmony of the song is not of sufficient interest to illustrate. 
This is not to imply an inadequacy. Were I to make an orchestral ar-
rangement of it, I'd use every chord and almost every bass note. 

Perhaps this might be the place to make an observation that has 
been much on my mind as I have reviewed Gershwin's songs. Not 
enough has been said of his avoidance of harmonic clichés and of his 
constant and unerring use of the proper bass notes and, wherever 
feasible, bass lines. As well, he seldom, if ever, allowed his harmony 

to remain static, as did so many other writers. Following are ex-
amples of two of the worst, and most often employed, harmonic 
clichés: 
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It was this sort of hack work that Gershwin always avoided in favor 

of fresh harmonic ideas. 

One last comment on Embraceable You: at the close of the verse 
there is a measure of eight repeated eighth notes over the words 

"listen to the rhythm of my." It is conceivable that this isolated in-
stance of repeated notes may have spilled over into the "come to 

papa" phrase. 
Bidin' My Time is a winning little piece of unaggressiveness. I re-

member, in "Girl Crazy," four cowboys sitting on a fence, playing it 
on a harmonica, a jew's harp, an ocarina, and a tin flute. And it 

sounded mighty sweet. I've often wondered, for no particular reason, 
how long it took to teach four actors to play the song in four-part har-

mony. 
I know that I Got Rhythm has been played ad nauseum by jazz 

groups since the time it was first heard. And if it made many players 

happy, I'm glad. But to be candid, my, particular gratification is that, 
since jazz presumes improvisation, in all my hearing of the song by 

jazz groups, I've always heard endlessly different variations of the 

original. 
It was a high point in the show. It was a great vehicle for Ethel 

Merman, and again I'm glad. But as an effort by a major writer, I 
find it a passing fancy, enormously successful though it obviously 

has been. 
It might be wise at this point to consider this anomalous writer. It 

should be kept in mind that in the midst of his growing career as a 
writer of theatrical songs Gershwin had startled the musical world 
by composing Rhapsody In Blue, An American In Paris, and a piano 

concerto. They had all been performed with extraordinary success 
and he was, by the time of "Girl Crazy," firmly established in both 

worlds. 
Such a situation was unique. As I've said before, not even Gersh-

win's hero, Jerome Kern, had achieved such eminence. This state of 
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affairs was the first proving, or at least testing, ground for Gunther 
Schuller's "third stream." Not until the Duke-Dukelsky one-man tan-
dem of talents came into being had there been an analogous situa-
tion, but for Victor Herbert. 

Since he had managed to plant a foot in both camps, would Gersh-
win's song style be noticeably affected by his other, more complex 

compositions? Or would he be able to maintain each, uninfluenced by 
the other, as well as Duke did later on? Vernon Duke's tragedy was 

that he never managed to achieve an equal acceptance for his Dop-
pelgânger, Dukelsky. 

Blah-Blah-Blah, from "Delicious" ( 1931), is a very sweet and sadly 

obscure song. It is probably because of the "blah" title. Actually, the 
song is a very tender ballad. But I can understand a good singer shy-

ing away from the problem of making the "blahs" sound romantic. 
The lyric was an effort to inject a grain of cynicism into what would 
otherwise suffer from the stigma of sentimentality. 

The song was probably very touching in performance, due again 
to Ira Gershwin's adroitness in dropping key words which set the 
sentimentalism of the song—words such as "moon," "croon," "above," 
"love." And the more-than-adequate verse uses sensible words 
throughout, setting up the nonsense of the chorus. 

Love Is Sweeping The Country is a rouser in 2/4 rhythm, from 

"Of Thee I Sing" ( 1931). There are pleasant moments in it— it is a 
standard song—but to me it belongs on the stage or in a marching 

band. Or perhaps I should say a swinging marching band, for it does 
both march and swing. It's very energetic and syncopated and occa-
sionally surprising, but, overall, it has a made-to-order quality about 
it which I believe should have limited it to theater use. 
The title song is also similar in most respects: it is a rouser, it 

marches, it's aggressive, it's a standard and, for me, it belongs only 
on the stage. 

The verse begins in the key of E flat, shifts to G and again to the 
key of C in the chorus. All of which implies an approach to the realm 
of what might be called "swinging operetta." 

The "hook" in the lyric is the juxtaposition of the afterthought, 
"baby," following the noble sentiment "Of thee I sing" and its con-

notation of patriotism. This is further attested to in the somewhat 
chauvinistic line, "worthy of a mighty nation." Never having seen 
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the show I don't know whether it was a wry line or whether the 
chorus was costumed in the stars and stripes. 

Who Cares? is a marvelous rhythm ballad, moving naturally and 
purposefully ahead, seldom employing big melodic leaps. 

Its form is A-B-A1-C, and its accompanying harmony is interesting 

without ever demanding distortion in the melody. Jazz players have 
always found it a favorite. 

VII 

Out of respect for Miss Mabel Mercer, who continues to sing Isn't It 

A Pity? from "Pardon My English" ( 1933), I'll include it in this 

survey. She always could make a listener believe he was hearing a 
great song. Yet even she couldn't convince me of the worth of the 
third and fourth measures of this song's release, neither the static 

music nor the vapid words, "You, with the neighbors; I at silly 
labors." 

The main strain is simply adequate. It runs its predictable course 

with a series of imitative phrases, eliciting interest for me only in the 
use of triplets. 

Isn't It A Pity? 
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Lorelei is a loose, swinging, "riffy" song one doesn't expect of 
Gershwin this late in his career. But for the release, it's a very direct 
and simple song. The release continues to be simple, but becomes very 
difficult in its last four measures and gets back barely in time for the 

restatement of the A section. But it's extremely clever and Gershwin 

is clearly having a good time. Besides, as I have said elsewhere, dif-
ficult releases have never disturbed publishers or the public, as long 
as the main strain was easily assimilable. 

My Cousin in Milwaukee, from the same show, is another unlikely 
song, or perhaps I'm so lately arrived from the stiff squareness of Of 

Thee l Sing that these "night spot" songs come as a shock. Both verse 
and chorus sound as if Gershwin had just come home from listening 
to a good band and, in his high spirits, forgot all about being self-
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conscious. It's a slow rhythm song, the kind I'd have been happy to 
hear Helen Ward sing with the Benny Goodman band backing her 

up. She'd have to have fought for the verse, but it would have made 

a prettier package. 
In "Let 'Em Eat Cake" ( 1933), there is a marvelous, nutty little 

twenty-four measure song called Blue, Blue, Blue. It's like no song 

I've ever heard. It puzzles while it pleases. It may have been in-
tended only to fulfill some production function. 
The verse is a monotony of repeated notes. But the piano part looks 

as if Gershwin were making a sketch for a new concerto. As I said, 

I'm puzzled. Its main strain is eight measures, followed by an unpre-
dictable section of four measures made up mostly of eighth notes. 
Then follows a repetition of the first eight measures and a last sec-

tion of four measures wholly unlike the first four-measure section. 
The lyric has to do with painting the White House blue and that's 

about all. It does qualify the matter by saying "not pink or purple or 
yellow, not brown like Mister Othello," which might ruin its chances 
for revival in the seventies. 

I've enthused about it, so I should offer an example of at least eight 
measures. 

Blue,Blue,Blue 
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A song from the same show very enthusiastically associated with 
Gershwin's name is Mine. I have to admit that the principal melody 

does not impress me as more than a backdrop for the counter-melody, 
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which is superimposed on it the second time around. Nor do I find the 
counter-melody more than a "vamp" figure which deteriorates into a 
chromatic obligato along the way. Harmonically, practically the 
whole song is a series of vamps. Curiously, though neither tune has 
little to recommend it, when they're put together the result is very 

effective. But at best it's a stunt. 
"Porgy And Bess" was first produced in 1935. It lost a good deal of 

money, and, in general, the opera critics dismissed it. Then in 1942, 
five years after Gershwin's death, a revised version of the opera was 
produced. The editing considerably shortened the running time, and 

the work was now acclaimed by the critics and the public alike. It 

was now a financial success. 
"Porgy And Bess" was originally billed as "a folk opera," a de-

scription that is still in common use. Because it is universally ac-
cepted as, and treated as, an opera, it should be studied and evaluated 

in terms of operatic traditions and standards. In short, it should be 
measured against operatic criteria, a procedure that certainly lies out-
side the scope of this book. It is, of course, a tribute to Gershwin as a 
melodist that the lullaby Summertime, a poignant arietta, became 

very popular beyond the opera house and recital hall. 
In 1936, after having written this large and ambitious work, Gersh-

win, for some inexplicable reason, chose to write a song for Radio 
City Music Hall, not with his brother but with Al Stillman, a less-
than-inspired lyricist. With a long list of popular as well as concert 
successes to his credit, how or why Gershwin could have taken on 
such an assignment is a mystery. The song is called King Of Swing 

and it's hack work. 
By Strauss, from "The Show Is On," is the only Gershwin waltz 

I've come across. It's attractive from start to finish. The chorus is so 
sweet that I'm a little sorry that the lyric is so jocose. It's another of 
those songs no one, unless told, would ever dream was by Gershwin. 

And I have come to realize that these are the songs of his I like the 

best. 
Let's Call The Whole Thing, Off, from the film "Shall We Dance" 

(1937), really isn't so hot. I'm certain that its popularity stemmed 
from Fred Astaire's stylish performance, both in the film (with 

Ginger Rogers) and on records. He was a magician as a singer, and 
he made listeners think lots of songs were better than they really 
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were. I happily include myself among the bemused, for the tune in 

this case is just a hook to hang the fairly amusing lyric on. 
The title song is a lively one with a very happy verse. In the chorus 

Gershwin is back at his insistent repeated notes, particularly in the 

last half of the B section and in the last hall of the closing section. 
Why, he even ends the song with three f s. The form is A-B-A1-C. 

In Slap That Bass, Gershwin drops back stylistically to his early 

writing days. But by 1937 it's simply too late for that kind of don't-
worry-about-me-I-know-all-about-jazz kind of writing. It comes off 

as what a friend calls "ole folks makin' rhythm." 
On the other hand, They All Laughed, in the same film, comes off 

as a completely timely rhythm song. It starts in swinging and never 
quits. The repeated d's leading into the release won't let the song rest. 

Nor should it. And the three d's (two quarters and a half note) over 
the words "Ho! Ho! Ho!" are perfect. And so are the ho-ho's. 
The main strain of this song avoids the fourth and seventh inter-

vals of the scale and so may be said to be pentatonic. But after re-
viewing almost every song Gershwin published, I can't find a dispo-
sition on his part to use this scale, though he is said to have been fasci-

nated by it. 
The last song from "Shall We Dance" I wish to mention, and the 

best, is They Can't Take That Away From Me. It's etched like acid 

into my memory bank. 
The verse is extremely inventive and gives not a hint of what is to 

follow. Well, you're right! It's repeated notes, but handled as I've 
never known them to be by him—perfectly. 
At the end of the seventh measure he makes his cadence with very 

daring abruptness on the final eighth note. He must, so that a singer 

or player may grab a quick breath before the almost immediate 

pick-up notes. 

They Can't Take That Away From Me 
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There is an extension in the last section of the chorus, and a beauti-

ful one. The arresting nature of the b flat over "No!" in the thirty-
second measure is a masterpiece, as are the quarter and half notes of 
the ending, achieving a calm, pastoral resolution in the face of the 
lyric's refusal to be separated from all those loving qualities. A 
beauty! 

"A Damsel In Distress" was a film released on November 19, 1937. 
Gershwin had died on June 1 ith. So this and "The Goldwyn Follies," 
released in 1938, were the last productions, either on Broadway or in 
Hollywood, over which Gershwin could have exercised creative con-

trol. Therefore, these films are, I feel, the last works of his that should 

be considered. 
A Foggy Day, from the first of them, is certainly one of the most 

famous Gershwin songs, and contains one of his brother's best-known 
lyrics. It's truly extraordinary how constant is Gershwin's use of re-

peated notes. They are more usually to be found in rhythm songs, but 
are seldom absent, even in a tender ballad like this. For example, the 
very first three notes are repeated. And the notes accompanying "I 
viewed the" and "The British" are repeated. 

In any type of song but a romantic ballad, Gershwin's angularity 
may produce the most effective result. But the proof that there are no 
hard and fast rules is A Foggy Day. For in it there is no step-wise 

writing, and there are many leaps of fourth and fifth intervals. Yet, 

it remains a most tender and moving, a far from aggressive, song. 

I should make it clear that I do not view the repeated note songs 

with alarm. A Foggy Day, for instance, has a heartbreak quality, not 
one note of which would I change. Right away I am captured by the 
e flat accompanying the word "day." And I am given, as a dividend, 
the avoidance of the cliché of the diminished chord. The bass line of 
the first four measures has been done to death by popular song writ-
ers. Perhaps its most attractive use has been in Harold Arlen's 
Stormy Weather. 

But Gershwin uses, instead of the diminished chord, a minor sixth 
chord, which is much more winning. And he remains consistent, by 

moving up another minor third in the melody in his second phrase, 
to a flat, and also up a fifth again at the end of the phrase. 
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A Foggy Day 
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 the end of the B section (the song is A-B-A-C), the drop to the 
d in the cadence is truly gentle and loving. It's as personal as the rev-

elation of a secret. 
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It's a very clever song. The contrast between the smooth, unrhyth-
mic first four measures and the exploding measures that follow is 
very satisfying. The restatement adds a quarter note triplet in the 
last half of its third (and eleventh) measure, a charming variant, 
whether or not the result of an extra syllable in the lyric. 
The release is one of the best Gershwin ever wrote. I'm slightly 

embarrassed, however, by its cadence, since it is a somewhat lordly 
allusion to a phrase from I Got Rhythm. No doubt the Gershwins 
were right: everyone did know the earlier song. But it does seem a bit 

like boasting. 
The last section of this song, too, is extended to ten measures and to 

great effect, as shown by the cadence. 

Nice Work If You Can Get It 
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And there's another great song in this film, Things Are Looking 
Up. It's so good that it didn't even need Astaire's strange magic to 
prove it. It's all there, from the first note of the verse through to the 

final cadence of the chorus. 
The repeated notes do appear but not in the opening phrase_ of the 

chorus, which has the sinuous shape of a lazy wave. Although the 
form is A-A1-B-A2, the first two A's are ten measures long. The re-
lease is strictly based on repeated notes and is a minor masterpiece of 
understated invention. 

Things Are Looking Up 
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Also worthy of mention is the harmonic sequence in the final 

cadence. 
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"The Goldwyn Follies" was released in February 1938, with the 
score completed by Vernon Duke. Though highly competent, I Was 
Doing All Right is, for me, not as good as Things Are Looking Up. 
I juxtapose them only because they're the same kind of song. 
I Was Doing All Right starts out with repeated d's, repeats them 

again, then repeats three b's, followed by a marvelous cadence, un-

like any I've ever heard. 

I Was Doing All Right 
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The release is very good and also chancy for the singer. And its 
return to the main strain (now ten measures) is very astute. 
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Either of the following songs, both beautiful, may have been Gersh-

win's final song. 
Love Walked In is very restrained, lucid, direct, warm, and without 

pretense. Gershwin, and forgive my repetition, again makes repeated 

notes an integral part of the song. 
He told a friend of mine that this was his "Brahmsian" song. I 

can't say that I agree, but it surely is close to a concert song. And Ira 

Gershwin's lyric is just as pure as the melody. 
Love Is Here To Stay is an equally beautiful song, if slightly less 

pure in its flow, and containing a much more interesting verse. 
The form is A-B-A-C, as is that of Love Walked In. There is much 

less of the repeated note and, like the other song, no effort to be clever. 
Rather, there is restraint, a tight rein at all times, and a lovely, final 
cadence, enhanced mysteriously by a quarter rest preceding it. 

VIII 

Probably with no other Writer is the personal character of this book 
more apparent. Upon rereading my words, I find that I jump from 
enthusiasm to critical reservation like the lines of a fever chart. Yet 
I must defend myself by reminding the reader that this survey is 

based upon personal opinion. 
No other writer of songs causes such disparate attitudes from me. 

For however excitingly native his writing may have been, I feel 
that there was a scrim—a vaguely transparent theater curtain—be-
tween him and what he sought musically. I'm trying to say that, for 

me, there is one step missing in his restless movement toward a to-

tally American expression. 
True, he was listening, experimenting, moving into the environ-

ment of the upheaval of jazz. But he never "walked right in, sat 
right down" and made himself at home. Perhaps, on the other hand, 

if he had come any closer to the native jazz sources, he might have 



162 American Popular Song 

been content with less complexity and style. And he might have be-
come, therefore, an inadequate white imitation of a Negro writer. 
I must qualify this last opinion by adding that, though I believe 

the Negro was the primary source of the emergence of a new native 
music in America, I do not mean to imply that the Negro was solely 
responsible for its development. 

Probably there needed to be a transmutation, a polishing, and a 
formalization of source material before the emergent new music 
could assume its proper function in the theater. I am speaking specifi-
cally of the era in which Gershwin was writing—the twenties and 

the early thirties. And this process of transmuting the wild amalgam 
of the native pop music that grew out of ragtime into theater music 
may have been, in part, the scrim I mentioned. 

In any event, scrim or no, the memories of all but the young are 
filled with Gershwin songs. Were the layman to be asked to give the 
name of the writer most associated in his mind with theater music, I 
believe he would mention George Gershwin first, even though, if re-
minded, he would gladly acknowledge the mastery of Kern, Rodgers, 
and Porter. 
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Richard Rodgers 
(1902- ) 

After playing almost all of Richard Rodgers' published songs, I chose 
for more intensive examination about one hundred and twenty-five, 

or somewhat less than half of them. This final choice wasn't easy: 
there is an extraordinary incidence of inventiveness in practically all 

of Rodgers' songs. So if I've failed to include a deserving song in my 
analyses, it's undoubtedly because I happened to choose another 
which is similar in spirit and intent. 

Of all the writers whose songs are considered and examined in this 

book, those of Rodgers show the highest degree of consistent excel-
lence, inventiveness, and sophistication. As well, they bear the mark 

of the American song, excepting a few pretentious ballads written in 
the later years of his career with Oscar Hammerstein II. • 
I have been aware of Rodgers' work since "The Garrick Gaieties" 

and have remained highly impressed from then till now. But after 

spending weeks playing his songs, I am more than impressed and 
respectful: I am astonished. 
As in the case of Jerome Kern and Vincent Youmans, all of Rodg-

ers' songs were written for the theater. And they all bear its stamp. 

They have that elegance, sophistication, and "created" quality which, 
until the recent influx of non-theater writers writing for the theater, 
used to distinguish theater songs from pop songs. 

His distinction stems more from remarkable melodic sensibility and 
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experimentation than from new departures in song structure. Which 
is not to say that he wasn't capable of doing structurally startling 
things as in, for example, Little Girl Blue. But Rodgers achieved his 
amazing innovations without resorting to more than an unexpected 

note here and there, completely startling at first hearing, and ever 
after a part of one's musical memory. 

Though he wrote great songs with Oscar Hammerstein II, it is my 

belief that his greatest melodic invention and pellucid freshness oc-
curred during his years of collaboration with Lorenz Hart. The in-

ventiveness has never ceased. Yet something bordering on musical 
complacency evidenced itself in his later career. I have always felt 

that there was an almost feverish demand in Hart's writing which 
reflected itself in Rodgers' melodies as opposed to the almost too com-
fortable armchair philosophy in Hammerstein's lyrics. 

Rodgers moved out of the song world only long enough to write a 
ballet, "Ghost Town," and a television score, "Victory At Sea," the 
former orchestrated by Hans Spialek, the latter by Robert Russell 
Bennett, both of them brilliant creative craftsmen, and the latter a 
respected composer. And since Rodgers settled for song writing as his 

métier, so did he consistently grow creatively from his virtually un-
interrupted concentration on it. 

Legend has it that somewhere amongst the many radio stations of 
the United States a Rodgers song may be heard at any time, day or 
night, the year round. Well, I, for one, hope this is so, though how 

such a state of musical affairs could still be true at the beginning of 
the seventies I don't know. 

As this chapter progresses it will be seen that, though capable of 
highly sophisticated harmony, Rodgers never became so concerned 

with it as to cause it to distort melodic flow. It may well be that the 
delicate balance between melody and harmony may have had much 
to do with Rodgers' phenomenally high level of writing. 

II 

Rodgers' first published songs were copyrighted the same year as 
Gershwin's first pop hit, Swanee, 1919. His first published song writ-
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ten with Lorenz Hart, Any Old Place With You, also 1919, was in-
terpolated in a show called "A Lonely Romeo"; music by Richard C. 

Rodgers, at that time sixteen years old. It is a harmless little song, 
professionally written, but of no distinction, and certainly containing 
not a clue of his future style. 

The next year, 1920, three Rodgers and Hart songs from the com-
posite score of "Poor Little Ritz Girl" were published. Rodgers has said 
that this music was largely from his first college show. One of these 
songs, You Can't Fool Your Dreams, shows an emerging style. It is 

only twenty measures long and, in terms of four-measure phrases, its 
form is A-B-A-C-C1. Its principal characteristic is the repetitions of a 

measure in the C and C1 sections, complemented by and perhaps due 
to three rhyming words. In terms of later songs it is slight, but con-

sidering Rodgers wrote it at the age of seventeen, it is worthy of 
illustration. 

You Can't Fool Your Dreams 
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Nothing of consequence was written for five years. But then, in 

1925, erupted "The Garrick Gaieties." Rodgers said of this show, "that 
really put us on the map." 
A little-known song from it is a very daring waltz called Do You 

Love Me?. It is an extremely good song from beginning to end. In 
the six years since his first published song Rodgers has found himself 
and is in complete charge of his melodic and harmonic tools. 
The verse instantly takes hold, indeed introduces a descending chro-

matic bass line, a device rare for those days. After twelve measures 
the melody moves from the key of F major to A minor, and then 
closes with a very neat series of imitative phrases, written by a pro-

fessional hand. 
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Do You Love Me? 
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The chorus is so "far out" that perhaps its unusual intervals may 

account for its obscurity. In fact, it's so unusual that even the printer 
seemingly couldn't believe it, as he failed to put a flat in front of the 

g in the fourth measure, or a flat before the e in the twelfth measure. 
In the following illustration, try singing the third and fourth meas-
ures without any accompaniment! 
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It's not a great song, but it's very effective, experimental, and under 

control. A proof of this last claim is shown in the neat return to the 
neighborhood of the parent key, both melodically and harmonically, 

in the fifth measure. Later on, though the device is different, the song 
never strays into uncontrolled cleverness. Just a sudden, startling 
trick and then back to safe ground. 

Rodgers' and Hart's first hit was Manhattan. And it remains a very 
active standard after over forty years! 
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Since there are four sets of lyrics in the printed copy it is safe to 
suggest that this song had more lyrical value to the show than musi-
cal, or at least it was intended to have. But it is my conviction that, 
assuming the lyric to have been written first, Hart must have been 
considerably startled by the charm of a melody which probably was 

intended to be no more than a clothes horse for the lyric. 
It's a gentle, evocative melody, suggestive of a more sentimental 

lyric, though inextricably interlocked with the lyric it has, which 
contains dozens of clever rhymes with all the familiar place names 

in the New York area. 
Its form can be made clearer by considering it in terms of four-

measure phrases. It is then: A-B-A-C-A-B-C-A1. Harmonically it con-

tains nothing startling, but every progression it has works perfectly. 
On With The Dance is a lively, but unmemorable rhythm tune 

with, however, a verse which begins with such marvelous unexpected 

casualness as to deserve illustration. 

On With The Dance 
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There is another straightforward song from "The Garrick Gaieties," 
a standard of later years, but one which, to me, could as easily have 
been by Jerome Kern, Sentimental Me. Its principal device is the re-
peated note, which, as in many of Gershwin's songs, tends to lose my 
interest when belabored. This is not to say, however, that the song is 

without character because of this device. 
In the autumn of the same year ( 1925) "Dearest Enemy" was pro-

duced. In it there was a solid A-A-B-A song, Here In My Arms, also 
destined to become a standard. As strong as it is, there is a predict-
ability about it that comes off more stolid than solid. It does make one 

unexpected move in the B section when it reintroduces the main 
strain in the related key of B flat (the song is in F) for two measures 
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and then resorts to something new, which, by the way, takes the 

melody up to a high g, giving the song the rather wide range of an 

octave and a fifth. 

Here In My Arms 
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A song in the "Fifth Avenue Review," a night club revue of 1926, 
should be mentioned principally for a phrase in it which later became 
a phrase in Glad To Be Unhappy. The song is Where's That Little 
Girl (With The Little Green Hat). 

Where's That Little Girl (With The Little Green Hat) 

There is a seldom seen innovation in measures thirteen and four-
teen. Not only does the melody introduce notes outside its parent key 
of F major, but it eliminates right-hand harmony and left-hand bass 

notes. 
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Then comes "The Girl Friend," also in 1926, in which there were 
two big songs. The Blue Room, which I never knew until recently 
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contains "the" in the title, is, to me, the first wholly distinctive Rodg-

ers song. (Manhattan is a fine song but somehow not so specifically 
what we have come to recognize as a Rodgers song.) The Blue Room 

has a provocative, unforgettable verse of just the right length. Here 
are the first three measures of it. 

The Blue Room 
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The song is printed in D major and I presume it was at Rodgers' 
request, as D major is seldom used in sheet music. Most publishers 
would prefer a half step higher, E flat. (I have never understood the 
preference for flat keys as opposed to sharp keys.) 

The Blue Room is a strong, uncluttered, direct statement. In it is 
the first instance of a Rodgers stylistic device which he continued to 
use throughout his career, that of returning to a series of notes, usu-
ally two, while building a design with other notes. This device is 
marvelously employed later on in Bewitched. Here he keeps returning 
to b and a while ascending from d to e, to f sharp, to g, and a. 
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The song's form is A-A1-B-A1. 
And the lyric, a vision of newly-wed bliss, is vintage Hart: "You 

sew your trousseau, and Robinson Crusoe" and so on. Come to think 
of it, though, I'm slightly perplexed by "trousseau" as I was under 
the impression that it was sewed before the wedding. 
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The Girl Friend fascinated me from the first time I heard it, prin-

cipally because of its chromatic bass line. I had never heard one like 
it and didn't again until three years later in Gershwin's Liza. 
The Charleston rhythm in all of the A cadences is there quite spe-

cifically because this dance is mentioned in the lyric of the verse, and 

for good reason, as it was the rage during those years. 
The chorus bears more similarity to Liza than the bass line, insofar 

as the melody begins on the fifth interval and climbs step-wise for 
four measures almost identically. I happen to prefer Gershwin's de-

vice of creating a contrast between the first four smooth measures and 
the following break-away rhythmic measures. 
The Girl Friend is in strict A-A-B-A form. 
Then, only two months later, came a second "Garrick Gaieties." 

What a racing back and forth from rehearsal to rehearsal there must 
have been in those days when writers wrote several shows during the 

same year! In later years, however, it was no novelty for a musical 
comedy to be in the making for two or three years. 

In this second "Gaieties" there was a great rhythm song, Mountain 
Greenery, which, when one stops to think of it without all the famil-
iarity induced by memory, is a very unusual title. 

Verses are another of Rodgers' talents. More often than not one 
feels that he has given all due consideration to them, that he realizes 
their rhapsodic, free potential, and that he seldom writes one which 
causes you to think he tossed it off casually simply because the pro-
duction or the lyricist needed it. It's almost always interrelated to the 

chorus. In Mountain Greenery the verse is precisely right. 
The song is a true swinger. And maybe there is validity to my 

theory about the aggressiveness of repeated notes, since this is one of 
Rodgers' most driving songs. And it's certainly predicated on repeated 
notes, right from the start. 

This is Rodgers' first use of the ostinato bass line, in this case c, a, d, 

and g which, later on, one could find tucked away underneath all 
manner of songs, from Gershwin's Soon to Vernon Duke's I Can't Get 
Started. 

The release, the B section, of the song is one of those song writer's 
dreams, seldom achieved, often dangerous, but when right, as in this 
case, perfect. For me, aware as I am of harmonic shifts, it's especially 
satisfying. 
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Mountain Greenery 
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The song also includes what is termed trio-patter. This has no par-
ticular meaning outside the theater since the melody of it is primarily 
a support for the clever, engaging rhymes of Hart. 
The form of the song is A-A-B-A.1. 

What's The Use Of Talking is in the same show. The integral na-
ture of Rodgers' verses is well illustrated in this song, as the device of 
descending steps, plus their rhythm, are to be found in the third and 

fourth measures of the verse and later in the first and second measures 
of the chorus. 

The rhythm of measures two, three, and four is not without prece-
dent, but used here so smoothly and resolved so well it deserves illus-

tration. Note that these measures might be spelled as four 3/4 meas-
ures instead of three 4/4 measures. And note also Rodgers' marked 
return to a strict 4/4 feeling in measure five. 

What's The Use Of Talking 
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Below are the measures of the verse that are similar to the first two 
measures of the chorus. 
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In December of 1926 came "Peggy-Ann," in which the song 

Where's That Rainbow?, though never very well known, has been 
kept alive by "cocktail" pianists and occasional record performances. 

It's a better than average rhythm song with Rodgers' usual much 

better than average verse. 
The chorus should have resorted to the c, a, d, g ostinato in the bass; 

probably it is used by arrangers, because the song begs for it. The 
sixth interval is the principal note of the chorus, one more instance 
of my theory regarding its provocative nature. The first, third, and 
fifth measures are identical, and since the form of the song is 
A-A-B-A, so are all the measures of the A sections. This obviously 

means that the first measure is repeated eight times, which I guess 
comes under the heading of hard sell. In this song, however, it has 
more the quality of a desired restatement than one forced on the lis-

tener. 
The first and fifth measures of the B section are noticeably condi-

tioned by their supporting chords, mentioned here only because 

Rodgers resorts to harmonically controlled melodic lines so seldom. 

Where's That Rainbow? 
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The first measure of the chorus, so many times repeated, should be 
shown here followed by its changing alternate measures. 
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When a show fails, its songs may also disappear. One of Rodgers' 
finest songs slipped into oblivion when "Betsy" ( 1926), a show writ-
ten for a star of that time, Belle Baker, lasted only thirty-nine per-
formances. The song, This Funny World, seems to have remained 
all but unheard until Matt Dennis, a very talented song composer, 
arranger, and night club singer, rescued it about twenty-five years 
later. Outside of the copy used for study I've never seen the song be-
fore, let alone heard it. A friend brought it to my attention, having 
heard Dennis sing it. 
The lyric is very gloomy and cynical, which may account for the 

song's obscurity. The instructions before the chorus are very slowly 
and tenderly. And rightly so, for it is a song Rodgers must have taken 
very special care of. There is no curse of cleverness on it, rather is it 
a melody which takes full consideration of the bittersweetness of the 
lyric. It could easily have been written in a minor key. But Rodgers 
achieves his atmosphere of loneliness within the confines of a major 
scale. And this couldn't have been easy. 
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He makes one melodic move I've never come across except in so-
called "country" music. In the second measure (the song is in G 
major), he drops to the fourth interval, c, and never resolves it to b, 
the third interval. This is so unusual in theater music that, at first 
hearing, it is not easy to reproduce. 

This Funny World 
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When I pointed this out to him, Rodgers seemed puzzled and then 
said, "Oh, you've got to have fun." Well, the choice of this interval is 
quite the opposite of fun to me. It's the perfect mysterious note to 
choose for this moment in the melodic line. Hart's opening line of 
the chorus is expressive of the "lost" character of the rest of it: "This 
funny world makes fun of the things that you strive for." 

You're The Mother Type, a song of no great merit, was cut before 
"Betsy" opened. I mention it only because, in playing it through, I 
came across a few seeds which a short time later sprouted in You 
Took Advantage Of Me. Below is the melody of You're The Mother 
Type from the third measure on: 

You're The Mother Type 
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In 1927, in "A Connecticut Yankee," there were two splendid 

songs. The first, My Heart Stood Still, is one of Rodgers' best known. 
It's a perfect example of his mastery of step-wise writing. He em-
ploys it throughout this song with the exception of cadences and 

pick-up notes. 
Only in the verse, another great one, does he make marked use of 

unusual harmony. Without disturbing the melodic line, he shifts, in 

the second measure, to G-flat major from A flat in the first. In the 
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third and fourth measures he repeats this, but moves farther away in 
the last quarter note of the measure, leading to a flat in the sixth 

measure, supported by an F-flat major chord; then in the seventh 
measure he works back to a flat through B-flat minor and E-flat-domi-
nant-seventh chords. One assumes he will repeat these measures but, 
instead, he moves from A flat to C major, to a suspended G-dominant 
seventh, to a G-dominant seventh, to E-flat major. And even more. 

It is a verse replete with harmonic invention but only slight me-

lodic chances, such as that in which the harmony moves from A flat 
to C major. 

Rodgers' increasing flair for unusual releases appears in this song. 

The repetition of the nineteenth measure in measures twenty-one 
and twenty-three is very effective and very courageous. My impulse 

would have been to find different notes each time, particularly as 
there is no rhyme to go with the first repetition. 
The second fine song from "A Connecticut Yankee" is Thou Swell, 

a song with a marvelous verse, as if written for Fred Astaire. It starts 
out innocuously, but in the fifth measure it resorts to a series of leaps 
which fall in odd places just as a dancer might like them to. 

Thou Swell 
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There is an added section to the verse which, for me, is a letdown, but 
which was undoubtedly needed to fulfill the needs of the lyric. 

The chorus is unique. I know of only one song like it, Funny Face 

by Gershwin. It employs what I choose to call backed-up harmony. 

Ordinarily I am disturbed by it, but not in this case. For example, the 
chord of the pick-up to the chorus is F-dominant ninth. It proceeds 

properly to B-flat seventh. But then the pick-up to the next phrase is 
F-dominant ninth again, whereas the conventional progression would 
be to E-flat seventh or ninth. The second eight measures are a mar-
velous bundle of rhythmic phrases. 
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The form is not A-A-B-A but A-B-A-B/ A. Needless to say, Hart's 
lyric is superb. 

(To Keep My Love Alive, written for the 1943 revival of "A Con-
necticut Yankee," should also be mentioned here. The lyric, among 
Hart's last, is very witty and Rodgers might, without censure, simply 
have carried it along with a string of suitable notes. Instead, he wrote 

a perfectly delightful madrigal-like song, most worthy in itself.) 

The verse is a little gem, both melodically and harmonically. The 
chorus breaks loose harmonically in the release, causing the melody 

to include some notes out of the parent key. Yet so neatly written is it 
that one is only further pleased, rather than startled. Which is as well 
since there is plenty to startle in the cheerily macabre lyric. 

By continuing to use the device of the two eighth notes followed by 
a half note in the release, Rodgers brings a cohesion to the whole 

melody. For example, see the second measure of the chorus and then 
the second measure of the release. 
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To Keep My Love Alive 
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In "Present Arms" ( 1928), there are pleasant surprises in Down 
By The Sea, I'm A Fool, Little One, Do I Hear You Saying I Love 
You, and Crazy Elbows, but they're not substantial enough to war-
rant close examination of the songs. These surprises are tricks. 
They're clever, and they arrest both eye and ear, but the songs in 
which they occur are, overall, not up to the level Rodgers' songs have 
led us to expect. 
However, one song in this show, though a trifle "notey," comes 

off not so much as a theater but as a superior pop rhythm song. It's 
one of Rodgers' best loved songs, indeed, a standard: You Took Ad-
vantage Of Me. 

It is strictly A-A-B-A in form. The verse is ingenious and of a 
piece with the chorus without being special. The chorus has an in-
strumental flavor, influenced considerably by its harmonic patterns 
throughout. It's been current for so many years, it's easy to forget 
that such measures as the very first one were most unusual for their 
time. 

You Took Advantage Of Me 
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Also, the chromatic movement of the release is far from ordinary, 
and though controlled by its harmony, quite singable after a hearing 
or two. 
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Also in 1928 (didn't Rodgers ever take a vacation?) "Chee-Chee" 
was produced. In it there is a very lovely song which was unknown 
to me until recently, and I can't understand why. I'm sure it isn't 
because I've failed to hear it. It simply never broke through, never 

became popular. Its rather undistinguished title is Dear, Oh Dear!. 
The main strain is announced by a series of descending fourths 

which are the song's most provocative trait. It then resorts to a re-

peated phrase which falls on an accented fourth beat. Here are the 
first seven measures: 

Dear, Oh Dear! 
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The release is bone simple, a series of descending quarter notes pre-
ceded by a quarter rest and ending in an ascending scale of quarter 
note triplets. 
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The verse is also very attractive and essentially simple. But it must 
be admitted that the lyric is not up to Hart's usual level of excellence. 
And so this just might be a reason for the song's obscurity. 
Up till now I've said nothing of Jerome Kern's influence on Rodg-

ers. Since Kern has been acknowledged by Rodgers to be the first trail 
blazer in theater music, one would have expected his influence on 
Rodgers' style to have been in evidence by now. It so happens that 

those songs in which there is such influence I have ignored on the 

grounds of their weakness and inadequacy. 
In the case of Dear, Oh Dear! there is a Kern quality: its smooth-

ness, its absence of short repeated phrases, its sinuousness, and its 

concentration on melody unintruded upon by fancy harmony. If pop-
ular music were still concerned with this sort of professional song, 

Dear, Oh Dear! would be the first I would attempt to revive. 
I Must Love You is another warm, affecting ballad, with another 

very good verse which in its second phrase contains an allusive phrase 
from Tchaikovsky. The verse, may I add, is another of those which 

occasionally occurs with an odd number of measures, twenty-five in 

this instance. It's so well conceived that this extra measure is un-

noticeable. 
The chorus is again Kern-like in its purity and harmonic simplicity. 

Perhaps its release is not so much so, being rhythmically a little more 
swinging than Kern. I would be happier if its ending were a little 
less four-square. This may be finicky, but the measure before the 
final cadence doesn't have the grace which the song leads you to 

expect. 



18o American Popular Song 

Better Be Good To Me, also from "Chee-Chee," is a very interest-
ing song, verse and chorus. But in both instances I'm thrown off by 

devices. In the case of the verse, by the concentration of repeated 
notes made interesting only by the shifting, unexpected harmony. Of 

course I should keep in mind the Oriental cast of this show and lyric 
and that the repeated note is typical of Oriental music. The chorus 
may, for all I know, still be an attempt to further the Eastern flavor, 
as in the last half of the second measure. 

Better Be Good To Me 
2 
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In this A-A-B-A song I am slightly disconcerted by the length of 
each A section, seven measures. I believe in experimenting and per-
haps I'd like this odd shape if, for example, the first cadence weren't 
a c and the second an e flat. 

The release jumps about so much that it is hard work to find the 
notes without the aid of the harmony. I'm aware that, particularly in 
theater music, releases are privileged to slip the moorings of the main 

strain, a fact which may even account for the word "release." And in 
the case of a song which through constant playing has been uncon-
sciously taught to the public ear, the experimental movement of the 
melody may have been dimmed by familiarity. In the case of Better 

Be Good To Me, a totally unfamiliar song, the circumstances aren't 
the same. I can only say that even after many hearings, I believe this 
release still remains more like work than pleasure to listen to. 
Next comes a very famous Rodgers song, With A Song In My 

Heart, from "Spring Is Here" ( 1929). This doesn't happen to be one 
of my favorites. It's very well written, to be sure, memorable, strong, 
dramatic, and undoubtedly theatrical. But for me it smacks of the 
same arty tendency one finds in Jerome Kern. It is certainly to be 

considered outside the pale of Rodgers' work insofar as it is printed 
in two keys as well as for a duet. Singers outside the idiom of popular 
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music perform it on radio, television, and records in the manner of an 
art song. 
The lyric is lovely, made of singing words. Incidentally, the only 

other time I have seen the word "and" used under a whole note is in 
the Berlin song, They Say It's Wonderful. 
The form of With A Song In My Heart is A-B-A-B/ A. 
Part of my prejudice is due to the monotony of the basic idea, the 

chromatic interplay between two-notes, as in the opening measures. 

With A Song In My Heart 

28 

e  e  

J 
I don't wish to leave the impression that I have a prejudice against 

dramatic songs. Perhaps the best way to clarify my attitude is to say 
that there is a point at which the dramatic and the elegant in theater 
music become melodramatic and over-elegant. When a song reaches 
this point, it seems to me to fall between two stools. For it is neither 
what one expects from musical theater (after the decline of operetta) 
nor what one asks of a true art song. 

A less dramatic song from the same show, Yours Sincerely, has 
been a favorite of mine since I first heard it. It is gentle and simple 
and has one of the most perfect melodic progressions into a release 
I have ever heard. Moreover, it is dramatic. 

It is interesting that so short a time after the publication of Dear, 
Oh Dear! this song should appear, since the salient melodic device in 

the case of each are sets of descending fourths. In Yours Sincerely 
the device is differently used but equally endearing. 

Yours Sincerely 
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The sheet music is in the key of E flat. Therefore the marvelous 
whole note, e natural, which effects the transition to the release, is 
the least simple note in the song. However, it is reached step-wise 

from d natural and moves only a half step to f natural, the first note 
of the release. It is a marvelous suspension, sung to the open sound 

of the word "day" and ascending to a perfect word needed for what 
amounts to a form of climax, the word "oh." 
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And once again Rodgers fashions a special, "releasing" but not tan-
gential, B section. The form is A-A1-B-A1. 

Still in 1929 (it seems incredible how much work the writers of 
those days produced compared with twenty-five years later), in the 
show "Heads Up," there was a lively, swinging song called My Man 

Is On The Make. In the verse Rodgers romps about hither and yon, 
perhaps more in the manner of an instrumental than a vocal piece. 
Though difficult, it's very good. The chorus has no special virtue be-

yond its loose, swinging character, the kind of song that's fun to or-
chestrate, and probably to play as well as sing. It's in strict A-A-B-A 
form. 

It might be well at this point to note that the bulk of Rodgers' songs 
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up to now have been in this form, that most used in non-theater songs 
since about 1924. It was, however, more likely to be displaced by 

other forms in theater songs than in pop songs, due probably to the 
assumption that theater audiences are more receptive to complexity 
than the man in the street. 

In the same show is A Ship Without A Sail, a marvelous, sophisti-
cated ballad, full of surprises and, as printed, one of the very best 
piano editions of a song I've ever seen. Keeping in mind the fact that 
simplicity is the essential demand in sheet music, this one manages to 
meet that demand while also pleasing the more informed musician. 

When one considers all the ideas presented in the first twelve meas-
ures, it is astonishing that it's all of a piece. There are four distinct 
ideas, the principal one in the first two measures (slightly varied in 
the third and fourth), a second idea in five and six (including an en-
trancing triplet), and a fourth in the concluding measures. As you 

can see, this is a departure in form, the first strain being twelve in-
stead of eight measures. 

A Ship Without A Sail 
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In the second half of the twelfth measure there is a three note 

pick-up to the second section. This is much less complex, even pas-
toral. It is followed by an almost literal repetition of the first sec-
tion. Its only difference is the measure before the cadence. So this 

turns out to be a brand new form: A (twelve measures) -B (eight) -,41 
(twelve). 

It's an extremely fine, though not famous song. 
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IV 

A good song will usually find its way to the public, provided, of 

course, it gets to be heard. Dancing On The Ceiling was written for 
"Simple Simon" ( 1930), but was dropped before the New York open-

ing. However, later the saine year it was used in London in "Ever-
green," and British theater-goers and dancers were enchanted by it. 

For one who frowns on an over-use of repeated notes, I'm scarcely 

in a position to wax lyrical about the verse of this song. It's loaded 
with them. Yet, I find them attractive because of the twirl of other 

notes which ends each repetition. And I love his dropping into F 
minor on the fifth measure and his suspending a C-seventh chord for 
three beats on the melody note f sharp in the sixth measure. To con-

tinue my splurge of enthusiasm, I also like his seeming resolution to 
F minor in the seventh measure only to have it turn out to be F 
major. 

The chorus is a masterpiece of understatement. It has fewer notes 
than most songs, it has a minimal range of a ninth (one note more 

than an octave), and it flows like a quiet stream. Its initial statement 
is an ascending scale line; its secondary statement starts as a descend-

ing scale line for one measure, but surprises the listener by jumping 
a seventh and resting for a half measure on an out-of-key note, a b 

natural. This, very sensibly, resolves in the next measure to a b flat. 

Dancing On The Ceiling 
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Even the b natural comes off as an integral part of the melodic flow 
rather than as a stunt. It is gentle without being weak, sophisticated 
without being pretentious. 

The release is almost totally passive but for accented fourth beats 
in the nineteenth and twenty-third measures. 

I find this song, music and lyric, a high point in theater song 
writing. 

Another song cut from "Simple Simon" before the opening, He 
Was Too Good To Me, also illustrates pure melodic writing, purer in 

fact than Dancing On The Ceiling. And I think it's because the mel-
ody gives the illusion of a broader sweep, though also limited to a 
ninth. It alternates between step-wise writing in the main strain and 
the broad arc of the second strain. And in that second strain, Rodgers' 
use of a descending chromatic bass line is enviable, as is the melody 
where the words say "making me smile" and "that was his fun." 

In the illustration below, note the Kern-like paucity of harmony in 
the first eight measures. 

He Was Too Good To Me 
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The form of this song is A-B-A-B1. 
I tried to discipline myself by glossing over the verse. But even the 

ostinato in the two measures preceding the melody are too good to 

omit. 
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Ten Cents A Dance, another song from "Simple Simon," is one of 
the best remembered of Rodgers' songs. However, to me it is, at best, 

simply another competent pop tune to be regarded more highly for 
its lyrical than its musical merit. It has the quality of a song written 
for a specific singer, but not as an intrinsic part of a show score; in 
fact, it sounds almost like special material. Rodgers recalls that Ruth 
Etting learned the song between the Boston closing and the New 
York opening, due to the indisposition of the original singer, Lee 

Morse. 
In "America's Sweetheart" ( 1931), there were two marvelous 

songs and one only a little less so. How About It, while strong and 

rhythmically interesting, somehow lacks the directness and avoid-
ance of tricks which the other two maintain. The rhythmic device in 
the second and third measures is neat but needs, as far as I'm con-
cerned, all the panoply of production to make it properly effective. 

How About It 
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It's more a "number" than a song. 
Just by the way, the first two measures of the verse may have been 

recalled four years later in the writing of Down By The River. 
. . . . 
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But for its too abrupt ending, I find We'll Be The Same a delight. 
Perhaps I have a special fix on fourths, for here they are again, four 

sets of them from the third through the sixth measures. 
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We'll Be The Same 
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And the release truly swings and lets no complex notation get in 

its way. 
Because this song is so little known I think its verse should be illus-

trated, if only by means of the melody line. 
17 
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I only wish the ending were extended in any fashion to keep it from 

being hooked off stage so abruptly. 
The other fine song from the same show, I've Got Five Dollars, is 

so inextricably jammed in my memory vault that I find it difficult to 

achieve a detached, critical perspective. I believe, however, that I 

have, and I find that the song is still just as favorable as my memory 

of it. 
In this song Rodgers again resorts to a characteristic device, that of 

constantly returning to a group of notes, usually two, while expand-
ing his melody elsewhere. Here the returned-to notes are g and b flat. 
The illustration shows their recurrence. 
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P ve Got Five Dollars 
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There is little of harmonic consequence, nor need there be, until 

the sixteenth measure where, although the melody note again is b 

flat, the supporting chord is most unexpectedly G-flat major, resolv-
ing in the next measure to B-flat-dominant seventh. 
The release is wonderfully spare, mostly made up of quarter and 

dotted half note measures. The final A section is a variant of the first 

two, living right up to Lorenz Hart's lyric, which has just said "take 
my heart that hollers" and proceeds to holler "Everything I've got 

belongs to you!" 
In the film "Love Me Tonight" ( 1932), there were three very in-

teresting and completely dissimilar songs. The first, Lover, was al-

ready well known when Peggy Lee made her extraordinary, driving, 

almost whiplash version of it on a record. It's one of her best-known 
recordings. Its point of view was far from the original, as sung by 

Jeanette MacDonald. 
It's a fascinating experience, this song. But for the life of me I can't 

see why it would be to a non-musician. For it is only a series of chro-

matic intervals made palatable by means of an interesting chord pro-

gression which, however, once the pattern is established, telegraphs 
its punches. The B section (for it's an A-A-B-A song with sixteen-

measure sections) comes closest to true melodic design and remains 

consistent with the chromatic structure of the main strain. 

Mimi, the second interesting song from "Love Me Tonight," was 
written for Maurice Chevalier. It is deliberately cute and very suc-
cessfully so, cute as a kitten or a small child. It's innocent, and with-
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out a moment of trickery or cleverness. Its harmony is very simple, 
indeed, not needed at all for complete enjoyment of the song. 
The third is a perfect song: Isn't It Romantic?. It has a very beau-

tiful verse, the first phrase of which suggests the first phrase of Easy 
to Remember, to follow four years later. 

Isn't It Romantic? 
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The pick-up notes of the chorus are similar to the first notes of 
With A Song in My Heart, about which I've admitted I'm not enthu-
siastic. Why, then, do I find the four introductory notes of this song 
so attractive? I would like to pull a musical rabbit out of a hat but I 
can't. It may well be that the development of this melody is such that 
it causes me to accept its germinal notes, whereas the development of 
the other song causes me to reject the beginning notes which I might 
otherwise have accepted. As an obscure song title once pointed out: 
It's Not What You've Got (It's What You Do With It). 
The rise to the d-flat whole note ending the first eight measures is 

the first charming unexpectedness, then comes another, the descend-

ing scale line of the tenth measure. 
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The most startling interval in the song, and a courageous one, is 

that between the last note of the fifteenth measure and the first note 

of the sixteenth. It is a minor seventh. 
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It's a marvelous preparation for the d natural which begins the re-

statement of the main strain, but to sing the drop from a c to a d flat, 
which is not even in the key of E flat, is very difficult, but well worth 

the effort. 
The climax of the song is beautifully executed without a trace of 

bravura, with the climactic note falling on the word "love." And then, 

to restate the opening notes in the final cadence an octave higher!— 
that's superb writing. 
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Blue Moon was first called Prayer. It was written for Jean Harlow 
to sing in "Hollywood Revue of 1933," released in 1934 as "Holly-

wood Party" without the song. New lyrics with a new title were 
written: The Bad in Every Man, sung by Shirley Ross in the film 
"Manhattan Melodrama." This picture was released in 1934. Then 

came another lyric and the permanent title, Blue Moon, copyrighted 

in 1934. It is the only Rodgers and Hart song the public took up 

which was not, as far as most laymen knew, associated with Broadway 
or Hollywood. It became famous as the radio theme of "Hollywood 

Hotel." 
It certainly is one of the most performed of the Rodgers and Hart 

songs. I have never been attracted to it, though I recognize it to be 

competently written. It employs the vamp or ostinato harmonic de-
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vice of I, IV, II, V, or, in the published key of E flat, E flat for two 
beats, C-minor seventh for two beats, F minor for two, and B-flat-
dominant seventh for two. In its release there is a pleasant harmonic 
progression in its fifth and sixth measures, but, compared with what 
Rodgers had been doing up till that time, the song, overall, was defi-

nitely undistinguished. 
In "Hallelujah, I'm A Bum," a film released in 1933, there is a 

very pretty ballad, You Are Too Beautiful. Its verse is surprisingly 

dull, even though shot through with interesting harmony. 
The chorus I always assumed to be a superior pop song, and only 

when I found it was by Rodgers and Hart did I learn it was theater 
music. Though quite memorable and accompanied by a very good 
lyric (if one can forgive "found you" and "bound you"), it still bears 

the slight taint of contrivance. There's something lacking in sponta-
neity about the b flat of the second measure and the a flat of the third 

as opposed to the complete natural flow of the first measure. 

You Are Too Beautiful 
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In fact, though they're the hallmark of the song, those two notes are 
the only ones I find bearing the smell of cigar smoke. 
Up to this point in Rodgers' career, twelve years, he has written 

many fine songs. And, during this time, certain characteristics of 
style have emerged: great facility in step-wise writing, the adroit use 
of successive fourths, opulent but unintrusive harmonic progressions, 
special talent for writing verses (which are almost always in the mu-

sical character of the chorus), a great gift for writing waltzes, a pref-
erence for the A-A-B-A form. Yet were I to choose from among the 

songs written up to this point, let's say Mimi, Manhattan, Lover, and 
A Ship Without A Sail, would I find within them sufficient stylistic 
qualities to be able to identify them as Rodgers' songs? Even though 
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I like and highly respect every one of them, if I didn't already know 

that they were his songs, I doubt I could tell it from the content. 
This conclusion in no way affects my estimation of the songs. 

What it does do, on the other hand, is make me less concerned with 
recognizability and accept the multi-faceted nature of Rodgers' writ-

ing, and thus seek only for manifestations of good taste, musicality, 

inventiveness, wit, and sophistication. 
By now I have no possible doubt that I'll find more than one of 

these characteristics in most of his songs. This is not to say, however, 

that I won't be on the lookout for increasing evidence of a more 

highly focused, personal style in future songs. 
For those of you with a quick reference memory, it might be inter-

esting to run over in your minds the following songs and notice the 
enormous range of melodic invention Rodgers has produced up to this 
point: Manhattan, The Girl Friend, The Blue Room, Mountain 

Greenery, This Funny World, My Heart Stood Still, Thou Swell, To 
Keep My Love Alive, With A Song in My Heart, A Ship Without A 
Sail, Dancing On The Ceiling, He Was Too Good To Me, Ten 
Cents A Dance, I've Got Five Dollars, Lover, Mimi, isn't It Roman-
tic?, and Blue Moon. I ask you, how can one say "this is Richard 

Rodgers' style"? 
And the very next song to be examined is one wholly unlike any 

he has written so far. It's That's Love from the film "Nana" ( 1934). 
Though in the realm of the arty theater song, it is in this instance so 
right and unmannered as to be almost a true art song. 
The verse is largely chromatic in structure and a perfect prepara-

tion for the chorus. 
It is a curious coincidence that this is the only Rodgers and Hart 

song I've seen (and it may be the last) that was published by Irving 

Berlin, Inc. For the principal statement of the song could have been 

from the pen of Mr. Berlin. Its brooding Russian flavor is far from 
Rodgers' point, or points, of view. 

When it arrives at the restatement in the second half, however 
(and this time it's in D major instead of D minor, with resultant me-
lodic shifts), one is no longer reminded of Berlin. The latter was too 
seasoned in the pop song world to desert a good thing when he had it, 
so it is likely he'd have persisted in the minor key. Nor is the shift 
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due to less dependency on the lyric. In fact, the shift to the major is 
somewhat jarring: it occurs at the point that the lyric is saying "If 
I'm your light of love, who cares?" Despite this conflict, it's a lovely, 

pure melody. 
There are many ways to set words to music, but in this instance I 

think most composers would have taken the melody to a high note on 
the last word of the phrase "I'll never ask you why." But Rodgers 
instead drops the phrase to a low note, thus saving the climax for the 

phrase "that's love goodbye." 
The form of That's Love is A-B-A1-C/ A, a departure for Rodgers. 

In another film, "Mississippi" ( 1935), there were three beautiful 
ballads. The first is It's Easy To Remember, reminiscent in its open-
ing measures of the verse of Isn't It Romantic?. 
The sheet music is another instance of conveying the most within 

the confines of required simplicity. The song is of a very narrow 
range, only an octave (but for three eighth notes a half step beyond 
the octave). And its form is strict A-A-B-A. It's beautifully written, 
gentle, evocative, and intensely aware of Hart's equally lovely lyric. 
One may say that in this song there is another illustration of 

Rodgers' liking for a return to a pivotal point, in this case the four re-
peated b flats. As you can see, he keeps dropping down through a flat, 

g, and f, and returning to the b flats. 

It's Easy To Remember 
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And then he introduces a wholly new idea for the second four 

measures. Without this astute contrast, the repeated notes would be-
come monotonous. And here, by the way, is a complete refutation of 
my theory that repeated notes constitute aggressiveness. For what 
could be less aggressive than It's Easy To Remember? 
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The repeated introductory notes to the release are derived from the 

main strain and therefore tend to make the release an integral part 
of the song rather than simply a bridge between repeats of the main 
strain. Both the melody and harmony of the second half of the re-
lease are so sensitive and knowledgeable as to deserve quotation. 

01,  

'41%1 e  

L>rr TJ 

1,61, 

J  
1,F 

J J 
F Pt a 

J J 

1,J  
o 

Down By The River, while in no way reminiscent of Kern, has the 

hymn-like strength of Kern songs in this style. It is a song of com-
paratively few notes and every single one of them counts, including 
those of the verse. Even the harmony is hymn-like. The smooth step-
wise writing contrasts beautifully with the occasional wide leaps of 
fourths and octaves. The form is A-B-A-131. 
I find the lyric unusually disappointing. Such lines as "full was the 

river, yet more full my heart" are far beneath Hart's highly polished 
poetic imagery. 

Speaking of recognizable style, I believe that, upon hearing Soon, 
also from "Mississippi," the first time with no knowledge of its au-
thor, I'd know it was Rodgers. But why? 

Well, take the descending pattern of thirds comprising the second 
half of the first measure and the first half of the second. They're akin 

to his love of descending fourths (as in Dear, Oh Dear!) and, if only 
by elimination, they would point to Rodgers. Who else ever used such 
a device in a ballad? Only Vernon Duke, so far as I can recall, in 
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What Is There To Say?. But those were half note triplets, another 
matter. 

Second, notice the way the melody rises to d in the eighth measure 
as opposed to c in the fourth. This is not unique, but it's a clue of sorts. 

Third, listen to his shift into G major in the ninth measure, using a 
fragment of It's Easy To Remember, and observe his device of drop-
ping down and returning. Surely, this is a definite clue. 

Soon 
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I suggest one more, subtler clue. Just before the first restatement at 
measure twenty-nine there is a phrase which accompanies the words 
"our hearts will be in tune." I believe that any other writer at this 
point would have resorted to an ascending line making a climactic 
note for the word "tune." Rodgers' sense of fitness and the under-
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stated nature of true sentiment chose the quiet design. Incidentally, 
his choice of a B-flat-seventh chord for the g of "tune" is much more 
satisfying than the more expected G-dominant seventh with the sixth 
added. Further, he increased the value of the word "soon" by making 
its preceding accented note, g, a step below it. 
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I think it is recognizably a Rodgers song and a very beautiful one. 
With the harmony, the verse is luscious. Without it, the melody is 

strangely stiff. 

V 

In 1935 Rodgers and Hart returned to Broadway with "Jumbo," 
which was produced at the old home of extravaganzas, The Hippo-
drome. This theater, which is now a garage where you pay as much 

to park a car as you once paid for a ticket to a show, was across the 
street from a hotel where I've lived for many years, The Algonquin. 
John Murray Anderson produced the show, and one afternoon his 
brother took me across to see from the balcony the beautiful, huge, 
white, circular tent whose sides miraculously rolled up. It was the 
same day I heard that the show cost the enormous sum of $400,000. 

For that time, so great a cost was unheard of. 

And, oh, those songs! 
Little Girl Blue, a verseless song with an added "trio" in 3/4 time, 

has an odd shape, A-A-B/ A, in which the A's are twelve measures 
long and the B/ A only eight. It's another loving, tender song, con-
taining in its simplicity only one note out of the F major scale, a c 
sharp. In it Rodgers once more uses the by now familiar device of re-
turning to the same notes. In this case they are three f s. He moves 
from the first three to a d, from the second three to a c, and from the 

third three to a b flat. 
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Little Girl Blue 

American Popular Song 
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The B/ A section is particularly interesting because it ends very 
unexpectedly, but without frustrating the listener. Also, Hart man-
ages a set of three rhymes in this section with great panache. 
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One more word about the lyric before moving on to the trio. Only 
a master such as Hart was would have dared to begin a lyric so pro-
saically and know that its effect would be poetic: "Sit there and count 
your fingers, what can you do?" And the next time he totally capti-
vates by saying: "Sit there and count the raindrops falling on you." 
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Except when he resorts to "whopping" rhymes in a comedy song, 
Hart writes with total sincerity and not a trace of contrivance or pre-

tension, even when, to gain an effect, he must resort to skill. 
Since it mentions the circus and the ring, the trio's lyric may have 

had to do with a production situation, but the music simply swirls out 
in a lovely short waltz, at the end of which the chorus returns, so that 

the trio serves as an interlude. 
The Most Beautiful Girl In The World is Rodgers' second major 

waltz, a form in which he became a master. It has a long, sweeping 
verse, virtually a song in itself, except Rodgers won't let it stand com-
pletely alone, since by its very nature it must be dependent on the 
chorus. It has pleasant instrumental interludes between the vocal 

phrases, which add to its sweep. 
And then the chorus moves ahead, keeping itself fairly subdued, 

but for a rhythmic device, until it reaches the 8 section which has 
risen an octave from the opening phrase. It is an irresistible song and 

a truly "waltz" waltz. 
Throughout he uses the device of a stressed third beat, usually tied 

over to the first beat of the following measure. The song is fairly 
rangy, an octave and a fourth, with only one note out of the parent 
key, F major. It is a wonderfully arrived at e flat. The form is 
A-ALB-A' with a tag of eight measures. The sections are sixteen 
measures long. So it is a seventy-two measure song and shouldn't be a 

measure less. 
It's interesting that The Most Beautiful Girl In The World can sus-

stain such a romantic mood while being accompanied by such an ir-

reverent, clever lyric, which for example, rhymes "Dietrich" and 

"sweet trick." 
I am pleased to note that in the tag, which lies at the top of the 

song's range, the melodic line is in strict imitation of the opening 

phrase, only a ninth higher. 
My Romance, also from "Jumbo," is perhaps on the edge of Rodg-

ers' art song style, yet so skillfully written as to deserve praise. It is a 
perfect example of step-wise writing, intervals of a single diatonic 
step, wisely contrasted with wider intervals in the second statement. 

The primary melody is a scale line and continues to move step-wise 

until the ninth measure where for four measures the intervals are 
fifths and fourths, returning to single steps after that. 
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It's a true theater song with a dramatic climax supported by equally 
dramatic lyrics: "my most fantastic dreams come true." And the final 
cadence does something rarely attempted. In the measure preceding 

the cadence the melody descends in quarter notes through the notes 
of an F major-seventh chord so that the fourth interval of the C-major 

scale, f, is the penultimate note of the song. The only song I can re-
member which employs a somewhat similar device in its final cadence 
is Harold Arlen's Let's Fall In Love. 

The verse of My Romance is, unexpectedly, disappointing and one 
of Rodgers' very few that sound unrelated to the chorus. 

In 1936 came the Broadway show "On Your Toes," with a distin-
guished score. Glad To Be Unhappy is one of the best known of Rodg-

ers' songs and deserves to be. The twist of the title is an immediate 
attention-getter. But the great skill with which the unlikely state of 

mind is developed and resolved is Hart at his best. 
The verse is a charmer, so gently refuting my repeated note theory. 

However, I do prefer its later measures, which move more sinuously 
for four measures. The chorus has a curious shape: A-B-441. Again, as 
in A Ship Without A Sail, the absence of the second A is highly effec-
tive. I believe this may be because the first A section is divided into 
two four-measure statements which virtually repeat themselves. 
The sheet music contains a note I have never heard played or sung. 

It is the sixteenth note g at the end of bar seven. I've always heard 
an e. 

Glad To Be Unhappy 
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The B section is as simple and casual as that of Dancing On The 
Ceiling. Perhaps more so, because it has no accentuation at any point. 

I'm fond of this almost interlude-like section; its extreme simplicity 
took courage. Hart's daring is revealed in his rhyme with "unhappy": 
"With no mammy and no pappy." None but a master could have 
risked that. 
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It's Got To Be Love has another inventive verse which gives no 

warning of the swinging chorus to follow. Perhaps the four-measure 

vamp at its end, interrupted marvelously by the phrase "mais oui," 
constitutes a shift of mood. 
The chorus is in the form of A-B-A-B/ A, and it never stops swing-

ing, both musically and lyrically. There are vague hints in it of other 
songs which I can't put my finger on except that they're Rodgers 
songs. One of the hints calls to mind Thou Swell. But what difference? 

Just to give you a taste, here is the first half of the melody. 

It's Got To Be Love 
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Quiet Night is much too beautiful to be so little known. It has a 
Kern-like calm, a tranquillity achieved by great spareness and, but 

for the climax of sudden brilliance, complete simplicity. Its concept is 

contained in the three notes of the opening phrase, "quiet night." This 

phrase is heard, in all, seven times, and there's not one repeat too 
many. Here are the first eight measures. 

Quiet Night 
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And here is the climax and its resolution: 
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The Heart Is Quicker Than The Eye is slightly known but de-

serves greater exposure. Both verse and chorus, lyric and melody, are 

charming and unpretentiously clever. The lyric is flippant and cyni-
cal. But if you hadn't heard it, you'd be inclined to treat the music 
much more sentimentally than the lyric suggests. Only in the release 
and the cadences where the title line occurs does the music engage in 
any flippancy. Take, for example, the melody of the second A section; 

does the melody suggest any flippancy? 

The Heart Is Quicker Than The Eye 
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Rodgers and Hart, particularly Rodgers, must have had a great deal 
of pleasure writing There's A Small Hotel. The verse is a marvel and, 
though making no pretense of being any more than an introductory 
statement, is still a very special piece of music all by itself. As a writer, 
I find it perhaps more interesting than the average listener might. 
For example, Rodgers starts on the fourth interval, not any easy 

note in the scale to pick out of thin air. But the last eighth note of the 
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first measure, which could easily be a c natural, is instead a c sharp. 

It, too, is not an easy note. He does this again in the third measure 
and, though it pleases me, I wonder why the sharp? And then, in the 
sixth measure, I find out: he has, perhaps unconsciously, been pre-
paring the listener for a full treatment of c sharp, and with harmony 

that creates a suspension which never resolves. 
This, to a writer, is fascinating. But what makes it even more so is 

that in the second half of the verse he returns to an identical phrase, 
but this time he drops, not to a c sharp, but to a b natural. In effect, 
after a long wait, he resolves what has been in a state of suspension 

for seven measures. 

There's A Small Hotel 
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The chorus is part of theater music history, a simple, direct, per-

fectly disciplined song, and like all simple things, hard to analyze. 
But there are a few devices I'd like to mention. First, the subtle way 
in which the second measure is developed in the fourth and fifth 

measures. I find this high style. 
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Second, increasing the intensity by shifting the second A section 
cadence from an a to a b, and in the third A section to a d (on which, 

the fifth interval, the song ends). Finally, the deceptively simple re-

lease, which makes subtly effective use of a half-step drop in the 

fourth measure, and reconfirms this melodic notion by repeating it, 
and then wraps it up by doing it twice more with other half steps. 
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For those who don't know, there is such a hotel on the Delaware 
River which announces itself as being the hotel Hart had in mind. 
I admit I forgot to look for the steeple because, at the time, there were 
too many people. 

In "Babes In Arms" ( 1937), there was a song—/ Wish I Were In 
Love Again—I heard for the first time much later on. Fortunately I 

heard it sung by a man who had realized the extraordinary level of 
the lyric and so sang two sets of lyrics, both by Hart, of course. 

Let me say that the melody, from verse through to the end, is a 
perfect set of notes for the lyric. It is even strong enough to sustain 
itself as an instrumental piece. But once you've heard the lyric, your 
attention must be drawn toward the words. 

Johnny One Note is a rouser, the obviously principal device of 
which is that "one note" which can be sung continuously throughout 
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the song no matter where it goes, even into F minor in the trio. The 

"one note," in the sheet music, is c. 
In The Lady Is A Tramp, to judge from the inside cover of the 

sheet music, which is given over to three extra sets of lyrics, the song's 
principal value in the show was Hart's words. And yet the music 
of the chorus of this song is a big favorite with all jazz musicians. 

And rightly so: for it swings. It pretends to do no more than move 
the lyric along, but in the course of that, it moves itself along. 
The opening phrase is very provocative, and so much so that the 

listener is hooked. 

The Lady Is A Tramp 
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I'm particularly pleased by a harmonic progression I've never come 
across before or since, that from C major in the first measure to C-

minor seventh in the second. As well, I'm impressed by the skill with 
which Rodgers gets the listener out of the b flat feeling not only by 

dropping to a in the third measure, but by accenting the b natural 
on the fourth beat of that measure. I also admire moving the C-minor-
seventh chord to the D-minor-seventh chord in the third measure. 

Perhaps I haven't made enough of a point of Rodgers' bass lines. So 

I should say here that, as an arranger, I'd be inclined to follow almost 
all of them, a procedure I would rarely follow even with better than 

average songs. 

VI 

I once heard that night club singers loved My Funny Valentine so 
much that the owner of a formerly famous East Side New York club 

inserted in all contracts with vocalists a clause which stated that they 
were forbidden to sing it. 
The song was in "Babes In Arms" ( 1937). Its verse, like an air for 



206 American Popular Song 

a shepherd's pipe, is printed without any piano accompaniment. I've 

never seen this before, but it is exactly as it should be. Any accom-
paniment would vitiate the pastoral purity of the melody. 

This song must have meant a great deal to both writers. The lyrics 
show Hart's ability to keep his detachment and sympathy in perfect 
balance. The structure is new for Rodgers (though one should always 
keep in mind that these departures from conventional form may have 
been the result of the lyric, in the event that it was written before the 

music). The form is A-A1-B-A2- tag, and what I have called the tag 
is a repetition of measures nine and ten. 
The principal idea is extremely simple. It is a phrase of six notes, 

each a step away from the next. It is then repeated. The harmony is 
basically C minor for four measures, shifting slightly each measure 
due to an essential chromatic whole note descending line which I've 
never known any good pianist or arranger to ignore. 

In the second four measures the idea is elaborated. Then the idea is 
stated a minor third higher with the same chromatic line as at the 
beginning (all variants of C minor), with a further elaboration. 
Finally, a new idea is introduced with major rather than minor har-
mony. Here Rodgers uses his device of moving his prominent notes 
against an identical series of notes, in this case, six. 

My Funny Valentine 
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Notice how these prominent notes build up from b flat to c, to d, and 
how he keeps returning between them to the e flat, d, e flat phrase. 
The first idea returns and builds to a remarkable climax which is 
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the same idea an octave higher, with fuller harmony and fitting the 

climax of the lyric: "stay, little Valentine, stay!" 
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It then then drops down to the same notes of measures nine and ten and 
resolves in E-flat major. This is as finely distilled a theater song as I 

have ever heard. 
The score of "Babes In Arms" contains still another famous Rodg-

ers song, Where Or When. Because of its unprecedented octave and a 
fourth climb, step-wise, which constitutes the closing statement of the 

song, it must be considered a dramatic song. 
Until this occurs, however, there is no indication that it will take 

this kind of turn. For example, the direction before the chorus is "with 
tender expression." And that is what the song deserves—until this 

almost melodramatic ending. 
Except for this device, it is a memorable song, using a very inter-

esting pedal point for nine of the ten measures of its opening phrase, 
and for nine measures of the immediate ten-measure repeat. But I 
find that I balk at the plethora of repeated notes. In this song they 
become monotonous, broken only by the release. And frankly the 
long, long climb to the high ending comes off, to me, as a contrivance. 
The ladder of notes provides only climax, and the way to it is pedes-

trian. 
On the other hand, the rising scale lines in Have You Met Miss 

Jones? from "I'd Rather Be Right" are far from pedestrian. They 
float. Hart once told me that this song was written to avoid the prosaic 

plot problem of introducing two characters. Well, I for one am very 

happy that it was resolved in song. 
To begin with, its verse is a dream: graceful, sad, sweet, and ro-

mantic. The chorus has all the charm, grace, and eloquence which we 
have come to expect of both Rodgers and Hart. My impulse is to quote 

the whole chorus. But I'll compromise by quoting the carefully fash-
ioned, but uncontrived release, and the last section. 
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Have You Met Miss Jones? 
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In "I Married An Angel," a show of 1938, a very tasty little rhythm 
song appeared bearing the title of a very successful "ho-ho," strong-
handshake, look-him-straight-in-the-eye book called How To Win 

Friends and Influence People. In spite of this demerit, the result is a 
good, swinging rhythm song, including the verse. 
Once again we find Rodgers, in the chorus, at his favorite device, 

repeating notes and changing those all around them. 

How To Win Friends And Influence People 
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And in the same score is another shattering ballad, Spring Is Here. 

(Truly, these men are fantastically talented! Each time I reach for 

another song I think, "Well, along about now there has to be a drop-

off. They simply can't maintain this level of excellence." And what 
happens? Spring Is Here!) 

It has another lovely verse, short this time, of only twelve measures. 
The chorus is extremely simple. It is virtually all step-wise writ-

ing, and the form is A-B-A-B/C of conventional thirty-two measure 

length. 
The eighth-note triplet employed in the extension of the opening 

idea becomes a characteristic of the song. The harmony is unintrusive 
but very effective, often dissonantly set against a pedal point a flat. 

The lyric is Hart at his best, including the closing line: "Spring is 

here, I hear." Considering the loneliness of the character, this line 

wryly sums up his point of view. 
In "The Boys From Syracuse" ( 1938) is another of Rodgers' and 

Hart's great waltzes, Falling In Love With Love. Since the lyric of 
the verse has to do with weaving, it may account for the considerable 
monotony of the melody and for the piano interlude which occurs 
three times (a spinning-wheel motif?). 
The lyric of the chorus is so adult, made of such wonderful images, 

comprised of such "singing" words that they influence my opinion of 

the melody. Rodgers once wrote of Hart in his introduction to The 
Rodgers and Hart Song Book: "His lyrics knew . . . that love was 

not especially devised for boy and girl idiots of fourteen and he ex-

pressed himself to that extent." 
As I have repeatedly stated, I tend to shy away from songs which 

are based on repeated notes. They tend to deny the first function of a 

melody, that it move. In the case of this song, I believe I would find 

the repeated note characteristic in it less acceptable if, at the end of 

each set of notes, he didn't move his melody with as much grace as 
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he does. But each phrase is turned so poignantly that my prejudice 

fades. The repeated notes become almost the testing of a springboard 
before the swimmer flies out in a lovely arc. The entire song is a 
series of these phrases, except for the last one which is made of five 
dotted half notes preceding the final cadence. So the form of it could 
be said to be A-Al-A-Al/C. 

Sing For Your Supper is a good strong rhythm song, perhaps not 
as loose as one would like, a trifle too much starch in it. It isn't easy 

to pin down this impression. The song moves ahead, doesn't dawdle 

with tricks, or if one is used, as in the last measure of the release, it 
furthers the motion of the song. It may be that the initial phrase not 

having a counterpart makes the listener feel cheated. For this phrase 
is a "kicker" and the measures that follow are essentially bland, ex-
cepting the lively release. 

This Can't Be Love is a splendid song, a great illustration of con-
trol, direction, choice, and what I might call essence. It's not unlike 
Gershwin but, to me, it's a step forward. The song has that glow 
about it which suggests great fun in the writing of it. 

Frankly, I find Hart much neater in his "switched" titles than 
Hammerstein. This Can't Be Love is immediately clarified in the 
qualification "because I feel so well," whereas If I Loved You edges 

archly on about the possibility, keeps the conditional "I'd," and winds 
up saying "Never, never to know how I'd love you, if I loved you." 
Well, we all know the point Hammerstein is making and I, for one, 
could do with a little less lyrical eye batting. I must remember, how-
ever, that Julie in "Carousel" was of such shyness as to have been in-
capable of making a direct affirmation of affection. 
The verse of This Can't Be Love moves about in chromatic sinu-

osities, but carefully stops in time to prepare the listener, by means 
of whole notes, for the more straightforward diatonic half and quarter 
note line of the chorus. 

Rodgers uses the C-dominant-seventh chord in much the same way 
that Gershwin does in Somebody Loves Me and, coincidentally, in 
the same printed key, and after continuous G-major chords. 
As in There's A Small Hotel, but in a different position, Rodgers 

keeps raising an isolated accented note in each A section. The first 
time it's a (downbeat of the fifth measure), the second time it's b 
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(downbeat of the thirteenth measure, the fifth's equivalent) and d the 
last time (downbeat of the twenty-ninth measure). 
The release is a marvel of invention and restraint. It should be 

shown. 

This Can't Be Love 
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Rodgers is so at home in ballads and waltzes that I'm always afraid 
to examine closely his so-called "up" tunes for fear they won't come 
off. Well, they all don't, but when they do, as in this instance, stand 

back! 
I admit great affection for the little-known song from the same 

show, You Have Cast Your Shadow On The Sea. Its ingenuity, the 
opulence of its harmony, its wise contrast of long notes with simple 
harmony, following the lush opening with shorter notes, make it a 

very special song. 
In spite of this enthusiasm I am irritated by the continuous re-

peated notes of the verse. As a piece of music to be played it's very 
nice with its accompanying figuration, possibly in deference to the 

movement of water, but it simply isn't melodic movement. 
The demanding phrase of the song is its initial idea. It's not easy to 

sing and it does need the harmony to be truly effective. Marvelously, 
while the closing note of this first phrase is holding for a measure and 
a half, the piano accompaniment restates the initial phrase even un-

der the half note b flat lead-in to the next phrase. 
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You Have Cast Your Shadow On The Sea 
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Notice how the melody smooths out in the second phrase. Rodgers 
is clearly as fond of this harmonic and melodic sequence as I am, to 
judge by the last eight measures. 
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In October ig3g, "Too Many Girls" was produced. In it were many 
good songs but one in particular was a great ballad, l Didn't Know 
What Time It Was. 

I'd like to comment here on Hart's particularly astute use of col-

loquial expressions for his titles. Naturally all lyric writers draw on 
the current speech around them for the very good reason that they are 
writers of "popular" music. But Hart had a remarkably sensitive ear 

for the best of street speech: It Never Entered My Mind, My Heart 
Stood Still, What's The Use Of Talking, This Funny World, if I 
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Were You, Yours Sincerely, How About It?, It's Easy To Remember 
—and, of course, this song, I Didn't Know What Time It Was. 

Its verse is elegant in the manner of a theme from a movement of 
chamber music, complete in itself. It can't be said to lead into the 
chorus, nor should it, I feel, be played as slowly. But in spite of its 
independent quality, it is a good counterbalance for what follows. The 
melody of the chorus, due partly to the unusual opening harmony, 

has a mysterioso quality about it. One can't determine if it will be 

resolved in E minor or G major. 
Its release, due to the interplay of a's and f sharps in measures 

eighteen, nineteen, twenty-two, and twenty-three, runs the risk of 

angularity. Yet again, Rodgers mysteriously escapes an apparent dif-
ficulty, perhaps by means of the lyric. As a matter of fact, these inter-

plays probably came into being because of the series of lyrical ele-
ments: for example, "to be young, to be mad, to be yours alone" and 

"feel your touch, hear your voice, say I'm all your own." Toward the 
close of the song, as the lyric reverses its original statement to "and 

I know what time it is now," the song does resolve into G major. 
One more word. Rodgers' style has at this point become so distinctly 

and recognizably his own that one is not surprised to find a character-

istic of it in evidence in his lovely use of the fourth interval, c, for his 
cadence in the eighth measure, and the fifth interval, d, in the equiva-

lent cadence in measure sixteen. And his climbing a step higher to the 

e to open the release, illuminating the word "grand" as well as making 

the melodic line continue rather than start up again, is all part of 
Rodgers' consummate talent as a melodist. 

In I Like To Recognize The Tune, also from "Too Many Girls," he 
sets up a simple scale line which is instantly recognizable. Then he 

returns to his affection for series of descending fourths. 

I Like To Recognize The Tune 
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It's a light, airy plea by a writer who probably too often found his 

tunes disappearing in over-grandiose radio and dance band arrange-

ments. 
Ev'ry Sunday Afternoon, from "Higher And Higher" ( 1940), is a 

song I knew I liked but thought maybe not enough to stop for. But 
it's too good to gloss over. The verse, from a musical point of view, is 

a fascinating experiment in chromatics. Perhaps because of its odd 
drops into chromatic phrases, it is less a melody than an instrumental 

piece. Yet it is interesting as composition. 
The chorus, on the other hand, is pure song, initially a descending 

scale line containing a sly d flat (the song is in E-flat major) followed 

by longer notes, more sinuously related. Rodgers seldom fails to pro-
vide these contrasting elements in his ballads (though this one might 

be qualified as a rhythm ballad) . 
The lyric is happy and free and bright. For example: "Leave the 

dishes, dry your hands. Change your wishes to commands." What joy 
to write music for such lyrics! 
The song's form is A-A1-B-A2. The closing section contains two ris-

ing lines, but unlike Where Or When, there is a skip in the ladder 

which instantly cancels the monotony. 
Also from "Higher And Higher" is a very beautiful ballad, From 

Another World. All of it is fine writing. And it astonishes me how 

lyrical Rodgers' music often is in the face of completely irreverent 

and unlyrical lyrics. The lovely closing musical measures of the verse 

are accompanied by these words: "Were you that dumb? She loves 

the bum"! 
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Ev'ry Sunday Afternoon 
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The chorus, in G major, starts on a dotted half note, g sharp, sup-

ported by c and e in the harmony. This is marked in the superimposed 
guitar symbol as a C-augmented chord. To be sure, it is. But more 

musically speaking it is a suspension leading to the final quarter 

note, a. 
The song is spare, containing only fifty-six notes. Successive 

fourths again occur in the melody, first an ascending pattern followed 

by a descending pattern. 
The structure is too complex to reduce to lettered themes (A, B, 

and so on). The second eight measures begins as the first did, but 
develops into the rising pattern of fourths. The third section begins 

as did the other two but a fourth higher and imitates the pattern of 
the second eight measures, though now with descending fourths. The 

fourth section begins with the opening phrase but uses successive 
fourths higher and farther apart. 
One of Jerome Kern's later songs, Here Am I, used a similar sus-

pension, f sharp (in the key of E flat), also a doted half note, rising to 
g the last quarter of the measure. 

It Never Entered My Mind employs a very strange and effective 
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harmonic device I've heard only one other time in popular music, in 

Cole Porter's Ev'ry Time We Say Goodbye. For six measures it 

moves back and forth every half measure from F major to A minor. 
The melody in these measures is very simple and somber. 

At the seventh measure the harmony is announced only on the 

downbeat (G-minor seventh) and the melody seems to float up from 
its despondency. The second section is almost a complete restatement. 
The release is less gloomy, rising to a climax, accompanied by a clini-

cally dry remark, "and now I even have to scratch my back myself." 
The last section is extended to ten measures, rising semi-climactically 
at one point before ending quietly and surprisingly in F major. 

In "Pal Joey" ( 1940), there was another series of greatly admired 
songs. Bewitched is probably the best known. It's a very stylish song, 

with a brilliant lyric and a memorable verse. I happen not to be as 
enthusiastic about it as I am about many others and it may be because 
I find it so notey. 

In the main strain Rodgers uses more thoroughly than ever before 
his device of keeping a set of notes and moving the rest of the melody. 
In this case his two anchored notes are b and e. The rest of his melody 
moves up from e to f to g to g sharp to a, between each of which we 
hear the b and the c. And even after the a, he repeats the b and c 
again. Maybe that's my problem: I find this device brought to a sort 
of negative fruition in that it finally obtrudes as a contrivance. 

In the release Rodgers continues to return to a set of notes. In the 
first four measures they are b and a, eighth notes, repeated three 

times, and in the second four measures c and b, repeated only once. 

I don't know what sort of situation Happy Hunting Horn was used 
for in "Pal Joey," but the equivocal meanings of "quail" and "mice" 

in the lyric suggest a lot more than the melody does. It's a very inno-
cent, child-like melody, even though punched by off-beat rhythms 
some of the time. 
I Could Write A Book is curiously old-fashioned, much in the man-

ner of Kern and really without any more than a well-shaped but, to 
me, uninspired melody. 

In "By Jupiter" ( 1942), Ev'rything I've Got leaves me with similar 

disappointment. It's well known, and yet, as a rhythm song, it sounds 
old hat. As we used to say, "rip-tip-tippy." 

Jupiter Forbid swings considerably more and has the happy device 
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of starting on the second half of the first measure. Poorly written, this 

could sound like pick-ups into a downbeat, but here it doesn't. The 
first measure is established as such and halfway through it come four 

aggressive eighth notes, the start of the song. 
Nobody's Heart is one of the loveliest songs Rodgers or any other 

theater writer has ever written. In the area of this form of music it 
is a masterpiece. 
The last song Rodgers wrote with Hart that I wish to speak of is 

Wait Till You See Her. The first time I heard it sung was by Mabel 
Mercer. She told me when I asked about the song that she had re-
ceived the full score of "By Jupiter" before it opened and was con-

tinuing to sing Wait Till You See Her, though it had been dropped 
early on in the run. I believe that her faith in this song largely con-

tributed to its position today as a standard. 

It's one of the loveliest of all Rodgers and Hart waltzes. Its pure 
melodic writing and pure lyric writing are of the best. The scale line 
used to achieve the climax of the song (on the lovely word "free") is 

in Rodgers' most mature manner, and that the eight-measure exten-
sion of the last section, in its use of four dotted quarter notes, closing 

with a restatement of the first two measures of the song, is all I can 
ever ask of a writer. 

VII 

From this point on most of the songs to be mentioned have lyrics by 
Oscar Hammerstein II. While Rodgers continued to write great songs, 

and even to top himself, generally speaking I find missing that spark 

and daring flair which existed in the songs he wrote with Hart. 
At first this is not apparent. After all, "Oklahoma" ( 1943) was per-

haps the most successful show Rodgers ever wrote (unless one wishes 
to consider the phenomenon of the film of "The Sound Of Music," 
which is said to have made more money than "Gone With The 
Wind"). Certainly no bloom was off the peach in Out Of My Dreams, 
a simply superb waltz. 

This song has no verse, only an interlude which adds nothing to 
the song as such. Its principal idea is a step-wise ascent and descent 
followed by wider steps. In the course of its progress it does many 

lovely things. For example, at the twentieth measure, it introduces a 
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wholly new idea which is immediately imitated, to bring the melody 

within two chromatic steps of the original statement. The effect of 

this is magical. 

Out Of My Dreams 
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The lyric lyric is highly poetic. 

Boys And Girls Like You And Me is a short song, only sixteen 
measures, originally slated for "Oklahoma" and not only unused in 
that show but existing today only in the full score of "Cinderella," 
at the stiff price of ten dollars. It is a song of great gentleness and 
most endearing turn of phrase. It attempts to do no more than make 
a hand-holding, summer-strolling statement of affection. I think it is 

a shame that it has never been published separately. Any song with 
such a captivating opening phrase deserves to be. 

Boys And Girls Like You And Me 
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It is said that the melody of People Will Say We're In Love origi-

nally had an earlier lyric by Hart. The Hammerstein lyric is ex-
tremely fine, finer for me by far than the melody which, in spite of 

its popularity, has never appealed to me, nor does it represent the 
high level which, at this point, Rodgers had reached. 

In 1945, from "Carousel," there were many highly respected songs. 

I'm sorry to say that outside the theater, as songs per se, I don't find 



Richard Rodgers (1902- 219 

them as ingratiating as others do. Mister Snow I am very touched by 
in its first half, but find myself thrown completely off by a spoken 
measure just before the restatement. This, frankly, makes it impos-
sible for me to say more than that these spoken lines probably were 
very effective in the theater. The more I examine this song, the more 
I'm certain that it should not be judged out of its theatrical context. 

In the film "State Fair" ( 1945), there was a wonderful song, it 
Might As Well Be Spring, unlike any song Rodgers had ever written 
to this point. It's almost instrumental in its disposition of notes in the 
third measure. 

It Might As Well Be Spring 
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This kind of measure occurs nowhere else but in the restatement. 
The last section is extended from eight to sixteen measures and this 

extension is most unexpected and effective. The only thing I dislike 
is the use of two notes for the single syllable "might." For the three 
notes in that measure suggest the phrase "might as well." I wouldn't 
mind as much hearing the word "be" sung to the following three 

notes, if only to avoid the awkwardness of the other. 
22  

Hammerstein's lyric is truly a treasure of sparkling imagery. 
ifs A Grand Night For Singing is a charmingly direct, four-square, 

old-fashioned back-porch waltz. Nor do I mean any one of those at-
tributes to be taken negatively. It's all very healthy and the dividend 
of the tag makes it even better. The lyric is fresh and cheery and un-
contrived. There is no verse, but an interlude of no import. 

That's For Me is another good song from the same filin, with an 
excellent lyric and verse. There are two aspects of the chorus worth 
mentioning in terms of special interest. The first is the unexpectedly 
long second phrase starting at measure five. The way it builds both 
musically and lyrically to the high e where the strong word "that's" 
occurs is worthy of illustration. 
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That's For Me 
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Also, note note the telescoping of the short release with the second phrase 
of the song and the extension that follows. 
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The Gentleman Is A Dope, from "Allegro" ( 1947), was, I pre-

sume, what they call a "follow-up" to The Lady Is A Tramp. It's a 

much, much longer song, with curiously shaped sections. The form is 
A-A-B-A1 and the first two A's are eighteen measures long, the B, 
sixteen, and the Al, twenty-two. 

It should be a great song. After the first section, you're sure it is. 
Then (due to its length, I think), the second A begins to lag. The B 
section somehow falls flat. It doesn't belong in the song. And by that 
time, the last A1 lasts too long and disappoints with its f sharp in the 
penultimate measure suggesting a major ending. You're somewhat 
saved by its turning out to be minor, but I can't find the wit in the 
f sharp. And I must assume that it was intended as such. 
None of this is due to Hammerstein's lyric, which is extremely 

good. But in the event that the melody was written to the lyric, then 
it is the fault of the latter. Better to have written two sets of lyrics and 
halved the melody. Then what about that curiously alien release? 

I'm sorry to say that the melodies from "South Pacific," immensely 

popular though they were, took on a kind of self-consciousness that is 
akin to the piping on Kern's vest that I mentioned many pages ago. 
I almost feel as if I should change into formal garb before I listen to 
them. Or it may be that I've stopped believing. Something's missing: 

fire, impact, purity, naturalness, need, friendliness, and, most of all, 

wit. 
No, I don't like Some Enchanted Evening. I find it pale and pom-

pous and bland. Where, oh where, are all those lovely surprises, those 

leaps in the dark, those chances? I'm in church and it's the wrong 
hymnal! 

In "The King And I" I find Hello, Young Lovers right back on 
home base. Not so the verse, which tries too hard. But the chorus is 

enormously touching, beautifully written, harmonically colorful and 

unintrusive, indeed, one of Rodgers' finest waltzes. 
The pedal point fifth (e and g) throughout the first six and all 

equivalent measures sets the mood of the melody with a kind of senti-
mental sense of sound. The unexpected E-flat-major chord in the 

eleventh measure is an inspiration. Also the extended ending is unu-
sual and marvelously effective in its use of chromatic steps. 

But for the, to me, highly inappropriate and unrelated last section, 
I very much like Do I Love You Because You're Beautiful from a tele-
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vision play, "Cinderella." I can't imagine what went wrong, but I 
feel as if someone had turned a radio dial just before the end of the 
song and there I was listening to an opera audition, perhaps. 
I very much like the last six measures of the release of A Lovely 

Night from "Cinderella." I'm sorry to be so choosy, but these meas-
ures are very engaging and the main strain is not. 

A Lovely Night 
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In "Flower Drum Song" there is a very interesting song unlike 

anything of Rodgers I know, called Love, Look Away. The verse is 
a small cloud moving inexorably toward Fly Me To The Moon. But 
the chorus holds up beautifully until its second-to-last measure. It's 
such a good song I wish I could say otherwise. 
My Favorite Things, from "The Sound Of Music," though a ma-

terial "list" song, has a very effective, curiously brooding melody 
which eventually works its way out into the sun. 

I've examined, and very carefully, all of Rodgers' songs up to 1970. 
And since I must be honest, I can find no whole song about which I 
want to talk, or whose merits I am impelled to praise. It must be 
clear by now that I am more enthusiastic about the majority of his 
songs than about the majority of those of any other writers. But from 
Hello, Young Lovers on, as is evident, I can find only odds and ends 
which bring me out of my seat. 

As I said at the beginning of this chapter, Rodgers' songs have, over 
the years, revealed a higher degree of consistent excellence, inven-
tiveness, and sophistication than those of any other writer I have 
studied. 
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Cole Porter 
(1891-1964) 

There is considerable irony in the fact that, though Cole Porter was 
the most thoroughly trained musician of all the writers discussed in 
this book, he is better known and more highly considered for his lyrics 

than his music. And there is no question but that his lyrics were high 
fashion, witty to a markedly sophisticated degree, turned out, often-
times it seemed, for the special amusement of his social set. 

Yet they seldom risked or indulged in tenderness or vulnerability. 
Even when concerned with emotional stresses, they often managed to 
keep at a polite distance from true sentiment by means of a gloss, a 
patina of social poise. Indeed these lyrics never did "touch too much." 
Or else they resorted to melodramatic clichés. The light touch, the 
mordant turn of phrase, the finger-tip kiss, the double entendre, the 
awareness of the bone-deep fatigue of urban gaiety, the exquisite, and 
the lacy lists of cosmopolitan superlatives—these were the lyrical con-
cerns of Cole Porter. 
I may be over-stressing the world-weariness in his lyrics, for he 

wrote many uncynical, straightforward love ballads. My attitude is 
probably conditioned by the greater degree of vulnerability and ex-
ceeding tenderness to be found in the lyrics of Lorenz Hart and the 
fact that Porter's most quoted lines are all the East Side New York 
sophisticated kind. But no matter how distant or unrealistic, no matter 

223 
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how weary or cynical they may have been, Porter's lyrics were aston-
ishingly softened and warmed by his music. 
While his scores were very popular with theater audiences and de-

served to have been, I find it surprising that the general public 

found them as attractive as they did. For they made no attempt to 
adjust to the considerably less sophisticated taste which prevailed out-

side the large urban centers, or even in them. There is possibly a 
parallel between this audience and the small-town subscribers to The 
New Yorker. In both instances those who had no opportunity to live 
the "big city" life could feel less an outlander and more related to 
urban ways if they read about them and sang the songs which re-
flected them. 

II 

Esmeralda was Porter's first published song to appear in a show 

("Hands Up," 1915). Two Big Eyes appeared the same year in "Miss 
Information." Both were interpolated and of no consequence. He was 
only in his early twenties. He had, however, written many songs for 
college productions at Yale. He wrote them for smokers, the Glee 
Club, the college theater group, and fraternities. Bull Dog is one 
which is still sung. 

In 1916 Porter wrote his first professional theater score. The show 
was a thumping flop, playing only fifteen performances. It was called 
"See America First." Porter, who had a brilliant flair for titles and 
clever phrases, believed that he was the first to use the catch-phrase/ 
slogan "See America First." It is perfectly possible that he did coin 
the phrase. 
The only song of any particular character was I've A Shooting Box 

In Scotland, more to be praised for its lyric than its melody, which, 
however, was catchy and entirely serviceable. The lyric revealed 
Porter's talent for provocative rhymes and images, but the song could 

have been by any competent tunesmith. 
Not until 1919 did he write anything remarkable. And then, 

though I've always believed this song to have been written tongue-in-
cheek, he did write a very successful ladies' luncheon song called An 
Old-Fashioned Garden. It appeared in "Hitchy-Koo of 1919." 

This song haunted my early years, as its first measures appeared 
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on the back cover, it seemed to me, of every piece of sheet music I 
bought. It was my introduction to Cole Porter. And though only eight 

measures were available on these back covers, I was never inclined 
to find out how the plot unfolded. 

Porter confined himself within the city limits. I have been unable 
to find any excursions further into the country than An Old-Fash-

ioned Garden, Don't Fence Me In (scarcely a paean to the great out-
doors), and Get Out Of Town, in which the race to the countryside is 
only suggested, although somewhat urgently, at the end of the lyric. 

In 1919, in an English musical, "The Eclipse," there was a very 

warm little sixteen-measure song, I Never Realized, which might well 
have been written by Isham Jones. But the tune wasn't even written 

by Cole Porter; it was by an English song writer, Melville Gideon. 
Porter wrote the words. 

In 1923, as evidence of Porter's musical training, a ballet by him 
called "Within the Quota" was produced in Paris as a curtain-raiser 
for Milhaud's "La Création du Monde." It was enthusiastically re-
viewed in Paris, but it failed in New York. 

There followed four years of the doldrums. Then, according to his 

biographer George Eells (The Life That Late He Led), Porter in 
1927 auditioned for Vinton Freedly and Alex Aarons at a piano in the 
pit of a Broadway theater. He played and sang a broad range of his 

songs. Freedly and Aarons were then riding high as Gershwin's pro-
ducers. Aarons thought Porter's songs were old-fashioned compared 
to Gershwin's. Freedly thought them too esoteric for a "book mu-
sical." 

This criticism may have been deserved, as there had, as yet, been 

no sign of a really good song from Porter, at least among those pub-

lished. But then, in 1928, came "Paris," which was the turning point 
in Porter's career. It wasn't a brilliant score, but it had a more pro-

fessional approach than the preceding ones, as well as a song which 

has remained a standard ever since, Let's Do It (Let's Fall In Love). 
I find this title a perfect illustration of the distinction between the 

spirit and the letter of the law. The parenthetical section of the title 
obviously made radio performance possible, as opposed to the un-
equivocal Love For Sale. 

The melody of Let's Do It is very solid from the verse to the end. 
The chorus is simple but not too much so. Its use of the chromatic 
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descent throughout is very adroitly conceived, a device that became a 

constant in Porter's style. The use, for example, of the g flat on the 
accented third beat gives immediate character to the melody. 

Let's Do It (Let's Fall In Love) 
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And notice how the most stressed note in the song is the sixth inter-

val, the most provocative note, if constantly stressed, in popular 
music. 

In the release (the song's form is A-441-B-A1) Porter continues to 
use the descending pattern and with the same syllabization, but with 
a new idea in the nineteenth and twenty-third measures. 
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Notice, too, how he drops from the a natural in measure nineteen to 
a flat in twenty, g natural in twenty-one, to g flat in twenty-two. 

It's a very good song which might easily have achieved its forth-
right lyrical purpose without such a competent tune. 
With the score of "Fifty Million Frenchmen," Porter had become, 

willy-nilly, our house composer for "French shows." What Broadway 
wanted was nothing more than musical French post cards: slightly 
dirty, but cute. Luckily for Porter, he had both the musical and verbal 
skill to transcend this drearily juvenile role. Nevertheless, his songs 
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for Irene Bordoni did have a certain manufactured naughtiness that 

now seems terribly dated. 
In this show, however, there was one extremely fine ballad, You 

Do Something To Me. Indeed, it is both musically and lyrically with-
out guile or cynicism. It's a straightforward love song, not unlike 
Kern, but for an unexpected rhythmic stunt he performs at the end 
of the release. At this point both the lyric and melody are unmistak-

ably Porter with "do do," "voodoo," and "you do." 

You Do Something To Me 
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Up to this point there have been many verbal but no musical de-
vices which are distinctly his own. And, but for a pleasant but not 

particularly unusual verse in Let's Do It (Let's Fall in Love), there 
is no sign that Porter wishes to take advantage of the implicit freedom 

acceptable in song verses. 
In the London production "Wake Up And Dream" ( 1929), there 

are several good songs. The first is I'm A Gigolo. It's a comedy song 

and, so, not without deliberate musical cliché phrases written, obvi-
ously, to reflect the lyric, and yet containing a good, swinging open-

ing section worth illustrating. 

i'm A Gigolo 

' 
— . r 

_ 

. 

V 

$ 
P 

o e. 

' 

$ 
e 

. e ' 
i--. 

Here Porter uses interesting harmony and bass lines as well as a 

melody line that, because of its opening a flat and avoidance of a 
naturals anywhere until the end of the second section, implies the key 
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of E flat. The F-dominant-seventh cadence in the eighth measure 

furnishes the necessary clue to the song's being in B flat. 

Here again is an instance of the music being better than it need be, 
since the lyric is sufficiently witty to get by with a lot less in the 

melody. 
Looking At You I had always assumed to have been by Vincent 

Youmans. Admittedly it is a good song, but as unlike a typical Porter 
song as no other I can think of except Ev'ry Time We Say Goodbye. 
The best-remembered Porter songs, most quickly recognizable as his, 

are not notey and are mostly in alla breve rhythm: cut time. 
What Is This Thing Called Love?, also from "Wake Up And 

Dream," is one of Porter's best songs and is accepted as such. To be-
gin with, its verse is the first of Porter's I've examined so far which 

sounds as if it had been given great care and consideration. 
The chorus is highly unusual. In the first place, it begins on the 

minor seventh, a b flat in the key of C, and its supporting harmony is 

a C chord. The melody then resolves, unexpectedly, to F minor, in-
stead of F major. In the bass there is a pedal point of c for four meas-

ures. From the nature of the melody up to the close of the first sec-
tion, the listener must anticipate a cadence in C minor. Yet the 
cadence is, remarkably, in C major and the melody note, e natural 

to make the effect more dramatic, is the determining factor. 

What Is This Thing Called Love? 
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The release is based on the main strain, a fourth higher. But it 
varies in the eighteenth and twenty-second measures so as to develop 
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the song. The harmony of the release is extremely unusual to the 

extent that, were I given its chords without its melody, I would be 
baffled by the problem of creating a believable melody for them. The 
release is, in fact, a wonderful amalgam of superior melodic writing 

and highly unusual harmony. 
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Notice how Porter introduces three quarter-note b flats as pick-ups to 

the main strain. By means of them he makes the unusual b flat which 
begins the phrase seem completely familiar. Here is an illustration 

of a highly acceptable repeated note. 
And again, due to the high half-note e flat just before the final 

cadence, one expects a minor ending. But no; again it is in major. 
This is marvelous musically, yet, considering the unresolved nature of 
the lyric, I am puzzled by Porter's choice of a major ending. 
As well I am puzzled by the awkward attempt at rhyming "Lawd" 

with "called." I realize it nearly achieves what is known as an as-
sonant rhyme. But this sort is frowned upon in lyrics for theater 

songs and is almost unprecedented in the writing of Porter. 

Love For Sale, in "The New Yorkers" ( 1930), could never be 
played over the air. It is said that this pleased Porter highly. In the 

case of My Heart Belongs To Daddy, extra lyrics for radio consump-
tion were written by Jack Lawrence. Evidently, Porter himself 
wouldn't go to this much effort, though I presume he must have sanc-

tioned the less gamey version. 
Love For Sale is a famous song, extremely well written, though def-

initely an applicant for the art song series. I find it maddening in its 
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pretentiousness, both musically and verbally. And yet, from start to 

finish, it is a very well-constructed song, verse as well as chorus. Cer-
tainly it was a daring song for those days, so far from the present new 
juvenilia of stage nudity and graffiti words. But the attempt of its 
lyrics euphemistically to prettify a rather drab profession embar-
rasses me. And the melody, well-written as it is, resorts to such hu-
morless melodrama, including the vocalese at the end, as to negate 
the astute professionalism of the writing. 

In 1932, in the musical "Gay Divorce," there were three very fine 
songs. The first is After You, Who?. The lyric is one of Porter's fin-

est, with never a forced rhyme, with a direct, uncynical statement, 
with open-ended words for the cadences, indeed, a model of writing. 
The melody is one of those having adequate but totally unintrusive 

harmony. In fact it is one of those rare melodies of such character and 

strength as to need no more than itself to be enjoyable. It is a very 
evocative melody, one which never loses its bloom. It doesn't experi-
ment in form or design and so needs no illustration. But it has the 
absence of contrivance that suggests its having been written swiftly 
and with intuitive sense of balance. I have heard it said that Porter 
was given to drawing up virtual blueprints of songs before he wrote 
either words or music, in effect, a design. If he did, it is remarkable 
how uncontrived so many of them sound: for example, After You, 
Who? 
The most famous song from this show was Night And Day. The 

story goes that when Porter played this song for Max Dreyfus of 

Harms Music, he received an unenthusiastic reaction due to the bass 
notes beneath the melody at its opening. The resultant dissonance 

convinced Dreyfus that it would prejudice the audience. These bass 
notes are very daring and highly unusual, but if you look at the 
closing measures of the verse, you can see how the c flat in the bass 
against the b flat in the melody was inevitable. 

And there was no indication of prejudice when it was performed. 

If a melody appeals, it would take a cacophonous background to turn 
an audience off. As I have said before, very few non-musicians hear 
any harmony, good or lad. 

Unfortunately, the editor of the sheet music guitar part didn't ex-
amine the piano part thoroughly. For the chord of the first measure 
of the chorus is not E-flat minor. It is C-flat-major seventh. It then 
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subsides to a B-flat chord (not seventh as stated in the guitar symbol), 
then, in the second half of the second measure, to B-flat seventh. Fi-
nally, in the third measure it resolves to E-flat-major seventh and in 
the fourth measure to E-flat sixth. 

Night And Day 
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Throughout the chorus Porter uses chromaticisms in both melody 
and harmony, and to great effect. For example, notice both in the 
following: 
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The form of the song is unusual in that it is A-B-A1-B-C-B1. Al-
though the A strain does not end the song, as one would normally ex-
pect it to, it doesn't need to, since the B section ends with the same 
notes and rhythm with which the A section begins. 
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Though Night And Day is a marvelous song, it is so beautifully 
fashioned that it may, indeed, have been preceded by a blueprint. 

What can I say about the many repeated notes? Well, by virtue of 

the endlessness implicit in the title, I think Porter wished to inject the 

element of carefully controlled monotony in the melody. After all, the 

chorus did stem from the "beat, beat, beat" and "tick, tick, tock" of 
the verse. 

The C section breaks loose by leaping into G-flat major, without, 

however, deserting the repeating b flats common to both G-flat major 
and E-flat major. 

Altogether this is a remarkable piece of craftsmanship, even though 
it lacks, for me, the kind of spontaneity I prefer in love songs. 

In I've Got You On My Mind there is that element and the song is as 
loose as a good dancer. 

The verse and chorus are inextricably wrapped up; their initial 

phrases are almost identical. That of the verse starts with a fourth 
beat pick-up, while that of the chorus starts on the second beat. This 
difference is too neat not to illustrate. 

I've Got You On My Mind 
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The verse is twenty-four measures. It adroitly drops its initial idea 
after eight measures. For if it were maintained, the opening measures 
of the chorus would lose their impact. Very, very neat. 

The chorus is a conventional shape and size, A-A-B-A1, and thirty-
two measures. Except in its lyrics, it contains no specific characteris-

tic of Porter, such as his predilection for chromatic phrases. For the 
most part, the main strain comprises a series of imitative phrases 
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which follow chord lines. And there's nothing unexpected about it. 

It's simply delightful and it swings. The first two A sections have a 

charming little cadence on the fourth interval. This is unusual inso-
far as ordinarily the note would be an e flat. 

41 41  

In 1933, in "Nymph Errant," an English musical, there were two 
fairly memorable songs. The first, Experiment, has been a favorite of 

some singers, but my prejudice against it has existed ever since I 

heard the title. And when put together with the music, I am even 
more irritated by it. The word is not only an unlikely word to make 
prominent in a song, being as uneuphonious as it is, but the musical 

phrase which carries it, to me exaggerates its unwieldy unsinging-
ness. 
The other song, It's Bad For Me, is a beauty. It's a great rhythm 

song, loaded with all sorts of unexpected delights. For example, con-

sider the harmony of the main strain: A minor for one measure, E 
minor for half, C-dominant seventh for half, F major for half, C dom-
inant for half, F major for half, G dominant for half—oh, why not 

simply show you? 

It's Bad For Me 
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I stopped somewhere in the middle, but please notice how he climbs 

into an E-major cadence through the d sharp. This is pretty astute 

and happy writing. For though I am impressed by his original har-

mony, those who couldn't care less don't have to in order to enjoy the 

tune. Granted they will have to work considerably harder than usual, 
but so have they had to with many of the great, more complex songs. 

It would be acceptable if the last section ended wherever it pleased, 
as far as I'm concerned. But instead, Porter pulls out all the stops and 
miraculously threads his way through to a C-major cadence. Look at 

the brilliance with which he does it. 
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When the 1934 film version of "Gay Divorce" was made, the title 
was changed to "The Gay Divorcee" on the grounds that audiences 
would be offended by the frivolous idea that a divorce could be "gay." 

Today, according to a friend, one would drop the title "Gay Divorce" 
entirely for fear it would wind up in the Times Square homosexual 
movie houses. 

With the exception of Night And Day, the Hollywood producer 
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dropped every Porter song in the original score. Ironically, Con Con-
rad wrote a song for the film which won an Oscar. It was The 

Continental. 
"Anything Goes" was produced late in 1934. It had a remarkable 

theater score, Porter at his best. 
There is an anecdote about Porter listening to a French singer who, 

in the course of singing All Through The Night, lopped off a two-
measure cadence. Instead of being angry, Porter was fascinated to the 
point of changing the song. Rightly remembered or not, the point of 

this story is right. Porter saw the value of allowing a lyric phrase to 
determine the musical phrase. If only one good thing has come out of 
the experiments of the rock era, it is the natural phrase, whether or 

not it be an even number of measures. Oddly, the credit for this 
should go principally to Bert Bacharach, who is certainly not a rock 

composer. 
All Through The Night, given one slight nudge in the wrong 

direction, could have become an arty piece of melodrama. But it isn't, 

and I'm not quite certain why. It's fearfully complex for a theater 
song, unexpectedly moving into new keys and of twice the conven-
tional length. It is almost totally a chromatic melody. In the course 

of its sixty-four measures there are only eight melodic steps that are 
not chromatic. The fact that these half-step melodic lines manage 

to maintain tension throughout and not fall away into affectedness 
indicates the mastery of the writing. The opulence of the harmony is 

such that each time the song returns to its parent key, F major, one is 

astounded—a small miracle of craftsmanship. 
But one must remember that one of the most marked characteristics 

of Porter's style is his use of chromatic lines in both his melodies and 
harmonies. And, as always is the case with something you love te do, 
you do it better than anything else. In All Through The Night it's as 
if Porter were rising to his feet in a crowded room and calling out 

"here I am!" 
As far as lopping off measures of cadences, for the life of me I can't 

see where Porter may have made the changes unless it be in the ca-
dence before the final return to the main strain. For, unlike most of 

the cadences which are four measures long, this one is only two. 
There isn't space to illustrate the whole chorus, but a sample should 

be shown. 
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Porter certainly flowed full spate in this show. A title song is often 
a dud. Not this time! Anything Goes is a great rhythm song, both 
verse and chorus. 

Without troubling himself with more than needed harmony, Por-

ter produces as the principal idea a marvelous, complex rhythm tune. 

Anything Goes 
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Then he wins me over completely with the release. 
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Notice how he builds his first beats up from b natural to e natural 

and then, with great suavity, instead of maintaining a high register, 
drops down and stays down. Beautiful! 

Blow, Gabriel, Blow is a real rouser, a kind of country rhythm song. 
Similar songs are Louisiana Hayride and A Gal ln Calico. However, 
this song is a big production number and runs to seventy measures. 

My feeling is that, while it must have been perfect in the theater, it 
is too long as an isolated song. And along the way it uses two meas-

ures of quarter note triplets four measures apart. They seem to me 

out of character in this type of song. But such criticism is really beside 
the point: the song belongs in the theater. 

I Get A Kick Out Of You is certainly one of Porter's best known 
and most performed songs. For the most part it is written in step-
wise phrases. The initial idea is a scale line, as are all other first 
phrases of each section. There is only one big step in the whole song, 

that at the end of the first half of the release, the drop of a seventh. 
There are also no harmonic fireworks. Indeed, the melody is self-
supporting. 

Its spelling in many places is ignored by singers. I know of none 
who sing the half note triplets, in the second measure, for example. 

They sing a half and two quarters. It is clear that Porter uses this 
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unusual device to further the flow of the melody. However, unless it 
is very carefully sung it will turn into a waltz. Another reason for 
this spelling is to provide contrast to the flowing phrase that contains 
the line "that I get a kick out of you." Here the song has a strict feel-
ing of four and so "kicks." 

I Get A Kick Out Of You 
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It is interesting to find a phrase from the chorus in the verse. This 
takes place in the sixth and seventh measures. 
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This is a very good, essentially simple song, in spite of its half note 
triplets, but, as is almost always the case with Porter songs, it is 
popular as much because of its lyric as its melody. 

This, however, is not true for jazz musicians who like it for its 
looseness, which provides ample room for improvisation. Needless to 
say, the half note triplets are, for the most part, ignored by them. 

I am interested in the fact that I have never heard a complaint 
from a singer concerning the need to sing the two-syllable sound of 
"vious" in "obviously" with only a single note. My hunch is that they 
usually solve this by singing two notes, the first a grace note, so that 
it winds up two syllables after all. 
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You're The Top is probably the greatest of all the Porter "list" 

songs. It's lyrically a true tour de force. But in the enthusiasm over 
the lyrics, the extremely unusual device employed in the musical 

main strain is ignored. Instead of the first two notes of the song being 
pick-ups to the first measure, they take place at the end of the first 
measure. And the beginning of the first measure is a carefully calcu-
lated instrumental figure. I'm quite certain I have never seen this 

device before in popular music. 

You're The Top 
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Notice all the space between the first and second phrases. Here is an 
instance where the fill-in material becomes an intrinsic element of 

the song. 
The form is simple, A-B-A1-C. And here again no effort is made 

to create more than essential harmony. 

IV 

By this point in his career Porter was in full control of his musical 
craft. He was experimenting, doing daring things, and writing in 

many styles, though this last seems less obvious because of the im-
mediately recognizable style of his lyrics. His musical training con-
stantly reveals itself in both his melodic as well as his harmonic in-
vention, though perhaps less so in his rhythmic ideas. Anything Goes 

is an exception. 
My feeling is that, though Porter songs seldom reflect any but the 

American musical atmosphere, they are nevertheless one step re-

moved from the mainstream of the American musical revolution. He 
is closer to it than Kern insofar as he seems less appalled at the possi-
bility of getting his feet wet. Still there is the "faint aroma" of social 
isolation. He would more likely have been found in the Drake Room 



240 American Popular Song 

listening to Cy Walter than at the Hotel Pennsylvania listening to 

Benny Goodman. 
In 1935, in the show "Jubilee," came the longest popular song ever 

written, Begin The Beguine: 1o8 measures. In spite of what some say, 
the song did not become a standard until the release of the Artie Shaw 

record with its famous arrangement by Jerry Gray. In this record 

there was no vocal. 
The song is a maverick, an unprecedented experiment and one 

which, to this day, after hearing it hundreds of times, I cannot sing 

or whistle or play from start to finish without the printed music. 
Because of its fame I feel guilty not making some solemn, dignified 

statement about it. But somehow it seems outside the purpose of this 

book to discuss a song that lives such an autonomous life. I suppose it 

conjures up for the listener all sorts of romantic memories embodying 
the ultimate tropical evening and the most dramatic dance floors ever 
imagined: "and now when I hear the people curse the chance that 

was wasted," and so on. Forgive me for not joining the dance. Along 
about the sixtieth measure I find myself muttering another title, End 

The Beguine. 
On the other hand, in the same show there was another equally 

famous and more palatable song, Just One Of Those Things. It has a 

very casual and highly effective, mordantly witty verse, with music 
more as a support for the lyric than as a sample of inventiveness. 

The chorus has a strong, aggressive melody, fashioned largely of 

chromatic steps and supported, in its main strain, by chromatic har-
mony. The latter, throughout, is highly inventive without allowing 

itself to distort the melodic line. 
It is interesting to note that in the sheet music Porter prefers two 

opening notes which I doubt have ever been sung, unless they were 
used in the show itself. They are the same as those always sung, but 
an octave lower. The ones we always hear are printed in small op-

tional notes. 

Just One Of Those Things 
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Someone has told me that in his search for a three-syllable adjective 

which he needed and couldn't think of, Porter accepted the word 

"gossamer" from, of all people, a business friend. The word is so fa-
miliar in its present context in the song, "gossamer wings," that it 
seems impossible that it wasn't sitting there on his piano, waiting for 

Porter even before he wrote the lyric. 
Why Shouldn't I? is a very good ballad, the first section of which is 

curiously like Irving Berlin. From then on, however, it builds in a 
highly sophisticated fashion, moving, in the second section, into the 
key of E major (from the parent key of C major). It glides smoothly 

out of E into F major in the third section and neatly back to the main 

strain. 
The form is A-B-C-A1, unusual for Porter, in fact, for any writer. 

The second section is too ingenious to pass up: 

Why Shouldn't I? 
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Could Porter possibly have been making a little fun of Noel Coward 
in When Loves Cornes Your Way?. If he wasn't, it's hard to account 
for the existence of this song. It certainly has nothing to do with 

Porter, either in its lyrics or its music. And it is noticeably satirical, 
for it's an English music hall waltz with every cliché in the book, plus 
a most pedestrian lyric containing such nuggets as "Forget the world 

and say goodbye to sorrow" and "Simply live for today and never 
think at all of tomorrow." It had to be a pot shot. 

In "Red, Hot And Blue" ( 1936), there wasn't very much. However, 
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I find You're A Bad Influence On Me very pleasing, perhaps less as 

a song than as an instrumental piece. It swings from the verse on. 
And, incidentally, it is murderously difficult for a singer to "find" the 

notes of the second half of the verse. But it would be a picnic to 
orchestrate. 

It's a kind of throwaway song, if considered as a theater song. But 
it's so cheerful and nonchalant that, were there any ears left for 
dance bands, I'd want to revive it. It's not a recognizably Porter tune, 
but of course the lyric bears his mark, with such rhymes as "folly" and 

"Svengali." 
At the close of 1939, "Du Barry Was A Lady" was produced and 

in it was a marvelously salacious song called In The Morning, No!. It 
had a very madrigal-like tune and a most un-madrigal-like lyric. If 
ever a song was sure to be denied the air waves, this was it. 
There actually wasn't much to shout about in this show—a ballad 

called Do I Love You with a very simple line, many repeated notes, 

and a very marked similarity to Berlin's writing. Naturally, it is very 
professionally constructed, but it smacks of contrivance rather than 

creation. Other than that there is only a rhythm song called Ev'ry 
Day A Holiday, which depends more on its rhythms than its tune of 
endless repeated notes. And even its lyric fails to get off the ground. 
But it does have one phrase in the third section that's novel and de-

serves illustration. 

Ev' ry Day A Holiday 
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In "Born To Dance," a 1936 film, there were two great songs. The 

first, Easy To Love, is a superb piece of flowing, nostalgic writing. It's 
so well written that it seems not to be divided into eight sections. It's 

of a fairly wide range, an octave and a fifth, but this is not asking too 
much of a musical theater singer. Unfortunately, even the best of pop 
singers seldom have a wide range, which results, in the case of this 
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song, in their either not attempting it or else destroying it by trying 
to sing the dotted quarter note a of the second measure an octave 

higher. 
If ever there was a song that shouldn't have a note changed, it's 

Easy To Love. Nor, as far as I'm concerned, any of its harmony. 

There is in this song a stylistic device used for the first time, and I 
consider it a very weak one. Before this survey is finished, I believe it 
will be encountered many times. It's so weak that in a song of this 
stature it comes close to ruining it. The device is to be found at the 
end of the song. The weak measure is the thirtieth. 
The other song is I've Got You Under My Skin. It's in beguine 

tempo and is fifty-six measures long. Its range is wide and its replete 
with repeated notes and eight measures of triplets, in other words, 

many things which I tend to shy away from. In this instance, though, 
I must waive all my prejudices, including such rhymes as "mental-
ity" and "reality." For the song is so well composed and it develops 

in intensity and strength so remarkably as to demand acceptance. 
Most unusually, its initial motif is repeated only once. After the 

thirty-second measure, the end of the second section, it continues to 
develop new material right through to the final cadence. Toward the 
close of the second section Porter magically moves the song out of its 

key, E flat, into D minor, then to G dominant, then to C major, and, 
as magically, back to F minor, B-flat dominant, and E flat. 

I've Got You Under My Skin 
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In the section following, which contains the eight measures of trip-
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lets, seven of them are supported by a pedal point e flat. 

It is a very dramatic, theatrical, unique song. The form is hard 

to describe in letters. Perhaps the best way would be to break it down 

into eight-measure phrases. Then it would be (look out!) A-B-A1-B1-
C-D-E/ Al. No, it's not simple. 

Then in 1937, in "Rosalie," there was a very long song called In 

The Still Of The Night. There's no denying its initial evocative 

charm. I'm not convinced of the need for a four-measure cadence 

between both the first and second, and the second and third sections, 
but they are a minor matter. 
Of major interest is the third section, which is marked "Appas-

sionato" and scarcely reinforces the title, since here Porter pulls out 
many stops and, for me, all the wrong ones. For sixteen agonizing 

measures the song becomes bathos, pure and simple. The balance of 

this section regains its sanity somewhat and then the return of the 
"still" idea, the idea at the beginning, brings the song to its senses 

wonderfully. But by then it's too late, that is, for me. Perhaps, in its 
filmed context, it works splendidly. But, as a song, it's too bravura. 

It is said of Rosalie, the song, that after having many versions of it 
rejected by the film producer, Porter went to his piano and wrote this 
version in a rage. There is also a less accredited story that he wrote 
it on a bet to the effect that he could make the producer accept the 
worst melody he could write. No matter: it was a big hit, and one of 

the worst songs Porter ever wrote, both words and music. It has noth-
ing to recommend it. 
Why Should I Care simply must have been a situation song in the 

film. Otherwise, there's little reason for its existence. As far as I can 
determine, it's a Jewish lament, with two swift trips into a major key. 

Its principal verbal message seems to be wholly concerned with pro-

hibitive taxes and not minding them because "my sweetheart is still 
here." Yet its final cadence is in a minor key. Is this the same equivo-
cal affirmation as in My Heart Belongs To Daddy? 

V 

"You Never Know" ( 1938) was, in Porter's words to his biographer 
George Eells, "the worst show with which I was ever connected." And 
yet in it there was a very good song, At Long Last Love. 

It's another list song, but, in this case, a very tender ballad. And it's 
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extraordinary how one accepts the wry, bumptious lyric in juxta-
position to the languorous, romantic melody. After all, practically 
the high point of the melody is accompanied by the words "is it 

Granada I see or only Asbury Park?" 
The verse is in C minor and a beguine tempo. It's very effective, 

however much the placid nature of the chorus may come as a surprise. 
That may well have been the intent. The chorus flows gracefully, 
with only two quarter notes not of the scale of C major, to which the 

song shifts following the verse. It is a good, solid, straightforward 

song. 
Also in 1938 there was the musical "Leave It To Me." In it there 

were two memorable songs, each for different reasons. Get Out Of 

Town was a very sophisticated, urbane and urban song, in spite of its 

injunction. 
The verse is a good one, which it is not possible to say very often. 

Compared to Rodgers, Porter wrote verses as if they were a necessary 

evil. Not always, of course, but too often not to comment on. 
The chorus has, in its opening measures, the quality of Berlin. In 

fact, for more than its opening measures. Not until it reaches its last 
eight measures does it have the true flavor of a Porter song. That 

section is by no means easy to sing, but it's very effective. Unfortu-
nately the weak ending is back. It irritates me that such a discerning 

writer as Porter should resort to such a slide-off-the-platform device. 
The last eight measures (but for the ending) are so ingenious, I'd 

like to show them. 

Get Out Of Town 
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The other song is My Heart Belongs To Daddy, memorable for its 

lyrics. The melody disturbs me in its implication, rather rudely ex-
pressed in the broadly burlesqued cantillation of the middle section, 
that "Daddy" is Jewish. I find the inside humor in this song in poor 

taste. 
I mention Taking Steps To Russia not because it's a great song but 

just because it truly swings, which few of Porter's songs do. 
In the film "Broadway Melody Of 1940," there is another famous 

Porter song, I Concentrate On You. It is another song without a verse 

(see Begin The Beguine, In The Still Of The Night, I've Got You 
Under My Skin) and it's either sixty-four measures long (if you use 
the first ending) or seventy-two (if you use the second). 

It's a very good song, not guilty of the whoop-la of In The Still Of 
The Night or Begin The Beguine. It develops beautifully and reaches 
a legitimate climax which, on this occasion, uses the less pretentious 

"passionately" as opposed to "Appassionata." 
Its form is very interesting. It is A-Az-B-C-A (four-measure ca-

dence only). 
The style is Porter at his most opulent and sophisticated. He em-

ploys his affection for chromatic steps throughout. He also uses a 
minimal number of notes. The song is so good, it's a temptation to 

quote the whole of it. 
Ironically, his final cadence is once again a weak one. But in this 

instance there has been chromatic preparation for it; furthermore, it 

falls in an untypical rhythm. 

I Concentrate On You 
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In 1941 came a theater score for "Let's Face It." In it there is a 
very pleasant, somewhat Gershwinesque ballad, Ev'rything I Love. 
It's a song of few notes, the principal idea of which is a quarter rest 

followed by repeated notes, a quarter and a half note. The continuous 
use of this could become monotonous. Somehow it doesn't, whether 
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because of its shifting harmony or its well-spaced words (which are so 
planned as to justify the melodic pauses), it's hard to say. 

There's one very pleasant, unexpected measure of triplets toward 
the end that is quotable: 

Ev'rything I Love 
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trusion on the melody. In the second phrase he consistently lifts the 
b flat only a half step to a c flat, whereas one would expect a c natural. 
The c flat is much more an expression of loss. 

Ev'ry Time We Say Goodbye 
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The imitative phrases in the second section are all carefully con-
sistent: he moves down a half step from e flat to d in the tenth meas-
ure, to d flat in the eleventh, to c in the twelfth, c flat to b flat in the 
fourteenth. 
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The other pleasant conceit occurs in measure twenty-eight where 
the lyric says "major to minor," for an A-flat minor chord is present. 
Unfortunately, under the word "major," it is the same minor chord. 

But one should not ask for a miracle. 
The form is A-B-A1-B1. 
It also has an extended second ending which is very attractive and 
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which I have heard used only once, by Jeri Southern, who made a 
practically definitive record of the song. 
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Notice, in the first ending, how Porter returns to the strange har-
mony of the opening! 

VI 

For many years Porter had been suffering great pain from a shattered 
leg. It had been operated on countless times. His surgeon once told 

me that Porter's pain must have been so excruciating as to cause vir-
tual sleeplessness for years. Yet this anguished man managed not only 
to write good songs and witty lyrics, but, in 1943, to create possibly 
his most successful score, "Kiss Me, Kate." 

Right away, in the opening song, Another Op'nin', Another Show, 
he creates a marvelous device at the end of the song's first section. 

Another Op'nin', Another Show 
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Notice where the stressed beats fall. On the fourth, third, and second 
beats of successive measures. This is a marvelous effect. 
The big ballad of the show was So In Love. It happens not to be 

the kind of song I am most fond of. It borders on being arty; it has 
elements of pomposity and turgidity in it. Yet it is a perfectly written 
dramatic ballad, a treasure for any singer, "singer-proof," as one says 
of a great role, "actor-proof." 

It is carefully, astutely, suavely conceived; it builds, never loses 
intensity, indeed, is a marvel of craftsmanship. For example, in the 
tenth measure the song has risen to a d flat. In the equivalent twenty-

sixth measure, it has risen to an e flat. And at the still equivalent fifty-
eighth measure, it is a high f. This is fine writing. Also, in the third 
section, which is divided into two long phrases, the high point of the 
first one is e flat, while the second is a half step higher, f flat. 
The original version of Wunderbar was Waltz Down The Aisle in 

"Anything Goes." It was dropped from that show, put into "Jubilee," 
and dropped again. It's obviously a spoof, using Strauss phrases in 
the verse and generally poking fun at Alte Wien. Nevertheless, it is 

extremely ingratiating and has a most felicitous shift, in its middle 
section, from the main strain of G major into the key of E flat. 
As I said, "Kiss Me, Kate" may have been Porter's finest score. It 

yielded both hits and standards. Why Can't You Behave?, a fairly 
good quasi-"lowdown" song, was too difficult for most singers for it to 
become a pop hit, although it endures as a Porter favorite. Its second 
note drops a major seventh and is out of the key, making it hard to 

"find." It is atypical Porter and, I think, a bit melodramatic. I recall 
that So in Love was played often, if seldom sung. 
There were other delightful songs, such as We Open In Venice, 

pointedly written for the lyric but having attractive music, Tom, 
Dick Or Harry, a "material" song, Too Darn Hot, a good production 
rhythm song but not quite "with it" (polite society's idea of jazz), 
and Brush Up Your Shakespeare, a very clever patter song, a vehicle 

for the lyric. 
In "Out Of This World" ( 1950), an unsuccessful show, the song 

Use Your Imagination was charming but only that. Where, Oh 
Where? was a truly delightful waltz with a somewhat predatory, 

wealth-minded lyric. Unfortunately, the intended big ballad, I Am 
Loved, simply doesn't come off. 
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In "Can-Can" ( 1953), the song l Love Paris, until it turns major 

from minor, might better be entitled I Love Russia. And even when 
the western sun breaks through in the C-major section, I am bored 
and baffled. Was the title strong enough to attract listeners, just as 
the loss of Paris to the Germans seems to have been enough to popu-
larize Kern's The Last Time I Saw Paris? 

I doubt that All Of You ("Silk Stockings," 1955) would have been 
quite so popular but for the dubious wit of the line, "The East, West, 
North and the South of you." I may risk stuffiness when I say that 

I find this to be school-yard snickering, but that's precisely how I feel. 
I mention this line only because the song doesn't have any particular 

distinction. But I'll admit that the quoted line is memorable. 
I am sorry to say that after this song Porter never wrote anything 

further that, for me, merits discussion and analysis. 

VII 

I believe that the deterioration in the quality of Cole Porter's songs 

was due solely to his agonized physical condition, and not to his 

being, as it is so often shockingly said, written out. For me the high 
point of Porter's career occurred in the thirties, with only occasional 

flashes of this mastery after that. And, for me, so marked is the blunt-
ing of this fine line of creativity, that I'm certain it coincided with his 

tragic physical condition. 
In some instances one might speculate about the decreasing urge to 

create coinciding with the vast increase of wealth resulting from suc-
cess. This, I'm sure, is true of many writers. But it can't apply to 

Porter, as he was born wealthy. Frankly, I find it extraordinary any 
time a wealthy person manages to create anything besides more 

wealth. Comfort and luxury can be a fearful deterrent to creative 

accomplishment. 
Porter might very easily have become either a drawing-room com-

poser or a dilettantish song writer who wrote for friendly occasions or 
even for the last-night-at-sea party in the first-class lounge. It is 

highly to his credit that he wrote professionally, that he was accepted 
as a professional, and that he never permitted his talent to be tainted 

by amateurism. 
Granted that he could afford to risk acceptance better than other, 
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less well-protected writers, and therefore may have dared to write, 
occasionally, in such experimental forms as that of Begin The Be-

guine. And also granted that he often may have aimed his lyrics at 
the level of his social peers. Nevertheless, this was only an occasional 
practice. For the body of his work shows clearly that he constantly 

sought to maintain a high level, not of social frippery, but of profes-
sional craftsmanship. And this he manifestly achieved. 

It is true that in some instances one feels he ignores this responsi-
bility and is simply out to please his friends, as, perhaps, in De-
Lovely. This he may have done, yet he also wrote a hit. And it is 
extremely unlikely that a song written solely for social reasons could 
have gained the acceptance of the public. And so, though he didn't 

so much have his eye on the till, he did have his creative mind on the 
exacting business of writing well within the framework of American 
theater music. 

Overall, I find Rodgers warmer, Arlen more hip, Gershwin more 

direct, Vernon Duke more touchable, Berlin more practical. But no 
one can deny that Porter added a certain theatrical elegance, as well 
as interest and sophistication, wit, and musical complexity to the 
popular song form. And for this we are deeply indebted. 
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Harold Arlen 
(1905- ) 

In an appraisal of Harold Arlen's work I must guard against over-
enthusiasm. For just at the time I started to try to write songs, I came 
upon his own early published music. I had listened to Jerome Rent, 
in particular, as well as Vincent Youmans, George Gershwin, and 
early Richard Rodgers, but something resembling an electric shock 
occurred when I first heard Arlen's Sweet And Hot (1930). This 
shock has been repeated many times in the many years since. 
I know now that some of the Arlen songs which excited and in-

spired me then no longer do so with the same intensity. But the same 
gooseflesh starts up again when I hear Frank Sinatra sing Last Night 
When We Were Young. 
I have had quite a few red-faced arguments concerning the relative 

merits of the songs of Arlen and Gershwin, and have always, or al-
most always, been jeered at for preferring Arlen's. Although I know 
him, and interviewed him while preparing this book, I have never 
asked Arlen if the story is true that Gershwin was his hero. If it is, 
then as far as I'm concerned, the pupil surpassed the teacher. I should, 

of course, be very careful in comparing these writers insofar as they 
wrote at their peak in entirely different musical eras. 

Arlen, to the best of my knowledge, has always had not only an 
astonishing melodic gift but harmonic sensibilities of the most so-
phisticated sort. As well, he thinks in terms of instruments, in the 
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aggregate and singly. Which is not to say that he wishes the potential 
singer of his songs to sing instrumentally. He couldn't do that, being 

a singer himself. 
He, more than any of his contemporaries, plunged himself into the 

heartbeat of the popular music of his youth, the dance band. After 
all, he sang in his father's choir as a child, and he earned his living 
as a singer and orchestrator before he started writing songs. He was, 
for example, hired by Arnold Johnson, a well-known band leader of 
those days, not only because Johnson liked his singing but because 
he could orchestrate. 

Interestingly, when I discussed song writing with him, Arlen never 
spoke of hits; he talked only of good songs. My feeling was that he 
simply didn't equate quality with sales. And it may be that the early 
songs of his I heard sounded more like those of a man who loved to 
write, and who loved the creative act for its excitement and fulfill-
ment, rather than one who was simply in the song writing business. 
I admit to having been impressed by his harmonic flair and opu-

lence. His songs made me feel that I had a friend in court, and that 
were we to meet, he would be sympathetic and even encouraging. 
I envied his talent, but, strangely, I never tried to write in his fash-
ion. I sensed that he lived at the heart of the matter, where the pulse 
was, and that I was an enthusiastic outsider. And I was right. 
As this survey proceeds, I shall attempt to show why his turns of 

phrase and musical point of view please and satisfy me so. 
Unlike Irving Berlin, who forged ahead in the days when there 

wasn't a great deal to get excited about, Arlen, my hunch tells me, 
might never have become a song writer had he grown up in those 
roiling but, to him, tepid times. For he needed the enriched and color-
drenched sounds which had developed by the late twenties in order 
for him to want to be a writer. 
One would assume from this description that he would have settled 

for orchestration, which was the expression of rich, fat sounds, 
whereas melody, per se, is, by comparison, almost a world of asceti-
cism. But the harmonic furniture of dance bands never stifled Arlen's 
melodic flair; rather it gave it added dimension. 

In my experience, the better the piano player or orchestrator, the 
less pure or autonomous are his melodies. For the inventiveness and 
dexterity of the fingers can so brilliantly clothe and decorate a tune 



Harold Arlen (19o5- 255 

as to make any succession of top notes (melody) sound good. And 
Arlen was, and is, a competent piano player as well as an orches-
trator. Yet who, except Berlin and Kern, has written a purer melody, 

one less in need of harmony, than My Shining Hour? Arlen is ob-
viously able to compartmentalize, for which all song lovers should be 
grateful. 

His father was a cantor, and so, by the very nature of cantonal 
music, an improviser. Arlen says of his father, "He was the most 
delicious improviser I ever heard." Thus were combined in his first 
musical inspiration the two basic elements of his own musical style: 

a strong, flowing melodic line and a subtle but marked feeling for 
improvisation. 

Unlike Gershwin, who soon became distracted by the concert hall, 

Arlen, except for his Blues Opera and a few piano pieces, settled for 
popular music. He chose to develop his talent within its curiously 
exacting limits. 

I don't think Gershwin understood participating in and hanging 
around the dance band world, in spite of the puzzling tale that he 
used to roller skate to Harlem to hear a band play. As a matter of fact, 
of all the better song writers, I can think of very few who have any 

emotional kinship with the jazz musician and his bittersweet, witty, 
lonely, intense world. Youmans would have loved the new bands, I 

think, and Hoagy Carmichael certainly did. John Mercer, known 
best for his lyrics, but a good melodist, has always been hip-deep in 
the jazz world. This love for the jazz players and their marvelous 
inventiveness has had a profound effect on Arlen's songs as it has on 
Carmichael's. 

It just might be that this don't-worry-about-the-mud-on-your-shoes 
attitude of Arlen's was so in evidence in his early songs that I re-

laxed, much as might someone who upon arriving at a posh apart-

ment is asked to take off his jacket. Let our work be elegant, if the 
occasion so suggests, but let's not behave like the denizens of suburban 
Connecticut. 

II 

In the "Earl Carroll's Vanities of 193o" there was a waltz of Arlen's 
called One Love, which still sets up for me the old shock of recogniz-
ing a familiar spirit. Arlen was not much given to waltzes, but this 
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one makes one wish that he had been. It is instantly ingratiating and 
does the unexpected as early as the second phrase, which restates the 

first phrase a third higher, giving the illüsion of having changed keys. 
But the harmony is so astute that it stays in the area of F major, the 
parent key, and, effortlessly, the melody arrives back in F by the 
ninth measure. 

One Love 
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The rest of the waltz is charming, if somewhat conventional, but 
shows marked evidence of a melodic talent. The harmonically opulent, 
swinging Arlen is not present in this song, but the warmth and de-
cency of the man is revealed in the first eight measures. It is inter-
esting that the very first song to be considered here reveals the melo-
dist as being in charge and bears no allusion to the band world. 

In "Brown Sugar," a Cotton Club show of 1930, there was a slightly 
cliché song called Linda which deserves mention for its use of a stylis-
tic device which Arlen was to find fascinating on many occasions. I 
happen to love it. It's the use of the octave drop. In this song it ap-
pears in the release. 

Linda 
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Arlen told me that he found the germinal idea of Sweet And Hot, 
from "You Said It" ( 1931), in a lick he got "from a trumpet player." 

It is a truly swinging song, as natural as the riff from which it stems. 
And when it develops beyond the riff, it's all of a piece. And in the 

third measure, there is his love, the octave drop. I think I was taken 
not only by the tune but by the step-wise bass line which I know I'd 
never seen before. 

Since I'm one of few who seem to remember this song, it might be 

well to quote a few measures. 

Sweet And Hot 
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The form of the song is A-A-B-A, with all the A's twelve measures 
long. It's interesting to note that the lyric writer for this song was Jack 
Yellen, who had advised Arlen's father not to force his gifted son to 
finish school. "Forget it," Yellen had said, "he's gonna be a song 
writer." In line with how I myself feel about jazz, it's also interesting 
that the opening lyric of the verse says, "I don't like high-brows who 
arch their eyebrows when a jazz tune is played." 

In 1931 the Cotton Club produced another show, "Rhyth-mania." 
In it there was a beauty of a rhythm song, way ahead of its time, 
Between The Devil And The Deep Blue Sea. It takes off immediately 
with a swinging verse and never lets up. And its A section cadence is 
a marvelous riff which I must believe was written before the lyric. 



258 American Popular Song 

Between The Devil And The Deep Blue Sea 

In the fifth measure, the last dotted quarter note is an f. I have never 
heard it played or sung as anything but an a, which I prefer. 
The release daringly opens in A major with melody notes in that 

key, making it difficult to sing. In the fifth measure there is an un-
prepared C-maj or chord and ensuing notes of that scale. The cadence 
of the release is also riffish and very unusual. 

F ;If 
uA  

11.11, Hr  

This song stemmed from the mind of an orchestra-oriented musi-
cian. If you're lucky enough to find an old Goodman record of it, 
you'll hear Helen Ward singing the vocal. It's the definitive perform-

ance. 
Another Night Alone, a pop song of 1932, is one which I very 

much admire. The fact that it never entered the realm of stand-
ard song literature is due, I think, to the interlude which follows 
two statements of the main strain. This interlude is marked poco 
mosso. It is not related melodically or in spirit with what has preceded 
and, although perfectly good music in itself, it is too unrelated to the 
song to be more than what it is, an interlude. One could suggest that 
if the main strain is good enough, it should suffice. But it seems to 
need another section, one less concert-song-like, more of a piece with 

what went before and what follows. 
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In the "Earl Carroll's Vanities" of 1932 Arlen wrote one of his 
great songs, a standard if ever there was one, a song in the ethos 

of the jazz world, I Gotta Right To Sing The Blues. One naturally as-
sociates it with the great jazz trombonist Jack Teagarden, who could 
never get off the band stand without singing as well as playing it. 

It has a strong, stompy verse, the first cadence of which constitutes 

another riff. 

I Gotta Right To Sing The Blues 
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In the chorus, the melodic phrase that goes with "down around the 

river" is one of the chief distinctions of the song. 
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The half notes at the end of the first half of the chorus, each fol-

lowed by strong chords with a pedal point b flat, are also very distinc-
tive. 
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For "Cotton Club Parade" of 1932 Arlen wrote one of his loveliest 
songs, I've Got The World On A String. In looking at it again a mo-
ment ago, words and music, it occurred to me what innocent, pleas-

ant, uninvolved demands were once made on our creators of the lively 

arts and how charmingly, wittily, straightforwardly they created 
for us. Why, even the verse of this song starts out "Merry month of 
May," and the music is springlike. 

Indeed the verse is so delicate as to cause the chorus to come as a 

big surprise, not because it is indelicate, but because it turns from 
spirit to flesh. It has a rangy first phrase, an octave and a fourth, and 
it is instrumental in shape, but it's very singable and, heaven knows, 
memorable. 

The sheet music of this song has the cadence identical in the first 
and second sections. 

I've Got The World On A String 
6 
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However, I have never heard the first A section sung the same as the 
second. I've always heard, in place of the two a's in the last half of 
measure six, two c's, and in place of the f in measure seven, an a. 

The same harmony as in the sheet music is used, but by suspending 
the melody on an a the ear is more prepared to hear a repetition of the 
A strain, whereas if sung as printed, one somehow expects to hear 
the release. I find the singers' choice of notes much more satisfying and 
logical. 

The release is a classic and curiously reminiscent of the release of 
Berlin's I Got The Sun In The Morning. It is another instance of the 
accompanimental fill-ins becoming part of the song. 

16 r.b. r.b. 
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Before leaving this song may I mention that I've found a clear clue 
as to my special affection for Arlen's music. It's a simple clue and 
clear only to me and, in truth, it amounts only to a matter of taste. In 
the second and third measures there are leaps of a fifth within the 
first halves of the measures. I know of no other writer who would 

think of such a felicity but Arlen. 
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In a play, "The Great Magoo," which opened late in 1932 and ran 
for only eleven performances, there was a song called If You Believe 

In Me. In 1933 it was used in a film called "Take A Chance" and 
retitled It's Only A Paper Moon.* 

It's a straight A-A-B-A song, more in the pop idiom than the the-

atrical, but much superior to most pop songs of that, or any, time. 
It's one of the jazz musicians' favorites, and it has a very innocent 

lyric by E. Y. Harburg to which Billy Rose probably contributed the 
word "the" and so is listed as the co-lyricist. 
The song is too familiar to illustrate, but I should mention that 

the release has the simplicity of a Rodgers release. As it should, it 
provides a perfect "release" from the greater activity of the main 

strain and winds up with a marvelous "snapper." 

It's Only A Paper Moon 
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In "The Cotton Club Parade" of 1933, which included Duke Elling-
ton's band, there were two outstanding songs. The first was Happy 
As The Day Is Long. It's a lively rhythm song in which Arlen uses 
a series of repeated notes, not, if my memory serves, a habit of his. 

• By Billy Rose. E. Y. Harburg. and Herold Arlen Copyright ins, by Harms, Inc Copyright renewed 196o. Published by Annellachel Music Corporstion 'sod H•rins. 

l rte. Used by permission. 
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There is no particular comment to make except that his first phrase, 

which is repeated, is harmonically based on an ostinato phrase, or 
vamp, in the base, c, c sharp, d, g, each a half note. 

Arlen had this to say about the second fine song from the show, 
the very affecting Stormy Weather: "When I broke away on Stormy 
Weather, I didn't break away consciously. It fell that way. I didn't 

count the measures till it was all over. That was all I had to say and 

the way I had to say it. George Gershwin brought it up and I didn't 
know it. . . . He said, 'You know you didn't repeat a phrase in the 
first eight bars?' And I never gave it a thought." 

Arlen is speaking of the extra two measures in the second and fourth 

sections. I remember that when the song appeared it caused a degree 
of consternation in the rhythm sections of the bands, as they had 
been conditioned by years of playing strict eight-measure phrases. 
The proof of the strength of this melody and its vitality independ-

ent of its harmony lies in my first hearing it. I was on the observation-
car platform of the Empire State Express on a spring evening with a 
friend who was a great singer. He told me that there was a wonderful 
new song just out and proceeded to sing it, accompanied only by the 

sound of the wheels. There went the goose bumps again. And ever 
since all the extras like the harmony and band arrangements have 
been only fringe benefits. For I'd heard it under perfect circum-
stances, in unstormy weather, sung well, and on a spring night. 

It has no verse and needs none. The bass line of the first two meas-
ures is one ostinato phrase, g, g sharp, a, d, and that of the next six is 
another ostinato phrase, g, e, a, d. Arlen again shows his predilection 
for octave leaps in the third measure. 
What hit me on the observation-car platform, and still does, is the 

use of the fourth interval of the scale which goes with the word "sky" 
in the second and similar measures. I think I have suggested else-
where that I have always considered the fourth and seventh intervals 

of the scale to be weak notes, which theory is supported by the 
strength of the pentatonic scale which eschews them. But in defense 
of the fourth interval I find that, if it is used adroitly, it creates a very 

gentle, romantic moment in a song: for example, in the syllable "fly" 
of Raymond Hubbell's Poor Butterfly, in the opening phrase. And the 
same effect occurs in the second measure of Stormy Weather. 
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In the second A section, the seventh and eighth measures are re-

peated, causing all the early furor. And it's a very touching repeti-
tion, like an extra pat on the head or, in this case, another sigh of 

sadness. 
The release has the flavor almost of gospel music. The harmony is 

deliberately subdominant (C major) and tonic, nothing else. And it 
builds up to the high d in such a way as to give the illusion of having 
climbed even higher. Ted Koehler deserves much praise for his lyric 

setting at this point, for the phrase "walk in the sun once more" fits 
like a silk glove, besides being a lucent line. 
During the next year, mind you, in the 1934 movie "Let's Fall In 

Love," there appeared three remarkable songs. This Is Only The Be-

ginning is a sombre, almost tragic song, belied only by its lyric which 
implies that all will be well, that this is the beginning of a "love 

divine" (the latter a word I can do without) . It's hard to understand 
such opposed points of view, unless there was an acceptance among 

interested listeners of the minor refrain as a dramatic device rather 
than as a presage of tragedy or sadness. Had I written the lyric to 
this music it would have sung of lost love and broken hearts. 
The verse is a very fine piece of inventive and unusual melodic 

writing and the chorus is a series of marvelous surprises. It's so very 

good, in fact, that it amazes me it never became a long-term standard 
song. I just may be right about the lyric: the opposed points of view 
may have confused the listener to the degree that he rejected the 
whole song. This seems a great shame. 
When I was examining Berlin's songs, I came to Fools Fall In Love 

and was convinced that I'd heard its first strain before and by an-

other writer. I couldn't recall which song or which writer, so when 
I found traces of Fools Fall In Love in Be Careful, It's My Heart, an-
other Berlin song, I assumed I'd found the source of the nagging 

memory. Then, when I examined the second of Arlen's songs from 
this 1934 film, Love Is Love, Anywhere, I found that it's the one 

which had been annoying me. It's interesting to note that in both 
instances the writers developed their ideas entirely differently. In the 

case of Arlen I am more pleased. I particularly like the way he han-
dles the title phrase. 

It's another of those songs which satisfies without the presence of 
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harmony. Nor is there any indication that harmony was a great con-
sideration when the melody was written. It simply sets out all by 
itself on its merry way and arrives safe and sound. 
The title phrase, which ends each A section, is particularly felici-

tous and witty in that it ends on the fourth beat instead of the more 
expectable following first beat. 

The title song, Let's Fall In Love, was one of Arlen's loveliest. And 
so is the gossamer verse.* 

It was years before I even thought of determining the harmony of 

its chorus. I didn't need to. There it was, one of those marvelous 
melodic lines that lived a life of its own. And the release, as is seldom 

the case, was a true development of the main strain. Again, this is a 
song too well known to need illustrating. 

Early in the same year, 1934, there was another edition of "The 
Cotton Club Parade," and in it appeared Ill Wind. This is a great 
enough song for any composer, on no matter how high a level, to 
have been proud to have written. It is laid out in segments of ten, ten, 
eight, and twelve measures, in that order. It is A-A1-B-A1 in thematic 

form. Here is the main strain of this unique and inspired song: 

Ill Wind 
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Notice Arlen's melancholy use of octaves in the release. They have 
a very instrumental cast, but in the hands of a competent singer they 
come off splendidly as song. 
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As Long As I Live, though copyrighted in 1934, hasn't a dated 
note in it. Among swinging songs, this is a beauty. It may be con-
tended that the end of the release is a little cluttered, over-notey, and 
disinclined to allow itself an adequate cadence. Outside of that I find 
it only straight ahead, a joyous affirmation of a sadly neglected song 
form. 

As in I've Got The World On A String, the verse, though very 

good and ingenious, particularly the doubling up in the third measure 
of the two phrases in the first and second measures, gives no warning 
of the chorus to follow. But I think that is deliberate, a way of creat-
ing more shock value when the chorus hits, not an indication the 
verse was written on another occasion. 

Also in 1934 came the show "Life Begins At 8:4o" with Fun To Be 
Fooled. This song has a definitely Kern flavor in the main statement 
and not until the f natural in the twelfth-measure cadence does Arlen 
reveal himself. I don't decry the melody, rather am I greedy for 
Arlen's special flavor and this simply doesn't have it. Perhaps I should 
be elated to find that the A section is fourteen measures long. But 
even though I love rule-breaking and upsets, this can't placate me. 

In the release Arlen's style returns noticeably with three sets of 
octave drops which certainly please me, but not enough to make up 
for the loss of it elsewhere. On the other hand, the last eight measures 
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of the verse are just what I love, the way he turns the phrase around 

and the way he keeps returning to the quarter note e and a. 

Fun To Be Fooled 
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Let's Take A Walk Around The Block is an unlikely song to have 
come from Arlen. In fact I didn't know, until I started this survey, 

that he did write it. It's obviously a peg to hang the very cleverly 
rhymed lyric on. And, insofar as it is a "lyric" song, it's a much 
better than average melody. But in it there is none of that aspect of 

Arlen's talent that concerns me. 
You're A Builder Upper is a good, solid rhythm song filled with 

portmanteau words like "thisa," "thata," "holder outer," and "giver 
in-er" that always throw me off, harmless as they are. Their con-

trivance comes off, to me, as over-cute. 
Arlen told me that he wrote Last Night When We Were Young 

for Lawrence Tibbett. I frankly can't imagine a less likely singer for 

this song. But, after all, once you have heard the Sinatra version, you 

can't imagine anyone else singing it. 
It was cut from Tibbett's 1935 film "Metropolitan," but the song 

was performed instrumentally behind the credits. This is a most re-
markable and beautiful song. It is one which goes far beyond the 

boundaries of popular music. For me, it is a concert song without a 
trace of trying to be. It hasn't any artiness about it or pretense. It's 
obviously deeply felt, both by the composer and the lyricist, E. Y. 

Harburg. It is written with such intensity that it gives the illusion 
of being a song of great range, whereas it is only one step beyond 

an octave! 
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It is unlike any other Arlen song that I have heard. However, it is 
unmistakably his. This is only partly due to the harmonic sequences. 
It has more to do with the suspensions he creates in the harmony by 
means of his brilliant choice of melodic notes. 

Take, for example, the end of the second measure. Although the 
E-dominant-seventh chord has been cut off in the piano part in an 

eighth note, the chord carries over in the mind, and any good orches-
trator sustains it. Against it there is an eighth note triplet reading 

down: c natural, b natural, and g natural. The c causes a suspension 
as does the g natural. 

This occurs again at the end of the sixth measure where the chord, 
this time sustained, has against it in the melody another triplet. The 
chord is a D-dominant seventh with a flat ninth and reading down the 

melody is b flat, a, and e flat (the flat ninth). 
A characteristic of the melody is the ingenious chromatic writing 

and the triplet at the end of many measures. It is by no means a sim-
ple song but neither does it, in its complexity, ever get out of hand, 

or give the impression of doing so, as sometimes Kern's releases do. 
There are no extensions in it, no tags, and yet the illusion it creates 
is that it is a much longer song than it actually is. This, I believe, is 
caused by the unrelieved tension engendered throughout.* 

In "Strike Me Pink," a movie of 1936, the song First You Have Me 
High was introduced. The melody does just what it should: goes to 
a high note and then, because the lyric so suggests in the line "then 

you have me low," goes to a low note. And it doesn't skimp. For the 
first jump (in the key of F major) is from a c to an f and the second 
is from a c to the c below, offering another opportunity for Arlen to 
use his octave leap. It moves sinuously about in the release with a 
series of ingenious chromatic descents and then shoots high and drops 

low one more time. A very cute little tune. 

In another 1936 movie, "Stage Struck," is the delightful little song 
In Your Own Quiet Way. It's what I continue to call, for lack of a 

better word (or maybe there isn't one), a soft-shoe song. The most 

typical song in this genre is Arthur Schwartz's l Guess I'll Have To 
Change My Plans. They're passive songs, selling nothing, just pleas-

antly whistling their contented way down a quiet lane. This song 
fulfills itself with great sweetness, flirting with clichés but never 
proposing. 
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In Your Own Quiet Way 
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In "Hooray For What" ( 1937), there was a strong, driving rhythm 
song called Down With Love. It gets rid of all its harmonic fervor in 
the verse, which is quite long and bounces in and out of keys for 

thirty-two measures. 
The chorus is not typically Arlen, good as it is. It's a true alla 

breve, cut-time song which concentrates on a return to the sixth in-

terval, helping to bolster my "sixth" fix. It's of the same extravert 
type as Somebody Loves Me, no time out for tricks or subtleties. In 
this case the two eighth notes at the beginning of the second measure, 
and the subsequent imitative measures, perform the service of "kick-
ing" the rhythm and sending the song on its way. And it probably 

worked marvelously in the theater. A real Act One curtain song. 
In The Shade Of The New Apple Tree is, again, not typically 

Arlen, though there are occasional hints, as in the d flat of the sixth 
measure. (The song is in E flat and that d flat is not a leading tone to 
the key of A flat.) 

It's a sophisticated country song, if such can be. And it's a delight-
ful rollicker. It surprises the listener by not returning to the expected 
main strain after the release, though it does repeat the last phrase of 

it at the çlose. 
In seven instances more than one note is used over a single syllable. 

Usually, even in concert songs, I find this painful. In this song, the 
device works plausibly every time. 

III 

"The Wizard Of Oz," the famous Judy Garland movie of 1939, con-

tained a highly successful score, including probably Arlen's best-
known song, Over The Rainbow. I think I have made it abundantly 
clear by now that I greatly admire Arlen's talent. And what pleases 
me and excites me most about it is his highly personal style, as in-
dividualistic as a Rodgers release or a Porter lyric. So when I fail to 

burgeon with praise over Over The Rainbow it is not because I don't 
like it as a song, but because I am disappointed that it bears no mark 
of Arlen's very special style. When Miss Garland sang it, and it was 
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her pièce de résistance, I was always deeply touched. But I was never 
listening to an Arlen song; I was listening to a very good, well-made 
ballad. 

This may account in part for the occasional confusion I confessed 
in reviewing Berlin's music. For, in spite of the glittering parade of 
great songs, I could not find, search though I did, a specific style. In 
Berlin's case, however, I resigned myself to the fact that his is a 
unique talent, refusing to be categorized, a fantastic sponge that ab-

sorbed the entire musical world about him and managed to make a 

seemingly endless and original statement as a result of that absorp-
tion. It was not unlike a historian who, after reading every word 
ever written about, let's say, Napoleon, wrote a biography which pre-
sented a totally new concept of the man, yet which was based on 

material which had been previously published by others with less 
imaginative gifts. 

In the case of Arlen, I am not only impressed but even exalted by 
his very personal point of view. I am concerned with a single man. 
With Berlin, who is like the spokesman for a school of popular music, 
I can't find the man. And maybe I shouldn't try. Yet with Arlen I 
usually can, except in Over The Rainbow. His profile is visible in the 
verse, but in the chorus I can find only the song. 

Mysteriously, the next song on my list is a non-production song, 
copyrighted in 1941, which perfectly demonstrates the point I've been 
trying to make. No one but Arlen could have written When The Sun 
Comes Out. 

As I recall, there was very little interest shown in this song for 
some time after it was published. I happened to find it in the pub-
lisher's stock room and made a nuisance of myself extolling its virtues 
to every musician I met. 

The song is in the key of C, and for the opening half note (follow-
ing a two-note pick-up) to be an e flat was, and still is, a minor phe-

nomenon. Then, in the second measure, there is another phenomenon, 
a three-note phrase with a simply captivating drop of a sixth from 

a to low c. Also, to backtrack a bit, he avoids over-repetition by means 
of dropping a half step from the three e flats in the third measure, 

thereby keeping the melody sinuous and not a ruler line. 
I am in awe of the sleight of hand at work in the release. It is so 

natural as to be merely an extension and development of the principal 
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statement. There is literally no separation between the two ideas. It 

all flows. It should be -shown how he achieves this by illustrating the 
last two measures of the second A section, then the release and its ex-

pert leading back to the main strain. 

When The Sun Comes Out 
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The phrase in measures twenty-nine and thirty has a warmth and 

tenderness seldom to be found in any song. The best example of a 
song with similar qualities by another writer is Rodgers' Nobody's 

Heart Belongs To Me. 
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In the movie "Blues In The Night," in 1941, Arlen wrote for the 

first time with John Mercer. This made for a very felicitous collabora-
tion. They were not only two men who had been professional singers 
but they were profound lovers of jazz. Besides which, and most im-

portant, their love of the lonely and sentimental, the witty and the 
warm and the bittersweet, all part of the ethos of popular music, 
tended to make them work together like a single mind. 

Says Who? Says You, Says I! is a very charming and eccentric 
little rhythm song, with one of Mercer's luscious lyrics filled with 
lines such as "the skies are full of butterflies" (that is, in that long-

lost world before DDT), "that daisy crew is breaking through," and 
"within this dream of cake and cream." Ah, Mr. Mercer, who dares 
to write of a "Huckleberry friend"! 

Arlen uses the last line of the verse for the cadence of the first half 
of the chorus, a device which is very seldom employed in a song. The 

form is A-B-A-B1. The persistent rhythm of the song is too infectious 
to become monotonous. Here's a sample: 

Says Who? Says You, Says I! 
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The film also introduced Hang On To Your Lids, Kids, another 

marvelous, happy riff song. And it has another great Mercer lyric. 
The riff is a good one and deserves to be repeated as often as it is in 
the song. 

Hang On To Your Lids, Kids 

I'm so glad that Mercer was able to get his cheery point of view 

around, as in the lines "Why say that we're on the ropes? I say 'Hang 
on to your hopes, dopes!' " 
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Arlen had some interesting words to say about the title song, Blues 

In The Night. 

I agree with John most always. If the composer has good 
judgment in editing, a lyric writer can help you find a way you 
hadn't thought of before. It's nip and tuck. You never know 

where an idea began unless you zero in on it later and say this is 
what happened at that point. When Mercer wrote Blues In 
The Night, I went over his lyric and I started to hum it over at 

his desk. It sounded marvelous once I got to the second stanza, 
but that first twelve was weak tea. On the third or fourth page of 

his work sheets I saw some lines—one of them was "My momma 
done toi' me, when I was in knee pants." Now he had that as one 
of his choices, probably forgot about it, and I said why don't you 
try that. It was one of the very few times I've ever suggested 
anything like that to John. 

Blues In The Night is certainly a landmark in the evolution of 
American popular music, lyrically as well as musically. The form of 
this song is unique. It is a series of twelve- and eight-bar phrases be-
tween two sections of which there are two measures to be whistled. 
And this is no high-flown pretense: whistle! By the way, this whis-
tling motif is announced in the piano introduction to the song. The 
form of the chorus is A ( 12 measures), B ( 12 measures), C (8), Cl 
(8), whistle section ( 2), A ( 12), humming (2), ending ( 2). 

It is much too earthy to be an aria, but it could be. It is fifty-eight 
measures long; unusual, of course, but still not as long as Begin The 
Beguine, a song that might be called a marathon. 
I remember when Blues in The Night became a hit. All I ever 

heard the public sing was the "My momma done toi' me" phrase. 

That seemed all they needed in order to like and accept it. Some went 
so far as to complete the twelve-measure phrase. I've known only 
singers and a few musicians who could get through it all. And so, I'm 
fascinated that a song, which few could whistle or sing, could become 

a hit. 
The initial introductory phrase sets the loneliness of the whole. 

Blues In The Night 
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The A section is twelve measures, because that is the length of the 
blues. In the B section, instead of a full fourth-measure cadence, the 
first measure of the song is parenthetically restated as if to remind 
the singer what his momma was warning him about. And again this 
warning is made in the eighth measure. And it should be mentioned 
that while the B section is well in character with the A section, it is 
all new music (but for the connective warning phrase). 
The C section is unlike either preceding section, but again, musi-

cally relevant. And the C1 section has only one difference, its final 
note. Then the lonely, evocative whistle motif and back to the first 
strain. Once more the whistle motif, now to be hummed, and then the 
terminal phrase of the song, two measures long, the first half of the 

first measure being identical with the first half of the tenth measure 
of the A section, where the lyric says "worrisome thing." 
Where, oh where, did Mr. Mercer find that phrase? Or "when I 

was in knee pants," or "a woman'll sweet talk," or any of his indig-
enous, salty, earthy, regional, placename lines? 
But I find that I'm not nearly through thanking Mr. Arlen and 

Mr. Mercer, for in the movie "Star Spangled Rhythm" ( 1942) ap-
peared another of their extraordinary songs, That Old Black Magic. 
This song is a far cry from Blues In The Night. It is in alla breve 
time, spare in its use of notes, longer in measures, seventy-two this 
time, and totally dissimilar in character. 

It is not as characteristic of what I consider Arlen's style, yet, by 
elimination, it has to be. For it couldn't be by anyone else, very dimly 
related though it may be to Begin The Beguine, not because of its 

length but because of its tendency to stick so close to the parent key 
for so long. But never could or would Porter have found the variant 
eighteenth measure with its d flat. 

That Old Black Magic 
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The form is as follows: A-A1-B-A2-C. This song has the longest 
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pedal point (identical bass note) of any song I know. It lasts for fif-
teen measures. There are three places where Arlen uses his octave 
drop, and one place where he employs another favorite device, in the 
B section. In this device he uses the sixth of a dominant chord, usually 
one outside the scale of the parent key, for his melody note. 

He has never resorted to the repeated note as much as he does in 
this song, which fact may dampen my ardor somewhat. Fortunately, 
he pulls out of this insistence in the B section. 

Arlen told me that, because of Mercer's conviction that the lyric 
needed to tell a longer story in order to make its point with sufficient 
drama, he extended the melody that much more and thereby a better 
song was written. 

For the film "Cabin In The Sky" ( 1943), Arlen wrote another of 
his distinctive songs, Happiness Is A Thing Called Joe. It has been a 
favorite of girl singers since the day it appeared. It has a very instru-
mentally designed verse, including a couple of appogiaturas in the 
sixth and eighth measures, very tough to sing, but marvelous music. 

Happiness Is A Thing Called Joe 

rrn  

171-
F let ir 

1111 IJIJ 

4  



Harold Arlen (1905- 275 

The chorus is very effective, played by a band or sung, but not 

adequate, really, on the piano unless played by some great pianist 
like Marian McPartland. I want to hear it played in the lushest, most 
groovily ornamented way. 

It is the only song I know of in which the final cadence falls on the 
second interval of the scale. It's marvelous that way. When I used to 
hear singers end on it I assumed it was their little notion, but, no, it's 
on the sheet music. I should make two things clear: one, that only the 
second ending is on d, the second interval of C, and, two, that almost 
all singers do not sing the final phrase of the song leading to the first 

ending on c. They stop four measures ahead where the lyric reads 
"that's all I need to know." What follows is, basically, a tag and adds 
nothing to the song except to bring in the title. I much prefer the 

shorter version. And here is how that ends: 
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In the movie "The Sky's The Limit" ( 194,3), Arlen and Mercer 

wrote two songs for Astaire for which he must have been profoundly 

grateful: My Shining Hour and One For My Baby. In the case of the 
first, I admit to being so admiring as almost to lose my critical sense. 
"When I wrote of Berlin's It's A Lovely Day Tomorrow, I mentioned 
that the only other song I knew of with the same spare, hymn-like 

translucence was My Shining Hour. I should like to add here that I 
find the latter touches me more profoundly. I believe that both songs 

eminently achieve the objective of, let us say, sexless innocence and 
distilled simplicity. 

There are several reasons for my favoring Arlen's song. They are 
tenuous, impalpable reasons and predicated on personal taste only. 

The first is the reiterated g in the fourth measure. Another note 

would have served as well, but this is like a last-second hand clasp. 
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My Shining Hour 
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The second reason is the choice of that lovely, passive fourth inter-
val, a flat, in the fifth measure. Next, the drop in the sixth measure 
to the b flat, a daring note, considering that it accompanies the word 
"bright" which suggests a higher note. Also, the continuation of the 
original line in the seventeenth and eighteenth measures, which 
maintains the melodic flow and eliminates the interruptive awkward-
ness of a conventional release. 

The strongest reason I have for loving this song is the double re-

iteration of the phrase stated in measures nineteen and twenty. 
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The shifting harmony accompanying these reiterations may increase 
their intensity, but so valid is the melodic insistence and, in a way, so 
like a repeated plea, that I don't believe it's necessary to cite the 
harmony. 

The second to last reason is the by now familiar octave drop in 
measure twenty-nine. The final reason is the lullaby tenderness of 
the verse. 
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Note that the second melodic statement, under the words "will 
leave a glow upon the sky," ends on the seventh measure and doesn't 
extend its cadence another measure in order to maintain a balance 
of even numbers. Out of ignorance, the recent amateur writers have 

frequently written in odd-numbered phrases. I think I've said this 

before, but it can be said again. The lyric can sometimes demand 
music of an uneven number of measures. Indeed, music can lose its 
intensity if forced to maintain a cadence for too long. 

Notice Arlen's use of the fourth interval in the verse as well as his 
octave drop. 

IV 

In One For My Baby, marvelous as is the musical setting, I believe 
the honors must go to the lyric. I've lived this story too many times, 

in too many towns, with too many long, long roads outside those 
doors, not to be hooked. Just imagine having the acuity and courage 

to start a song, as Mercer does, with "It's quarter to three"! 
So, before I fall apart and start quoting from the lyric right and 

left, let me get to the melody. And please accept my word that doing 

so after extolling the lyric doesn't mean that I believe the melody to 
be of casual interest. It's a perfect melody for the situation, and ob-
viously it's a situational song. Since it is unlike any melody of Arlen's 
I've ever heard, I must assume that the lyric had greatly to do with 
its almost old-time piano-player character. 

It does several fascinating things. First is the close chromatic writ-
ing and the bone-simple piano part. The eight-measure pedal point 
with the key shift finally to A flat produces a definite feeling of an 
off-beat blues. Then the key shifts, even in signatures, from E flat to 

G and never returns to E flat. The A sections, though in different 
keys, are identical and sixteen measures long. The release is only 

eight, and the last A section has a two-measure tag. The release has 
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two spots where, due to sets of sixteenth notes, the time takes on a 
feeling of double time. And drummers do double the beat at this 

point. 
Arlen obviously respects Mercer's lyric very much as he never lets 

his melody do anything to disturb it. Of course I am allowing myself 
to get pretty far out on a limb by presuming that the lyric came first, 
as it did in Blues In The Night. 

Evelina, from "Bloomer Girl," a Broadway musical of 1944, is a 
very cute, loose-jointed, semi-period-piece song, if I may seem to drop 
a few too many adjectives. It might be a clarinet solo, a dance, a song, 

or all three. Considering that it was written in 1944, but for a show 
called "Bloomer Girl," I'd say it was a deliberately dated song written 
by someone who had such mastery over his craft that he was able to 
provide the period-piece flavor with enough of his own current sensi-
bilities to make it sit comfortably on two stools. Take the last phrase, 

for example: 

Evelina 
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Right As The Rain, from the same show, is a very beautiful song, 
not notably characteristic of Arlen, bearing perhaps a slight flavor of 

Jerome Kern. It's a lesson in melodic writing, less sectionally con-
ceived than even most great songs. It flows from start to finish in a 
long, increasingly intense and dramatic fashion. 
The fact that it bears few characteristics typical of Arlen is of no 

consequence for me. So extraordinary is the song that I'm compen-
sated for the absence of his more obvious stylistic predilections. How-
ever, the phrases beginning at measure nineteen are unmistakably 
Arlen. His dropping down to c, ascending to b, and again dropping 

to c has, somehow, his unique approach. 
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Right As The Rain 
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The structure of the song is such that it truly can't be divided into 
sections. It's too much of a piece. It has, besides, a lovely, eight-meas-

ure second ending, much too dignified to be called a "tag." 
33 

Ac-Cent-Tchu-Ate The Positive appeared in the movie "Here Come 
The Waves" in ig44. I feel certain that such a special lyric must have 

been written before the music. If this is accepted, the musical setting 
is brilliant. There are other ways it could have been done, but I can 
conceive of no better way than this. 

It's a solid, strong melody good enough, in spite of Mercer's mas-
terful lyric, to please by itself. It attempts no more than to move 
ahead and swing. The words and music fit perfectly, as, for example, 
in the release, where the lyric says "Jonah in the whale, Noah in the 
Ark." 

Ac-Cent-Tchu-Ate The Positive 

a 

Or "just when everything looked so dark." 
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Out Of This World was the title song of a movie of 1945. This long-
line ballad, without a verse, instantly sets up a misterioso, out-of-this-
world mood. Its immediate melody point is, in the key of E flat, a 
long-held d flat. It creates a modal feeling, the mixolydian* mode to 
be precise. But unlike many other later and much less professionally 

written modal songs, this melody achieves an unearthly effect in its 
use of this one note. 

Its sections are sixteen, twenty, eighteen, and twenty measures 

long, A-A1-B-A1. It is one of Arlen's most direct and deliberately un-
rhythmic melodies, and unlike any of his other lyric ballads. Here is 

the first section: 

Out Of This World 
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A mode deriving from Greek music: a major mode with a minor seventh. 
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As you can see, he employs repeated notes in his second idea, in 
measures thirteen through fifteen. I find them less aggressive than 
intense. And the device in measure fifteen, of using two notes for the 

one-syllable word "knew," comes off effectively, partly because of 
the word "knew" and partly because of equivalent cadences in the 
other A sections which reiterate the device and so confirm it. 
The cadence at the end of the B section, on the note d natural, per-

fectly sets up the return to the opening phrase employing d flat. 
37 
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It is a very strong song, with splendid support in a John Mercer 
lyric. Though not typically Arlen in style, it would be difficult to 

assign its authorship to anyone else, unless just possibly Arthur 

Schwartz at his best. 
I was lucky enough to see a performance of "St. Louis Woman" in 

1946. It was one of the loveliest musicals I've ever seen—costumes, 
scenery, lyrics, and music. And it failed. Why, I shall never know. In 

it were some very lovely, funny, sad, and down-home lyrics, again 

by John Mercer, and some inspired songs. 
Any Place I Hang My Hat is Home is a free and easy song, just as 

the opening line of the lyric says. And it has a little of the flavor of 
One For My Baby, or perhaps the piano accompaniment makes me 
think so. The release does depend considerably on its harmony to be 

truly appreciated. As the lyric says, it's a "thank you, kindly," 

"howdy, stranger," on-the-road sort of song. 
Legalize My Name has a very witty lyric and a much more gentle 

tune than one would presume from such an injunctive title. 
I Wonder What Became Of Me is another gentle song, one which 

is more interesting when heard with its very interesting chromatic 

harmony. The release is a complex melodic line and richly harmo-

nized, but more capable of standing alone. I should say here that 
melodies like this, which are conceived in terms of harmony, should 

not be criticized for not being so convincing when isolated. 
The form of I Wonder What Became Of Me is not conventional. 

It is A (12 measures), Al (8 measures), B (8), A2 (20). The second 
variant of A is not only extended, but calls for a four-measure ending 
to enable the accompaniment to restate the first four measures. 

Though no key change is made from E flat, the song ends in A flat. 
I Had Myself A True Love is a long song, sixty-four measures, and 

very nearly an aria. But it's so beautifully made and under such 
adroit control that it never gets out of hand as ambitious, highly emo-

tional songs often do. 
The nature of Arlen's piano accompaniment, which is a notably 

good one, is such as to indicate another, more compositional concern 
for this song than any others I've seen. The use of thematic material 
in the cadences, the shifting styles in the left hand of the piano, the 

dynamic markings, the introduction, all bear out this opinion. 
It's a sweetly sad, at times an angry song. It would be highly 
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acceptable as a concert song. I've heard Eileen Farrell sing it pri-

vately, and there went the goose bumps again. 
As far as Come Rain Or Come Shine is concerned, the laugh is on 

me. For I'm the one who pontificated that Arlen was not given to 
repeated notes! Well, in the first two measures there are twelve! Now 
what do I say? 
I say that it is a superb ballad which could never be so great unless 

the device of those repeated notes were the principal single element 
in the melody. The second section is without them, providing an es-
sential contrast. The third and fourth sections continue to use them, 

interrupted twice by the most apt and satisfying octave drops. The 
whole last half of the song builds inexorably to the final f natural, 
though it is printed as one of two grace notes. 
I am surprised that at this point the printed copy hasn't been 

changed to two full-sized sixteenth or even thirty-second notes, but 
full-sized. For the two descending notes, f and e, are an integral part 
of the song. Fortunately, most singers sing them. 
The harmony, naturally, is opulent throughout. But the song can 

sing itself quite independently. 
In the film "Casbah" ( 1948), there was For Every Man There's A 

Woman. It's a "moaner," in minor, with a slow beat and many juicy 
harmonic changes. The A section is, as far as the tune goes, only ten 
measures, but, due to a three-measure, small-noted section in which 
the song asks where the woman is, one could say that the A section is 
thirteen measures, a precedent in lengths. It is followed by another 

identical section and then only a four-measure release. This certainly 
is tearing up the formal pea patch. And the last section is ten meas-
ures using the first ending, plus thirteen measures using the second. 
It must be a singer's delight and surely an orchestrator's. Strictly 
Arlen. 

What's Good About Goodbye? from the same film attempts no more 

than to be a good, clean, alla breve ballad. And this it succeeds in 
being. Not until the second strain are there true clues to its author-
ship. Then we find a climbing device which I believe Arlen loves. In 
this case the melody moves to an e flat and drops back to a c, then up 
to an e natural and back to the c. In an imitative phrase, he reverses 
it by ascending to a c sharp and back to an a, then to a c natural and 
back to the a. 
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Once more he uses the fourth as I believe it should be used, without 

repetition. 

What's Good About Goodbye? 
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The song is A (18), B ( 14), A (18), an unusual form. It also has a 

second ending coda. 
hi "Mr. Imperium," a movie of 1951, there is another recognizably 

Arlen song called My Love An' My Mule. This is a slow, rocking 
song with a walking bass line. In the main strain there are no rein-
forcing chords in the right hand alongside the melody. And they're 
not needed, since the rolling left-hand part is enough accompaniment. 
The principal characteristic of the song is a double-time measure 

which shows up throughout. 

My Love An' My Mule 
4 
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The cadence of the A section is odd and not easy to find without the 
harmony. 

4  bh,42a. 

(pb},  
IMF 

The B section is ten measures, and the over-all structure is 
A-B-A-C. It's a very groovy song which should have had a more 

prominent life. 
A ballad in this movie, Let Me Look At You, is much too good not 

to have survived. It is by no means in the Arlen style. But it is a big-
canvas, broad-lined song of great dignity, one not unlike Kern at his 

most independent. 
I believe its obscurity is due to its difficulty. This is not in evidence 
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until the twenty-fifth measure, when it moves into F major from the 
parent key of C major. The ensuing melody continues in F for four-

teen measures, entailing the use of many sharped notes not in C 
major, and returning to a d natural somewhat unexpectedly and, I 
feel, with inadequate preparation. None the less it is a splendid bal-
lad. And the second ending contains a coda of twenty-seven measures 
which is very gentle, simple, and beautiful. 

It was easy for the public to absorb the transition from the release 
to the main strain in All The Things You Are. Why wouldn't they 
work that hard for this song? It is certainly deserving of whatever 

concentration it would take to absorb it into one's musical memory. 
Today, I Love Ev'rybody is from "The Farmer Takes A Wife," a 

1953 movie. It's a bright, healthy, "walk-about" song, stepping out 
of its scale line only once with a c sharp (the song is in G). It is fairly 

conventional, but not cliché. Its chief characteristic is the fourth beat 
tied to the next measure, so thoroughly exploited by Youmans. And 
Miss Dorothy Fields supplies a cheery, civilized lyric, containing such 

fine lines as "if joy can be contagious, then catch this wild outrageous 
thing and get this world to sing: Today, I Love Ev'rybody." 

The structure is A ( 16)-A ( 16)-B ( 10)-A (20). 

V 

In "A Star Is Born," the Judy Garland movie of 1954, there was an 
alla breve ballad called Here's What I'm Here For. Again, it is not 
my idea of Arlen; in fact, it has the flavor of Arthur Schwartz. 

It is a very direct, uncomplicated melody, staying well within the 

boundaries of its key, E flat, saying nothing of great consequence but 
saying it well and cheerily. It sings easily, and my feeling is that the 

accompaniment should always be by a smoothly swinging band. 
The other song in the film is one I played all day long in a Sunday 

bar room in Toms River, New Jersey. It was the Sinatra record, with 
a Nelson Riddle arrangement, of The Man (Gal) That Got Away. 

The customers and the bartender were either deaf or compassionate. 
Surely they couldn't have loved it for as long as I and my friends did! 

This is a true Arlen song. If you are a good rememberer, try to 
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think of anyone else who might have written it. I don't see who it 

could have been but Arlen. 
In this song Arlen makes marvelous use of the fourth interval. It 

occurs at precisely the apt places, the first cadence, the middle of the 

first release (yes, there are technically two releases), at the beginning 
of the second, and in the middle of the last strain. 

In another 1954 film, "The Country Girl," there was an interesting 

song called Dissertation On The State Of Bliss, which title never ap-
pears in the body of the song. It's somewhat in the manner of One 
For My Baby in its use of chromatic steps and thirds in the right 
hand of the piano, also in its harmonic movement from the tonic, 
C major, through C-dominant seventh, to F major. This gives it what 

was clearly intended, the feeling of the blues. 
Its form is A ( io) - A1 (1 o) -B (8), A2 ( 1 2 ) . There is also a coda. 
Also in 1954, amazingly enough, appeared Arlen's most ambitious 

and beautiful score, that from "House Of Flowers." Though it had 
that great, stalwart performer, Pearl Bailey, it ran for only 137 per-
formances. It was simply too elegant, too subtle, too far beyond the 
deteriorating taste of an expense-account clientele. 
I Never Has Seen Snow has a melodic line which not only is much 

too beautiful for the expense-account ear, but it impresses me far 
more than the song-arias from "Porgy And Bess." These are hard 
words, and I presume I'll never hear the end of them. But I believe it, 
I've thought about it, I've carefully examined the music of both com-
posers very carefully and without prejudice. I respect Gershwin, but 

I envy Arlen. 
This is a curious state of affairs, since I made a point of bypassing 

"Porgy And Bess" simply because I believed it to be outside the 
boundaries of this book. But Arlen, though his melodic line in this 
song is musically in the category of "Porgy," does stay within the 

boundaries. 
I should be clearer about my attitude. I am not comparing the 

scores of the two productions. I think what I'm trying to say is that 
Arlen proves in one song, I Never Has Seen Snow, that he is capable 

of writing within the territory of popular music and arriving at a 
quality of vocal composition which is superior, I feel, to that which 
Gershwin achieved outside that territory. 
The introductory section of I Never Has Seen Snow is very beau-
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tiful, the beginning of a long melodic flow which continues to the 

close of the song. Yet it is modestly called a verse. As a matter of 
compositional interest, the closing bars of this so-called verse intro-
duce a figure in the left hand of the piano which prepares the listener 
for its tighter voicing in the chorus. It comes off as a shift in orches-
tral color. 

This is the version in the verse: 

J Never Has Seen Snow 

This is the chorus version: 

4 e  c_r_Lr 

Note, if you will, the raised note, c, following the half note b in the 

second measure of the chorus. I know this is a vocal device Arlen is 
very fond of. But, in this instance, I am puzzled, as the c comes off 

as a scrape.* I do see the charm of the portanzento,+ but, to me, it 
should move to a higher note, d, or even to a high g. I notice in the 
Percy Faith record that he does not use the c. He uses, I think, a d. 

Arlen's constant searching and growth kept reaching high plateaus. 
The first big one was in l Had Myself A True Love; and now, I Never 
Has Seen Snow. 

I'd prefer not to isolate phrases from I Never Has Seen Snow, but 
rather to suggest to the reader that he view the song as a whole 

either by finding the sheet music, which comes in a bound folio, or 
buying a record. 

• A dissonant passing tone. 
A slide. In more formal usage the technique of carrying the voice from one pitch 

to another through all the intermediate pitches. 
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Two Ladies In De Shade Of De Banana Tree is a great swinging, 
even driving song. And yet there is a grace about its aggressiveness 
which keeps it from sounding as if its only purpose in life was to be 
sold. 

It risks monotony by sticking for eight measures to varying atti-

tudes of only two notes, b and c. It's fantastic how, by means of shift-
ing the rhythmic emphasis, Arlen manages to increase rather than 
decrease the intensity. And then, when the tune breaks loose with the 

title phrase, it's like a rocket taking off after the crescendo of the 
preliminary sizzle. Except that the first eight measures happen to be 
the very best sizzle you've ever heard. 
That title phrase is repeated, then turns into the final cadential 

phrase. Here is the whole statement: 

Two Ladies In De Shade Of De Banana Tree 
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The form is very free insofar as, after two identical A sections, the 

following release is only eight measures and the restatement lasts 

only two measures, moving on into a new melodic idea and, after ten 
measures of it, suddenly returning to the original cadence. 
A Sleepin' Bee is a very dear song from "House Of Flowers." Its 

initial and principal strain is self-sustaining and, in fact, resorts to 
no harmonic invention. It even maintains a pedal point for five and 
a half measures. The second strain, however, is enhanced by its en-

gaging chromatic harmony. 

VI 

Although Arlen wrote more shows, and some complex experimental 
songs in "Jamaica," I feel that the songs already discussed pretty well 
cover the best aspects of his multifaceted talent. 
He entered the field of popular music at a propitious time, one in 

which he could spread himself and experiment rhythmically, har-
monically, and melodically as he never could have even ten years 
before. To me it is like an invention, let's say the camera, appearing, 

and before you know it there is a man who seems, by his aptitude, to 
have been born to be a photographer. Had Arlen been born sooner 
or later than he was, there would have been little in the musical air 
to inspire him to be a writer of songs. In just about the span of 
twenty-five years the whole lovely, warm-hearted, clear-headed, 
witty, bittersweet world of the professional song writer was gone. 

Arlen, like Rodgers, reveals in his melodies a deep-rooted need to 
express himself. In both men there is a very personal, almost private 

approach to creation, rather than the professional capacity to contrive 
and produce reasonable facsimiles of the real thing. It is very much 

to the credit of the public that it has so wholeheartedly accepted the 
writings of these men. As I must have made clear by now, I am not 
precisely Pollyannaish about the layman's appreciation of the arts, 
and I am therefore astonished by his acceptance of, and enthusiasm 

for, many of the great unsimple songs. 

The reader may notice the absence of any mention in this discus-
sion of Arlen's music of his "American-ness." This is very simply 
because, even more than in the case of Youmans or Berlin, there is 
nothing else. Even in Arlen's later, more mature and ambitious melo-
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dies, he never drew upon or was influenced by European music of 

any kind. He is wholly a product of American jazz, big band music, 

and American popular song. 

VII 

The following comments are in the nature of an aside, for they con-

cern matters of almost entirely personal concern. But because I wish 
to remark a unique quality in Arlen's approach to song writing, I feel 

that they should have a place in this survey of American popular 

song. 
Had I not been a musician, a lover of orchestral colors, and virtu-

ally a student of popular music in all of its manifestations, perhaps I 
wouldn't have been so aware of the broad musical implications pres-

ent in even the simplest piano copies of his songs. 
Here was a new kind of writer, one who could never tolerate being 

left out of all that followed the writing of a song. Naturally he 
needed middle-men, performers and promoters, but one knew that he 

would be as involved as he possibly could be all the way down the 
line to the ultimate fruition: the performance. And since I, too, knew 

more music than I needed to in order to write a song, I was immedi-
ately more sympathetic to his songs than I was to songs which I felt 

had been written by those who considered their responsibility over 

once the song was written. 
Another element in his writing which drew me to him was my 

feeling that he knew how close vocal writing was to controlled, lyric 

instrumental writing, and that the fluid sinuosity possible to a clari-
net, trumpet, or trombone, if carefully controlled, would help to sug-
gest more inventive vocal lines. And his own vocal training was there 

to warn him of excesses. 
In sum, the most specific reason for my affection for Arlen's music 

is that his songs suggested a greater musical thoroughness than those 

of other writers. By "thoroughness" I mean the sense of a finished 

product. Within the piano part there was evidence of the song in its 

performance. One sensed the seeds of orchestration, one knew some-
how that he had thought the song through to its final phase, the per-
formance of it, whether it be by a singer, a piano, a band, a jazz 

group, or a band with a singer. 
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There wasn't the usual feeling of the song's isolation. It was as if 
the writer of a book were to have seen his words through the presses, 
all the way to the bookstore. Not that the piano copy informed me 
that Arlen would be the orchestrator, or that he would choose the 
singers and the members of the band, but that his was a more thor-
ough knowledge and involvement than that of other writers. 
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Vincent Arthur 
Youmans Schwartz 
(1898-1946) (1900- ) 

I 

VINCENT YOUMANS 

(1898-1946) 

The name Vincent Youmans is as well known, though not as famous, 
as George Gershwin. He was Gershwin's contemporary and, like him, 
died young. 
One assumes that his reputation was based, not only on famous hits, 

but on a large body of work as well. So it comes as a surprise to learn 
that only ninety-three of his songs were published, though he did, in 
fact, write twice that many. In the words of Stanley Green, musical 
theater historian: ". . . his Broadway output consisted of twelve 
scores and his Hollywood contribution comprised two original film 
scores. He became a professional composer at twenty-two, an inter-
nationally acclaimed success at twenty-seven and an incurable invalid 
at thirty-five." He died at forty-seven. 
Amazingly, to me, his reputation is based upon only a fraction of 

those ninety-three songs. Furthermore, and this is strictly my own 
opinion, among the famous songs there were only a few which pos-
sessed true theatrical flair and flavor. Most of his famous songs were 
very superior pop songs. In no instance was there a musical indica-
tion that he had as much as heard a Kern song or an operetta. In fact, 
though he did have stylistic idiosyncrasies, his songs revealed no 
reverence for any other writer, whether or not he, personally, had 
any. 
The quality of "American-ness," which I have mentioned from 

time to time, was his from the first known song, Hallelujah!. Both 
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Mabel Mercer, who knew him well in Paris, and Irving Caesar, who 
wrote with him, say that he played very good piano, and Caesar adds 

that he always whistled his melodies and played accompanimental 

piano. 
For some years a legend existed that Youmans had left a trunk 

filled with music written in a code-like shorthand no one could de-
cipher. Theater historians Miles Kreuger, Alfred Simon, Stanley 

Green, and Robert Kimball have examined the manuscripts. The leg-
end is empty, but the trunk is, indeed, full. And, one is happy to learn, 

Youmans wrote a quite orthodox notation in a meticulous hand. 
Mr. Caesar remembers him as having been an indefatigable 

worker, a man of intense enthusiasm for song writing. Youmans was 
not a true trail blazer except insofar as his early songs were of a 

swinging nature long before the big bands were there to swing them. 
I do find the pop quality of his songs somewhat of a mystery. I natu-
rally assumed that the songs in his theater scores would have had a 

broader sweep and a longer line than they do. His piano accompani-

ments show marked harmonic sophistication and great melodic in-
genuity but little of that distinctive, however elusive, element that 

earmarked a theater song. 
There is no way of determining whether the version of Hallelujah! 

used in "Hit The Deck" in 1927 was the same as that which he wrote 

while stationed at the Great Lakes Naval Training Station during 
World War I. Since, however, it was not published until it was used 

on Broadway, it will be considered later. 
The Country Cousin, his first published song, appeared in 1921, 

and had nothing to do with the theater. Stanley Green says that You-
mans and Alfred Bryan, the lyricist, "tried to cash in on" the silent 

filin "The Country Cousin." I don't expect they did cash in. The song 
is of little account and undeserving of comment. 

But in 1921 Youmans did write a very respectable song, Oh, Me! 

Oh, My!, for "Two Little Girls In Blue." It is still heard today, not 

often, but is certainly characteristic of his writing. 
It consists of two ideas, the first more or less dependent on its 

changing harmony, as it is merely three sets of a drop of a fourth 
from a to e, and the second a quarter-note scale line. Even in its ex-
treme simplicity, it is an ingratiating little tune. The key is C major, 
and the song has a repeated drop of a fourth, from a, the sixth note 
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of the scale. Any repetition of this note in the scale usually arrests 
one's attention. But I'm afraid that, because of the unsonglike rigidity 
of its repeated a's and e's, Oh, Me! Oh, My! barely gets under the 
wire as a song. It suffers from the same unvocal quality that later 
marked I Know That You Know. Splendid, musically, but lacking 
vocally. 

In 1923, in "Wildflower," there were two big songs, both of which 
became standards. The title song is most certainly not characteristic 
of Youmans and is also, to me, contrived and arch. I find in it none 
of the characteristics of a great song. 
The other, Bambalina, has never been one of my favorites. Its ob-

viously deliberate monotonous melody bears no mark of Youmans at 
his best nor, I'm afraid, would I know it to be by an American (unless 
I knew who wrote it). 

Until I read the lyric recently, while examining the song, I never 
knew that it had to do with an elderly fiddle player named Bamba-

lina. The "a" ending gave me to think it was a girl. In the last lines 
of the chorus the name of the old man has become the name of a 
dance. Confusing. 

Again, from the lyric, I gather that the whole thing is a form of 
Musical Chairs. This is by way of saying that undoubtedly the 
melody was hinged on a production number notion, and the fact that 
it turned out as it did was due to theatrical demands. 

In it, however, is a characteristic of Youmans' writing, that of 
using material of the main strain in the release. The main strain con-
sists of six measures of uninterrupted quarter notes, a great many of 
which are repeated g's (the fifth interval in the key of C). In the 
release, the quarter notes are again used uninterruptedly for six 
measures, though the principally repeated note this time is c. The 
point is simply that Youmans, instead of "releasing" his melody, re-
inforces it. In this melody the result is truly monotonous. But I as-
sume that this unrelieved insistence was exactly what made the song 
work on stage. Off stage my eyelids tend to droop. 

In "Mary Jane McKane" ( 1923), there was a song called My Boy 

And I which was to serve as the source of the title song of "No, No, 
Nanette" ( 1925). In fact, it is very nearly identical throughout. Its 
major dissimilarity is its rhythm, which is 3/4 as opposed to No, No, 
Nanette!'s 2/4. Below are parallels: 
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No, No, Nanette! 
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Come On And Pet Me, dropped from the same show before it opened, 
should be mentioned. Except for one note, it has the same melody as 
Sometimes I'm Happy. Also, the music of the verse is the same as 

that of the later song. The only difference in the choruses is that 
Sometimes I'm Happy is in alla breve, cut time, and Come On And 
Pet Me is in 4/4. As a result the note values of the latter are half 

that of the former. Also, the lyrics are by different writers. 
"A Night Out" (1925) never reached New York, but its score in-

cluded Sometimes I'm Happy, with lyric by Irving Caesar. A peren-
nial favorite among jazz musicians for forty years, it is a loose, un-
cluttered song with plenty of open spots and no harmonic complexity, 

just the kind for improvisation or a swinging arrangement. Yet it is 
not specifically a rhythm song: it is what is called a rhythm ballad. 

It has one of the narrowest ranges I have come across, a half tone less 
than an octave. It was later used in the score of "Hit The Deck" 

(1927), where it became a hit. 
The phenomenal hit of "No, No, Nanette" (1925) was, of course, 

Tea For Two. Because of the abrupt key shift in the second section 

from A-flat major to C major, it is very surprising to me that the song 

became such a success. And not only that, but after the key change 
and at the end of the C-major section, the song is virtually wrenched 
back into A flat by means of a whole note, e flat, and its supporting 
chord, E-flat-dominant seventh. 

Irving Caesar has said that the opening section of the lyric was 

never intended to be more than a "dummy," one by means of which 
the lyricist is able to recall later on, while writing the true lyric, how 

the notes and accents fall. He also says that, in order to use the words 
he wanted in the second section, the C-major section, he persuaded 
Youmans to add notes which resulted in its being similar to, but not 
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an exact imitation of, the first section. Below are the rhythms of the 
first and second sections. 

Tea For Two 

41,6h. J. jJ. 11, J  

As you can see, the second eight measures consist of a pattern of 

eighth, quarter, and eighth notes instead of the earlier pattern of a 
dotted quarter and an eighth. Also you may note below, the cadence 
in the second section, an e natural whole note, supported by a C-major 
chord, followed by an e flat, supported by an E-flat-dominant-seventh 
chord. 
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But for the rhythmic variance in the second section, the entire song 
is made of dotted quarter and eighth notes. This certainly ran the risk 
of monotony, yet the record stands: it was one of Youmans' biggest 
songs and it remains a standard forty-odd years later. 

In it Youmans again stuck to his germinal idea, the dotted quarter 
and eighth note rhythm and hence avoided an interruptive idea. It is 

another narrow range song, this time only one whole tone more than 
an octave. The song does achieve a kind of climax by moving to a 
high f in the last section, but, for me, it in no way achieves the qual-
ity of a theater song. 

The Boy Next Door, a very good, direct melody, not to be confused 
with the much later Hugh Martin—Ralph Blane standard, was cut be-

fore "No, No, Nanette" opened. It is a strong, independent-of-harmony 
melody, not typical of Youmans, but certainly worthy of having a 

longer life than it did. I had never heard of it until I started this sur-
vey, and so I must presume that any attempts to revive it must have 

been limited to obscure record labels. 
It is not a series of two-measure imitations like Tea For Two, but a 

long-line, eight-measure phrase. In this case there is a release which 
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is the climax of the song, and the range is an octave and a fourth. The 
successive measures of the main strain are imitative, but these imita-
tions constitute a continuous line. I find it a very sweet song. Below 
are the first eight measures. 

The Boy Next Door 
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In "Oh, Please!" ( 1926), there was another of Youmans' well-
known songs, I Know That You Know. It's a rousing rhythm song, 
using throughout verse and chorus a device by no means exclusively 
Youmans', but one he was fascinated by and handled very skillfully. 

In alla breve time it is the accented fourth beat tied to at least a half 
note in the following measure. It is likely that his success with this 
device brought it into such popularity that other writers continued to 
employ it. That is not to say that he was the first to use it, but that 

he made the most of it. 
He starts right out with it in the verse, which has such character 

that I am able to recall it forty years later. This is very unusual for 

me, and, I presume, for most people. 
But for the interruptions of two quarter-note scale lines at the end 

of the second half of the chorus and the end of the song, it is a series 
of dotted half notes followed by quarter notes tied to dotted half notes. 
This device again risks monotony and, frankly, does become monot-
onous without the chord changes. 

I Know That You Know 
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The chorus is introduced by three quarter notes which are marked 

molto rit and which I have seldom heard unless the performance has 
included the verse. 
The dexterity of the melody lies in its quarter note scale line which 

provides an absolutely essential contrast to the reiteration of the 
rhythmic device illustrated above. And it is another melody with 
what I think of as a pop song range, an octave and a third, though 
the song is not in the pop song genre. This is in part due to the alla 
breve rhythm and the heavily accented fourth beat. No, this is dis-

tinctly a theater song. 
I almost said "theater piece" instead of "song," for it isn't truly 

song-like except for the rather uninventive scale-line passage. This 
is also true, to a lesser degree, of Hallelujah!. They are both, as a 
friend calls them, theater set-pieces. They play better than they sing. 

"Hit The Deck" ( 1927) had one of Youmans' best scores. In it was 
the song, possibly revised, that he had written in 1918, Hallelujah!. 
Here is an instance in which the accented, tied-over fourth beat is 
used throughout the chorus. It's a big, declamatory song set up by a 
long, strong verse, longer than the chorus. 
The chorus is in strict A-A-B-A form with the widest range of any 

of his better-known songs up to this time, an octave and a fifth. Its 
main strain concentrates on b flat, the fifth interval in the key of E 
flat, and its principal interest lies in its syncopation created by the 
tied fourth beats. The release, though it continues to maintain the 
rhythm of the A sections, is much more interesting, both melodically 
and harmonically. It's only a series of imitations, but the c flat and 
d flat in the melody are highly effective. 

Hallelujah! 
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I might add that, up to this point, Youmans had not been very for-
tunate in the lyrics for even his most successful songs. Not one of 
them was better than those written for average pop songs. They had 
no stylishness, no inventive rhyming or wit, though written in some 
cases by writers of distinction. 
An Armful Of You, cut before the opening, was a routine pop tune. 

But the first two measures of the verse should be illustrated to show 
the marked sophistication of Youmans' piano part. I have never seen 
another verse or chorus start out on so unexpected a dominant chord 

and then continue in this sequence, with this melody line (d, e flat, c, 
d), except in these two cases. 

An Armful Of You 
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Lucky Bird Bird is a pleasant little sixteen-measure song, again more 
pop than theater-like. Except for its first, second, and third cadences 
it is quite notey. But this is the nature of the song and it suggests that 
a slower tempo is required than the moderato marked at the begin-
ning. 

For its time, its harmony is interesting and helps make the song 
more provocative. The fragmentary idea which continues through-
out is like a casual riff of that day. Here again Youmans doesn't 
write in the third section (measures nine through twelve) a release. 
Rather he develops his original idea. 

Nothing Could Be Sweeter is a jovial rhythm song which surpris-
ingly turns out to be thirty-two measures long. Its principal idea is 
made of two phrases, the second of which is an imitation of the first. 
And it has a two-measure cadence, as does Lucky Bird. In these days 
of unexpected odd-measured sections, I believe the cadences of both 
songs would be one measure, as there is an uncalled-for hiatus in a 
cadence which is as long as the melody preceding it. 
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The fifth through the eighth measures are identical with the first 

phrase except for the end of the cadence which leads into F major 
rather than back to C major. The form of the song is A-B-A1-C/A. 
This is unusual for Youmans, as is the C half of the C/A section. The 
melody is based, and depends, on four dominant seventh chords, ris-
ing in each measure a half step. This makes for some difficulty in find-
ing the melody notes, but it does build the tune up to its final re-
statement. 

This song, like Lucky Bird, is cheery and memorable but non-
theatrical in structure and intensity. In case the title is unfamiliar to 
you, it was also known as Why, Oh Why?, with an entirely different 
lyric except for identical lines in the first two measures of the verse. 
It was replaced in the show before the opening by Why, Oh Why? In 
either form, the music sounds more English than Youmans. 

One inevitable scrape occurs in the second measure and all 
equivalent measures. The chord is D-dominant seventh. This chord 
contains an f sharp. Yet the second note of the melody is a g natural. 
Granted it's only a passing tone, yet due to the chord it comes as a 

surprise and, as I said, a scrape. Had the f sharp been delayed one 
beat and the first chord been a suspended D-dominant chord, there 
would be no scrape. Yet, curiously, it is more satisfying as it is. I ad-
mit I can't understand why. 

Keepin' Myself For You (from the film version) is a cheery rhythm 
ballad. For 1929, the drops from g flat to d flat (in the key of E flat), 
then from a flat to c flat later on, were ahead of their time, and so 
characteristic of the song that either phrase could call to mind what 
song it was from. 

Keepin' Myself For You 
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The release was highly unusual in that it begins in the key of E 
natural and stays there for three measures. Then it makes a cadence 
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on a d natural, supported by a sudden and unexpected B-flat-ninth 
chord, allowing the second phrase to return to E flat. 

This song is another of those more in the pop than the theater 
category. 

In "Rainbow" ( 1928), which lasted only thirty performances, there 
was a very snappy, exciting rhythm song called The One Girl. Un-
fortunately it did not have a long life, and this is understandable 
when one finds in it such lines as "waits until my troop comes over 
the trail" and "cheers me when I go out to the fight, boys." This 
muscled point of view obviously had to do with the Western plot, but 
it doesn't help make a standard song. 

The basic rhythmic device Youmans used here is one I've never 
seen elsewhere. It consists in placing the stress on different beats in 
successive measures. Though this was not new even then, Youmans' 
device was, as the stresses fell on the third beat of the first measure, 
the second of the second measure, and the first and fourth of the third 
measure. The effect produced by this was as if these measures were 
all in 3/4 with the final beat of each measure accented. But, since the 
rhythm is 4/4, the result is one of almost bewildering oddity until the 
melody in the fifth measure straightens matters out with a succession 
of four evenly stressed quarter notes. 

The One Girl 
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Also note the sly fashion by means of which the harmony in the 
eighth measure moves to B flat. Notice further that the rhythmic fig-
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ure of the first phrase is restated at the ninth measure a whole tone 
higher. 

I Want A Man from the same show is an extremely inventive song 
in every way, from beginning to end. I'm amazed that I've never 

heard of it before. In the first place, the piano part sounds more like 
one of 1938 than 1928. The passing tones, the major sevenths, the 
instrumental voicings are far ahead of the twenties. For example, 
note the voicing of the first measure in the following illustration and 
the extended quarter and dotted half note patterns. 

I Want A Man 
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Also note how, in measure nineteen (repeated in twenty), the de-
scending chromatic figure sets up the pattern which follows in the 
unusual piano part of the chorus. 
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This rhythmic pattern in the chorus, for two measures, suggests the 
time signatures 3/4, 3/4, 2/4. 

Again, in the last section of the song, note the voicing in the piano 

part and the skillful way it returns to the main idea. This song has an 
Arlen quality, though he had yet to be heard from. 
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It isn't a particularly theatrical song, but it's very neat and sophisti-
cated and ahead of its time. 

It does seem that Youmans seemed to have had more fun in, and 
felt more at home with, straight 4/4 rhythm than alla breve. Though 
three of his big songs were in alla breve, they come off less as songs 
than as theatrical effects, while such an unknown song as I Want A 
Man reveals an element of personal care and pleasure in its writing. 

In the movie made of "Rainbow" in 1929, called "Song Of The 
West," there was the song Let Me Give All My Love To Thee. It is 
subtitled "Hymn," and its harmony is deliberately four-square and 
hymn-like. Yet the melody, in the second and third measures, em-
ploys the device of 3/4 phrases, causing it to swing a little. In these 
days of jazz masses this would be old hat, but not in 1929. 

It is a very attractive song, though not among Youmans' well-

known melodies. There is no verse, and the song is only twenty-four 
measures long. But I believe it deserves much more attention than it 
has received. It is probable that the hymn-like change of harmony on 

every beat and the fact that it is called a hymn may have caused 
singers and bands to shy away from it. 

It is strange that a piece of writing as uninspired as the chorus of 
West Wind could have been preceded by such an inventive, far-out 

verse. Though only eight measures long, it creates a mood which 
leads one to anticipate a whirlwind of a chorus. Instead of which, one 
is becalmed by a complete cliché. Not only couldn't verse and chorus 

have been written at the same sitting, they couldn't have been writ-
ten in the same month. 

In another flop show, "Great Day" ( 1929), there were three 
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worthy songs. The least known of these today is the title song. It's 
another rouser, a come-to-meeting song in the manner of Hallelujah!. 
I may be somewhat prejudiced in its favor as the result of having 
heard many times a Whiteman record of it which contained a great 
trumpet solo. 
The verse is very florid and "inspirational." It isn't a verse as much 

as an exclamatory introduction to the chorus. The latter, for those 
who have never heard it, comes as a complete surprise in that it is 
much less dramatic than the verse. 
The main strain comprises only three notes, not more than a step 

apart from one another. The second eight measures is a precise repe-
tition of it a third higher. The release resorts to wider steps, and the 
final section is the same as the first. The syncopated fourth beat, tied 
this time to only a quarter note, is the rhythmic characteristic of the 
song. 

Except for the release, the song is curiously subdued for one with 
such an enthusiastic title. Raising the main strain a third in the sec-
ond section and then ascending to a high e flat (the key is E flat), 
does make for climactic intensity. But then to repeat the first section 
literally does seem a little lacking in dramatic appeal. Somehow the 
phrase "great day" demands a high ending. 
Throughout the chorus the harmony is minimal with all but the 

release suggesting a possible pedal point. 
More T hanY You Know* is, for me, Youmans' best ballad. I was, how-

ever, surprised to learn that it was a show tune. It ranks among the 
best of the pop songs I have heard. 

Its verse is nearly a complete song in itself. It is in C minor as 
opposed to the C major of the chorus and it was clearly written with 
great care and affection. 
The principal characteristic of the chorus is the use of quarter note 

triplets, to be found immediately as the pick-up to the first measure. 
There is a concentration on the a, the sixth interval, interesting per-
haps only to me as being such a provocative note when repeated. 
And then there is the unusual, almost rhapsodic release. It has 

much more character than most releases of show or pop songs. And 
it makes a very unusual leap of a tenth from the low b at the end of 
its first phrase to the high d at the beginning of its sec9nd. 
The song is so well known it probably needs no illustration. But 

here is the release: 

• By Billy Rose. Edward Elise... and Vincent Youmans Copyright spagi by Miller Music Corporation Copyright renewed toa6 Published by Ann-Rachel Music Cor 
potation. Vincent Youmans. Inc. and Miller Music Corporation Used by permistion. 
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More Than You Know 
17 
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Without A Song is virtually an art song. And if not quite that, it 
is most certainly a favorite of concert singers. It has the wide range 
of an octave and a fifth. I'm sorry to say that I find it quite preten-
tious, both lyrically and melodically. It was probably intended, how-
ever, to fulfill a dramatic need in the show. It no longer could, I'm 
afraid, with such a word as "darky." 
I suppose that, except for the opening e, the main strain could be 

called pentatonic in that it avoids the fourth and seventh intervals 
throughout The melody concentrates on the notes of the F-major 
triad. 

It truly does not contribute any added flavor to the world of great 
American popular songs. In its way it irritates me much in the same 
way as do the mountain climbing songs of Rodgers and Hammerstein. 

It is interesting that Harold Arlen was to have sung a song in this 
show, Doo Dah Dey, but it was dropped before the opening. He also 
was drafted to take Youmans' lead sheets to the lyricists, Billy Rose 
and Edward Eliscu. As he observed to his biographer, Edward Jablon-
ski, he came to know the music better than Youmans did. 

In 1930, in the show "Smiles," which ran for only sixty-three per-
formances, there was another famous Youmans song, Time On My 
Hands. It's a very good song and, though unusual, very easy to learn 
and impossible to forget. 

It has a good verse, the best kind, in fact: one that sounds as if it 
had been written at the same time as the chorus. Many good verses 
fail to please because they are from a different bolt of musical cloth 
than the chorus. The verse of Time On My Hands, besides being a 
good piece of writing, leads naturally into the chorus. This "leading-
in" quality is rare, as many good verses have cadences of a finality 
that tends to separate them from the chorus. 
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There are two specific characteristics of the melody of the chorus 
in this song. The first is the quarter note triplet. It is a constant factor 
even in the release, though employed there more sparingly. The re-
sult of the triplets' use in the release is that it comes off less as a re-
lease than as a development of the melody. 

I find the return to the main strain following the release somewhat 
frustrating—due to two small notes in the voice line which have no 
accompanying words. 

Time On My Hands 
24 ad lib. 
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The c and the g sharp are an integral part of the melody, and it surely 
couldn't have been that difficult to find accompanying words or 
syllables. 

It is a very gentle, persuasive melody with no dramatic intentions, 
yet it has a closing section with imitative quarter note triplet phrases 
which are higher each time, thereby increasing the intensity of the 
melody and providing it with a quality of fulfillment. Even in such 
a short, uncomplex form as the popular song, this quality can be 
achieved. 
Again I must add that though the song is in alla breve, a time sig-

nature usually associated with theater songs, it still has the mark of a 
superior pop song. I would not make such a constant point of this 
were I writing of theater songs of the fifties, since pop writers had by 
then infiltrated the musical theater. Although the latter have man-
aged upon occasion to write theatrically, they have failed, by and 
large, to create songs of the elegance, long lines, and special sophisti-
cation which one has come to expect from theater songs. 
I should also mention that there still continued to be a parade of 

lyricists for Youmans' songs. This is most unusual, because after this 
many years in any song writer's career, particularly that of a theater 
writer, he has usually settled upon a single lyricist. And if there are 
changes, the new lyricists do not bob in and out so rapidly. It is con-
ceivable that Youmans was unable to work with others easily, or that 
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he was never fortunate enough to find the sentiments he sought from 
the available lyricists. Certainly the level of lyrics for his songs was 
not high nor to be compared with that of Ted Koehler, writing with 
Harold Arlen at this time, Ira Gershwin, writing with his brother, 
Lorenz Hart, writing with Richard Rodgers, or Irving Berlin, writing 
with himself. 

In another flop show of only twenty performances, "Through The 
Years" ( 1932), there was a semi-religious, semi-shouter song called 
Drums In My Heart which has maintained semi-standard status down 

the years and is in the Hallelujah! category. Its verse is replete with 
pedal points, simulation of bells, good works, hope for tomorrow, and 
everything but Salvation Army solicitations. It was probably highly 
effective in the theater, but for me it has the quality of a college pro-
duction song. 

The chorus again uses the syncopated fourth beat as its hallmark. 
It is also dramatic melodically and lyrically, but it suggests only the 
set-piece, the production number, and, I suspect, a battery of drums. 

This song, like Great Day, has an unexpected low ending. If ever 

one anticipates a high climax, it is in this song. Since, by putting the 
last phrase up an octave, one would not take the song out of its com-
fortable range, it is doubly surprising that it wasn't done. For it 

would still have left the chorus with the narrow range of one tone 
more than an octave. 

Through The Years is said to have been Youmans' favorite among 
his songs. I can't say that it's mine. And if, in my prefatory remarks 
to this chapter, I said anything to the effect that Youmans never 
engaged in pretentiousness or artiness, I must have forgotten Without 
A Song and, more particularly, Through The Years. 
With its long single ending, the latter is fifty-two measures long. 

It has no verse. Its first phrase is very simple and definitely hymn-
like. Then, as it attempts to develop, it seems to me to get out of con-
trol and starts to wander. After twenty-five measures (and why the 
cadence at measure twenty-four isn't limited to one measure I'm not 
certain, unless it be that an extra measure is needed to prepare for 

the return of the original idea) the melody builds up to a high g and 
then falls off with an inexplicably long, four-measure cadence, after 
which comes the final phrase. 

Youmans' last Broadway show was "Take A Chance" in 1932. 
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However, the score was not exclusively his. Richard Whiting and 
Nacio Herb Brown also wrote songs for it. 

One of the Youmans songs from this show which has been kept 
alive by Mabel Mercer is I Want To Be WithYou.* It is a very warm 
and romantic ballad, with yet another lyricist. The fact that it has 
never become a true standard may be due to the extreme complexity 
of the first, third, and fifth measures of the release. 

I Want To Be With You 
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As you can see, the e natural in the second half of the first and third 
measures, and the d natural in the fifth, are extremely difficult to 
reach, even with the help of the harmony. In both instances the note 
is reached by means of a diminished fifth, an unnatural melodic step. 
Also, having established an e flat in the first instance, it is hard to find 
the half step above it so soon, indeed, in the same measure. 

In the Mary Martin record these notes are very shaky, and even 
in the case of Miss Mercer, who has superb intonation, these notes are 
occasionally not as firm as one would like. Of course, musically, this 

release is great, very inventive and unexpected. Also the piano part 
is very well written. 

I am pleased that the melody begins on the sixth interval, and I 
find especially endearing the movement of the melody in the third, 

fifth, and equivalent measures. The ascent to b flat with its drop of a 
fifth and then a half step is as tender as a touch. And then the ascent 
to c natural in the fifth measure, followed by the drop of a sixth and 
then a half step, somehow wraps it up. 

• By B. G. Deem and Vineent Youment Copyright iytt by George G. DeSylva Copyright renewed tp5o. Pubbeled by Anne Rachel Moor Corporation god Hann, 
Inc. Uoed by permiation 
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So Do I,* from the same score, is a very solid, swinging song, verse 
and chorus. It is much too good to be so little known. Upon reading 
the lyric, however, it becomes a little more understandable. For it is 
a "list" song and, even excusing "names" no longer in the public eye 
or ear, it's a very far cry from the wry style of the master of list 
songs, Cole Porter. It's simply an uninspired lyric—too bad consider-
ing the neat nature of the melody. 
The characteristic of the chorus is the very adroit use of chromatic 

lines, unused till now by Youmans. 

So Do I 
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He changes the design of the melody in the release without deserting 
his chromatic lines. This, as I've said before, is a very good charaCter-
istic of his style, as it keeps the release from being too isolated from 
the main strain. 
And I find the verse very much of a piece with the chorus and ad-

mire the chromatic bass line of the first two measures. 
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I suppose the almost forced good cheer of Drums In My Heart and 

Rise 'N' Shine, also in "Take A Chance," were reflections of the far 

• By B. G. DeSylva and Vincent Youmana Copyright Bp by G•hqt• G. GeYGR. GhPYtildtt 
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from good cheer of the depression years. Rise 'N' Shine's injunction 
to grin and bear it is almost like a Christian Science recruiting song. 
After one chorus you feel that if you don't Rise 'N' Shine, you'll be 

arrested. 
The music of the verse is a mystery to me. After all, by now it is 

1932 and such a cliché as its featured phrase is well out of fashion. 
It belongs almost literally to the days of Ev'rybody Step by Berlin. 

Rise 'N' Shine* 
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The chorus is as rousing as its lyric, if somewhat less peremptory. 

The second phrase of the melody pleases me by its ingenious rework-
ing of the notes of the first phrase. 

J r e 

Youmans' last major effort was the highly successful score for the 
film "Flying Down To Rio." It was undoubtedly his most consistently 

theatrical score. And I should not be surprised if this fact were not 
to an extent due to the presence in the cast of Fred Astaire. (In the 

case of some "Astaire songs," I sense, very strongly as a matter of 
fact, that even before the song was written he had already worked 

out his dance sequence, and that the rhythmic patterns of the steps 
that he had created helped shape the music.) 

Nearly all the songs in this score show a marked Latin influence— 
and should. As a result they don't truly add to the body of American 
song writing. The rhythmic and melodic devices are all those of an-
other culture, engaging, to be sure, but characteristic of Latin style. 

Carioca is a big production number interlarded with instrumental 

interludes and containing three distinct melodies. They are called 
"verse," "refrain," and "trio," but each is as strong as the others. I 

feel that there is no point in going into detail about it, simply because 

of its un-American-ness. 
Music Makes Me, on the other hand, has no Latin flavor. It was sung 

by Ginger Rogers, but has a strong Astaire-like rhythmic feeling. Its 

• By D. b. DeSyl•• end Vinrent Vo.mant Copy nght 19sa Gum G. Defeybm. Capyrigbt norms' ops, PubliabedbyArialtwbet bbnie Canaretkon lierzu. 
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main strain consists of three smooth measures of half notes followed 
by a measure of quarter notes and then two very rhythmic measures 
and the cadence. The contrast thus provided works very theatrically. 

And the release is clever, made of an inventive rhythmic phrase fol-
lowed in precise imitation a fourth lower. Its harmony is not so much 

complex as unexpected and highly satisfying, moving, to be sure, 
through a pattern of dominant seventh chords, but logically and ex-

pertly arriving at a G-dominant seventh on its last measure. Although 
he did not perform it, Astaire's influence may be felt in the song. 

Orchids in The Moonlight is a tango, the verse of which is as strong 
as the chorus. The opening phrase of the chorus is like that of a later 

song by another writer in which the intent was to introduce a foreign 
flavor. It's a very well-written Latin song, a standard to be sure, but 
of no concern to this survey. 

The title song is rather a pallid, bland piece of writing, to me, much 

less interesting than the verse. The latter's contrasting first eight 
measures have a bite and a wit not to be found in the chorus. 

Flying Down To Rio 
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After reading over what I've written about Youmans, I realize that 

I've scarcely acclaimed him as one of the great innovators that he 
was. On the other hand, in all honesty I can't acclaim him as one of 
the great writers of theater songs, for with few exceptions his songs 

were better-than-average pop songs. 

That this distinction between theater and pop songs existed and 
still does, sporadically, till this day, cannot be denied. But how any-
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one could claim that Keepin' Myself For You or even Tea For Two 

were competent examples of theater songs is beyond my comprehen-
sion. Hallelujah!, Rise 'N' Shine, Great Day, and I Know That You 
Know are distinctly theatrical in flavor and not just because they are 
in alla breve rhythm or syncopate the fourth beat, though those fac-

tors help. It's because the canvas is larger, the line broader, the inten-

sity greater. 
But where are the long-line ballads outside of Through The Years 

and the little-known The Boy Next Door? Youmans simply didn't 
write them. He was a cheery, rhythmic, harmonically sophisticated 
writer. But was his flair primarily song as such or was it singable 
lines primarily conceived for piano or band? There is irony in his 

bursting into outstanding theatrical writing with a score that had a 
Latin flavor. 

His interest in using ideas from his main strains in his releases was 

definitely an innovation and, as has been observed, his search for new 
ways to make simple, direct statements was almost always present. 
There is no doubt that his good songs are unforgettable and, while 

not always marked by an easily identifiable personal style, his songs 
certainly never sounded in any respect like those of his contempo-
raries. And it must be kept in mind that the bulk of his work was pro-

duced in more musically innocent days than those of, let's say, Harold 
Arlen, another totally American writer. 

Comparison with Gershwin is inevitable, since they were writing 
at the same time and for the theater. My enthusiasm for Gershwin 

isn't as glowing as that of most theater music lovers, but I feel that 
while many of his theater songs didn't have a theatrical flavor, many 
more of them did than those of Youmans. 
I am forced by fact to consider Youmans as a writer of theater 

music. If I weren't, I'd be able to speak highly of him as an advanced 

writer of pop songs. In his constancy toward the American musical 
point of view and his rhythmic and harmonic inventiveness he was, 
indeed, one of the innovators of American popular song, and one of 

the truest of the believers in the new musical world around him. 
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II 

ARTHUR SCHWARTZ 

(1900-

Arthur Schwartz wrote some splendid songs. They have the character 
and sinew of the best of theater music. None of these songs concern 
themselves with anything but the American musical atmosphere of 
the time. Schwartz never looked over his shoulder at Europe or oper-
etta or the concert hall. He wrote with total self-assurance and high 
professional skill and never lingered by the wayside to gaze with 
longing at the musically greener grass of Culture. He rolled up his 
sleeves and went to work. 

The only mystery is that he didn't produce more. One would as-

sume that a writer first heard from in 1926 and still writing great 
*songs, even if for unsuccessful shows, in the early 196o's would have 
written more fine songs than he did. As this examination proceeds, 
however, you will notice that there are curious time lapses between 
the publication of his best songs, that is, after his first big spate of 
them in the early thirties. It's almost as if he interrupted his musical 
career to do other things. 
Though he wrote for "The Grand Street Follies" in 1926, the first 

of his songs to attract public attention and the first of any distinction 
was I Guess I'll Have To Change My Plans, in "The Little Show," 
a revue of 1929. It came to be known as The Blue Pajama Song be-
cause of a line in the second stanza of the lyrics by Howard Dietz: 
"why did I buy those blue pajamas?." 

It's in the "soft shoe" genre, suggestive of 6/8 rhythm, but actu-
ally in alla breve. This is an immediate puzzle, since the piano part 
and the tune itself are definitely in 4/4, a rhythm in which all four 
beats are stressed as opposed to the first and third beat stresses of 
alla breve. It's a very sweet, warm song suggesting a dance as much 
as a song, as charming as the lyric is. It's only twenty measures long. 
The form, considered in four-measure phrases, is A-B-A1-C-A1. 

It attempts no unexpectedness nor unusual harmony, but is a true 
song in that it is completely satisfying as an unaccompanied melodic 

line. And it has an extremely tasty verse, not in the soft shoe idiom. 
Since this chapter includes a discussion of Vincent Youmans' music, 
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it is interesting to compare the lyrics of I Guess I'll Have To Change 
My Plans with those written by Youmans' early lyricists. Although 
it came later, the lyric by Howard Deitz for Schwartz's song is a 

breath of fresh air, being so much more literate and civilized. 
In "Three's A Crowd" ( 1930), there was a very song-like song, a 

melody as dignified and distilled as Kern at his best, though in no way 
resembling a Kern melody. It was Something To Remember You By. 

It has a verse of distinction marked by a fine vocal quality. Half-

way through, it moves very naturally from the key of F major to 
G-flat major for three measures and returns to F just as gracefully, 
an experimental move for those days. 
The chorus attempts no extended or unconventional form, no star-

tling harmony, or unexpected melodic steps. It's a straightforward, 
flowing, and moving melody. 
Through the years I have heard an unsubstantiated story to the 

effect that this melody formerly has been used as an opening chorus 
number and was sung at least twice as fast as its later version. If the 
story's true, one can say only that the decision to slow it down to a 
ballad tempo and have a new lyric written for it was fortunate for 

all lovers of good songs. 
In 1931 came "The Band Wagon," probably Schwartz's best score. 

From it came the fine standard song Dancing In The Dark. It is so 
much a standard that not only is the sheet music published in two 

keys, like an art song, but there are twenty-two other transcriptions 
of it, for everything from alto saxophone to symphony band. 

It's a very strong song with a superb, poetic lyric, by Dietz, of 
course. It is of conventional thirty-two measure length, and mys-
teriously gives the illusion of being a very rangy melody, whereas it 

is only one and a half tones more than an octave. 
Its principal characteristic is the use of repeated notes, which, be-

cause they are interrupted by stepwise, sinuous phrases, never be-

come overinsistent. At the end of the first half, interesting harmony 
is injected without disturbing the melody's flow. 

It has what in some songs is called a trio and which is not always 
used in performances of the song. It is a trifle melodramatic, but, 

after all, so is the whole concept of the song. Fortunately this extra 
sixteen-measure section doesn't get out of bounds or become too am-
bitious. It begins in C minor as opposed to the chorus's C major, pro-
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ceeds to a C-major cadence, then returns to C minor and maintains a 
dark feeling till the end. 

I wouldn't for the world criticize such a splendid model of melodic 
writing except to say that its mood borders on that kind of theatrical 
brooding which I find myself defining as a Mata Hari song. 
Of a totally different mood in title as well as content is New Sun 

In The Sky, from the same score. It's so very good, so exactly what it 
sets out to be that had I written it, I would have been complacent for 
months. It had to be a great deal of fun to write, and it sounds as if it 

all happened quickly, with no panic or brain cudgeling, while the 
writer was feeling particularly well, confident, and hopeful. All of 
it, verse and chorus, is a romp. 

For example, take the first two phrases of the verse: 

New Sun In The Sky 

g:  

r rr  

Or the first two phrases of the chorus: 

_ 

, 
4k e • . ft. • , „i ¡le-- . .-: . lb, 4 *. . à 

 6≥------ 

• : 
Lb' 

'Wti 
I • #. a. 1 e T r r 
4 

Or take the last six measures of the song: 
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High And Low is another very good song, less forceful, more con-
templative and smooth than New Sun In The Sky. But it has the 
same healthy cheeriness, the same forthrightness and follow-through. 

Its verse is very attractive and inventive, the second idea particu-
larly so. 

High And Low 
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Successive fourths are a characteristic of the song, the first extended 
use of them I've seen outside of Richard Rodgers' songs. The release 

is, perhaps, not as strong or inventive as the rest of the song, yet its 
simple idea works smoothly and naturally. It's a good song and most 

definitely a theater song. 
Confession is a lovely little duet for boys and girls, with a delight-

ful lyric by Dietz. The verse is very delicately written, like a latter-

day madrigal. It conveys a kind of humorously arch innocence, lyri-
cally proven suspect, and though the lyric reveals less than innocence, 
the melody remains virginal. 
The juxtaposition of viewpoints was what made In The Morning, 

No by Cole Porter so effective. The lyric of the latter, however, made 
the delicacy of its melody ludicrous. In the case of Confession, the 

lyric doesn't become gamey. 
There are the opening measures of the verse: 
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Confession 

And this is the release of the chorus: 
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In the same show there was a lively, bouncy song called I Love 
Louisa, which was like something written for a children's party. It 
has the same healthy, fresh-air quality of the other songs, though of 
an entirely different melodic and rhythmic intent. 

In "Flying Colors" ( 1932), there was another remarkable, brood-
ing ballad called Alone Together. For some reason I've always 
thought of it as being a successor to Dancing in The Dark, as, more 
obviously, ill Wind by Harold Arlen is a successor to his Stormy 
Weather. 

The aloneness is made more of in the melody than the togetherness; 
nor do I say that flippantly. I'm simply surprised that the state of 
being together suggests such melancholy. However, the cadence sug-
gests a more optimistic point of view since it is unexpectedly in D 
maj or. 

The entire first section is marvelously continuous. It has no feel-
ing of having been pieced together. The section is fourteen instead of 

the more conventional sixteen measures and does not sound curtailed. 
The second section is identical. 
The third is eight measures, and in it the melody makes a lovely 

return to the first phrase of the song. The final cadence, I am happy 
to say, is in D major. 
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It's a very lovely and a very dramatic song, one which with less 
expert handling could have fallen into artiness and pretentiousness. 

It never does, and Schwartz deserves great praise for keeping in the 
genre of legitimate theater music. 
Here is the third section and a bit of the principal motif: 

Alone Together 
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This is another song which lends the illusion of wide range but which 
is only an octave and a third. 
A song I've always loved is Louisiana Hayride, also from "Flying 

Colors." I may be prejudiced in its favor because I once had so much 
fun making a big band arrangement of it. It's a deliberate country 
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song with sophisticated handling. This is a special kind of song, not 
easy to write if both countrification and sophistication are desired. 
Arlen's Shade Of The New Apple Tree is one. So, to a degree, is 
Schwartz's own A Gal in Calico. 

I believe this sort of song is best achieved, as in this instance, by 
keeping it as much as possible in the pentatonic scale. The chorus of 
this song is totally in the pentatonic scale, for there's not an f sharp 
or a c natural to be found from start to finish. (One might quibble 
over the presence of a single c sharp.) 

Some people find this sort of song stiff and mannered. I find it as 
much fun as Money Musk or Turkey In The Straw, both of which are 

swinging country fiddle songs which evolved out of the rural heart 
of America. 

A Shine On Your Shoes is another powerful swinger, verse and 
chorus. Frankly, if I'm to be cheered up, I'd prefer to try this musical 

accompaniment than to be exhorted to Rise 'N' Shine. For there is 
wit as well as a sinewy strength to this song. And besides, it swings; 
it's looser and less instructive than the other, not just lyrically, but 
musically. 

The verse is extremely fine. It starts out wimp! and never quits. In 
the sixth measure the singer has to practically use clarinet keys to 

make it. But that kind of vocal work is fun. Take a look at the 
"straight ahead" verve of this verse: 

A Shine On Your Shoes 
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And the piano part is good, to boot. 
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All I need to know I'm home is this verse. But if you need more 
to convince you, I think the first four measures of the chorus should 

do it. 
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Once again Schwartz keeps his main strain in mind when he reaches 
the release and so further integrates the over-all melody. 

This is a splendid song for any era, but particularly for 1932. It has 

the same awareness of the increasingly swinging bands as do Arlen's 
songs. 
I haven't said much of. anythirjg about stylistic idiosyncrasies of 

Schwartz's songs, partly because I've been so carried away by their 
high quality and partly because he hasn't revealed any specific, re-
curring predilections. Up to now he hasn't seemed to have been con-
cerned with anything but writing good songs. In this respect he's 
stylistically as elusive as Berlin. No two songs may be compared as 
being alike, or obviously by the same man. 
I admit that it's fun to find devices which begin to crop up, devices 

which cause you to be certain the song is by so-and-so and no one 
else. One might, in the case of Schwartz, accomplish this by the 
method of eliminating certain writers and assuming that if you're left 

with skill, wit, sophistication, sinew, and drive, it might well be he. 
Let's say, then, that up till now the style shows no specific devices 
but great flair and diversity of techniques. 

In "Revenge With Music" ( 1934), Schwartz wrote one of his pur-
est and loveliest ballads, If There Is Someone Lovelier Than You. It 
has exactly the tender, lyric quality that its title suggests. It moves 
gracefully, uncontrivedly, and with true creative inevitability. 
I would be happier if the release were less a release and more in 

the flowing style of the main strain. It is quite adequate as a release, 
but such a lovely principal statement deserves only more of its own 
manner. A melody like this should never stop its singing line. 
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If There Is Someone Lovelier Than You 
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The form is unusual in that its main strain, the A section, is twelve 
measures, the release eight, and the A1 section eight. So it is A-B-A1. 

In 1934 Schwartz and his lyricist-collaborator Dietz wrote more 
than ninety songs for a radio serial, "The Gibson Family," some of 
which were later used in their shows and films. 

In "At Home Abroad" ( 1935), there was a very sweet song, Love 
Is A Dancing Thing. It may not be in the same league with some of 

those just mentioned but it's too tender and natural and song-like to 
pass up. 

It's made up of two identical fifteen- (not sixteen-) measure 
phrases. This oddity wasn't apparent until I counted the measures. In 

other words, the phrases all feel perfectly natural. The phrases would 
be sixteen but for the first phrase's being three measures instead of 
four. This is most sensible. Were the pause of two measures instead 

of one, the flow and pace of the song would be lost. 

Love Is A Dancing Thing 
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The section marked "interlude" I feel is less that than an extension 
of the melody. If the latter had been longer or had had another sec-
tion in it, I might be less inclined to feel this. Assuming the role of 

song doctor for a moment, I believe that if the second half of the 
"interlude" had been used as the middle section of the song, it would 
be a more balanced melody, not that the "interlude" isn't very good 
by itself. 
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I spoke too soon in terms of the influence of composers on 

Schwartz's songs, since the opening and ninth measures of the "in-

terlude" do strongly suggest that Schwartz had an affection for one 

of the Debussy Arabesques. Below is the section of the "interlude" I 

can hear as the middle of the main melody. 
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In 1937, in "Virginia," which was not a successful show, there was, 

to me, a very endearing little 6/8 song called My Bridal Gown. Its 
lyric is the first so far, among those songs here considered, which is 
not by Howard Dietz. It's by Albert Stillman and, of all people, 

Laurence Stallings. And it's not very good. But the melody is a de-
liberate period piece, with none of the verve or muscle of Schwartz's 
rhythm songs, and none intended. 

It's the kind of song one would be happy to hear some stranger 
whistle on a spring day in a pastoral setting and never forget. Had I 
not examined all of Schwartz's songs, I'd never have known it, but 
even now, having sung and whistled it through many times, I still 

feel as if it were a spring day mystery tune, one which the whistling 
stranger would not know the name of. It's a lovely walk-about song. 

My Bridal Gown 
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Also in 1937, in "Between The Devil," there was a marvelous bal-
lad, I See Your Face Before Me. This time Dietz is back with 

Schwartz. The song is a beauty, all of it, words and music. The re-
peated note, which hitherto Schwartz has not made a point of, is here 
in strength. The song is based on it. And there is nothing of the ag-
gressiveness with which I usually associate the repeated note device. 

After a same-bolt-of-cloth verse which leads very naturally into 
the chorus, the melody sets out to charm and beguile. It's when, after 
the first eight measures, the melody starts to build that I am most 
touched by it. The repeated phrase of measure ten followed by the 
unexpected e flat in measure twelve, falling to the same b flat as in 
measures ten and eleven, is very touching, as in an equivalent phrase 
in measure fourteen. 

l See Your Face Before Me 

7  

iK . I • 

$ ef" 

4): ieb 

Lr 
,j  

H 
44> 
rit 

Measure sixteen fascinates me: the augmented chord resulting from 
the melody's dropping to the f sharp is rare in theater tunes because 
it's such a cliché. Here it does not sound like a cliché at all, but exactly 
right. I have a hunch that the use of augmented chords has been de-
based by amateur piano players who use it to fill in measures. Thus, 
it has become a chord which a professional would carefully avoid as 
being too obvious. This may have resulted in song writers also avoid-
ing a cadence which incorporates it. For it's always in the cadences 
where it sounds so trite. Offhand I can think of only one other song in 
which it is perfectly used, the end of the first phrase of Under A 
Blanket Of Blue, a song of the middle thirties. 

Then, toward the end of I See Your Face Before Me, in the measure 
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equivalent to measure twelve, the melody falls from e flat not to b 
flat but to a more passive and romantic fourth interval, a flat. It's a 
loving, almost tactile song. And it needs no harmony in order to 

please the ear. 
Another fine song from "Between The Devil" is By Myself. This 

is not only a good song, it's a very special, virtually unique song. It's 
not easy to say why I have this conviction, but I'll try. 

First, it accomplishes so much with so little. Its range is only an 

octave, yet it's so well conceived that it has the effect of wide range. 
Second, its harmonic invention is very special. The chorus is in F 
major, starts on a g natural, but the supporting chord is a G-minor 
sixth with the third of the chord in the bass. This produces an almost 
unreal effect. And then, by very adroit manipulation of bass notes, 
Schwartz manages to avoid monotony while being harmonically 

within the area of A-dominant seventh for six measures. 

By Myself 

e' -I' P 4F 'f 0 
't • It.$ 1e111 r 

ttsf$ 4!  

tJ t b. 

As you can see, an A-dominant seventh appears in the third measure 
and, but for a G-minor sixth looming up for half of measure six, it's 
all within the area of one chord. Third, whenever the bass notes move, 

they move musically and have their own private fun. 
For those of you less concerned with harmony, let me point out 

that the melody is at all times under strict control. Not a note could 
be other than it is. And at no point does it become busy. Also, the use 
of the fourth quarter syncopation not only creates part of the charac-

ter of the song, but it somehow never sounds over-used in spite of its 

continuous presence. 
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Another element that helps make it so good a song is the feeling of 
development in the third section instead of the interruptive quality 
of a typical release. The final elegance is that the third section con-
tinues into the last section instead of there being a restatement of the 

beginning measures. 
Dietz's lyric measures up to the melody throughout. The verse 

is adequate but not quite what one would have liked to precede such 
a well-fashioned, strongly controlled chorus. 
Between 1938 and 1946 Schwartz wrote many songs but, for me, 

none of the caliber of those previously discussed. I find nothing truly 
worthy of him until "The Time, The Place And The Girl," a film of 

1946, in which there was a great rhythm song, A Gal In Calico. This 
is another song which has a slightly country flavor, less than Louisi-
ana Hayride, but some. Again it may, in part, be induced by the 
pentatonic scale which is used in the first four measures. 

The song has a marvelous, written-at-the-same-time verse. The 

chorus does, with great style, precisely what it sets out to do and 
even goes beyond the call of duty in its last measures. Below are the 
opening measures and the closing. 

A Gal In Calico 
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Cheery, strong, swinging, profçssional. It's a good song to sing and 
it's a perfect big band piece. 
Haunted Heart, from "Inside U.S.A." ( 1948), sounds the mysteri-

ous signal. 

Haunted Heart 
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Maybe my eyes are too bright with memories, yet in the first three 
notes I find myself caught, lost, found, whatever it is. 

It's another song in form like Love is A Dancing Thing: two state-
ments nearly identical followed by an "interlude," the latter, in this 
case, bordering on the bathetic. But unlike the other song, Haunted 
Heart has a quality of completeness. And this is because the second 
section is not identical. It is a definite development of the first section 
and, in so being, rounds out the song. 

In "A Tree Grows In Brooklyn" ( 1951), there was a lovely ballad, 

Make The Man Love Me. Its principal idea is a gem of tenderness and 
warmth. I find, however, that the song is marred by a middle section 
which, though musical, somehow creates a kind of discontinuity and 
jars the mood which the original idea has created. 
Then there was a decade of songs none of which I find of enough 

interest to discuss. Not until 1961, in "The Gay Life," was there, for 
me, a return of Schwartz's brilliance. While we were discussing the 
curious failure of this show, James Maher made the following un-
happy observation: 

This score raises some interesting questions. I believe it to have 
been one of the fmest of the Dietz and Schwartz scores. The 
music was tasteful, full of melodic invention, sophisticated, and, 
in another era, may well have found a wide audience outside the 
theater. But, it never had a chance to find such an audience. The 
rock era closed the door on all such music and its mature sensi-
bilities. Further, the theater audiences may not have been aware 
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of the consistently high quality of the score because of the cast-
ing. America had been charmed by Ezio Pinza's broken English; 

it turned an indifferent ear to Walter Chiari's. Another point: 
the modern musical theater audience no longer distinguishes 
between routine functional theater music and songs that merit 
an independent career as standard popular songs. 

I agree with every word. There is such sadness in the renaissance of 
Schwartz's high style just at the point when "good taste" became an 
obsolete phrase. 
For The First Time is a marvelous, modest, romantic ballad in the 

best possible taste. And I never heard it until I started this survey. 
Just look at this phrase which closes the first half of the song. 

For The First Time 
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And at the gentle, touchable closing section. 
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And, as for Something You Never Had Before, it's as refined and 
distilled and in as high style as any great Kern song. It does unusual, 
unexpected things and deserves to be listed among the great theater 
songs. Just consider the opening strain. 



328 American Popular Song 

Something You Never Had Before 
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Or the release. 
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Why Go Anywhere At All? is another ballad as fine as Something 

You Never Had Before, filled with new melodic ideas; in fact, the 

song suggests a true renaissance of theater music. This is from the 
second phrase. 

Why Go Anywhere At All? 
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In this score there is as well a rousing waltz called Oh, Mein 

Liebchen, which, in spite of the title, never uses it as an excuse to 
wallow in Viennese sentimentality. Rather is it simply a strong, hon-

est waltz, minus the aroma of Graustark. 
The extraordinary score was written thirty-eight years after 

Schwartz had published his first song, Baltimore, Md., That's The 
Only Doctor For Me. I don't know of any writer who rose to such 

heights after such a long writing career except Kern. 
For "Jennie" ( 1963), Schwartz wrote another very good ballad, 

I Still Look At You That Way. It's far better than average, if perhaps 

not quite of the stature of the "Gay Life" ballads. 
The ballad Where You Are is very direct and simple, made princi-

pally of imitative phrases. But it has that choke-up quality which it 

is impossible to find the melodic cause of, but which is always in-
stantly recognizable. The very first phrase of this song has it. 



330 

Where You Are 
i 

4 e b 

American Popular Song 

,.i 
44. . J  

A 

f 
r 

I J--J J j r t 

The shortness of this section about Schwartz should by no means be 
mistaken for a casual attitude. It must be clear that I greatly admire 
his songs, in fact, find them in certain instances unsurpassable. I 
must, however, admit that, in spite of the superlative quality of his 
best songs, there weren't a great many of them in comparison to some 
of the other great writers. 

This I admit I find very puzzling. For, if on the one hand, one 
doesn't expect a winner in every song, on the other hand, one does 
assume that after a writer has proven himself to the public and to 
discerning professional musicians, his writing will all remain on that 
same high level. In the case of Schwartz this simply did not happen. 
Of course the most dramatic and ironic burst of talent occurred in 
"The Gay Life" when the handwriting of the Beatles was on the wall. 

Creation in the arts is controlled by so many mysterious causes 
that it is a miracle that any high standard can be maintained by any 
creator. The sources of good or bad writing can be as pedestrian as 
matters of health, private life, nemmticism, depression or elation, 
finance, diet, or today's headlines. 
Whatever the reasons for Schwartz's somewhat fever-chart graph 

line of writing, his published record contains some of the finest 
American songs in existence. He remains stylistically as mysterious 
and elusive as Irving Berlin. And so, one can say only that quality 
was his style. And that's plenty. 
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Burton Lane's career is somewhat unusual in that his first full theater 
score, that for "Hold On To Your Hats," did not appear until 1940, 
in spite of his having written interpolated songs for the theater since 
1930. Also he wrote only two other full theater scores, those for "Fin-
ian's Rainbow" and "On A Clear Day You Can See Forever," in 1947 
and 1965 respectively. 
Although he has written some extremely fine songs, his name is not 

well known to the general public. He has divided his time between 

New York and Hollywood and has confined his writing to films and 
the theater. There is no record of his having published any independ-
ent pop songs. 

The first four of his songs published, two songs each in two 1930 

shows, reveal little more than youthful enthusiasm for song writing. 
In 1931, however, Lane wrote a very charming song for "The Third 
Little Show" called Say The Word. It's both lyrical and just rhythmic 
enough to add a pinch of spice to it. And it's provocative enough to 

have deserved a longer life than it has had. 
His first well-known song, Everything I Have Is Yours, was written 

in 1933 for the film "Dancing Lady." It became a standard and, while 

not great, still would be recalled by the average listener. 

331 
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Everything I Have Is Yours 
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In 1939, he wrote a very pleasant, swinging song, The Lady's In 
Love With You, for another film, "Some Like It Hot." It became a 

standard song and, though slight, has a distinct character. 

The Lady's In Love With You 
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"Hold On To Your Hats" ( 1940) had, as I've said, Lane's first full 

score. In it there is one rouser called The World Is In My Arms, 
which probably served its purpose admirably in the theater, but some-
how suggests a limited independent life. And I'm sorry to say that, 
in spite of its inventive release, There's A Great Day Coming does 

pretty- much what its title suggests: spiritedly raise the roof, or the 
curtain. 
A ballad, Don't Let It Get You Down, truly fails to become a song 

because of its relentless use of repeated notes. There's not a curve or 
a graceful turn of phrase in the whole chorus. 

Then, in 1941, in the film "Babes On Broadway," Lane wrote a 
marvelous, healthy, rhythmic ballad, How About You?. Lyrically it's 
a "list song" and, as such, could have achieved its purpose adequately 

with a much less interesting melody. Granted that lyricist Ralph 
Freed's "list" is superlative. For usually when a tune is as good as 
this, I am unaware of the lyric. In this song I've remembered both 

since I first heard them. 
It's a very authoritative melody insofar as, wherever it goes, one is 

instantly certain that it could go nowhere else. And it goes to unusual 
places, as, for example, at the end of the second eight measures. 
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How About You? 
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That d sharp in the fifteenth measure is most unusual and absolutely 
right. 

The opening phrase of this song has the same grace and tenderness 
as that of Gershwin's Dear Little Girl. And then its second phrase 
kicks up its heels in simple well-being. 
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Then the repeated note device of the thirteenth and fourteenth 
measures is used more climactically in the twenty-fifth and twenty-
sixth measures. 
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These uses of repeated notes, whether due to the lyric's demands or 
not, are extremely effective, much as are those of the "come to Papa, 

do" phrase in Gershvvin's Embraceable You. They have an inevitable 
quality about them or, if that sounds excessive, a considered quality. 

One feels that only repeated notes are right at this point. And the 
lovely turn of phrase in measures twenty-seven and twenty-eight, 
though only a scale line, bears that mysterious mark of authority. 
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As is obvious, I have a marked affection and respect for this song. 
It is, indeed, a model of popular song writing. While it attempts no 
experimentation, melodically, rhythmically, or harmonically, it does 

present in thirty-two measures a perfectly fashioned melodic line. 
And it is, within these narrow limits, unlike any other melody. 
The cadence in B major, in the fifteenth measure, is highly un-

usual, and therefore I'm wrong in saying there is nothing experimen-

tal in the song. But this cadence comes off so naturally that one for-
gets how unusual it is. 

For those musicians who breathe the thinner air of more complex 
and extended composition, I would suggest as their next creative as-
signment an attempt to write as convincing a musical and well-
fashioned melodic line as that of How About You?. I dislike inverted 
snobbery, but I think they would fail, not because such a task is too 
simple, but because it's too difficult. 

Also in 1940, and in a film, "Dancing On A Dime," Lane wrote a 
similarly convincing melody called I Hear Music. In it he uses the 
same device of announcing a lyrical first phrase, followed by a 
rhythmic second phrase, except that in this case he warns the listener 

of the approach of the second phrase by splitting his first phrase into 
two, the first unrhythmic, the second somewhat rhythmic, and then 
the new phrase wholly rhythmic. It's neat as a pin. 
One may assume that the germinal idea was found through har-

monic "noodling." But, if so, it in no way minimizes its effectiveness. 

I Hear Music 
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Granted that it's only a scale line and that it comes off better with the 
harmony. But its extreme simplicity provides marvelous contrast to 
what follows. 

The e flat eighth note in the third measure is unexpected, though 
justified by the fact that it is part of the C-minor-sixth chord used in 
the first half of the measure. Not many singers use it, dropping to the 

more expected d natural. Then, the rhythmic, break-away phrase in 
the fifth and, later, in the seventh measure, is more instrumental than 
vocal. But it is very provocative and provides marvelous contrast to 
the initial phrase. 

The construction of the two ideas which comprise the first, second, 
and fourth eight-measure sections is such that there is no obvious 
cadence, such as usually occurs at the end of a section. Here the ca-

dence is only a half measure long, yet so authoritative is the writing 
that one does not feel cheated by this minimal pause. 

This song has always been a great favorite with jazz groups—and 
deserves to be. It is witty, carefree, and direct. 

The title song from "Dancing On A Dime" is a less than superior 

but better than average rhythm ballad. Its form is A-B-A-C, of con-

ventional thirty-two measure length, and it makes no unexpected 
melodic moves. Nevertheless, it has charm and sturdiness and, to my 

way of thinking, deserves more exposure than it has had. 
In the film "Ship Ahoy" ( 1942), there was a song called Poor You. 

It is more instrumental than vocal and, as is usually the case, more 
difficult than most truly vocal melodic lines. 

Alternate measures are formed of the notes of chords in rising 
phrases. Fortunately there are whole note interruptions. 

Poor You 

As you can see, the second measure follows a D-flat-diminished chord, 
the fourth a C-diminished chord, and the sixth, an A-flat-major chord. 
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This is, perhaps understandably, a little-known song, but worthy of 
illustration in that it is so unlike other Lane songs. 

Feudin' And Fightin', from "Laffing Room Only," a show of 1944, 
is another sophisticated country song in the manner of Louisiana 

Hayride by Arthur Schwartz. And like that song it is, but for the 
release, all in the pentatonic scale. As I've said before, this scale is 

characteristic of much folk dance music, as well as of this genre of 
theater country music. 

To make such a tune come off and not sound like others of its kind is 
not easy. I respect those theater country songs that make it, little 

as they may have to do with the world of romantic ballads or swinging 

rhythm songs. There is a good cheer and innocence about them that 
pleases, and the fact that they are four-square and suggest dancing 
in boots only enhances their charm for me. 

I'm pleased by such a device as occurs in the tenth measure, that of 
the sudden introduction of two eighth notes in a melody made up of 
nothing less than quarter notes. 

Feudin' And Fightin' 
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The second section, the release, does move about more sophisti-
catedly than this kind of bridge usually does, but with great effective-

ness. At the end of this section there is a single-measure phrase which 
one finds in certain songs and for which I have never heard a tech-

nical name. As an illustration, there is the phrase in Old Devil Moon. 

Old Devil Moon 
24 

Or the phrase at the end of the release of Harry Warren's I Found A 

Million Dollar Baby. 

I Found A Million Dollar Baby 
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In the case of Feudin' And Fightin' it is: 

Feudin' And Fightire 
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In its most lyric form it is the phrase in Jerome Kern's Look For The 
Silver Lining just before the last statement of the main strain. 

Look For The Silver Lining 
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To the lay listener it becomes the looked-for phrase in the song, just 
as he might anticipate with pleasure the spot in a band arrangement 
where the players stop to allow the drummer to play a "break." My 
hunch is that these song "breaks" originated in vaudeville as a per-
formance trick. They occur as far back as Peg O' My Heart. In that 

case the "break" was a long one. 

Peg O' My Heart 
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"Finian's Rainbow" ( 1947) was a highly successful show which has 
been a staple with amateur groups and summer tent shows ever 
since. The Begat and When The Idle Poor Become The Idle Rich are 
both extremely well-fashioned production numbers, in the latter of 

which there is even a closing section of very effective contrapuntal 
choral writing. But insofar as they are not essentially songs, they are 
outside the boundaries of this book. It is, may I add, extremely good 
production writing, both lyrically as well as musically, with The 
Begat a shade too self-consciously camp-meeting-Negro for me. 
The big hit from this show was How Are Things In Glocca Morra?. 

I'm sorry to say that I find it a total contrivance. The point obviously 
was to write an Irish song. Well, lyrically one couldn't ask for more, 
place names and all, but musically it isn't specifically suggestive of 
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another musical culture. What is left, unfortunately, is only the 
vague sensation of someone having tried to write a regional song and 
having wound up with a cliché, or, at best, a contrivance. 
Old Devil Moon, on the other hand, is a very well-written, wholly 

convincing song. It drives, and its initial intensity is sustained 
throughout. 

There are a number of interesting elements. One is the very adroit 
control of repeated notes, which, though a characteristic of the song, 
are never used to the point of monotony. Another is the dangerous 
but in this case successful use of the mixolydian mode, in which the 
seventh interval is a half tone below its usual position. 

In this instance, the seventh is e flat, because of the modal scale. 
Ordinarily it would be e natural. For the first six measures of the song 
(and it has no verse), this e flat is to be found not only in the har-
mony but in the melody. 

Old Devil Moon 
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Nowadays, when there is so much modal writing, these measures are 
less surprising than they were in 1947. To move from a whole note f 
to a repeated e flat in the second measure had to come as a great 
surprise. 
But at the point where this scale might have become monotonous, 

as might have the repeated notes, Lane wisely deserts the design and 
moves, in the ninth measure, into a wholly fresh idea. This idea re-
peats, with shifting harmony, and, with no warning, repeats again 
a half step higher, moving the melody into the key of G flat. Then, a 
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half measure before the cadence, he moves wholly rationally, but 
again unexpectedly, back to a C-dominant-ninth chord with a natural 
in the melody and to the cadence in F. This sequence is marvelous 
and, in the realm of popular music, magical. 
Then follows a fascinating new section which builds up inexorably 

to the "razzie dazzle" break mentioned before. 
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This is splendid vvriiing. 
The structure of the song may be considered as A-B-C-A-B-A1. 

However, the first sixteen measures are so interlocked as to make 
them seem one rather than two sections. The closing A1 section is 
back to the modal scale and remains in it till the end of the song. It's 
a fine, inventive, vibrant song, among the very best of its genre. 
I'm embarrassed by the sounds of cute, invented words like "dis-

posish" or "delovely" or, to add another, "grandish." I'm made so 

queasy by them that until now I had never played, or even looked at, 
the melody of Something Sort Of Grandish. It's very pleasing, sort of 
elegant, even sort of madrigalish. It makes many neat and unex-

pected moves. 
At the outset, its initial phrase leads you to believe it's in the key of 

F major, since the first three notes are c, f, and a and the sustaining 
harmony is an F chord. As a result the b natural in the second meas-
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ure creates the illusion of another modal scale. Not until the fifth 
measure when the melody's three notes are c, e, and g, does this illu-

sion disperse. But there are new surprises better cited than described. 

Something Sort Of Grandish 
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A fresh idea follows for four measures and, after that, another idea 
in A major and E major. The latter is as follows: 
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The song then repeats the first eight measures literally and ends. 
Considering that, in four-measure sections, the song's form is A-B-C-
D-A-B, one would assume it to contain too many ideas to come off 
as a song. And yet it somehow works, deliberately mannered though 
it may be. Its lyric is so replete with cuteisms as to have made it use-

less outside the theater, but musically it is an elegant effort. 
If This Isn't Love has had somewhat of an independent life outside 

the theater. It's a perfectly pleasant little tune, except that its unin-

terrupted similarity to Kern's style of writing makes it impossible to 
discuss in terms of Lane's writing. You search the lyric in hopes that 
you'll find a clue to the effect that it's supposed to be in the style of 
Kern. Alas, there is no clue but the melody. 
There is a dear, loving little waltz called Look To The Rainbow 

which most certainly does sound Irish. I'm sorry to say that I'm not 

enough of a musicologist to state precisely why it does. All I can say 
is that I wouldn't be surprised to hear it played at a village dance in 
Ireland. 

In 1951 came the very beautiful song Too Late Now. It was in the 
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film "Royal Wedding," with lyrics by Alan Jay Lerner. The song 

is thirty-four measures long, the last section being ten instead of eight 

measures. The form is A-A-B-A. 
Within this almost totally conventional pattern there exists a very 

beautiful, lyric melody. The main strain revolves about the first three 

quarter notes. They begin each two-measure phrase, but upon each 
repetition the melody moves higher and descends in a different fash-
ion. And the f natural whole note in the eighth measure is not only a 
perfect leading tone for the e natural first note of the ninth measure, 
but it constitutes a great use of the fourth interval of the scale which 

can be so tenderly romantic when used wisely. 

Too Late Now 
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The second A section repeats the first except that its cadence is in the 

tonic. 
The release is a marvel of invention. Though not simple, it is by 

no means cursed by cleverness. I can only say that once you have 
heard it, you would have it no other way. 
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Between 1951 and 1965 the record shows that Lane had only one 
song of even minor interest published. Then, in 1965, he wrote the 
score for the Broadway musical "On A Clear Day You Can See For-
ever." The title song is another marvelous ballad in the grand tradi-
tion of theater ballads, with many lovely moments and ideas besides 
the initial evocative phrase. 

It is a very lyrical, singing song which has the kind of strength 
and character that needs no harmonic support to satisfy the ear. The 

melody flows so naturally that it seems indecent to poke away at its 
structure. One of its most graceful qualities comes from the fact that 
its ideas are so lyrically interrelated that one is not conscious of the 

transition from one section to another. If it must be broken down into 
sections they are not by any means typical. They are A-A /B-C-A 1/B1. 

And that's the best I can do. May I also add that the oddness of its 
form in no way implies that there is anything vague or unintegrated 
about it. 

There are such lovely notions: for example, the variation in the 
pick-up notes to the half note a's and f sharps. 

On A Clear Day You Can See Forever 

$ à  
ir  

Then there is the unexpected twenty-second measure which repeats 
the notes of the twenty-first and is followed by a most endearing 
cadential twenty-third measure. 
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I find I am also beguiled by the unexpected a sharp in the pick-up 
to the original motif. I know it's only one more note, but therein lies 
the magic of great professional writing. That quarter note a sharp 
leading into the original pick-up notes adds a curious extra grace and 
dimension to the melodic line. 
There is a strange parallel between Lane and Schwartz insofar as 

they both, after many years of silence for the one and undistinguished 
writing for the other, proceeded to write perhaps at the very top of 
their form. It's almost as if, after watching in stunned silence the 
ballooning cloud of amateurism, they made a last desperate plea for 
the cause of professionalism by producing its finest forms. 
The rest of the score is adequate but not remarkable. The song 

What Did I Have That I Don't Have? is a good, relaxed, slow rhythm 
song, never without interest, and yet never quite catching fire. The 
reason I mention it is because, going over and over this song, I keep 

wanting it to do just a few little things more than it's doing. Mind 
you, I don't know what they are or would be, but its ideas keep cap-
turing me and then, somehow, letting me go. I simply wish the song 
would have tried a little harder. 

After rereading my remarks about Lane, I find that the parallels be-
tween him and Schwartz apply to more than the one I just mentioned. 
They were both very strong and inventive writers. They both had no 
specific stylistic devices. They were theater writers, Schwartz perhaps 
more consistently than Lane, and this, if true, may substantiate my 
contention that movie music is one grade under theater music, since 
Lane wrote more for Hollywood than Broadway. And, marvelous as 
Too Late Now is, it hasn't as broad and therefore as theatrical a line 

as On A Clear Day You Can See Forever. Both men had unexpected 
lapses after showing great promise. And, as I said before, both, in the 
sixties, wrote their very best melodies. 

II 

HUGH MARTIN 

(1914- ) 

It's very strange to me that a man as talented as Hugh Martin hasn't 
written more songs. As far as I can determine he has written the 
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scores for five theater shows and five film musicals (plus some iso-
lated movie songs) since his first show in 1941. 

Obviously quantity and quality aren't to be equated. And there are 
many instances of good writers of words or music who have produced 

less than one would expect for the number of years they have been 
working. Great though all of his novels and plays have been, Thorn-

ton Wilder has published comparatively little during the fifty-odd 
years he has been writing. 

Ev'ry Time, from "Best Foot Forward" ( 1941), is a very dear, 

warm song which, to me, is in the very personal, non-aggressive man-
ner one normally associates with a Martin ballad. It has a lovely, 
singing verse which comes to a full cadence and is followed by a four-
measure accompanimental figure before the chorus begins. 

I think that one of the reasons I find the repeated notes, which con-

stitute much of the principal statement, inoffensive is partly because 
of their turning from quarter to eighth notes. This may sound like a 

flimsy excuse for accepting them, yet I can say only that the shift in 
note value causes the repeated note to escape monotony. This slight 
shift stimulates attention because, after the three repeated quarter 

notes, the eighth notes are unexpected. And only in this opening, 
though partly repeated, strain do repeated notes take over. 

Ev'ry Time 
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Curiously, even when in the last part of the song the melody rises 
to a high f, the effect somehow is not that of a dramatic climax. My 

belief is that any sensitive singer would be more inclined to sing that 
f with a covered tone rather than belt it. I am surprised that the song 

ends as abruptly as it does. I would have expected a tag, an extension. 
Even if one sings the last phrase with a ritard, it still suggests a little 
bit more. 

What Do You Think I Am? is a very strong, solid rhythm song 
which one still hears. It's essentially a band number. It forges ahead 

without doing more than its job, until the last eight measures when 
it performs unexpectedly. 
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What Do You Think I Am? 
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That's How I Love The Blues is really a lyric marathon on "blues" 

rhymes. And it's accomplished very cleverly. The accompanying mel-
ody is by no means easy; in fact, it almost demands a professional 
singer, but for the release. 

It is, despite, or maybe because of, its complexity, a highly effective 
song. In view of its difficult, but interesting, intervals, I am surprised 

it wasn't at least taken up by more instrumentalists. For one could 
truly wail with this line. I haven't always been the most diligent 
radio listener, however, and so it may have had a more independent 
life in the bands than I know. 

Just to indicate its complexity, here are the first two measures: 

That's How I Love The Blues 
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In 1944, in the film "Meet Me In St. Louis," there were several 
very good songs. The Trolley Song was a perfect vehicle for the star, 
Judy Garland. Besides which it happens to be a marvelously driving 
theatrical production number. But because it's so inextricably asso-
ciated with Miss Garland and because of the period character of the 
lyric, it just may have never been properly considered as an inde-

pendent song. 
I admire it for its directness and strength and for its essential sim-

plicity. From the first note of the verse to the end of the chorus it 
moves with a surcharge of energy and so uncluttered a melodic line 
that it suggests that everyone get out of the way. And it manages 
this inevitable motion within the confines of an octave. 

It is so capably written that, until one stops to consider, it creates 

the illusion of having a much wider range. It is largely in step-wise 
writing, except for the repeated half notes used in the first sixteen 
measures for the purpose, I think, of establishing the "clangs," 

"dings," and "zings." 
It is a long song of eighty-six measures, but it's in a very fast alla 

breve tempo and so doesn't seem as long as it is. It has a long exten-
sion which further increases the intensity of the song. 

Its harmony perfectly fits the needs of the song but in no way in-
trudes. Nor is there a single resort to syncopation. The result of this 
is that it continuously lands on both feet, which I find a positive char-
acteristic of the song, but which may cause some to find it too four-

square. 
Have Yourself A Merry Little Christmas has remained a seasonal 

hit ever since it was published. And a great relief it is from the fear-
fully overworked hymns and novelty songs. It is child-like in its inno-
cence and remains the most honest and genuine of all the attempts to 
wish one well musically in a season which otherwise has come to be 

symbolized by guilt and the dollar sign. 
The Boy Next Door is undoubtedly Martin's best-known song. It's 

very much a standard and deserves to be. It is based on, I must admit, 
a device. But it is an extraordinarily good one and results in a difficult 
melody. From a musician's point of view, it's a gem. And Martin very 

wisely introduces a second, much simpler melodic idea after the first 
eight measures. 

But to begin at the beginning, the verse is not only very tender 
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and effective but its ending contains more repeated notes than have 
ever been encountered in any song. There are, in fact, twenty-four! 

And there is a very dear and sweet reason for them: they support the 
lyrical information as to the contiguous street addresses of the girl 
and The Boy Next Door. For she lives "at fifty one, thirty five Ken-
sington Avenue and he lives at fifty one, thirty three." 
The device of the chorus is a series of suspended dominant ninth 

chords. For example, the melody moves, at the end of the first meas-
ure, to a c sharp. The c sharp is repeated and supported by a G-
dominant ninth. And it doesn't resolve itself until the last quarter 

note of the measure, which is a d. 

The Boy Next Door 
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As you can see, he employs a similar device in the fourth measure. 
Granted that these constitute only two uses, yet the melody, until 
they are passed, is not easy to sing. Not only because of these sus-
pensions, but because of the drop from the d to the low e flat in meas-
ure three and the drop from c to the low d in measure five. Except 
for these measures, the song is reasonably simple. It's a very intense 
and personal song, written, it is obvious, with great love and infinite 
care. It would be well to remember the suspension device, as he uses 
it later on in Tiny Room, a virtually unknown song. 

In 1945, in the film "Ziegfeld Follies," Martin wrote a song for 
Lena Horne called Love. It is a production number more than a song. 

And it is very long, probably longer than it need be, yet, again, it 
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may have been just right in the production. As a song, for me, it's 

much too repetitive. However, it is memorable and does have its own 
distinct flavor of sultry, theatrically banked fires about to erupt, 

though I would be happier about it if it were shorter. 
Tiny Room, which was written for "Look, Ma, I'm Dancin'!" in 

1948, remains known only to theater buffs. I find it charming and jus-
tifiably clever. "Justifiably clever" will take a bit of explaining. In the 
first place, Martin used the suspensional device that he used in The 
Boy Next Door. In this case, he uses it almost continuously. And that 

results in a difficult melodic line. But it is so engaging that it is worth 
the effort it takes to find the notes. 

He starts by dropping from b flat (the key is E flat) to f sharp, then 
rises a half step to g and thereby resolves the supporting harmony. 

The song continues to drop a third or a fourth but always immedi-

ately thereafter ascends a half step. Sometimes the half step up re-
solves the supporting harmony, sometimes not. 

Tiny Room 
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Where the justifiable cleverness enters is in the second half. For 
here he employs a d natural, the same note with which he has made 
his immediately preceding cadence, but now, astonishingly, the song 

is in B minor, not B-flat minor. And though the second note reads a 
sharp, remember that a sharp is b flat. As a result, though the a sharp 

will ascend a half step to b natural, for the length of a whole note it 
might as well be b flat, which is in the parent key of E flat. 
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I realize this is close to green eyeshade talk. But I, personally, am 
fascinated by the sleight-of-hand device of using two notes from the 
parent key while the harmony is about as far from that key as it can 
get. 

4 t 
17  

bf--) 

br 

I s. 

r61, t  

4r'). el-' j_ J ti«.--- s 
ele $ 

e 
$ Odf $ 

4f t' l'f e 
„orP" J rPJ.— es. 

I find the return from measure seventeen to the opening melodic line, 
which occurs in measure twenty-five, absolutely brilliant. And no-
tice how Martin drops his device in order to let the song end peace-
fully in a scale line! 
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If You'll Be Mine, a song with a somewhat uninspired title, is a 
very tasty little rhythm ballad with, incidentally, a very tasty verse. 
In the verse there is a good use of the enharmonic note. In this case 
it is a flat/g sharp. 
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If You'll Be Mine 
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The chorus does depend on the harmony, but it comes off very 
theatrically and, I would have assumed, would have been meat and 

drink for arrangers and players. Yet I've never heard it since the time 
of the show. 
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I'm always impressed by effectively employed passages which use 

a minimal number of notes. And the release of this song is a great 
illustration of this. 
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I am also fond of the final cadence, one which Martin used again 
in a song from "High Spirits" and other writers rarely risk writing, 
due not only to its novelty but to its somewhat unclimactic quality. 
Besides, without the accompanying harmony, it doesn't come off. But 
in spite of its being nearly an affectation, I am entertained by it. 
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It's the whole note d flat I am referring to. 
In 1951 the show "Make A Wish" was produced. In this score, as 

in "Look, Ma, I'm Dancin'," Martin wrote his own lyrics. Frankly, 
I find nothing in it which measures up to Martin's best writing or 
even to his second-best writing. The whole score lacks verve and de-
light and fun. Just when you think you've spotted a glass of cham-
pagne, you find it's stopped bubbling. 

For example, the song What I Was Warned About has two cheery 
B sections, but the main strain might have been by Jimmy Van 
Heusen on an off day. Besides which, it moves in the fifth bar to a b 
natural (the key is F) when you expect b flat. Well, the b natural is 
very hard to find and furthermore it's left hanging. For the melody 
drops to a pick-up note, e, and then to a g. 
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What I Was Warned About 
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B sections come off much better, to me, scrapes and all. 
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But somehow the bloom is off the peach. 
There was a song in 1955, from the film "The Girl Rush," called 

An Occasional Man.* It's seldom one hears tales concerning sources of 

song titles. Hugh Martin told me the source of this one: a lady who 
worked for his family always walked back home after work through 

the woods. Martin asked her if she weren't frightened to do so. She 
replied that she wasn't because all that ever happened was that she'd 

come across "an occasional man." 
It's a good song which never attracted much attention, but which 

was recorded beautifully and definitively by Jeri Southern. There are 
no specific devices or phrases to cite. It's simply a good and unique 

song. It's one of those songs which you're made aware of in the first 
phrase and which keeps your attention throughout. In fact, it's in the 

• Bs Flue Manus and Ralph Plane ,O55 Saunders Publuanons. Inc Used by permisuon 
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category of the song that you come across in a juke box and continue 

to play until you risk losing your welcome. 
There is one curious measure in it which, I believe due to the har-

mony, makes the melody sound more difficult than it actually is. 

An Occasional Man 
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It's the second half of the sixth measure and I think that what throws 

the listener off is not the b flat in the melody but the e flat in the har-
mony. I don't see why, but it makes the c on the last quarter hard to 

find. 
In 1964 came the show "High Spirits," based on Noel Coward's 

"Blithe Spirit." The song l Know Your Heart* is certainly arresting 
in its opening and recurring phrase, moving, as it does, from a high f 

down to a low c in two measures. 

I Know Your Heart 
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Frankly I could do without the four-measure cadences at the end 
of the two first sections. They may have had a use in the production, 

but as an independent song I think a two-measure cadence would 
keep the pace up better. The release, of sixteen measures, is a 
charmer. I'm surprised to have heard the song so little outside the 

theater. 
If I Gave You is a very lovely, almost Elizabethan melody. The re-

lease is unexpectedly contemporary (not, to be sure, in the rock 
sense), but its difference in style from the principal idea somehow 
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doesn't disturb the song. Rather, it provides a sudden passionate plea 
which shocks but definitely appeals to the ear. 
And You'd Better Love Me* is a splendid swinging song, joyous, 

straightforward, and never stopping by the wayside or being cute or 
deliberately clever. If this were a time when such songs could flower, 
I'm sure this one would be in the books of every big band. Here is the 
principal idea: 

You'd Better Love Me 
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Martin's career is a strange one insofar as his talent is clearly one 
of great invention, sensitiveness, professionalism, discipline, and taste, 
and yet the evidence of these positive qualities has not often been 
revealed. I admit to being baffled. I believe that my mind is a reason-
ably open one, and yet when I carefully search through an entire 
score, such as that for "High Spirits," and find as little as I have, I 
worry for fear I must be allowing prejudice to creep in. Otherwise, 
how can such an obviously talented writer have failed to interest me 
to the extent of an entire score? 
I can believe that someone could write very capably for the theater 

and still be incapable of producing a good independent song. And yet 

this is not true of Martin, since he has proven that he can write songs 
that do well both inside and outside the theater. But he is still a com-
paratively young man, and I wouldn't be at all surprised to hear a 
marvelous new score from him, provided a marvelous score is per-
mitted on Broadway in these "Hair" days. 
I await it with hunger and hope. And Martin has given me a solid 

basis for my hope. In the 1963 revival of "Best Foot Forward" came 
a new song, You Are For Loving, which ranks, I believe, among the 
best theater ballads ever written. I realize that this is a rather large 
remark. If I hadn't so recently examined almost all of the songs of 
every theater song writer, and certainly all of the most respected 

• Front Mr Musical Production -High Spirits." By Hugh Martin and Timothy Grey. TP0.0 C.opyright le. Cromwell Musk. N York. N.Y. Used by per. 
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theater songs, I might distrust my memory and say less. But when 
I come upon so pure and so soaring a melody, I find myself going 
back over all the other beautiful songs, and I realize that this one has 

the dignity and stature of the best of them. 
I should make clear that my criteria are limited to the singing line 

and include the elements of intensity, unexpectedness, originality, 
sinuosity of phrase, clarity, naturalness, control, unclutteredness, so-
phistication, and honest sentiment. Melodrama, cleverness, contriv-
ance, imitativeness, pretentiousness, aggressiveness, calculatedness, 
and shallowness may be elements which result in a hit song, but 

never in a great song. Sometimes one is deceived by devices, in other 
words, cleverness. The ingenuity implicit in cleverness is as danger-
ous as are the words of a hollow spellbinder or a beautiful but empty 

face. 
Since we are living in an age of science, and science is highly com-

plex, there has come to be an increasing obeisance to complexity in 
the arts and, as a result, a decreasing respect for the miracle of sim-
plicity. Simplicity, per se, is valueless; but simplicity which is an ex-
pression and embodiment of beauty is the result of the most demand-

ing discipline a creator can demonstrate. 
You Are For Loving is not simply a good song fortuitously dashed 

off to fulfill a need in a theater production. It is the result of a life-
time of self-discipline, of sharpening one's sensibilities, maturing one's 
choices, restraining one's ability to dodge creative impasses by means 
of a clever device. Ifs part of the distillative process called taste, and 

it's recognizable as such instantly. 
There is only a great sigh of fulfillment at the sound of the second 

statement of this song. 

You Are For Loving 
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I am made glad with good feeling when the melody descends from 
b to f sharp, and doubly so when the phrase repeats, and triply so 
when, in its imitation, it becomes a and e. 
But would my reaction be what it is if I hadn't first heard the inno-

cent, undramatic statement of the first idea? I very much doubt it. 
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And then, after the restatement of this main strain, the song com-

pletely wins me over. 
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This, to me, is a perfect demonstration of all the bittersweet ro-

mantic longing and lovingness that good popular ballad song writing 
tries to capture. 
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III 

VERNON DUKE 

(1903-1969) 

Vernon Duke was only one half of his musical self; the other half was 

Vladimir Dukelsky, a composer of concert works. Unfortunately for 
all of us, the concert, so-called "serious" side of this man's talent 

never, so far as I know, attempted to employ his popular side in a 
"third stream" fashion. For although he was born in another culture, 
his absorption of American popular music writing was phenomenal. 
One never was aware in his songs of his not being rooted in this cul-
ture, as I was, for example, when I listened to the theater songs of 
Kurt Weill. No, Mr. Duke-Dukelsky kept his musical selves compart-
mentalized. And it is only with the Duke half that I am here con-

cerned. 
His first complete theater score was for "The Yellow Mask" 

(1928), an English musical with a libretto by Edgar Wallace. I've 

not been able to find any of the songs from it. 
His first complete Broadway score was for "Walk A Little Faster," 

a musical of 1932. In this score was his best-known song, April ln 

Paris, with lyrics by E. Y. Harburg. There are no two ways about it: 
this is a perfect theater song. If that sounds too reverent, then I'll re-
duce the praise to "perfectly wonderful," or else say that if it's not 

perfect, show me why it isn't. 
The verse is extremely good, but not as good as the chorus would 

lead you to expect. The latter has many interesting facets. The pri-
mary characteristic is the quarter note triplet which is encountered 

everywhere but in the B section. (The form is A-A1-B-A2.) The sec-
ond point of interest is that the melodic phrases containing the trip-
lets are in chordal form in the piano part, in the manner of an instru-

mental trio. 

April In Paris 
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We have heard this song so many times that it is difficult to see or 
hear it new. But if one can do so, then it is immediately clear that 
melodically and harmonically this was an extraordinary beginning 
for a song in 1932, or any other year. The suspension of F minor over 
the pedal c and g, followed by another suspension of B major, resolv-
ing on the last quarter to C major must have been a hair curler to its 

first audiences. 
Then, the astute shift to the dominant at the end of the third meas-

ure. And then the unexpected ascent in the sixth measure to the d, 
with the harmony taking the melody to F major in the ninth measure. 
I could sing the praises of this song measure by measure! 

Best of all, though the harmony continues to excite and completely 
satisfy, the melody continues to soar above it, never seeming to be 
guided by it. For example, take the last measures of the B section: 

23 

That g sharp in measure twenty-four sounds absolutely natural, as 
does the following g natural, leading beautifully to the f natural of 
the restatement. Given that harmony, it would take true mastery to 

find such a believable and beautiful melodic line. 
I'm certain that Duke's musical sense functioned so that his melodic 

line and harmonic pattern were always in balance, with the stress, or 
control, being on the melodic side. Certainly this is so in April In 
Paris. 

In the "Ziegfeld Follies of 1934" there was a swinging song, so 
American that for years I thought Rube Bloom, another great writer, 
had composed it. It's I Like The Likes Of You. 

It's a strict A-A-B-A song, as alive and undated (in terms of pro-
fessional writing) as any great song should be. It's particularly re-
markable when a rhythm song doesn't date itself. Putt in' On The 

Ritz, great as it is, had to be a product of its time. But this song jumps, 
and I'm sure any surviving arrangers who work with rhythm songs 
would feel the same way and not as if they would be forced to rub 
makeup into the wrinkles. 
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Just the design of the main strain is a delight, the way it returns to 
the e flat while dropping down from the b flat to a flat, g, and f. And 
then, breezily and quite in charge, it fulfills itself in the following 

phrase. 

I Like The Likes Of You 
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I'm completely captivated by the release, which has a marvelous, 
slithery idea and sticks to it by repeating it twice more with shifting 
harmony. And then, so well written is it that it still has time to coast 

and also build with two measures of half notes. 
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In the same show was another of Duke's best-known songs, What Is 

There To Say, again with lyrics by Harburg. It's another A-A-B-A1 
form. And it's one more great model of theater song writing. Again 
it's a case of every note counting and not one false move along the 
way. 
The chief characteristic of the song is the four sets of triplets in the 

second phrase. Here again is an instance of adroit contrast. Were the 
repeated first phrase not as simple as it is, the triplet phrase might not 
be as effective and desirable as it is. 

What Is There To Say 
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And the release is another demonstration of subtle taste and choice. 
The repetition of the first phrase with shifting harmony, followed by 
another quarter note triplet in which a second repetition is implicit, 
comes off as a series of urgent, stressed romantic needs. 
Then, in the last measure of the release, one's reaction to the f 

sharp, after hearing the following measure which starts on low b flat, 
is that one has been cheated of the progression up to the g. But one 

hasn't. The g has simply been delayed until the end of the following 
phrase. 
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The variant in the second phrase of the last statement has so often 
been sung wrong on records that the average listener by now assumes 
that the last note of the twenty-seventh measure is an f instead of its 
so much subtler and unmelodramatic e flat. 

27 

dl  

E. Y. Harburg's unusual rhyme of "deadlock" and "wedlock" is 
almost always mentioned whenever the song is. 
The same year, 1934, in "Thumbs Up," the closing song, a produc-

fion number, was Autumn In New York, for which Duke wrote his 
own lyrics. Usually a closing song in a revue or any theater musical 
attracts little attention. In addition to which, "follow-up" songs are 
seldom successful. But this song, of a completely different character 
from April ln Paris, turned out to be a standard of almost equal 
prominence. 
The verse may be the most ambitious I've ever seen. It begins sim-

ply enough, but halfway through it's almost as if the other musical 
half of the man couldn't be silent and the rest of the verse was fin-
ished by Dukelsky. It's extremely difficult and very lush. But I find 
it very interesting, and I approve of its experimental nature. After 
all, it's in the verses that the writer should be freer, for in practical 
terms it's the chorus that's being sold or promoted. So if the writer 
wishes to break loose, that is, if he is talented enough to, that's the 
place to do it. As difficult as this one is, it's been sung by many sing-
ers. So they must like it well enough to master it. 
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The form of the chorus this time is A-B-A1-C/ A. Though in the 

tenth measure it moves into a new key (from F to A flat), it moves 
back to C with great dexterity. 

Autumn in New York 
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In the second half, Duke again slips away from the key of F, and 
works his way to D-flat major and, with a casual twist of the wrist, 
he's back in F with his opening phrase. 

4 e 
25 

IJ  

e  F  Pt -

-71-7, 

f " T 

`41J: r , i 
Pre 

The fill-in piano phrase at the end of the first statement is very 
nearly an integral part of the song. Arrangers constantly have used it. 

It's an interesting commentary on the untutored public that it ac-
cepted a song as complex as this as an independent popular song. 
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The thirties were surely Duke's years, for in "The Ziegfeld Follies 
Of 1936" came another of his great songs, I Can't Get Started, with 
lyrics by Ira Gershwin. This song is a classic example of the use of 
the ostinato bass line, I, VI, II, V, or in simpler terms, the "we want 

Cantor" bass. 
It's an extremely good song, with an equally good lyric. And it's 

been a big favorite with jazz groups. Curiously, a great trumpet 
player but a non-singer, Bunny Berigan, made a record of it in which 

he sang. As I recall, this record had much to do with establishing the 

song as a standard. 
Through the years singers and players have altered a few passing 

tones so that one is surprised not to find those new notes in the sheet 
music. For example, in the third measure of the release, the last 
eighth note f sharp is sung and played as an f natural. Two measures 
later the last eighth note e is sung as an e flat. And frankly I like the 

resulting chromatic phrase better than the original. 
This release, by the way, is extremely ingenious in its insistent 

return to the whole note a, each time supported by different harmony. 

I Can't Get Started 
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There are two other good songs in this show, a bit on the wild side, 
but full of marvelous surprises. As a matter of fact, Words Without 
Music is so far out I'm amazed the song was accepted. I'm particu-
larly envious, even if it all happened so long ago, because this is the 
kind of song I was constantly being discouraged from writing on 

the grounds that no sane producer would take it. Well, not only was 
this song taken, but it didn't even die on the vine. It never became a 
big standard, but I've heard it sung and played, perhaps not by Guy 
Lombardo, but by other reputable people. 

The verse has itself a lot of fun, and then the chorus, though in the 
key of B flat, starts out on a high e natural. My feeling is that the 

editor would have done better to use the key of F major and introduce 
e flats later on, where needed. For the main strain of the song except 

for the final cadence is in D minor and D major. One's eye is thrown 
off by seeing an e flat in the signature and an e natural in the voice 
line, first crack out of the box. But I suppose that because the cadence 

of the first section is a B-flat-major-seventh chord for two beats, the 
assumption was that the song was in B flat. 

Words Without Music 
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No matter what key it's in, it's a good wailing song, perhaps more 

instrumental than vocal, but original and juicy. 

The other song is That Moment Of Moments. It's a simpler song 
than Words Without Music, not as exciting or unusual but solid and 

unbusy. The release contains an imitated phrase which is very in-
genious. 



Burton Lane, Hugh Martin, Vernon Duke 365 

That Moment Of Moments 
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This song also managed to escape from the show and have a small 
standard life of its own. 

Also in 1936, in "The Show Is On," Duke wrote a very good song, 
Now, which was played a great deal during the thirties but less so 
later on. Its verse is difficult and ingenious, based for the most part 
on a d natural pedal point and not specifically a vocal line. But it's 

musically interesting. 
The chorus, for Duke, is fairly conventional. It is another I, VI, II, 

V bass line song, but it makes marvelous use of chromatic scale writ-

ing, as in measures five through seven. 

Now 
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The last measure of the release is, for me, another of those "break" 
measures I spoke of earlier in discussing Old Devil Moon by Burton 

Lane. 
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In 1940 came "Cabin In The Sky," in which there were several 
good songs, but the most successful of these was probably as big a 
hit as Duke ever had, Taking A Chance On Love. I'm afraid the song 
doesn't reach me, however. I've heard Ethel Waters sing it and that 
helps, but I find the song a contrivance, practically a potboiler. At no 

point is there any aspect of Duke's invention and musicality. I don't 
even consider it a theater song. 
The title song is better in that it has a theatrical flavor to it. But 

again it has none of what one looks for in Duke's music. It's compe-
tent and professional, but that's about it. 
Honey In The Honeycomb was a very good vehicle for Ethel 

Waters and has some pleasant moments but continues to sound like 

an assignment. 
In Love Turned The Light Out there is a definite return to the in-

vention and turn of phrase which one associates with Duke's songs. 
Right away, in the first two measures, one's attention is captured. 
And I'm not certain why. It's not from having heard a great perform-
ance of it. It's right there in the phrase. 
I think it's the g going first to the b flat and then to the a, and by 

different rhythmic means. And I'm glad to see a quarter note triplet 
phrase again, not that it's exclusively Duke's but What Is There To 

Say causes one to associate it with him. 

Love Turned The Light Out 
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And the release is another beauty, even if, as is usual with Duke, 
it's not easy. 
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In 1941, in the show "Banjo Eyes," there was a very good rhythm 
song called Not A Care In The World. It's in strict A-A-B-A form and 
it attempts to do no more than be cheerful and bouncy. It's a sweet 
little lamb-skipping springtime tune. 

"Sadie Thompson" ( 1944) lasted only two months. Quite frankly 
I think the score is, for Duke, inferior. There are no bad songs, but 
none of them seem to catch fire. 

In "The Littlest Revue" ( 1956), there was a very complex and 

interesting ballad called Born Too Late.* It's much too difficult to have 
had any life outside the theater, but it remains a fascinating piece of 
melodic writing. Usually a song which has moved beyond the limits 
of comparative simplicity set by an unwritten rule of practicality 

tends to become arty and pretentious and flounders in a vacuous area, 
neither of the theater nor of the concert hall. In this instance there is 
no extension of the conventional form, though the eight-measure sec-
tions are A-B-C-B1. The first statement is never repeated, though it is 
imitated. You can see from the illustration below that the song is very 
complex. 

• Vernon Duke and Ogden Nash C) sury6 Saunders Pnblitedion, Inc. Used by permission 
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Of all the great writers whose songs have been discussed in the pre-
ceding pages, one would assume that Vernon Duke would have been 
the first to break out of the framework of popular music forms. Yet 
he has shown the least tendency to do this. He has kept to the con-

ventional forms and thirty-two-measure lengths, and even when he 
does write a complex melody, such as Born Too Late, he doesn't move 
out of the framework more than melodically. 

This is not to say that it is wrong to write extensions, to experiment 

with forms. Some of the best songs have had the most unconventional 
shapes. But it interests me that a schooled composer who has written 

a body of complex concert music should have been the man least in-
clined to experiment in popular music forms. 

He has used his great sophistication to marvelous effect melodically 
and harmonically. And he has seemed very little concerned with 
rhythmic innovations, not that he was incapable of writing good 

rhythm songs, as I Like The Likes Of You attests. But his primary 
talent as a theater writer was as a romanticist, a true innovator in the 
world of the sophisticated love song. 

It is also interesting that he was noticeably free of a predilection 

for repeated notes. Probably April In Paris was the only one of his 
songs in which there was definite concentration on repeated notes. 
But even at that, they were limited to the three notes within the 
quarter note triplet. 
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All three of the men I've been discussing were concerned with quality 
and style. They had varying degrees of creative fortune with those 
elements, though all three were successful financially. Vernon Duke 
has died, but Martin and Lane may miraculously be able to force the 
new, insensitive public to listen to a reputable score. My cynical con-
viction is that a score by either of them, written at the top of their 
talent, would fail miserably during these "like it is," "meaningful" 
days of bad wine and artificial roses. 
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The Great Craftsmen 

As I have already said, the most sophisticated innovations in popular 

song writing have come in theater music. It is interesting to me, how-
ever, that from the late twenties on the non-theater pop songs got 
better and better. I'm convinced that this was simply due to the fact 
that the better pop song writers were paying closer attention to the 

superior musical sophistication of the best theater songs. What hap-
pened was that the gap between the best theater songs and the best 
pop songs began to close. And, of course, writers from both areas met 
on the common ground of musical films. 

In my opinion, the song writers who closed the gap between the 
pop marketplace and the theater—that is, the great craftsmen of the 
world of the independent song—worked at almost the same level of 
innovation as the best of the musical comedy composers. And I should 

point out here that they certainly worked at a higher level than the 
Broadway hacks who ground out yard-goods music. Maybe the good 

pop writers I'm talking about deserved even more credit for breaking 
loose, because they were working against very hard-boiled commer-

cial restrictions. When they took chances it was a risky matter indeed. 
It should be kept in mind, of course, that even before the beginning 

of the thirties there were a few pop song writers who rose above the 

run-of-the-mill songs that poured out of the Tin Pan Alley publishing 
offices. 

370 
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After careful study of non-theater songs I have concluded that there 
have been twelve great craftsmen among the hundreds of song writ-
ters who have composed capable, competent independent pop songs, 

and in some instances, film songs, who merit a place among the most 
significant innovators of the first half of the century. (The extraor-

dinary Mr. Berlin, who leaped the gap between theater and pop 
music, has been treated in an earlier chapter.) 

There would be more writers included among the great craftsmen 

but for the fact that some of the best of them wrote so few songs. And 
some of them wrote only a few songs altogether. And so, while these 

men produced an insufficient number of great songs to be considered 
in this chapter, due credit shall be given their best work in the follow-

ing chapter, which is devoted to distinguished individual pop songs 

from 1920 to 1950. 

HOAGY CARMICHAEL 

(1899- ) 

I think is it unquestionable that Hoagy Carmichael has proven him-

self to be the most talented, inventive, sophisticated, and jazz-oriented 
of all the great craftsmen. He made but one venture into theater writ-

ing, for a show called "Walk With Music," from which no great song 

emerged. 
He wrote songs for films, as did many pop writers. But, in every 

instance I know of, his were single songs, never scores consisting of 
at least several songs. As I have already said, I am convinced that 
movie music has always been one grade up from pop music and one 
grade down from theater music. And the reason for its secondary po-
sition to theater music is that the bulk of it has been supplied by men 

whose profession has been the writing of pop songs. 
I have always been surprised that Carmichael never made further 

attempts to write theater scores. It is possible that his primary concern 
was "the song" as opposed to "the score." In the latter case, the re-
quirements of the theater demand many songs of a casual production 

or comedy quality. And insofar as these kinds of songs are needed, 

the music must adjust to other than musical elements. 
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No score can consist solely of, let's say, great ballads, great rhythm 
songs, and nothing else. And while I believe Carmichael to have been 
quite capable of producing whatever the situation might have called 
for, I have a hunch that he simply wasn't really interested in any-
thing less than writing unattached, isolated, independent great songs. 
No matter what the reason, pop music is the richer for his decision to 
stay out of the theater. 

Carmichael is not, chronologically, the earliest writer in this group, 
but since I find him the most talented among the earlier innovators, 
I am placing him at the top of the list as a gesture of deference. 
The first time I became aware of Carmichael was in a Paul White-

man recording of Washboard Blues, a washerwoman's lament. It was 
a twelve-inch record in which Carmichael both played and sang. The 
orchestration was very dramatic, of shifting tempi, and for a large 
complement of players. 
I found it extremely evocative and very well sung. Strangely, I 

never sought out the sheet music until I started this phase of the sur-
vey. And to my astonishment, I find the song still exciting even in 
this simpler form. 
Though a verse, chorus, and patter are indicated, I find the song 

more like one long melodic line. The verse is much more than a verse. 
The chorus does not sound like a separate entity but a continuation 
of the line of the verse. The patter in no way resembles any patter 
I've ever seen. It, too, is a natural development of what has preceded. 
I was so impressed by the Whiteman record that I must guard 

against my memory of it, since the conviction it left me with was one 
of cohesiveness, of a long melody which lyrically lamented the dread-
ful fatigue caused by washing clothes under primitive conditions, and 
of something unique musically. By the fifth bar of the verse, one is 
aware that for 1926 something extraordinary is taking place. 

Washboard Blues 

Then, immediately in the opening measures of the so-called chorus, 
one is further pleasantly startled by these measures: 
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In the fourth measure the melody drops down to a b flat, and a beat 
and a half later jumps up an octave and a fourth. Such a wide step 
in such a short space is unheard of in popular music and is difficult 
for almost any singer. Indeed, the melody in the fourth measure is 
almost like a phrase to be sung by the bass voice in a vocal quartet. 

*VVhen Carmichael sang it, it sounded easy. But one must remember 
two things: first, the melody of the fourth measure is not essential to 
the line of the song; second, Carmichael was deeply influenced by in-
strumentalists and dance bands. So if this measure is more instrumen-
tal than vocal, it may have been due to this penchant, which is not a 

justification but a reason. 
And again further evidence of an experimental talent is revealed 

a few measures later. 
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This phrase is basically in 3/4 time, as you can see. The unexpected 
shift in key feeling in the middle of the eleventh measure to the key 
of C flat is remarkable for the twenties or for any later, more sophis-

ticated era, as is the resolution in measure twelve to a B-flat-seventh 
chord. 
Of course one must acknowledge that another writer's name is 

listed, Fred B. Callahan. And since no distinction is made between 
lyric and composing credit, one cannot deny the possibility that Cal-
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lahan may have contributed to the unusual musical creativeness of 
Washboard Blues. 

Irving Mills' name is also, as they say, "on the song." But since his 
name appeared on so many songs, even those of Duke Ellington, it is 
as absurd to consider him a contributor to them as it would be to 
consider as composers or lyricists those band leaders whose policy it 
was to insist that their names be listed on songs they promoted. It was 

known as "cutting themselves in." 
I might add that, though I never heard Washboard Blues performed 

or recorded other than in the Whiteman version, so definitive was 
Carmichaers performance that any other would have seemed want-
ing. The song was never a hit but I consider it a marvelous piece of 
invention for its time. 

Rockin' Chair,* copyrighted in 1929, became well known undoubt-
edly because Mildred Bailey made it her theme song. In fact she was 
known as the "rockin' chair lady." Here again is an instance of forc-
ing oneself to forget a definitive interpretation of a song. Miss Bailey 
sang Rockin' Chair so completely satisfyingly that it is hard to erase 
the memory of her voice in order to consider the song critically. But 
by this time I believe I've managed to discipline myself. I can ex-
punge from my mind even some of Sinatra's definitive performances, 
so I think I have myself well under control. For Sinatra could make 
every song but Jealous Lover and American Beauty Rose sound 
reputable. 

Rockin' Chair is a simple song, yet it never resorts to a cliché. Its 
form is not conventional, being A-B-C-A1. This produces a surprise, 
since after the B section one expects a return to A. There are small 
but rewarding moments, such as the g flat in measure thirteen and the 
a natural in measure fifteen. 

Rockin' Chair 
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And throughout, the harmony is more satisfying than that of most 
songs of that time. For example, I don't remember having seen the 
harmonic pattern of the final cadence in any songs of that era or hav-
ing heard piano players use it. 

Then we come to not only Carmichael's most famous song, but to 
perhaps the most recorded of all popular songs, Star Dust (1929). 
This song started out in life as a piano piece. It is said that Car-
michael's first recording of it was quite unlike the way in which it 
was later presented to the public in an Isham Jones record. It was 
played faster and almost in the style of ragtime; Jones was the first 
to play it as a ballad (even though it had no lyrics as yet). 
When Mitchell Parish put a lyric to it, and a very smooth job of 

work it was, a verse was added. In fact, the verse has such a well-
rounded shape that Sinatra once recorded it by itself. It was, I admit, 

somewhat frustrating not to have it followed by the chorus, but the 
point of the verse's completeness was thereby made. 
One has heard the song so often and for so many years that it is 

difficult to view it with a fresh eye. Its instrumental beginnings are 
obvious. The melodic line is not, in the pure sense of the word, vocal. 
And this fact makes its huge success as a song all that more remark-
able. And besides, it's no trifle to sing or whistle. Oh, by now, after 
forty years, it may be, but it's very far out for a pop song of any era. 
The form, as well as the melodic line, is unconventional, A-B-A-C. 

The main strain follows chord lines. Though the song is in C major, 
the opening measure moves through pick-up notes to F major, and 
the melody for two measures is made up of notes of this chord. Then, 
daringly, in the fourth measure, the melody is made up of notes of 
the F-minor chord, but in eighth notes, which are not easy tc, sing as 
one of these notes is an a flat. Then (and I'm sure the song is too 
familiar to require more than harmonic illustration) in the sixth 
measure are the notes of the E-minor triad. And in the seventh meas-
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ure is the phrase which undoubtedly was the source of the verse, 

which was added later. 

If ever there was an instrumental phrase, as if improvised at that, 

it is the phrase of the thirteenth and fourteenth measures. 

Star Dust 
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As for the verse, though only sixteen measures long, it does have a 

life of its own. And its principal motif bears the stamp of an idea 

which might have been Bix Beiderbecke's. Not to imply that it was, 

but that such an idea must have come naturally to Carmichael, since 
the trumpet player was his particular hero, about whom he wrote in 
his autobiography. 

Star Dust is truly a most unusual song and absolutely phenomenal 
for 1929. As well, the public deserves great credit for having accepted 
it so enthusiastically and for so many years. 

In 1930 Georgia On My Mind was published. This was another 
song associated with Mildred Bailey. It's a very sweet, warm song in 

conventional A-A-B-A form. And again, though it makes but one 

unusual melodic move, it has its own distinct character, instantly 
recognizable. 

In the release, the use of the b natural in the twentieth measure 
constitutes an innovation for its time. 

Georgia On My Mind 
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This b natural is particularly interesting insofar as it doesn't resolve 
to a b flat or rise to a c natural. In fact, it and its accompanying har-
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mony create the effect of modal writing, specifically suggesting the 

mixolydian mode. 
Though there are many more songs to discuss, and without in-

stantly calling them to mind, I will guess that Carmichael will be 
found less given to the device of the repeated note than many of the 
other great writers. And this may be due to the instrumental influ-
ence in his writing. Also I might hazard the guess that the repeated 
note is to be found more often in theater than in pop songs. That, of 
course, remains to be proven. But if it is true, I admit to having no 

theory as to why. 
Jumping to 1933, Carmichael wrote an uncharacteristic song called 

One Morning In May. It is an alla breve song of a long, strong line, 
quite capable of pleasing by itself in the manner of a great Kern mel-
ody. In fact were Carmichael's name not on the cover, I'd be puzzled 

as to whic,h theater writer had composed it. 
It's made up of sixteen-measure phrases and is in A-A1-B-A1 form. 

I've heard it for years and never known the writer. It's certainly like 
no other Carmichael song. And it's a perfect illustration of his the-

atrical flair. 

One Morning In May 
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It's a superb melody which builds and resorts to no cleverness. I'm 
particularly impressed by the way the intensity is increased by rais-
ing the half note b in the second measure to the c natural in the 
parallel sixth measure, and again to the e natural in measure ten. 
I would not be surprised to learn that this song had been written to 

be the "big ballad" for a show which never materialized. It's a beauty. 
Also in 1933 came Lazybones, much of the popularity of which was 
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due to John Mercer's perfect regional lyric. It's a song of narrow 
range, if one ignores the parenthetical phrase at the end of the song, 

"well, looky here." Otherwise, it's within the range of an octave and 
moves as lazily along as the tile suggests. I particularly like the chro-
matic harmony in the fifth and equivalent measures. 

Lazybones 
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Judy, in 1934, is a pleasing, innocent little song, always good to 
hear again. It has no particular innovations, but my remembering it 
after all these years suggests to me that it has a special charm. And 
I believe that on one of its earliest recordings Red Norvo could be 
heard for the first time—and on xylophone not vibraphone. 
"The Show Is On," a musical comedy produced in 1936, was one in 

which many great writers submitted single songs. Carmichael's con-
tribution was one of his most successful, Little Old Lady. I'm sorry to 
say that it is so cute and so stereotypically little-old-ladyish that I find 
it mawkish. It certainly does what it sets out to do, but old as I am 
it makes me consider that perhaps everyone over, not thirty, but 
seventy, may not be dead but certainly never should be the subject of 
a song. 

In 1937 Carmichael wrote The Nearness Of You. It isn't a typical 
Carmichael song, but it is a marvelous example of youthful sentimen-
tality. It's the sort of song that an academic musical mind would sneer 
at, yet it is a very tender, forthright expression of the romantic world 
in which boys and girls once were wont to dream and dance and gaze 
and hold hands. It's simple and unclever. Its line is sensuous without 
being sensual, and I'm sad to see such songs out of fashion. 

Two Sleepy People (1938) should be mentioned in the same cate-
gory. In this case, the melodic line is not so spare, needing many more 
notes to accommodate the very tender lyric by Frank Loesser. Not is 
there any innovative element in the song. Its main idea, but for the 
engaging first measure, is made up of scale lines. Musically it at-
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tempts little, and the melody with another lyric might never have be-
come known. 

Small Fry, introduced in the film "Sing You Sinners" ( 1938), is 
somehow unmistakably a Carmichael song. And the lyric, though by 
Frank Loesser, has such a Mercer flavor as to suggest that Loesser 
greatly admired Mercer's work. 

In the second measure of the chorus the return to the e sharp is 
what one would expect of very few writers but Carmichael. 

Small Fry 

And in measure fifteen there is an echo of both Washboard Blues and 
Star Dust. 

As well, note the harmony and melodic phrase in measure fourteen. 
The release makes immediate use of the latter phrase and effects a 

most pleasing cadential phrase in measures eighteen and ninteen to 
the words "oh, yes." 
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And then, in the last expanded section he ends his song with this same 

cadence. It's a very charming, inventive song from every point of 

view. 
Now comes Heart And Soul, also in 1938. Frankly, I find it on the 

pedestrian side, not nearly up to Carmichael's usually high standard 

of writing, except for the release. It is in A-A-B-A1 form and the A 

sections are based almost entirely on I, VI, II, V harmony. But 
what does fascinate me and has never been explained is how it 
came to be more popular with small children than Chopsticks. I 
have never known a home which contained both children and a 
piano in which Heart And Soul, without the release, was not the 
principal pianistic effort. And it was always for at least three hands. 
The rhythm was almost always a form of "shuffle" rhythm and more 
often than not the bass line was scalar and in dotted quarter and 
eighth notes. 
The copyright date is 1938, and I first found children experiment-

ing with it around 1950. Even though it had been a great hit, it never 
did become much of a standard song. So where, oh where, did the 

children come across it a dozen years later? How did it manage to 
spread over the face of the nation? If there is an even faintly reason-
able answer, I'd be very grateful for it. 

In 1939 Carmichael wrote the words and music of a song called 
Blue Orchids. It has always been a great favorite with arrangers and 
and solo instrumentalists. As a song it suffers from two faults: a weak, 

somewhat maudlin lyric and a very difficult melodic line, truly in-
strumental in character. It's a perfect case of a song written at the 
piano. For the harmony leads the melody every step of the way. This 

limits its use but not its inventiveness. It constantly startles and re-
sorts to such unheard-of devices as runs of four sixteenth notes. 

In the seventh measure it is suddenly in G major (the key is E 
flat), and the second half of the measure is a run of four sixteenth 
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notes based on a D-major-seventh chord. Since only a half measure 
before, it startlingly arrived at G major on a high d natural, the run 
up from the low d in the second half is extremely difficult to sing. 

Blue Orchids 
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And, as you can see, its return to B-flat seventh in the next measure 
is a trifle abrupt. 

There are, to be sure, resting places in this twenty-four measure 
song, but otherwise it's extremely notey. Fortunately, it is marked 
Very Slowly. It is inventive, as I said, and clearly jazz-oriented, but, 
juicy as it is, it is as little song-like as are many of the Duke Ellington 
so-called songs. It takes more than a lyric, even a very good one, to 
turn an instrumental piece into a song. 
I Get Along Without You Very Well is a long, sixty-four measure 

song and is the only one of Carmichael's I know which uses so 
many repeated notes. It is a very clean, direct melody, as far from 
Blue Orchids as Kern is from Gershwin. I respect it more than I like 
it. For, to me, it borders on the saccharine. 

It most certainly is without an ounce of cleverness. Nor is there 
any attempt to create interesting harmonic sequences. Indeed there 
are sections which linger so long in the area of the dominant seventh 
of the key (B flat), that it tends to stagnate harmonically. But it 
should be considered solely as a melodic line. As such, it works best 
for me in its B section. 
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I Get Along Without You Very Well (Except Sometimes) 
31 
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This section keeps the song from falling very nearly into a class I 

choose to call Ladies' Luncheon Songs. It is unique in that it is unlike 
any other popular song I know. 

In 1939 Carmichael wrote the very entertaining Hong Kong Blues. 

And his recording of it is definitive and marvelous. It's more a vehicle 
than a song, and its insouciant range of a half step less than two oc-
taves makes it prohibitive for any but an unusually adept singer. Its 

lyric, also by Carmichael, is very witty and since the song is a story, 
it must be sung "from the top." In these days of drug addiction, I'm 

surprised that this song hasn't been revived. 
In 1940, there is the short, cheery Can't Get Indiana Oft My Mind. 

It bounces along, just on the edge of 6/8 rhythm, of the "Blue Pajama 
Song" (I Guess I'll Have To Change My Plan) genre. It's innocent 
and deliberately notey without sounding cluttered. 

Although used later in "To Have And Have Not" (film: 1944), Bal-
timore Oriole was published in 1942. It's very unusual, words and 
music alike. Though in 4/4 time, it is made up almost totally of quar-

ter note triplets. This is not to imply that therefore the signature 

should be 3/4, as the song is a slow jazz lament. 
I find it odd that, though knowledgeable people are aware of the 

song and that the music is by Carmichael, it never has had a great 
deal of exposure. This conceivably may be due to the lyric which, 
though extremely good, concerns only the amorous dalliance of a 

bird, feathered this time. And while there may have been overtones 
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in the film beyond bird life, as a song it may, to a singer, seem too 

limited. 
It should be cited in full, but for those who might be interested, it is 

still in print. I'll tempt you with the first four measures: 

Baltimore Oriole 
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Another feathered friend shows up the same year in the form of 
Skylark.* This, like the oriole, has no verse, and it also has a superior 

lyric, this time by John Mercer. It starts on my favorite interval, the 
sixth, and it proceeds on its memorable, distinguished way through 
an A and an A1 section until it arrives at one of the most extraordi-

nary releases I've ever heard. 

Skylark 
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This song is a solid standard, loved equally by singers and players. 
Two years later in "To Have And Have Not" Carmichael sang Bal-

timore Oriole (see comments above) and also performed a song called 

How Little We Know. I say "a song" instead of "the song" because 
there was another song with the same title which was made popular 
by Frank Sinatra. 

This may account for the fact that I have only heard this version 
performed by Mabel Mercer. She has sung it for many years, but 

always as a fast waltz. I have asked her how she came to sing it this 
way, since it is printed in 4/4, and she was uncertain if she had heard 

a recording of it in waltz time or simply concluded that it would be 
more effective that way. 

Well, she's right. It's a happy, romping, delightful song sung in a 
fast three and almost out of focus in four. The whole song is engaging, 
but I'm particularly fond of the release. 

How Little We Know 
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I find the melodic move into F major at measure twenty-two very be-

guiling and ingenious as well as the drop to the d flat in measure 
thirty-one, finally resolving on e flat in thirty-two. 

And this brings up the fact of the double length release of sixteen 
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rather than eight measures. It flows so smoothly, as does the entire 

melody, that for all the years I've listened to it, I've been aware of 
the length of the long release only since I've recently examined the 
sheet music. 
One added word. In order to avoid the abrupt return of the main 

strain, Miss Mercer adds a measure. And in 4/4, it is even more 
abrupt. Nowadays the odd number of measures resulting from adding 
one wouldn't cause the twitch of an eyebrow, and this, maybe, is a 
positive contribution, breaking up the insistence on even numbers of 
measures. 

A 1945 song of twenty-six measures is Memphis In June, from the 

film "Johnny Angel." This is typical Carmichael, written as if with 
a rhythm section, and a very attractive song. I'm surprised it is so 

little known. It would have been perfect for Mildred Bailey and, if she 
did record it, why did it never become better known? 
And it has one of those great regional lyrics which some city folk 

find embarrassing, but which, when capably written, I find very 
solacing. I like lines like "Everything is peacefully dandy" and "up 
jumps a moon." A very fetching little song, and it would be fun to 

orchestrate for some old believers. 
In 1947 Carmichael wrote a very sweet, little known song, Ivy, to 

promote the film "Ivy" (in which it wasn't heard). It's a song which I 
don't believe anyone would assume to have been written by Car-
michael, as it has none of his characteristic harmony or melodic or 

rhythmic idiosyncrasies. I find it one of his gentlest melodies. 

Ivy 
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Those are the first eight measures. Later on the song has phrases 
which are like Kern and Rodgers. The second and third measures of 

the release, for example, are close to a phrase from All The Things 
You Are. 

17 
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And the second-to-last phrase of the melody is like that of Isn't It 
Romantic. 
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I'm not mentioning these similarities for "I spy" reasons, but rather 
to show the song's curious admixture of unexpected melodic phrases. 

Even the eleventh measure recalls the verse of a Rodgers song, I 
Didn't Know _What Time It Was. 

11 
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Were, for example, this measure developed or related to any other 

measure, I'd not have mentioned it. Yet, with all these strange excur-
sions which should give the song a quality of discontinuity, it all 
comes off as an expression of great tenderness and unity. 

I think that the relationship of the first phrase (made of two whole 
notes) to that of the eighth-note phrases of the third and fourth meas-
ures creates the special character of this song. And it certainly de-
serves to have been played more often. 

Four years later Carmichael did write a fast waltz and with an 
odd-numbered phrase. In this case the main strain is nine measures, 

and it's absolutely great. The song is called My Resistance is Low,* 
which Carmichael performed in the movie "The Las Vegas Story" 
(1952). For seven of those nine measures there's an e flat pedal note 

which adds to the witty gaiety of the song. One would expect it to 
stultify it. 

• by Heap Carmichael o Carnucheel Mum Publicuuony Inc Umed by pernuaenn. 
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The release is sixteen measures, five of which repeat a one-measure 
phrase. This shouldn't work, particularly as it is supported by another 
pedal point, g natural. But it does work. Here's the whole release: 

My Resistance Is Low 
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I'm very fond of the sudden run of eighth notes in measure thirty-
four that leads back to the refrain. I find it all very pert and neat and 
smiling. 

Those, to me, are the high points of Carmichael's writing. Obvi-

ously he wrote many more songs, but I think the songs considered 
here best reveal his many-sided talent, certainly many-sided enough 

for all the needs of a show. 
There is an interesting fact about this man which continues to 

puzzle me. Why have disk jockeys, ever since there were record pro-

grams on radio, almost invariably mentioned his name whenever they 
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have played one of his songs? Harry Warren, Richard 'Whiting, 
Walter Donaldson, Jimmy McHugh all wrote great songs. But seldom 

have their names been announced with a recording as has Carmi-
chael's. Theater writers are often mentioned, Ellington occasionally, 
but the other superior pop song writers, very seldom. 

II 

WALTER DONALDSON 

(1893' 1947) 

Walter Donaldson wrote a great many hits, which go all the way 
back to How Ya Gonna Keep 'Em Down On The Farm?. Some of them 
were run-of-the-mill, some of them were fair, some were superior, but 
all of them were competent. He was a highly respected writer and is 
remembered with great affection and praise by all writers and espe-
cially by one of the truly great lyricists, John Mercer. 
Pop song writers are less likely to have stylistic characteristics than 

theater writers. They write more direct and harder-sell songs, and 
write them singly to reach the marketplace and not for an integrated 
score to reach a more discriminating theater audience. Even if they 
wanted to, and could, they would have been highly impractical had 
they set their sights too high. 

It is true that very high-sighted songs did become hits, songs like 
You Go To My Head, Star Dust, and I've Got My Love To Keep Me 

Warm. But they were exceptions, and it is my guess that they became 
hits because of special circumstances above and beyond their being 
good. Either a very popular singer or band sang or played them in-
sistently, or the writer's name added instant luster, or the public had 
been inundated with a long series of very dull songs and found itself 
wide open to anything less so, no matter how un-poppish they were. 
Donaldson not only was a writer of innumerable hits, but in be-

tween the hits were as many songs which attempted this eminence. 

Unlike many fine writers whose output was sporadic or whose level 
of writing was too complex to interest the publishers, Donaldson was 
an indefatigable worker. I make a point of this because the songs I 
have chosen for discussion constitute such a small percentage of his 
body of work as to suggest my indifference to it. 
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This is the problem connected with the consideration of pop songs. 

For while many of them deserved their popularity they simply do not 

possess the innovative quality with which I am concerned and which 
this study is all about. In the choosing of songs I have set up arbitrary 
qualitative rules which often may seem academic to the point of 
snobbishness. So I must repeat that my primary concern is to demon-
strate how a popular art form can rise to the dignity and grace of a 

non-popular art form, and to contend that popularity does not auto-
matically presuppose or demand pedestrian or "hack" invention. 
My Buddy ( 1922), an early waltz by Donaldson, has mistakenly 

been assumed to have been a belated concern for a war "buddy." This 

is of little consequence, but it happens to be a false assumption. The 
song moves back and forth between two notes, a very simple device 

already used by Kern in The Siren's Song, but in this 3/4 rhythm 
bearing no relationship to it. Curiously, though no burst of invention, 

My Buddy remains unlike any other song. 
It may be noted here that Donaldson liked this device. The same 

year, in fact, he employed it in one of his big hits and a perennial 
standard, Carolina In The Morning. 

Carolina In The Morning 
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Granted, it's monotonous, yet its very insistence was what caught the 

public's fancy. Not that this constitutes a mark of quality. 
The song, toward its close, does an unexpected caper which pleases 

me. After another to-and-fro restatement the song suddenly performs 

this little romp. 

25 
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For 1922, I find the phrase in measure twenty-six unexpectedly in-

ventive, specifically its drop to low c. 
My Blue Heaven ( 1927) I mention only as one acknowledges the 

landmark of an era. Big a hit as it was, there is nothing of any musi-

cal interest to mention. 



390 American Popular Song 

The "Molly and me" in the close of the song was unusual in that it 
limited the use of it to male singers. This was something pop writers 

and particularly publishers avoided like the plague. True, Miss Gar-
land dared to sing it later on, just as Mabel Mercer sings other male 
lyrics, but their special position as performers has permitted them this 
license. 

Changes, in 1927, I associate inevitably with the Rhythm Boys rec-
ord. It's a swinging little song which does a few unexpected things. 
For example, at the end of the third measure it moves to a C-domi-
nant-ninth chord. This normally would take the harmony to F major 

or minor. But in this case it returns to a G-major sixth, resolving to 
G-dominant ninth. It's technically wrong, and yet here it works. 
Then, obviously because of the title, it does a little harmonic experi-

menting. In the ninth measure it moves unexpectedly to an F-domi-
nant seventh, in the eleventh to a B-flat-major seventh, then back and 

forth. In the sixteenth measure it winds up on a B-flat-major-seventh 
chord, and in the seventeenth, directly in C major. In the release, in 
Charleston rhythm, Donaldson shows off his harmony as follows: 

Changes 
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The lyric is sweetly naïve. For example, at the ninth measure, 

where the melody is an a and the harmony is an F-dominant seventh, 
the lyric says "C," the end of the line beginning with "he starts in." 

Later, where the chord is B-flat-major seventh, the lyric says "then 
changes to 'D.' " And in the release, after a major and two dominant-
seventh chords, the lyric is saying "Hear that minor strain." Of 
course, there isn't a_minor chord within earshot. But I think "minor" 
in those days meant "unusual." 

In 1927 there was also At Sundown. This song has been around so 
long that its natural and felicitous phrases may have become lost in 
familiarity. 
The four chromatic pick-up notes leading to the main strain, of 
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themselves are nothing. But as a lead-in to the main idea, they become 
essential. Consider the idea without them! 

In the second eight measures, the phrase in measure eleven is not 
only extremely graceful, but is developed very adroitly and with 
seeming effortlessness. 

At Sundown 
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Whenever I am chided for my loyalty to the world of popular 
music, my impulse is to ask my condescendor to write me an eight-
measure phrase as well made and memorable as the one he derides. 
Were he to try and find how much more to it there is than meets the 
ear, he might back down a peg. 

In 1928 Donaldson wrote one of his best-known songs, a permanent 
part of the jazz library, Love Me Or Leave Me. It is a most unusual 
and marvelously conceived song. Strict A-A-B-A, to be sure, but every 
note is right. 

Its initial ideas of two measures is in F minor. It is repeated, and 
then, totally without preparation, it moves to A-flat major. Not even 
is the harmony ready for this change. So abrupt is it that it should 
come as a wrench. But instead, in words of that day, "it's just what 
the doctor ordered." 

Love Me Or Leave Me 
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And I would be proud, if given the lyric and the restriction of one 
chord to be held for two measures, to write as neat a phrase as meas-
ures seventeen and eighteen. 

17 

It is said that other, and well-known, songs have been written to 
the exact harmony of this song. 

In 1930 came You're Driving Me Crazy, another hit and long-term 

standard. The A sections of this A-A1-B-A1 song are bone simple, 
with just enough of an idea to constitute a main strain. For a rhythm 
song it contains a minimum number of notes. Insofar as it does, it's 
innovative. 

In the opening A section there are three measures in which the 

melody moves and in the Al section only two. This is perfect for a 
jazz player to maneuver in, and understandably the song is a favorite 

with jazz groups. The release is highly unexpected: it is entirely in 

A major, as opposed to the parent key of F major. And it is consider-
ably busier than the A sections. 

For 1930 this was a landmark of inventiveness. Even the verse is 
much more considered and inventive than most pop verses, which 

usually sound as if they'd been written at top speed and with cynical 
indifference. 

Donaldson wrote many songs between 1930 and 1935, but it wasn't 

until the latter date that I have found anything worthy of discussion. 

Clouds is no world beater, but it does have an unaffected charm 
about it. Of course one should keep in mind that by now theater songs 

ralw. - 
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had become extremely sophisticated and daringly inventive—melodi-
cally, harmonically, and rhythmically. So I am perhaps less im-
pressed by such a song as Clouds than I would have been had it ap-
peared in 1930. Not that I expect as much from pop song writers as 
theater writers. But I would have expected some of the increased 
lushness and dance band atmosphere to have spilled over into more of 
the pop songs. Of course so ingenious and bright were the arrangers 
that, if one's first hearing of a song were by a band which employed 
one of the good ones, it was possible to mistake the woods of the ar-
rangement for the tree of the song. Also one must remember that 
the continued conservatism of pop songs undoubtedly stemmed from 
the conviction by the merchandisers that the direct, unclever state-
ment was what sold. 
The first three measures of Clouds lead one to expect more inven-

tiveness. But, for me, the song falls away into clichés. 

Clouds 
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The release does risk a modulation from G major to B major, unusual 
for a pop song. But nothing much is done after it gets there. 

It's Been So Long, a song from the film "The Great Ziegfeld" 
(1936) , shows immediate ingenuity by moving through pick-up notes 
to a whole note d flat in the key of E flat, and that's surely unusual. 
But its double return to the d flat, as if to reassure the listener "yes, 
that's what I meant," takes the bloom off the peach. 

It's Been So Long 
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And then, as if having taken the high dive, the writer returns to the 
side of the pool from which he makes safe and sane plunges. 
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Did I Remember, from the film "Suzy" ( 1936), is somehow, on the 

other hand, a much more open and free melody. It doesn't suggest a 
small room in the Brill Building (the center of music publishers in 
New York) or its equivalent. One smells no cigar smoke, one sees no 
gross faces leaning over the piano. This song simply happens, or at 
least it gives that illusion. It's direct and unbusy, containing no notes 

of less duration than a quarter note. In fact, it is in that one degree 
higher than pop song category. 
I find the second idea even more ingratiating than the first. 

Did I Remember 

The drop from b flat to c and back up to g has that fugitive element 
of sweet sadness. And the release is a gem. 
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The drop from d to a natural in measure twenty-nine is completely 
unexpected. 

In 1936 Donaldson wrote a melody so unlike any he had written up 
till then that I only recently found out it was his. It's Mister Meadow-

lark. The lyric is by the bird man, John Mercer, and it's great, as 
usual. 

The tune, verse and chorus are simply splendid. Take the first four 
measures of the chorus: 

Mister Meadowlark 
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The phrase starting at measure nine is another beauty. 
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Because of the two measures reserved for whistling, the song may 

have come to be considered special material. Any song in which a 
lyric line is intended to be spoken, I put aside with a shudder. But 

whistling, particularly in this song, I find charming. 
Not to be rude to Donaldson, may I suggest that it seems to me pos-

sible that the delightful and inspiring presence of Mercer might have 
caused Donaldson to find a fresher style of writing in this song. I'm 

sure if I were to ask Mr. Mercer he, with his impeccable good man-
ners, would vehemently deny such a possibility, even if it were true. 
To me, Mister Meadowlark constituted a breakthrough for Donald-
son. But I have been unable to find other songs to bolster this new 

style. 

III 

HARRY WARREN 

(1893- ) 

Harry Warren, another writer of many hits, nearly all of them from 
films, was first heard from somewhat later than Walter Donaldson. 

And I find his anonymity to record program listeners an ill-mannered 
lapse on the part of the disc jockeys. It is true that he wasn't in the 
same category as the best theater writers, but he certainly was among 

the foremost pop song writers. 
The first song which especially pleases me, at least musically, is 

Would You Like To Take A Walk. It is from the Broadway musical 
production "Sweet And Low" ( 1930). Until I carefully examined this 

song I could take it or leave it. And I now see that it was the over-cute 
lyric which prejudiced me. The melody, verse and chorus, is very 

good writing, suggesting a wider knowledge of music than popular 

songs. 
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Take the verse: 

American Popular Song 

Would You Like To Take A Walk (Sump'n 
Good'll Come From That) 
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The base line in the first section of the chorus is a clue to Warren's 

musicality. 
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And after the almost sedate statement of the first four measures, the 
sixth and seventh break loose almost as if the suitor had suddenly 
gained confidence and indulged in a skip or two. 

I find interesting the cadence at the end of the release in C major, 
as it doesn't suggest a return to A flat except through the kindness of 
an E-flat-seventh chord. The latter is common practice in many songs 
which indulge in out-of-the-parent-key junkets. This time there is 
merely an octave scale line leading from c to the f of the melody. 

Of course it is probable that the lyric which embarrasses me had 
much to do with the song's acceptance: the "mm-mm-mm" with 
which it starts undoubtedly took a bit of daring, but it throws me off. 
In 1931 came a song which is as typical and famous a product of 

the United States as Coca Cola. It's I Found A Million Dollar Baby, 
from the Broadway revue "Crazy Quilt." Judging by the opening 
measures of the verse, Warren was acquainted with concert compos-
ers, Debussy in this case. It's a charming song, with a very good lyric. 
But there's no special virtue in it outside of a phrase in the release and 
the parenthetical "Incidenely" at its cadence. 
The phrase in the release is as follows: 
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I Found A Million Dollar Baby (ln A Five And Ten Cent Store) 
Is 
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Of itself it isn't much, but since the song has just moved from a ca-
dence in F major, the c sharp is a pleasant surprise. And the "inci-
dent'ly" is simply a delightful fortuity, a charming afterthought. 

Usually when Bing Crosby sang any note other than that in the 

printed copy, the only recourse was to call the publisher and acquaint 
him with the new note. The plates would then be changed and Mr. 
Crosby's wrong note became the right note. But they didn't go 

through this ritual with "incident'ly." For Crosby sang, to me, a 
better note than that printed on the syllable "in." He sang an a instead 

of a c. 
You're Getting To Be A Habit With Me was another big song in 

1933, from the film musical "42nd Street." It is a pretty notey song, 

but it still "works." 
I'm usually thrown off by eighth note triplets in this kind of song, 

not the kind in the second measure but in the third. 

You're Getting To Be A Habit With Me 

In the second measure the last note of the triplet being tied to another 
note causes it to come off as a jazz phrase. Not the triplet in the third 
measure. The latter has a tendency to give the rest of the phrase a 

"ricky-ticky" 6/8 feeling unless carefully controlled. 
The phrase beginning at measure twenty-one is neither remarkable 

nor a cliché. It is simply very cheery and saucy. And the old time "I 
really mean it" extension in measure twenty-four has this same grin 

on its face. 
21 
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Such comments may read as straw-grabbing to cover the song's min-
imal interest. I admit that, were I to come across this song amongst 

a stack of theater songs, I would pay it less attention. But I think that, 
considering the marketplace limitations of pop songs, I must slightly 
lower my sights. However, I shall not stop each time I come upon 

as work-a-day a song as this. In this instance I find myself more en-
tertained than impressed. 

Perhaps I can clarify this by saying that I was inclined to linger 
over You're Getting To Be A Habit With Me, but I am not so inclined 

toward a 1934 song of Warren's called (You May Not Be An Angel, 
But) I'll String Along With You, introduced in the film "Twenty 

Million Sweethearts." One has a creative flair; the other is, to me, a 
hack job. 

But I most certainly will linger over l Only Have Eyes For You. 
It's a very lovely melody, beautifully and dramatically fashioned. It 

is another of those songs that needs no harmony in order to please. 
The step-wise writing is effective throughout. The cadence of the 

first section on b natural, followed by the cadence of the second on c 
sharp, followed by the cadence in the equivalent place at the end on 
high e natural are in a class with the best of theater writing. 

In the second phrase of the release the a flat, the fourth quarter of 
the fifth measure, is a small but subtle variant of the first measure of 

the release. I also find the last measure of the release particularly fas-
cinating in that it has none of the character of a pick-up phrase lead-

ing into a restatement of the main strain, but rather the beginning of 
the phrase. After the high e toward the end, the high f that follows 
is marvelous and masterful. 
To go back, the ninth measure, which has dropped a half step from 

b natural to b flat and which is followed by an a flat leading to the 
first restatement, is highly inventive, even original. 

Lullaby Of Broadway (1935) is a very simple, swinging little song 
from the movie "Gold Diggers Of 1935." Its interest is primarily 
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rhythmic, yet its neat little tune is riffish and shows a splendid use of 
repeated notes. 

After twenty-four measures, the true lullaby takes over only to be 
interrupted by a rhythmic measure. It then continues, all in whole 
notes, and winds up swinging. The song is very theatrical in its op-
posed points of view and is more a production number than a pop 
song. 
One of Warren's more pure and beautiful melodies, published in 

1936, was Summer Night, first sung in the film "Sing Me A Love 

Song." And, as is often the case with great melodies, it is one of his 
least known. 

Here is the first half of the melody: 

Summer Night 
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This is in the category of theater songs and deserves much more rec-
ognition than it has received. 

Jeepers Creepers (1938) is a wonderful rhythm song, with an 
equally wonderful lyric. Louis Armstrong introduced it in the movie 

"Going Places." It begs no quarter, merely rolls up its sleeves and 
goes to work. It pretends to nothing clever or ingenious or elaborate. 
But it swings and is its own marvelous salty self. And to recoin a 
phrase, as American as apple pie! 
At Last (1942), played by Glenn Miller in the film "Orchestra 

Wives," is another very good example of step-wise writing. It's also 
another I, VI, II, V bass line song. Its principal characteristic is its 
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use of the minor third and the minor seventh, in each case used very 
effectively. Since it isn't one of Warren's big hits, here is a reminder. 

At Last 
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My only complaint is its rather angular ending. Since it in no way 
uses thematic material, why then were these notes chosen? 

30 

Another marvelous song from "Orchestra Wives" was Serenade In 

Blue. This one I would puzzle over the authorship of, so uncharacter-
istic of Warren is it. It just might be Carmichael, or, listening to the 
release, even Arlen. It's full of notes, to be sure, but every one a good 
one, and has very pretty changes. 

The release is a very daring reiteration of notes. Six measures start 
with the same four notes. But there is a very subtle variation in each 
of the second halves of these measures. These variations not only 
avoid monotony but they almost demand the repetition of the first 
halves of the measures. It's a very groovy song, deservedly a favorite 
of all the singers and bands. 

Also in 1942, Warren wrote a very warm and tender song called 
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There Will Never Be Another You for the film "Iceland." It just may 

be the loveliest of all Warren songs. It brings on the kind of goose 
bumps spoken of in another chapter. It tantalizes me instantly with 

its first phrase, then hooks me with its third measure harmony, and 
winds up enmeshing me with its succeeding phrases. 

There's not a poorly chosen note in the melody. It's sinuous, grace-
ful, gracious, sentimental, totally lacking in cliché. The whole chorus 

deserves to be illustrated. Just for example, here are the first four 

measures: 

There Will Never Be Another You 
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And here is the lovely, lovely ending: 
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The More I See You, from "Billy Rose's Diamond Horseshoe" (film: 

1945), is another lovely, pure, long-lined melody in the manner of 

There Will Never Be Another You. It sings by itself, even though the 

second eight measures are ingeniously harmonized. 

The More I See You 
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It has that limpidity so often associated with Kern, as, for example, 
in one of the closing phrases: 
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I have heard it said that Warren is a great opera lover. In such as the 
above song one may note his love of the singing line. 

Iv 

ISHAM JONES 

(1894-1956) 

Isham Jones not only had a great band but he wrote some great songs. 
This was an instance of a leader properly cutting himself in on the 
royalty. For he wrote every one of them. 
One might assume that the songs of a band leader would have an 

instrumental cast to them. On the contrary, all of Jones's songs were 
markedly vocal. 
The earliest of his songs which I am fond of is On The Alamo, writ-

ten in 1922. It has a very attractive verse, which was unusual for 

those days when verses were treated as necessary evils. The chorus 
is very smooth and even builds to a dramatic climax. Its form is 
A-B-A-C. 

The initial phrase repeats, and the value of the repetition lies in 
the change of harmony. It is one of those songs in which one mys-
teriously senses that the harmony will change even before it does. 
This supposition is shaky after hearing it so many times, yet even 
now, singing it over, I feel this expectancy of change. 
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On The Alamo 
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Jones uses the device of the opening pick-up notes (two eighth and 

two quarter notes) throughout and most effectively. 
The only puzzlement I have is the shift from A minor in the 

twenty-fifth bar to C major in the twenty-sixth. I would assume that 
the A minor be retained, but with the seventh interval in the bass. 
It's a small point and almost irrelevant, since the melody is virtually 
self-sustaining but for that first change. 

In 1923 Jones wrote a song which the average listener (elderly) 

still remembers: Swingin' Down The Lane. It's a cheery song which 
in another's hands could easily have become a cliché. But Jones never 
allows his motif to become a series of parallel imitations. 
I'm very happy about the absence of an expected pick-up phrase 

preceding the thirteenth measure. It's this kind of good sense that 

keeps Jones from cliché writing. 
It's interesting, to me, that in the closing measures of the song, one 

hears almost the identical ending of a great song Jones wrote the fol-

lowing year, I'll See You In My Dreams. 

Swingin' Down The Lane 

et cji-r, lui ft LW u Ptr !_ri 

And even with the same harmony. 
I'll See You In My Dreams, perhaps the best example in all of 

popular music of minimal notes, was only one of three great standard 
songs Jones wrote in 1924. It has exactly fifty notes, only two of 
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which are quarter notes, the rest, of course, being longer. Two other 
well-known pop standards which have very few notes are Sleep by 
Earl Lebieg (forty-two notes) and Linger Awhile by Vincent Rose 
(forty-four notes) . 

It is one of very few songs which I would not mind hearing an 
orchestra play in unison. The harmony is quite adequate, but the 

melody is such a model of lyricism and economy that it makes the 
harmony almost irrelevant. 

It is the section from measure twenty-five to measure twenty-eight 
which had its first trial in Swingin' Down The Lane. 

I'll See You In My Dreams 
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Simply transpose this passage up a whole tone and you'll see how 
close the two are melodically and harmonically. 

I've heard it said only recently that It Had To Be You ( 1924) is 

John Mercer's favorite pop song. I'm not sure if I have one favorite 
song but certainly this song is a good choice. 

Moving from a series of pick-up notes to the major seventh of the 
scale of G major, f sharp, with a G chord supporting it was by no 
means typical of the twenties in pop songs. Then to move up to a 
g sharp was even more unusual. It's again a case of a song's being so 
familiar that the unusual elements have become usual. 

Other than these notes, however, there is nothing experimental in 
any way about the song. But its character is so uninterruptedly main-
tained and certain phrases so deftly fashioned that it reaches the lis-
tener as a wholly agreeable moment in time. 

For example, the phrase in measure fourteen could have been 
step-wise and not have moved from the b up to the e: no harm would 
have been done. But one would not get the good feeling that comes 
from having heard a good musical phrase. 
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It Had To Be You 
14 
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This is true of the third section. 
24 

That drop of an octave in measure twenty-five is one of those mys-

terious choices that a good writer makes that constitutes good taste. 
Also Jones' insistence on maintaining the device of the four eighth-

note pick-ups, had it been handled with less deftness, could have re-
sulted only in monotony. And it most certainly did not. 
The One I Love (Belongs To Somebody Else) is still another 1924 

song. I am pleased to find the sixth interval in such prominent use. 
The specific characteristic of the melody is the constant use of the 
dotted quarter and eighth notes. 

Such insistence could have resulted in no more than hard-sell ag-
gressiveness. But in Jones's hands it is only strong and forthright. It 
is less dramatic than On The Alamo, less lyric than I'll See You In 
My Dreams, but it is an honest, well-conceived pop song, memorable 
enough to have been a standard for forty-five years. 

Jones wrote other songs, including the beguiling The Wooden Sol-
dier And The China Doll (1932). A song with such a flat-out cute 
title could well have turned into another Mickey Mouse's Birthday 
Party Day. But Jones was too expert to let this happen, and, as a re-
sult, I remember it with great affection. It never did become a big 
standard, perhaps because of its title and subject matter. 

V 

JIMMY MC HUGH 

(1894-1969) 

Jimmy McHugh wrote a great many songs, among them some of the 
best pop songs ever written. I admit that some of his best-known songs 
are not my favorites, but I don't feel so guilty about that since this 
book is less concerned with popularity than with quality. 
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One of his earliest and best-known songs is On The Sunny Side Of 
The Street, from "Lew Leslie's International Revue" ( 1930). It's one 

of the jazz musicians' favorites, having precisely the springboard from 
which they love to leap. Singers, as well, love it as much for its ex-
tremely fine lyric, by Dorothy Fields, as for its music. 

I think it catches the ear at the second measure, where the melody 
unexpectedly jumps up to an e from a g, a sixth below. And again, the 
b natural in the sixth measure, though dropping only a half step from 
a c, is another unexpected note. I admit I don't know why it is un-
expected, except that few writers would have used a g for a mel-
ody note, particularly if they used the D-dominant-ninth harmony. 
They'd probably have used an a. Also one subconsciously expects in 
measure five, I think, a repetition of measure one. Instead McHugh 
uses for his last quarter note a c instead of a g. And the g in measure 
six would then have been arrived at with much less skill. For the 
drop from the c is much more provocative than the rise from the g. 

This may read like a tempest in a teapot, and so, indeed, it may be. 
But these are the fine points of song writing and the things that create 
surprises instead of simply good but uninspired writing. 
Below are three choices. The first (A) is to use measure five as a 

repetition of measure one. The second (B) is to use five as it is but 
with an a instead of a b in six. And the third (C) is what really 
happened. 

On The Sunny Side Of The Street 
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The release is very deft with its recurrence of c's with shifting 
phrases between them. 
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And also the two phrases at its close in measures twenty-three and 

twenty-four are very neat. 
That same year McHugh wrote Exactly Like You for the same 

revue. It is a less bumptious melody and one I find more to my taste. 
This may be because I am drawn less by the driving than the evoca-

tive melody. 
For a pop song it's very rangy, an octave and a fifth. This vocal 

demand is seldom found even in a theater song. It very much interests 
me that this in no way limited the popularity of the song. Most pub-
lishers in those days would have flatly refused to sign a contract for 

a song of this wide a range. If they were so convinced of the imprac-
ticability of such songs, and if writers obviously submitted to this 
conviction, why didn't the success of Exactly Like You cause them all 

to change their minds? 
The song's principal device is the use of successive fourth intervals. 
No attempt is made to allow for a breath at the end of the release; 

in fact, there is no cadence at this point, as in most songs. Yet I've 
never heard a singer carp about this. What with the wide range and 
no cadence one must conclude that if the public decides in favor of a 
song, it will make adjustments and forget its own limitations. 
McHugh was a very fortunate man to have such a talented lyricist 

as Dorothy Fields to work with. Her lyrics often swung, and their de-

ceptive ease gave a special luster to McHugh's music. 
Blue Again, from "The Vanderbilt Revue" ( 1930), is a very deli-

cate melody, almost like something written for a formal dance. It has 

a deliberate stance and elegance about it. I am sorry to say that the 
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release not only loses this flavor but is very nearly a cliché. This is 
unfortunate, considering the superior quality of the A sections. 
The verse is not elegant, but very good. It ends with the lyric line, 

"What is this thing called love?" And the music for the line is as 
follows: 

In 1932 came Don't Blame Me, introduced in the revue "Clowns In 
Clover" in Chicago. It was another winner. A standard if there ever 
was one. It's a very sparely though lushly written song. The melody 
is self-sufficient, yet all the harmony is as welcome as an extra 
dividend. 
The opening phrase in the music is as absorbing as a great first 

sentence in a story, though it consists of only three half notes, g, 
b flat, and a. The quarter-note triplet is a characteristic of the melody 
and adds to its charm, but still one waits for those three half notes. 
The first four measures of the release are very simple but very 

effective, whereas the cadence of the release I find disappointing. It 
consists of two descending half notes and a whole note. After all that's 
gone before, a, a flat, and g come as a disappointment. 

Don't Blame Me 

I seV  e II 
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I Feel A Song Comin' On, from the film "Every Night At Eight" 
(1935), is a real show stopper. It's in the grand theatrical production 
number style, it swings and syncopates, and it's replete with inter-
esting harmonic patterns. 
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Where Are You?, from the film "Top Of The Town" ( 1937), is an 

honest, sentimental ballad which we all remember with affection. But 

it simply has no single moment of innovation or seeming desire to 
wriggle out of a comfortably fitting skin. There is a feeling of com-
placent competence about it that irritates me. 

Opposed to this is You're A Sweetheart, the title song of a 1937 
film. There's nothing terribly innovative about this song, but there is 

a lot of breezy well-being and strength in it that never borders on 

complacency. 
It's an A-A-B-Al song, as are most of McHugh's. The two principal 

points of interest are the first four (and, obviously, their equivalent) 

measures and the release. 

You're A Sweetheart 
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The harmony used in the first two measures is interesting and a se-
quence I've never encountered in the opening measures of a song. 
Then, the half-measure rest before the tune continues is very at-

tractive. 
The way the release shifts from the cadence in G major, the parent 

key, to E major for four measures is pleasantly surprising. 
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I admit to a weakness for a song of 1940 which appeared in a 
movie, "Buck Benny Rides Again," a song called Say It, with lyrics 
by Frank Loesser. I'm well aware that it's not a great song and that 

its sentimental sweetness stems from only a single phrase. But that 
phrase has pursued me down the years. Since it wasn't a big song 

commercially, my pathetic attempts to sing this phrase met with fail-
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ure less a result of my poor performance than the listener's not recog-
nizing the phrase. And for years I thought the title was Over And 
Over Again. There is a song, maybe more than one, of this title, so, 

as you can see, my years have been filled with frustration. But my 
unnumbered memory-bank account, James Maher, knew the phrase 
and the right title, Say It. 

After all that, and seeing the phrase, you may wonder why I 
searched so long and why I have been so taken by it. 

Say It (Over And Over Again) 
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The second and third measures are the phrase. It not only says what 
the words do, perfectly, but it's as sad as romantic loneliness. And it's 
a vocal line. Undoubtedly it would not be as dear as it is to me had 
it not been preceded by the first measure's phrase, which is a perfect 
preparation. And then to have the "over and over" phrase repeated 

in the fifth and sixth measures gaffs me. In the release, the repetition 
of another phrase is monotonous without its harmony. But my pet 
phrase needs only its words. 

Since the final cadence of Can't Get Out Of This Mood, from the 
1942 film "Seven Days' Leave," is three measures, the length of the 
song is thirty-three measures. Examined a second time, one sees that, 
were the final note allowed only a two-measure cadence, the song 
would be thirty-two measures. But a three-measure cadence is more 
relaxed and works better. I wish there had been more of this oddity 

than there was. I'm sure many song phrases would have sounded 
more natural with odd numbers of measures. But, until the young 
people took over, it was a virtual sin to write a phrase that couldn't be 
divided by two. 

In 1948, the song ifs A Most Unusual Day, from the film "A Date 
With Judy," I find to be a waltz in the grand Richard Rodgers man-
ner. It's what is known as a waltz "in one," that is, the three beats 
of the measure are conducted in one sweep of the baton. And it's 
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everything one asks of a truly waltzing waltz. It's romantic, direct, 
uncluttered, and extended beyond normal length. It's seventy-two 

measures, and none too long. It sweeps and soars and sings. 
Here is its principal strain. 

It's A Most Unusual Day 
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The repetition in measures nine and ten sweeping up to the quarter 

note d in measure twelve is great writing with its apt word "most." 
Then the cadence of the release: 

4'ï r ir j J 1J - 

And finally, the extension at the end of the song: 
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This is a great, free, happy, healthy waltz. 
I have ignored such favorites as I'm in The Mood For Love simply 

on qualitative grounds. I wouldn't want you to think that I'm like the 
snobs who refuse to read the books on the best seller list because too 
many tasteless readers enjoy them. I think I've disproven such an 
attitude by admitting affection for many songs which have been high 
on the hit list. 
McHugh wrote a great many songs about which I've said nothing. 

This does not imply I dislike them, only that I feel whatever virtues 
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they have have been better exemplified by the songs I have men-
tioned. 

VI 

DUKE ELLINGTON 

(1899' ) 

Duke Ellington has become a legend in his own time. His seventieth 
birthday has been celebrated at the White House; he is the darling 
of jazz enthusiasts and scholars wherever records or radio exist; and 
his band has been working steadily for over forty years. Indeed, it 

has been his medium of expression as much as canvas is to a painter 
or paper to a writer. More, in fact, as the band has also been his paint 
and his palette. 

Since Ellington is a creator, his band has been a constant outlet for 
his creative ideas. This was true to an extent of Isham Jones's band, 
but never as much. The bulk of Ellington's enormous discography 
lists his name as composer. And many members of his band have 
contributed to the ethos of the Ellington sound: Barney Bigard, Bub-
ber Miley, Juan Tizol, Ellington's son Mercer, Billy Strayhorn, his 
chief orchestrator, Johnny Hodges, and others. But Ellington himself 
has been the chief contributor and catalyst. Whatever ideas have been 
contributed by band members have been controlled and distilled by 
Ellington himself. 
The only problem with discussing his songs is that very few of 

them are essentially songs, nor were they meant to be. They were 
composed as instrumental pieces to which words have been added and 
for which simplified releases have often been substituted. But the 
cardinal fact remains that Ellington himself is the judge and jury. 
Without his personal taste, his sense of fitness and aptness, the vast 
library of Ellingtonia would not exist. 

Before considering these instrument-oriented songs, I'd like to make 
clear that one of them, which is constantly referred to by otherwise 
knowledgeable disc jockeys as an Ellington song, is in truth by Stray-
horn. It is so listed on the sheet music and is called Take The A Train. 
And the proof of this song's instrumental nature is the travesty of a 
lyric which was desperately added to the piece to try to turn it into 
a song. 
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I remember hearing the instrumental version of Sophisticated Lady 
in the early thirties. I was mightily impressed—as much by the opu-
lent colors of the band as by the piece itself. The song version is copy-
righted 1933, with words by Mitchell Parish. 

It is certainly a unique piece, particularly the release which shifts 
from the parent key of A flat to G. Its very ingenious return to A flat 
is a piece of linear wizardry and is enormously difficult to sing. It is 
interesting that even in the song version of this piece the grace notes 
of the instrumental version are retained in the piano part of the re-
lease. One almost wonders if Parish tried and failed to find syllables 
for those grace notes. 
The piece is much more satisfying to hear played than sung, partly 

because of the excruciating line in the release, "dining with some 
man in a restaurant, is that all you really want." Scarcely lyrical. 
The very lovely In A Sentimental Mood (1935), though probably 

originally an instrumental piece, does make a delightful song. Much 
of it is step-wise writing and, but for the lush release in D flat (the 
parent key is F), the song uses little special harmony, unlike Sophisti-
cated Lady which would be lost without it. There is a memorable a 
flat in the fourth and equivalent measures. 

In A Sentimental Mood 

f  

It is idle to speak of it, yet my sense of line suggests to me that the 
cadential d flat at the end of the first half of the release might well 
have been, let's say, a low a flat in the instrumental version, assuming 
it to have been such originally. 
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And who, may I ask, is Manny Kurtz? We know by now of the 
omnipresence of Irving Mills on the credits of Ellington songs, but 

had he by this time taken in a partner? I'm bemused! Mr. Kurtz is 
obviously the lyric writer. And frankly, only by the skin of his teeth, 
as the words certainly don't fall very fluidly. 

Prelude To A Kiss (1938) is another chromatic idea supported by 

very gratifying, satisfying harmony and, except for a totally instru-
mental release, comes close to being a song. Even the lyric by Irving 
Gordon (in lock-step with Irving Mills) has a few moments, though 
the image of a "flower crying for the dew" somehow fails. 
Here is that chromatic line and those fat chords: 

Prelude To A Kiss 
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And here is the whole, marvelous, very difficult-to-sing release: 
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I Let A Song Go Out Of My Heart (1938) I remember so vividly 
as played by Ellington's band that I have difficulty reassessing it as a 
song. It's a swinging piece of music, but for the first half of the re-
lease and, were the lyric better written, I might be more inclined to 
think of it as a song than I do. 
l Got It Bad (1941) is a song. Granted the jump of a ninth in the 

first measure isn't easy, yet it's the key to the whole song. 

I Got It Bad ( And That Ain't Good) 
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The release I find so pale compared to the A sections that it's hard 
to believe that Ellington was responsible for the first four measures of 

it. The second four have a flair, but the first four just sit there, and 
don't even count their fingers. 

Certainly Don't Get Around Much Any More (1942) is a familiar 

song. In fact I know some who believe the title to be Mister Saturday 
Dance. Bob Russell did a splendid job with the lyric, and I bow to him 
for such a daring opening line as "missed the Saturday dance." This 
song is very singable, though originally an "instrumental." Again, 
the release. It simply hasn't the verve of the main strain. 
Do Nothin' Till You Hear From Me (1943) works well as a song, 

again due in part to Russell's very apt lyric. 
I Didn't Know About You (1944.) works well as a song in this series 

of Ellington instrumentals with Russell lyrics. The main strain is the 
most melodic, vocally, of the three Russell wrote lyrics for. And yet it 

doesn't have quite the flavor of the other two. 
Satin Doll, copyrighted in 1958, may have been written as an in-

strumental much earlier. But since the concern here is the song, it 
shall be considered as 1958. Having heard it recorded definitively by 
Blossom Deane, I'd have to admit to its being a song. However, since 
Strayhorn's name is listed with Ellington's, I assume that the honors 
must be divided. It's a soft-spoken, underplayed little song with a 
marvelous, perfect Mercer lyric, and it truly swings. 

Of course there were many other Ellington songs. But since they 
are more truly instrumental pieces, I feel that the ones already dis-
cussed give a clear enough picture of Ellington's single-line talent. 
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This obviously has been only a minor aspect of his orchestral talent, 
but it is the one with which the general, non-jazz-oriented public 
associates him. 

For those seeking a thorough study of Ellington in his broadest 
musical contribution to American music and particularly jazz, I sug-

gest you read the brilliant study of him by Gunther Schuller in his 
book Early Jazz. 

VII 

FRED AHLERT 

(1892-1953) 

Fred Ahlert was another better-than-average writer, and though his 

best songs were not many, he deserves mention among the great 
craftsmen. 

I'll Get By* (1928) was, I believe, his first big song. It deserved its 
success. It's one of those flowing, long-line melodies. To be sure, it 
doesn't go as far as it might have had it been written for the theater, 
but it's so good that one wishes it hadn't been confined to the un-
written limitations of pop song writing. The first seven measures 
clearly show what I mean. 

I'll Get By (As Long As I Have You) 
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After this point it by no means deteriorates, but it doesn't continue to 
soar. It settles for an innocuous phrase and imitates it twice. 
Mean To Me (1929) has managed to stay fresh down the long 

years, at least with me. There is an apochryphal, unsubstantiated tale 

to the effect that Ahlert found the seeds of this melody in a counter 
melody used by an arranger for an anonymous song. The band, so 
goes the tale, was that of Gus Arnheim. If it is true, I'm grateful to 

the arranger. May I add that for all these years I have tried unsuc-
cessfully to find a tune of the twenties which would work contrapun-
tally with the main strain of Mean To Me. 

After all this time I still am very pleased by those rising phrases, 
which so neatly avoid monotony by employing different rhythmic 
devices. 

• Words by Roy Turk, musk by F/mdE Ahlerl Copyrmdm loa8 and renewed Imd, Fred Ahlert Mum Camp and Cromwell Mtn, I New Yon, NY Ilmd by 

pormioàoo. 
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MeanToMe* 
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I find the bass line unusually inventive for 1929, and I am very fond 

of the harmony in measure five. 
The release could be stronger, but it is my recollection that no one 

ever minded very much in those days what the release did as long 

as it was a release from the main strain or was a "bridge" between 

two main-sixain statements. My great enthusiasm for Richard Rodg-
ers' bridges in part stems from my instant boredom with so many pop 

song bridges. This one isn't boring. It's just not worthy of the rest of 

of song. 
Walkin' My Baby Back Home (1930) is so cheery that it should 

be mentioned. Besides which, it swings. And in this case the release 
does work and does add to the "other half." 

Love, You Funny Thing! ( 1932) is above average for a couple of 

reasons. First, the first four measures, without seeming disparate or 

unrelated, are all different. 

Love,YouFunnyThine 
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This may have been due to a lyric written ahead, but, in any event, 
what it does is escape the monotony of imitative phrases. Sometimes, 

• Words and mum- by Fred E Alders and Roy Turk (d)CopyrIght Insb and renewed RR, Fred Abler, Music Corp. and Cromwell Music, loc.. New Yoh, N.Y. Used by 

persons». 
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as in Warren's Serenade in Blue, imitation is essential, but beware of 
it generally: it is the mark of a hack writer. 
The g sharp in measure four is pleasing in the manner of Isham 

Jones's It Had To Be You. And the desired a natural, a resolution to 
the g sharp, is delayed two measures, which is also a deft device. 

There is another unusual phrase at the outset of the release, the g 
natural following the a sharp, where one would expect g sharp, as well 

as the c sharp in the release's third measure. 

Ir •  (#4  

In 1934 came The Moon Was Yellow, another canoe song, with its 
aura of the "mystery of it all." It's in minor and does resort to imi-
tative phrases, effectively. The only thing about those phrases that 
irritates me is that they suggest a dramatic acceleration during them 
and a ritard at their end. Granted that there is no such marking, still 
the fact that the phrases suggest it bothers me in its implication of 
more "drama" than I can tolerate in a pop song. 

The Moon Was Yellow 
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However, the release is a beauty, particularly the phrase in meas-
ures eighteen and nineteen. 

In 1935 came I'm Gonna Sit Right Down And Write Myself A 
Letter. It's hard to dissociate oneself from the Fats Waller recording 
of this song. The lyric idea is delightful and so is Ahlert's treatment 
of it. For it easily could have been a sad ballad. Instead it's a swing-
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ing romp. I am impressed by the turn-around nature of the first 
phrase. To consider such a circular phrase requires more than a cas-
ual impulse. It could as well have been a scale line or repeated notes. 

Instead Ahlert chose a more provocative method. 

I'm Gonna Sit Right Down And Write Myself A Letter 

VIII 

RICHARD WHITING 

(1891-1938) 

Chronologically, Richard Whiting belongs back in the time of Walter 

Donaldson: the best remembered of his early hits was published in 
1920. It was The Japanese Sandman. There's a strange irony in the 
fact that it has managed, as we survivors have, to stay alive. And 
the song is once again an acceptable one, unlike another happy song 

the title of which now makes it not only unplayable but unsingable, 

Nagasaki. 
The Japanese Sandman is a phenomenon for its time, and a half 

century later it's still good. The verse is marvelous and when I made 
a nutty arrangement of the song shortly before the war with Japan, 
I naturally included the verse. Just look at its first phrase! 

The Japanese Sandman 
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Later on it jumps tastily into A-flat major and then back to F minor. 
Just as in On The Alamo by Isham Jones, one senses the same 

change in harmony in the first imitative phrase. The use of the back-
and-forth minor third phrase which continues throughout the song 
is perfect since it is the Western concept of Oriental music. The 
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wholly unexpected shift to A major, with the melody moving to c 

sharp is masterful. And remember, it was only 192o! 
Again, it was very bright to make no attempt to return to F major 

by means of the almost inevitable device of C-dominant seventh until 
the last split-second. And then it was the original c natural with 
which the pick-ups to the song started that established for the ear the 
return, even though the C-dominant ninth had just been heard in the 

accompaniment. It is that c natural that really brings you back. 
The only place Whiting deserts his Oriental figure is in measure 

eighteen, where he unexpectedly resorts to this: 
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And he pulls one last splendid stunt later when he takes the tune 
up to a high f. 
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Bravo! 

In examining Sleepy Time Gal, a song of 1925 with-the added music 
credit of an Ange Lorenzo, I've learned an interesting lesson. Some 
time ago I had occasion to arrange this song for a concert group, a 

woodwind quintet. I had no copy and chose not to buy one, presuming 
I had heard it enough times to know it. It was a presumption, for I 
find that I didn't, after all those hearings, truly know the melody. 
I believe that singers and players take great liberties with pop 
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standards and almost none with theater songs. One singer picks up 
from another, as do arrangers from each other, until the melody con-
tains many new notes. Without belaboring the point I find that in at 
least four places I presumed the melody to be other than it actually 
is, and I sinned in not being aware of the old-fashioned many-noted 
return to the main strain. 

There was nothing arbitrary in my choice of notes. I had simply 

heard it played and sung unlike the printed copy. Sometimes these 
changes are for the better. 

The song may seem a cliché to lovers of chic, distinguished theater 
ballads. And perhaps those phrases which follow the notes of chords 
are close to cliché writing, yet they are offset by other inventive 
phrases. 

It is interesting that a recurring phrase is the same back-and-forth 
minor third of The Japanese Sandman, as in measure seven. 

Sleepy Time Gal 
446  

The old-fashioned phrase which I forgot and which in songs of that 
and earlier times was sung while the band, as they say, laid out, is 
this: 

16 

The words are so nostalgic and innocent in terms of 1970: "It's gettin' 
late and, dear, your pillow's waitin'." 
I wish Whiting had written the music for She's Funny That Way 

(1928). For then I could wail and carry on about how I feel about 

this very haunting song. But I'll still have the chance in the chapter 
concerning great individual songs of the twenties, thirties, and forties. 
For Whiting, in this case, wrote the lyric. And very, very good it is. 

My Future Just Passed, from the film "Safety In Numbers" 
(1930), is as irresistible a title as one William Engvick once wrote, 
and which died aborning: You Wrong Me When You Never Write 
Me. 



422 American Popular Song 

This song has a very distinguished, inventive verse, with phrases 
like this: 

My Future Just Passed 
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It's a cheerful, swinging song, doing what you want it to do and 
going where you hope it will go. And it has a very neat release. 
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This song is quite good enough to have been a theater production 
rhythm song. 

In 1930 Whiting (and a Newell Chase) wrote a very lovely mel-
ody, My Ideal, sung by Maurice Chevalier in the fihn "Playboy Of 
Paris." It's a short, sixteen-measure song, but sung or played very 

slowly, as not indicated in the copy, it is most effective. 
The song makes constant use of chord lines, and the skips are not 

always easy: in the first measure, the leap from low e flat up a major 
seventh to d natural, for example. And in the fifth measure, the third 
note, d natural, is not easy to find. One's impulse, without the help of 
the harmony, is to sing an e flat. Of course, Whiting is quite consist-
ent, since here too he makes a leap of a seventh, to a flat from b flat. 

For those days the eighth measure came as a shock. 
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My Ideal 

t ik'r 

r.  

The fourteenth measure is very attractive as well as difficult. 
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Altogether this is one of the most highly respected songs of its era. 
In 1936, there was a fair-sized hit which never became a proper 

standard, Peter Piper. And it has another marvelous lyric by John 
Mercer. I find the song a swinger, and I even go so far as to say that 
I hear measures which had to have been encouraged by Mr. Mercer. 

In the 1937 film "Ready, Willing And Able," there was the mar-
velous Too Marvelous For Words. This is a model of pop song writ-

ing, musically and lyrically. Just see how Whiting presents the idea 
two different ways. 

Too Marvelous For Words 

And then how gentle and almost tactile are the phrases to fit the 

"words." 
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Remarkably, but by now to be expected from Whiting, in the sec-
ond eight measures, after leading you up the garden path of sim-
plicity, he launches out in B major. More than that, he makes the re-

lease seem continuous with what precedes it, a rare trick. 
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Note how simple the d natural is at the beginning of the release, 
made so by the c sharp in the preceding measure. 
Measure fifteen really is a shocker for any song, having, as it does, 

three notes out of the G-major scale, d sharp, g sharp, and c sharp. 

Well, good for Mr. Whiting! Such departures not only shook the com-
placency and pedestrianism of the average writer, it proved that one 
could take big chances and still make a happy living. 
As in the case of the other writers, 'Whiting wrote many other 

songs, but these seem to me to best exemplify his style. 

Ix 

RAY NOBLE 

(1907- ) 

Ray Noble, whose band played in the United States during the thir-
ties, wrote only a few songs, but all of them were very good. Insofar 
as he is not an American, it might be suggested that his songs don't 
belong in this survey. Yet his songs are so American in style and so 
loved by Americans that he is musically American by adoption. I 
doubt, in fact, if most of those who like his songs know that they were 
written by an Englishman. 

Noble's first and most famous song was Goodnight, Sweetheart, 
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copyrighted in 1931. Anyone who has danced till the end of an eve-
ning between then and now knows that it has become the quasi-offi-

cial close of any dancing evening. It is bone simple, fashioned prin-
cipally of half steps, contrasted by lines of melody which follow the 

notes of triadal chords. 
Successful songs using these close relationships are fairly rare. 

White Christmas is one, Just In Time from "Bells Are Ringing" by 
Jules Styne, is another. And they're much harder to write well than 
you might think. April In Paris is another one, after a fashion. 

In 1932, Noble wrote Love Is The Sweetest Thing. It has a I, VI, 

II, V bass and chord line for its first four measures, but the melody is 
so distinctive that one is hardly aware of this. It's a very pure, as op-
posed to sensuous song, and so simple that it's not easy to define why 

it's so appealing. 
The first two-measure phrase is immediately repeated, but for one 

added quarter note. And the fifth and sixth measures are an imita-

tion. There is no specific innovation. I feel, after examining it, only 
that I have looked at the work of a distinguished melodist, and that 
the song was written as much to be sung as played, indeed, more. 
Love Locked Out ( 1933) is a perfect song of the early thirties, one 

which can still evoke that era; one which I respect, but which is al-
most limited to its decade. Even though sad, romantic songs will al-
ways be written, bad guitar chords or not, this particular kind of 

ballad is a product of an age. I could list many of them, but I prefer 
to note them as they pass by in the next, more general, chapter on 

pop songs. 
Love Locked Out has a well-written, thought-out verse that moves 

beautifully into the chorus. The second note of the latter, a d sharp, 
moving not to an e but to an f sharp, is innovative, as are the two six-
teenths which I feel could as well have been the first two notes of an 

eighth note triplet. 

Love Locked Out 
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The shape of the first A section is four phrases, three of which are 

imitative. My only complaint is that, though the imitations are well-
written, they are almost monotonous. Of course, imitation was a 
device of that time and subsequent years in all popular music. 

In 1935, Noble wrote words and music for a song called Change 
Your Mind, from a film "Ship Cafe." I never heard this song until I 
undertook this project, and I am surprised that I didn't. For it is a 
very good, strong ballad with a good verse, though the lyric is sorely 
lacking in quality. It is possible that the poorness of the latter may 
account for the song's obscurity. 

The piano copy would never serve the needs of a good piano player. 
I can see how he would immediately change the first chord of the 
chorus to D-dominant seventh, keeping the e flat in the bass to make 
an interesting dissonance, and do the same thing in the third measure 
where the melody repeats itself an octave higher. 

Change Your Mind 
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When I consider the urbane and charming personality of Ray 
Noble, I find it sad that the mysterious workings of commerce seldom 

include urbanity and charm. When they do, the writing of such a 
book as this is a delight. And, happily, much of the need for musical 
quotation from songs has been smooth and civilized. 

I would like very much to be able to show Mr. Noble's stylistic 
felicities by means of musical notation. But because of the impossi-
bility of obtaining permission to quote anything from what I believe 

to be his best song, I Hadn't Anyone Till You, I can say only that it 
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is stylish throughout, verse and chorus. There are no attempts to be 

clever rhythmically, harmonically, or melodically, unless one con-
siders a modulation from the key of F to the key of D flat in the verse 

to be such. 
It is a smooth, direct, slightly rhythmic ballad of no great range 

and unmistakably a song of its time, the late thirties. It makes a move 
in the second half of the B section (the design is A-B-A-C/A), into 
the key of A major from the parent key of F major, which adds that 
dash of color needed in a song of so direct and unpushy a nature. It is 
a song with both sophistication and a flavor of the past. 
Measure thirteen is a new idea, and, though fourteen is an imitation 

of measure ten, it, in turn, is new. 
I only wish there had been some way to resolve the problem of the 

end of the phrase in sixteen and the immediate beginning of the new 

phrase. For at a steady tempo this is awkward. But it's a very lovely 
song, with the last phrase a duplicate of the first. 

Certainly these songs are a fine contribution to pop song music, 
whether by an Englishman or not. They scarcely sound like 

importations. 

X 

JOHN GREEN 

(tgo8- ) 

Johnny Green has written some very fine songs, though very few in 
all. His principal career has been as orchestrator and writer of film 

scores, and, in recent years, as a busy concert conductor. 
His first big song, Body And Soul, was copyrighted in 1930. It was 

an interpolation in the Broadway revue "Three's A Crowd." Because 
of a recording by Coleman Hawkins that was almost immediately 
recognized as a jazz landmark, the song became a standard part of 
the repertoire of the improvising soloist. Hawkins in the 1920's had 

created the first jazz solos on his instrument, and he brought to 
Green's melody a rhapsodic exuberance that astonished the ear. Ex-

cept for How High The Moon and, possibly, Star Dust, there have 

been more improvised solos of Body And Soul than any other song. 
Its verse is as strange and unprecedented as its chorus. Based on an 
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f pedal point, it moves up to a high g by means of difficult intervals, 
each one supported by a chord. After four measures the key signature 

changes from four flats to one flat. After these dramatic eight meas-
ures, we find ourselves with a new idea in A minor, and now no 

longer with each note wrapped in a chord. Then after working back 
to a C-dominant-seventh chord, a last quarter note a flat warns of 

more innovations to come and sure enough, we are now back in three 
flats and it's F minor which is the chord the chorus starts in. 

The eighth-measure cadence is in E flat major. The section repeats. 
But look out! For now we're in E major, a half step higher, but only 
for four measures. Then we're in G major for another four. Here is 
how the song gets back to its F minor A section: 

Body And Soul 

e 

And then the A section repeats as at first. 

I honestly feel that the final c natural of the release is asking an 
awful lot of any singer. But the miracle is that the public not only ac-
cepted this song, they've gone on accepting it for forty years. This is 
the same public which the publishers were convinced were capable of 
absorbing nothing more difficult than I'm In The Mood For Love. 

Of course, I'm absurdly ignoring the simple fact that, though part 
of a composite score, it was introduced in the theater and so, I sup-
pose, has wrongly been discussed in this chapter. I grant it may not 
belong here, but then perhaps neither do those songs I've written 

about which appeared in films. The problem is simply that Green's 
other efforts were non-theater songs. And so he belongs more in a 
chapter on pop songs. 

Body And Soul remains a landmark, then, in the category of inter-
polated songs, for it has one of the widest ranges and one of the most 
complex releases and verses. It is obviously an enormously innova-
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tive song but may well have achieved its standard status through the 

comparative simplicity of its main strain. 
Also in 1930, he wrote I'm Yours. It's hard to believe that the man 

who wrote Body And Soul wrote this. It's a pleasant enough song 
which did become a standard, but which is truly of no great account. 
It never surprises, has no interesting harmony, and evokes no strong 

emotional response. 
Out Of Nowhere (1931) does much better. It has surprises, inter-

esting harmony, and a flowing melodic line. Its first surprise is the 
d flat at the third measure, supported by a C-flat-major-seventh chord. 
In the restatement of the phrase, the note becomes d natural. 

Later on the phrase leading back to the main strain is a series of 
quarter note triplets which are of a piece with the over-all melody but 

which constitute a new idea. 

Out Of Nowhere 
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After eight measures of the restatement, the closing measures are 

very warm and tender. 
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I am surprised that the first half of measure twenty-nine is not a 

quarter note triplet: that way it would move so much more smoothly. 
Hello, My Lover, Good-bye (1931) is a marvelous song, every way 
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but lyrically. It was sung by Frances Langford in the musical "Here 
Goes The Bride." 

The verse is very good, good enough, in fact, to use as the main 
strain of another song. 

Hello, My Lover, Good-bye 
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The chorus is the soul of innovation. Here is the main strain: 
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At measure four, to support the g sharp, an E-dominant chord might 
have sufficed, but the A-minor sixth changing to a D-dominant sev-

enth with a flat ninth—oh, well, anyway, it's very good. And to con-
tinue the chromatic steps into the following measure is very special. 

The release is a dream. Of course, I'm conditioned by Harold 
Arlen's writing to love octave drops. 
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Instead of repeating the A section at the end, he does this after five 
measures which are the same as in the first section. 

30 

A great song, really a theater song. 

Two years later Green wrote I Cover The Waterfront. This song 
was written to promote a film with the same title and was then used 

in the film as the title theme. However, I know it only as a pop song. 
Whether a movie or pop, it's a great ballad. 

It is a singer's song, reaching legitimately dramatic heights in the 
release and returning from the area of A major to the area of the par-
ent key, G major, by the beautifully simple expedient of dropping the 

melody from c sharp to c natural, giving the singer and listener 
ample time to adjust to the original key center. 

This is the whole release: 

I Cover The Waterfront 
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It's a most evocative song. 

In 1934, Green wrote another beauty, Easy Come, Easy Go, first 
used instrumentally in the film "Bachelor Of Arts." It's a lovely song, 

verse, chorus, and lyric. It's all of a piece. Take the first section of the 
verse: 

Easy Come, Easy Go 
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Notice the introduction. For it is used not only in the cadences of the 
verse but later in the cadences of the chorus. 
And here is the first section of the chorus: 
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The melody is simple and, as well, the piano part. I'm sure the word 

"easy" was given consideration in the music. My sense of balance 

makes me wish that the eighth note c in the fifth measure and the b 
flat eighth note in the sixth had been f and d respectively in order to 

maintain the motion of the initial phrase. In the seventh and eighth 
measures there is a return of the introduction as well as its rhythm in 

the fifth and sixth. 
In the admirable release, the third measure has that lovely turn 

about which I became so rhapsodic in discussing Hugh Martin's new 
song for the revival of "Best Foot Forward." 
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This ranks among the best of theater ballads. 

You And Your Love (1939), which was totally unfamiliar to me 

until this survey, is another splendid ballad. I am always amused by 
the convictions of some non-musicians that a phrase of one song was 
taken from another. For it always turns out that the notes are never 
the same, only the rhythm of it. I find myself in somewhat the same 

spot with this song: its second phrase keeps reminding me of one in 
Love For Sale. Being a musician I know it's not the same, but its 
rhythm causes the comparison. 

You And Your Love is a long, sixty-six measure song. But it holds 
up throughout and deserves to be better known. I'm very fond of the 
first cadence. 

You And Your Love 
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The release is a marvel. It keeps the flavor of the main strain and 
by so doing makes itself more intrinsic to the whole song. 
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I am particularly taken by the two closing phrases, starting at meas-

ure forty-five. 
In 1956, Green and Mercer wrote a very good song called With 

You With Me. In the verse there is a very good example of the be-
guiling nature of repetition, if properly handled. It occurs here after 

the first two phrases. 
The first eight measures of the chorus are enough to hook me. 
There's something compelling about the second interval supported 

by the tonic chord. Every time a point is made of it, I'm immediately 
and properly sad. It happens in On A Clear Day You Can See For-
ever, for example, and in There's A Small Hotel. And it's not simply 
the second interval, for its magic is an amalgam of that interval with 

the tonic chord. And the major seventh must be part of it. Every time 
I've been able to use this combination adequately I've wound up with 

a good song. 
I also like the D-major-seventh chord underpinning the pick-up d 

naturals. And then in the twelfth measure, the sudden introduction 

of a new idea which is repeated in measure fourteen, is very 
ingratiating. 
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I suppose I was so angered by publishers' prying and poking at my 
ideas when I used to submit songs to them that I am unreasonably 
irritated by, among others, certain clichés which they liked. One of 

them was the third interval for the penultimate note instead of the 
second interval, which they considered weak. In With You With Me, 
I wish the final note before the cadence were not that third interval, 
g natural, but the second, f natural. I'd find it so much more tender 
and romantic. 

After reviewing John Green's songs, I am greatly surprised that 
he never moved into the world of theater music. For certainly his 
songs are far above the level of pop music. 

XI 

RUBE BLOOM 

(1902-

Rube Bloom started in the popular music world as a piano player. He 
first attracted attention when he won a prize for Soliloquy, a piano 

piece, which was recorded in 1927 by Paul Whiteman in a charming 
orchestration. Later, he wrote a few phenomenally good songs. It is 

very sad to me that he wrote so few. 

I remember, in 1939, being given a song to arrange for a new 
singer who never caught the public's fancy. The song was Day In— 
Day Out. I hadn't seen the song before and was astounded by both 
the melody and the lyric by John Mercer. It was a great pleasure to 
work with, and unlike any song in the pop field I'd ever seen. 

In the first place, it was fifty-six measures long. The melodic line 
soared and moved across the page like a lovely brush stroke. It never 
knotted itself up in cleverness or pretentiousness. And it had, re-

markable for any pop song, passion. For any academic, musicological 
person reading these pages, this may sound absurd. But limited as 

may be the spectrum of popular music, within its confines, this song 
achieves great emotional intensity. 

I'm delighted that such concentration is given to the sixth interval 

which I believe so compelling when made a point of. 
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Day In—Day Out 
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That's the understated, smooth way the song opens. And when this 

melody is repeated after sixteen measures, notice how Bloom devel-
ops it and increases its intensity. 
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Of course, the lyric superbly supports it. Notice, too, Bloom's use 
of modal writing in measures twenty-five through twenty-eight! And 

how he returns to the a natural, even though he shall return again to 
it in his restatement! 

......_ 
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Then, instead of rising, as it has, to a d, it now rises to an e which 

comes off very dramatically, topped by the following f. 
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He is replete with surprises. For see how he unexpectedly stretches 
his phrase in measures forty-four through forty-eight and returns in 

romantic desperation to the high f with the perfect word "can't," of 
the phrase "can't you see it's love." And then his return to his home 

base, a before his final cadence. It's an absolutely great song. 

The same year he did it again. Not as extendedly or as soaringly, 
but in Don't Worry 'Bout Me he certainly created that same kind of 
heartbreaking intensity and longing. It was introduced in the "Cot-

ton Club Parade (World's Fair Edition)." 
The first eight measures of the verse are virtual recitative but 

curiously affecting. In the second eight the time signature changes 
from 4/4 to cut time and the line becomes more melodic. The verse 

is like a sad soliloquy. 
The melody of the chorus is an immediate refutation of the title. 
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If you examine the altered dominant chord which accompanies 

each of the opening notes, you will sense the anguish. The phrase 

before the seventh measure is tender and more passive. 
I am pleased that Bloom moves his melody in graceful curves in 

the second section, in contrast to the repeated notes of the first. 
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Then the song begins its restatement, but after four measures it un-

expectedly develops the quarter note triplet motif and returns to the 
sinuous idea of the second eight without, however, using the same 

note terminating that section, with an octave drop. 
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And finally it restates the initial phrase. This is a very tense and 

touching song. 
In 1940, Bloom wrote Fools Rush In with John Mercer. What 

could be a more touching phrase than that which opens this chorus? 
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Notice that again he starts on the sixth! 

In imitative phrases Bloom brings his melody down from the g in 
measure three to f in measure five, e in seven, d in nine, and, finally, 
c in eleven. That, to me, is the mark of a professional, especially 
since he achieves this descent by other than the device of imitation. 
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In the last section he again reveals this strong intensity. 
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It's another very, very special song. 
And how about the closing lyric line "So open up your heart and 

let this fool rush in"? This is popular music at its best. 
In Here's To My Lady (1951), with another Mercer lyric, Bloom 

wrote a very pure and less intense melody, due, doubtless, to the 
subject, which is a lyrical toast. 
The verse is very charming, as these opening measures suggest. 

Here's To My Lady 
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Much of this song might have been by Kern, particularly the sec-

ond section. 

What Kern never would have written, however, is the third and 

fourth measures. 
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I am fascinated by Bloom's refusal to restate his opening phrases. 
At measure seventeen he starts to, thinks better of it, and keeps only 

the original rhythms. And in the closing section, he restates two 

measures of the beginning. I so love what he does in the third and 

fourth measures that not hearing it again disappoints me. 
I've not only never heard this song performed, I've never as much 

as heard its title until now. This is far more a theater than a pop 
song and, since it uses no rhythmic or harmonic tricks except at the 

fourth measure, it may have remained obscure because it was pre-
sented without a showcase. 

In 1945, Bloom wrote a marvelous swinging song called Give Me 
The Simple Life, from the film "Wake Up And Dream." Introduced 

by a Gershwinesque verse, particularly in the fifth and sixth meas-

ures, 

Give Me The Simple Life 
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he starts out in the chorus with a winning rhythmic phrase. 
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The release is not up to the main strain, but by that time, you 
don't really care. For here is a case in which the A sections suffice. 
And as long as it's that way, here's the rest of it. 
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There were a few other songs by Rube Bloom, but very few. He 
certainly set his sights high and he certainly proved that pop songs 
can be in impeccable taste. 

XII 

JIMMY VAN HEUSEN 

(1913' ) 

Jimmy Van Heusen was another latecomer, showing up about 1938. 
I well remember a thin young man sitting around outside an ar-

ranger's office, endlessly playing the piano during the late thirties. 
Little did I realize that he would turn out to be an immensely suc-
cessful song writer. 

Van Heusen has maintained good taste ever since he started. His 

songs have never carried the acrid odor of cigar smoke. He has al-
ways been inventive and usually related to the world of the bands 

as well as the singers. And while he has written many fine ballads, 

he has been more a 4/4 than an alla breve, cut time writer. The long-
line, spare, pure melody has rarely been his forte. For there is al-

most always the suggestion of a rhythm section in the background. 
Right here I must come to a grand pause. So eager have I been to 

neaten everything and everyone by means of categorization that I 
am forgetting that this isn't always possible. For instance, I am 

blithely assuming Van Heusen's predilection for 4/4, completely 
forgetting a beautiful cut time song called Like Someone In Love, 
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and It Could Happen To You, which isn't but which should be in cut 

time. And what of The Second Time Around? In other words, Van 

Heusen writes many ways. 
Also there is the problem of including him among the great crafts-

men. For this category applies to pop song writers. Many of them, it 

is true, wrote for films, but their major output was in the pop mar-
ket. But Van Heusen, though he started out by writing pop songs, 

graduated to Hollywood and spent all his creative time writing for 
films. Plus which he wrote a couple of Broadway shows, from one 

of which came a great song, Here's That Rainy Day. 
The difficulty is simply this: there is no film writer category. Also 

those who have been written about as theater writers spent the major 

part of their creative life writing shows. This, Van Heusen hasn't 
done. And many of his film songs, it must be admitted, are not on a 
par with great theater music. Some of them are, but that truly doesn't 

make him a theater writer either. He is a great writer, but he refuses 

to make life simpler for me by staying put like Carmichael. I can 

only apologize for finding no proper niche for him. 
One of his first published songs was Deep In A Dream, 1938. Si-

natra has recorded it so wonderfully that it is a temptation to stop and 
discuss it. But while it blossoms in its release, its main strain is not 

on a par with his best writing. 
Another of his early songs in 1939 was All This And Heaven Too, 

a promotional song for a film with the same title. It's a rhythm ballad 
that does pleasant, unstartling as well as unexpected things. For ex-

ample, the e flat in the fourth measure: 

All This And Heaven Too 
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And the release is well on a par with the main strain. Here are 
. the first four measures of it: 
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Also in 1939, he wrote Darn That Dream for the disastrous Broad-

way production "Swingin' The Dream." I was inclined, without 

having more than met him, to dislike him at this point, since I had 
written an entire score for this show and had to take it back due to 
the duplicitous character of the producer. 

Darn That Dream has a very interesting and difficult melody in 
that its chromatic character makes the notes hard to find. It's a mel-
ody, I'm certain, built around the chromatic harmony. But it's an 

original, for sure, as I've never heard a song quite like it. 
The release is also very far out, moving instantly into E flat from 

the parent key of G. Only by means of the harmony are the melody 
notes easily found. 

In other words Van Heusen had arrived at the time when sophis-
tication and chance-taking had become a way of writing for those 

who chose to do it. The public, through the bands with their highly 

complex arrangements, had opened their ears and become used to 
more daring pop tunes. 

Blue Rain, also 1939, doesn't quite come off as a song. Its melodic 

interest is not strong enough to have true vocal identity. To me, it is 

more interesting as an "instrumental." Blue Orchids, by Carmi-
chael, has the same problems, but its ideas somehow get off the 
ground more convincingly. 

In 1940 Van Heusen wrote one of his best-known songs, Imagina-
tion. It's a good song, to be sure, and its release is much better than 
average, but it hasn't the sweep and freedom of his later and perhaps 
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less-known songs. The release, though reminiscent of Mimi, deserves 
illustration.* I feel that very soon after this song he would not have 

resorted to the f sharp in measure twenty-four. 

Also in 1940 he wrote Polka Dots And Moonbeams, a title I can do 
without. But it's a very good rhythm ballad, primarily based on I, VI, 
II, V chords. The song moves into A major from the key of F major 
for most of the release. The main strain is made up mostly of a series 

of ascending and descending scale lines, a little too notey for me, 

but very effective instrumentally. 

In 1943, Van Heusen wrote a very dear little song called Sunday, 
Monday Or Always, for the film "Dixie." Its main idea follows chord 

lines for two measures and then changes for the title phrase. The 
four-measure release is a gem. Notice how, in its final repetition, it 

prepares for the restatement. 
In the two A sections the note is c, where in the fourteenth meas-

ure it is c sharp. I find something extremely charming about this 

variant as well as the writer's desire for it. 

Well, here I am, hoist by my own petard. For in 1944 Van Heusen 
not only wrote Like Someone In Love in cut time, but it's a pure 
melody. That's what I get for not looking ahead! The song was in-

troduced in the film "Belle Of The Yukon." 

Here are the first sixteen measures: 

Like Someone In Love 
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The influence of Kern is manifest. It's a simply lovely melodic line. 
Nancy, written in 1944 for Sinatra's daughter, with the lyric by 

the comedian Phil Silvers, is a very warm and tender ballad. 
The same year Van Heusen wrote another Kern-like melody 
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called It Could Happen To You for the movie "And The Angels 
Sing." 

I'm beginning to notice a stylistic device which Van Heusen is 

very fond of. It's concerned primarily with harmony. He loves 
diminished chords not for themselves but in order to make chro-

matic bass lines. In all of his songs you will find him, thank heaven, 
very respectful of bass lines. 

Some writers settle for scale lines, but Van Heusen is more fond 
of chromatic lines. And, in order to have them, he must have dimin-
ished chords. So when he reaches one he must find a way for his 
melody to move, with them as the foundation. In Darn That Dream 

he moves one way, and with It Could Happen To You he moves 
another. In the key of G he moves to an f natural in the second meas-
ure, f being one of the notes of a G-sharp-diminished chord. He drops 
to e, but moves up to b, another note of the chord. Then, in the third 

measure, where he uses an A-sharp-diminished chord, he lands on g 
and arrives at c sharp, another note of the chord. It makes not only 
for a logical bass line but for a more experimental melody. More 
power to him! 

It Could Happen To You 
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The verse to this song is very pretty, and its first four bars contain 

a descending chromatic bass line as opposed to the ascending line of 
the chorus. I should also mention that Van Heusen is one of the few 
writers I know who has a clear sense of the value of a first inversion 
(a triad the bass note of which is the third interval and when used 
should have that third only in the bass). I believe he came to under-
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stand its value in the course of his experimenting with bass lines. 

In 1953, Van Heusen became even bolder. Of course the situation 
was different in that the song, Here's That Rainy Day, was from a 
Broadway musical, "Carnival In Flanders." And he certainly took 
advantage of the freedom afforded him. It's a very difficult song, al-

most demanding its harmony's presence for a singer not to get lost 
in the complex line. 

The song is in G major. The opening measure's harmony is G, 
the second B flat, the third and fourth E flat, and the fifth a suspended 

D-dominant chord. Then D-dominant seventh and G. In the ninth 

measure, however, the melody, which has had its cadence on g natu-

ral, goes to e flat. 

Here's That Rainy Day 
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The last section is much simpler, after the hurdle of its second meas-
ure, which is the same as the second measure at the beginning. 
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It's a very powerful and affecting song. It has great weight and au-
thority and must have been a song written under extremely intense 
circumstances. In my opinion it is a great illustration of absolute hon-

esty, quite irrespective of its extremely inventive character as a 
melody. 

A late song by Van Heusen in 1958, the title song from the movie 
"Indiscreet," is a very good illustration of a balance between melody 

and harmony. For while its harmony ingeniously enhances the me-
lodic line, the latter has sufficient distinction to sustain interest by 
itself. To have been able to find as provocative a melody for such an 
unmusical title was a minor triumph in itself. The song is virtually 

unknown but is one of those songs which good piano players are on 
the look-out for. It does, I admit, suggest in its first phrase Kern's I 
Dream Too Much, but its development of the motif is entirely 
dissimilar. 

Indiscreet 
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There is great pride amongst piano players to know those songs 
which have failed to receive great recognition. Sometimes they are 
songs which have highly inventive harmonic patterns and little else, 

but more often they are songs like Indiscreet and You Have Cast Your 
Shadow On The Sea (Rodgers) which contain both harmonic and 
melodic interest to the degree that their obscurity remains a puzzle. 

I should have a prejudice about The Second Time Around ( 1960), 
since I had just written the best lyric of my life the week before it hit 
the juke boxes. Mine was called Next Time Around. Van Heusen's 
song was the title song of a film, and a lovely one. 
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The device is a chromatic one again, but this time in the melody. 
It's to be found in the second, fourth, sixth, eighth, tenth measures 

and throughout the song. Van Heusen has used that fourth interval 
I mention from time to time as being weak when misused and roman-
tic when wisely used. And subtly he keeps lowering the melody from 

the first through the ninth measures from g to c, diatonically. 

The Second Time Around 
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Extraordinarily, he manages to write this very lyrical, understated 
song within the confines of a single octave. And actually the upper 

c is used only as a passing note. There is no effort made to achieve a 
climactic point; in fact, at the measure one would anticipate one, the 
note is only a b. As well, this is the creative aspect of Van Heusen 
which needs no harmony in order to gain his melodic points. He is 

truly a near master of two distinct styles. 
Call Me Irresponsible, from the 1963 film "Papa's Delicate Condi-

tion," is a very strong, inventive rhythm ballad, one in which Van 
Heusen again resorts to his chromatic bass line, creating new melodic 

patterns and good ones to fit the diminished chords. 
He does marvelous things in this song: for example, his chromatic 

descent through two whole notes in measures eleven and twelve to 
the f natural in measure thirteen and the drop to a wholly unex-
pected b flat in measure fifteen. 

Call Me Irresponsible 
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In the last half of the song, with shifting harmony, he twice repeats 

a phrase, a very risky thing to do. But it comes off perfectly. This re-
sults in a four-measure extension of the melody. 
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My Kind Of Town (1964), from the film "Robin And The Seven 
Hoods," is a deliberate rouser and in the film I'm certain a big pro-

duction number. It's a solid, swinging song, or so I feel after hearing 
the arrangement made for the Sinatra record. 

Its principal interest to me is a single phrase; that in the second 

half of the third and all of the fourth measure as well as its variant in 
measures seven and eight. Granted that it's almost parenthetical, 
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but it falls so deftly after the half notes preceding it that it serves as 
an unexpected kicker, an almost sung riff. They're both only falling 
or rising chromatic notes, yet they constitute an unexpected pleasure. 
The song drives, but cheerily rather than rudely. This is a type of 

song needed in every production, and I prefer it to the older, bunched 

fist, sit-there-and-like-it type. 
I must add about Van Heusen as I did about the other writers that 

the songs discussed here comprise only a small part of his output and 
do not include many of his biggest hits. But they do represent, I 

think, his writing at its best. 

It seems that each time I have been my most enthusiastic about a 
song by any of these craftsmen, I have equated them with theater 
songs. This seems sensible to me, since theater songs are undoubtedly 
the finest examples of popular song writing. And yet there are many 
very competent and sometimes inspired songs in the pop field which 
would be out of place in the theater, songs which lack that special 
theatrical flavor and which do not even attempt to achieve it. 

Berlin, that phenomenal double talent, knew all about this fine line 
of distinction. And he never crossed it writing pop songs, nor failed to 
achieve theatricality in his scores. In other words, there is more to it 
than an increase of sophistication. It just may be controlled or distin-

guishable by the nature of the lyric. Of course the exceptions to that 
possible rule are lyrics by such a poetic lyricist as John Mercer. But 
even he wrote untheatrically in such songs as Jeepers Creepers and 
Lazybones, let's say. 

It is true that there is a greater tendency to play safe in pop writ-
ing, and undoubtedly those who never moved out of it, with a few 
notable exceptions like Rube Bloom, knew that they weren't compe-
tent to handle the larger horizon of show tunes. They did, however, 
often manage to write better songs for films, which bolsters my con-
viction that film songs are generally one degree less polished than 
theater songs. 
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Outstanding Individual Songs: 

1920 to 1950 

This chapter provides a survey of outstanding pop songs composed by 
writers other than those whose work is covered elsewhere in this 
book. It is, as a matter of convenience, arranged by decades, an ar-
rangement which, happily, tends to point up the increase in musical 

sophistication revealed in the best pop songs as the first half of the 

century advanced. With only a few exceptions the songs discussed in 
this chapter are, to define them briefly, non-theater songs. 

The first decade to be considered is the 1920's; however, earlier 
songs by Berlin and Kern have been discussed, and analyzed, in sep-
arate chapters. Also, the opening chapter, "The Transition Era: 

1885 to World War I," dealt with influences leading up to the 
twenties and examined a number of early trail-blazing songs. The 

chapter preceding this one, "The Great Craftsmen," considered 

those pop writers who, I believe, created a superior body of work 
exemplified by their finest songs. So, if any musically outstanding 
songs from the decades between the turn of the century and 1950 

seem to be missing in the present chapter they may have been dis-
cussed elsewhere. 

452 
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1920-1930 

What better song to start with than Whispering? It is said that, in 
terms of the number of record players in existence in 1920, the equiv-
alent sale today of Paul Whiteman's famous record of this song would 

be in the neighborhood of twenty or more million singles. 
The song is so very familiar that it is difficult to examine it without 

the bias of memory. There is no doubt about its being a strong song. 

Its step-wise writing never allows the singer to lose his way for an in-
stant. Nor does it cease to be step-wise until the eleventh measure 
when it jumps up a fourth. But it drops right back and continues 

step-wise. From that point on there are only four more places where 
the melody moves more than a step away. And those steps, two of a 

third and two of a fourth, are completely natural. 
The harmony throughout is simple and Of little interest. There is no 

syncopation or turn of phrase which one could call distinctively na-

tive, and the melody, one could say, was constructed rather than cre-

ated. But it's a strong, porfessional piece of writing by John Schon-
berger, Richard Coburn, and Vincent Rose. The last of them wrote 

many hits. The first two names I've never seen on another song. 
A Young Man's Fancy (1920), with music by Milton Ager, was, 

according to the sheet music, from a production called "What's In A 
Name." There is a much higher degree of creativity in this song than 
in Whispering. Bone simple as it is, it has an air about it, a pastoral 

gaiety. And, indeed, it was known as the Music Box Song. 
At only one point does the rough hand of manufacture reveal it-

self. And it comes as a bit of a shock after the daintiness of what has 

come before. 

A Young Man's Fancy 
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That f sharp and the syncopation are like a belch at a formal dinner 
party. Other than this slip, it is a special, almost distilled song, unlike 
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any other of its or any other time. It belongs in the same category as 
Carmichael's Little Old Lady. But I like it much better. 

Now here is a great surprise, a song perhaps never properly con-
sidered in the pop field, since it was published by G. Schirmer, a non-
pop house, and by a lady, Lily Strickland, who had never tried her 
hand at pop music. It's called Mah Lindy Lou and it's more native 
than anything since Handy's blues. 

Mah Lindy Lou 
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If that's not a swinging song, I don't know one. 
Since it's an alleged art song, the piano part does not contain the 

melody. But take my word for it, the harmony is as good as if it had 
been worked out by a good band arranger. 

How come such a truly American song, with all the ingredients of 
a much later swinging song, should wind up in the art catalogue of 
G. Schirmer? Was Miss Strickland from the South? It certainly 
sounds like it. And where did she pick up such loose, free, rhythmic, 

and melodic ideas? One must assume from Negroes. Certainly not 
from Tin Pan Alley. 

In 1921, Eubie Blake, in "Shuffle Along," had a song that's very 
much alive fifty years later, I'm Just Wild About Harry. I vividly re-
member the many performances of "Shuffle Along" I saw in the 

months before it caught on. The theater was so sparsely occupied you 
could sit where you pleased. I used to move down to the front row 

during the first act and listen to Mr. Blake play the piano in the pit. 
I'm Just Wild About Harry was the one song from the show which 
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has survived, though Love Will Find a Way is occasionally heard. 
The big survivor is a strong, simple, direct song, the principal device 

of which is the strong fourth beat tied to the down beat. It's of the 
genre of Hallelujah, Fine And Dandy, and all those cut-time theater 

rhythm songs. 
It uses a lot of step-wise writing and only one note out of its C-ma-

jor scale, a d sharp. For a theater song it is not rangy, being only an 
octave and a third. Perhaps "the hook" is the tag. 

I'm Just Wild About Harry 
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I'm Nobody's Baby (1921), was by Benny David, Milton Ager, 
and Lester Santly. This is another carefully constructed song in cut 
time with minimal notes. Unlike I'm Just Wild About Harry, it has 
no rhythmic character, just a strong melodic line, not as good as, but 
comparable in character to, I'll See You In My Dreams. 

It has two phrases which are more created than constructed. They 

occur just before the restatement. 

I'm Nobody's Baby 
13 

So calculated was the construction of straight pop songs that I can 

imagine one of the writers arguing with another that the sudden free-

dom of these two phrases was too far out. 
April Showers, from "Bombo" ( 1921), with music by Louis Sil-

vers, is another cut-time song, very forthright and strong. In the in-
stance of songs whose melodies were especially believed in by the 
composer, I've noticed that the melody was placed in the left hand of 
the piano part and the bass part sacrificed. This is such a song. The 
device in the main statement is a quarter note chromatic phrase ris-

ing to higher and higher notes, from a to d. And it is a song in which 
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the melody continues in the area of what would otherwise be called 
the second cadence. 

April Showers 
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It's a good melody, a long-lasting standard made popular by Al 
Jolson, but one which shows no traces of the contemporary shift in 
musical directions as did I'm Just Wild About Harry, or the even ear-
lier There'll Be Some Changes Made. And, though it is better than 

average, it is in the tradition of the song writer/businessman song. 
As opposed to this type, 'Way Down Yonder In New Orleans, in 

1922, by Henry Creamer and Turner Layton, bore the fruit of the 
ragtime, Negro instrumentalist tree. It's a slight song of twenty-eight 

measures. But it has that sought-after quality of American-ness. 
Right away, in the third measure, instead of announcing every-

thing four-square, there is a quarter rest. It is unexpected because one 
has become used to strict imitation. In the thirteenth measure there 
is a marvelous moment in which the melody stops, due to the lyric 
saying "stop." Furthermore, the note is an e flat (the key is F). And, 
again, it stops on the second "stop." 

'Way Down Yonder In New Orleans 
13 

Then it provides another surprise in the twenty-fourth measure, a 
whole note d flat. 

21  

rPi  g r ft;. r Ip. 

All of the songs mentioned above, except I'm Just Wild About 
Harry, just might have been written anywhere, but 'Way Down 
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Yonder In New Orleans is as indigenous a product of America as the 

blues, even if more deliberate. 
My Honey's Lovin' Arms ( 1922), with music by Joseph Meyer, 

was what might be called a white jazz tune, but its American flavor 

can't be denied. 
The shift in the third measure from F major to B-flat-dominant 

seventh was without precedent in pop songs, and I can remember the 
shock when I first heard it. Also the harmonic patterns of the second 

eight measures are unconventional for its time. 

My Honey's Lovin' Arms 
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Consider, as well, part of the closing section, in terms of harmony. 
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This song makes it look as though the writer had been listening 

to more than the pounding out of tunes in adjoining Tin Pan Alley 
cubicles. For this song, by a white man, had a new flavor. 

Runnin' Wild (1922), music by A. Harrington Gibbs, was scarcely 

a song. But I mention it because it, like My Honey's Lovin' Arms, 

was a definite departure from the hack writing of that era that was 

ignorant of the changing musical atmosphere. 
The reason for including Stumbling (1922), by Zez Confrey, is 
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that it may be the first pop tune that used the rhythm of 3/4 inside a 
4/4 time signature. For the first two measures could just as well be 
two measures of 3/4 and one of 2/4. Yet if they were printed as such, 
the song would lose its nutty, off-centered feeling. 

Except for the measure containing this trick there is little of in-
terest. However, the closing measures work splendidly. 

Stumbling 
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This rhythmic idea, used many time later on, is not so much Ameri-
can as it is unconventional. And anything which managed to crack 
the conventional mold was healthy. 

Chicago (t 922), by Fred Fisher, is a much better-than-average 
pop song. I'm sure that many of the listeners to recent recordings of 
the song think of it as having been originally a ricky-tick song which 
modern arrangers have managed to dress up and "contemporize" by 
means of their sophisticated skill. 

Well, this skill cannot be denied. But the song is a straightforward 
swinging tune, as written. (But was it originally printed in 2/4 

time?) Such phrases as that in the second section are valid for the 

later swing band era. And so are the phrases at the end of the song. 
Fisher wasn't one of the new crop of writers. So if he wrote a song 
like this, the new musical ideas must have started to move in. 

In 1923 came the very lovely ballad I Cried For You. The writing 
is credited to Arthur Freed, Gus Arnheim, and Abe Lyman. This is a 

puzzler, since both Arnheim and Lyman were band leaders and 
therefore suspect as writers. Ray Noble and Isham Jones were the 
rare exceptions: band leaders who truly wrote songs they were cred-
ited with. 

The opening phrase of this song is not only highly unusual in its 
two large steps of a fifth and an octave, it is instantly beguiling. It is 

so good that I would have forgiven a few clichés in the following, 
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measures. But the entire melody holds up. Here are some sample 

excerpts: 

l Cried For You 
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I believe this melody ranks among the great melodic inventions of 
the type exemplified by I'll See You In My Dreams, Tell Me, Little 

Gypsy, and My Shining Hour. They are all, as far as I'm concerned, 
inspired, whether of American heritage or not. 

Mama Loves Papa (1923), by Cliff Friend and Abel Baer, is men-

tionable only for its use of the minor seventh (b flat in the key of C) 
in the melody line. So much was made of this note in Gershvvin's 
Build A Stairway To Paradise that I might as well note its use in the 
pop field. 

Charleston (1923), by Cecil Mack and James P. Johnson, wasn't a 
particularly good song. But it did achieve success through the almost 
hysterical popularity of the Charleston dance. 
I keep shelving such songs as Charley, My Boy and California 

(Here I Come) simply because they have nothing to recommend 
them but their immense popularity. And they don't even have the 

virtue of, may I call it "canoedling"? 
Mandy Make Up Your Mind (1924), with music by George Meyer 

and Arthur Johnson, is a run-of-the-mill rhythm ballad, doing noth-

ing special but somehow managing to create an atmosphere of cheer 
and gentle well-being. This feeling may merely be nostalgic, and 
wonderful as some musical evocations can be, one must beware of 
mistaking the experience evoked for the agency that evokes it. 
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Everybody Loves My Baby (1924), by Jack Palmer and Spencer 
Williams, is little more than a riff repeated three times. It doesn't go 
anywhere or do very much, but it still does have a flavor more of the 
new than the old, of the dive rather than the ballroom. 
Dinah (1925), with music by Harry Akst, happens to be virtually 

a fixation with me. It actually is not all that wonderful, so my devo-

tion may well be due to superlative performances I've heard of it. 
One such was by a band which chose to play it at a very slow tempo 
with rich harmony and a chocolate soda sax section. 
The insouciant lyric with its reached-for rhymes for "Dinah" and 

its "Dinah might" in the release helps, of course. I love it because it's 
so relaxed and without pretense. I love it for its absolute naturalness. 
It's almost as if it simply happened rather than was written. The jazz 

men must have felt good about it, too, for they've been having fun 
with it for over forty years. 

Peaceful Valley (1925), by Willard Robison, became well known 
because Whiteman made it his theme song before he used the slow 
theme from Rhapsody in Blue. But before considering the song, a 
word about Robison. 

He, if ever there was one, was the maverick among song writers. 
Everyone loved him and many tried to help him, among them John 
Mercer. Mildred Bailey revered him and sang every song of his she 
could lay her hands on. I became aware of him in the late twenties 
when he recorded for Perfect records. He would sing mostly his own 
songs, such as The Devil is Afraid Of Music, We'll Build A New 
Church in The Morning, and Old Deserted Barn. He did manage, 
during his almost euphoric life, to write a few successful songs—Cot-
tage For Sale and 'Taint So, My Honey, 'Taint So—but generally his 
songs were known only to a few singers and lovers of the off-beat and 
the non-urban song. He had a special flair for gentleness and child-
hood, the lost and the religious. 

Peaceful Valley is one of the looking-back songs with a lyric better-

fashioned in the verse than the chorus. It included such lines as "old 
mud turtle there on his side, laying where the creek had dried, and 
even he was so satisfied . . . in Peaceful Valley." 
The melody is so memorable that I've never forgotten it since I 

first heard it. 
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Peaceful Valley 
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I suppose it's not part of the growth of popular music, nor perhaps 
were any of Robison's songs. But if they could so much bolster John 
Mercer's conviction that there was more to write lyrics about than 
city life, that the world of memory, of remembered sayings and 
scenes, was as evocative as the whispered words of lovers, then he did 
make a contribution. 
Sweet Georgia Brown (1925), by Ben Bernie (a band leader), 

Maceo Pinkard, and Kenneth Casey, has been one of the big songs for 
jazz players since it was written. It's easy to see why, since it is based 
entirely on chord lines. I, personally, am astounded that it became a 
standard song, simply because it's so difficult. After all, keeping in 
mind that it's in the key of G major, the first four measures follow 
the notes of the chord E-dominant seventh, the second four, A-domi-
nant seventh, and the third four, D-dominant seventh. 

That's great for improvisation. But in order to sing the first four 
bars you have to find g sharp and c sharp and only once is the g sharp 
approached step-wise. So the job of grabbing notes in the scale of the 
key signature has to pose a problem. More power to the public. 

I find it pleasing that the most prominent phrase of the verse is, 
with a slight variation, used twice at the end of the chorus, which 
helps tie the whole song together. In case you've forgotten how diffi-
cult the song that you may have whistled down the block really is, 
here are the first four measures: 

Sweet Georgia Brown 

Just in passing I must mention 'Deed I Do (1926), by Walter 
Hirsch and Fred Rose, not for any innovative elements but for its 

spareness and the proficient way in which the writers have made use 
of the eighth note and dotted quarter tied to a half note. Instead of 

breaking up this design, they adhered strictly to it for five meas-
ures of each A section. The fact that they did, I believe, is what 
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created the character of the song. This constitutes conviction and 
self-discipline.* 

A marvelous, truly swinging song of 1926 is If I Could Be With 
You by Henry Creamer and James P. Johnson, the great stride pia-
nist (and co-composer of Charleston). It's a short, sixteen-measure 
song which hasn't a dead spot in it. For years a tag was always added 
with the words "for just an hour" to these honky-tonk notes. 

If l Could Be WithY You 

for just an ho - ut. If 

This is another "get out of the Alley" song and a favorite with jazz 
players. 

In 1927, I'm Coming Virginia, with music by Donald Heywood was 
another lively rhythm song. The main strain is a series of strong 
rhythmic imitative phrases which establish the swinging character of 
the song, but I find the release and its continuous motion into a var-
iant of the A sections the most interesting. 

I'm Coming Virginia 
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I shouldn't have said "A sections" since the first section, though it re-

peats the first phrase of the song, then moves away and almost imme-

diately into what I suppose should be called "the release." 
It's a twenty-four measure song, and the only feeling of stopping 

and starting up again (too often the awkwardness of pop songs) is in 

the seventh-measure cadence. But even this, due to adroit use of har-
mony, conveys continuous motion. It's an unusual and a very good 

song. 
In 1928 there was a lovely slow rhythm ballad, Sweet Lorraine, 

with music by Cliff Burwell. After hearing Nat Cole and Frank Si-

natra perform it, I was sold. Fortunately, it's worthy of both of them. 
It's a song of imitative phrase, not one of which would I alter by a 

single note. The harmony isn't essential but it gives an added warmth 
to the melody. The release is an unexpected and very effective one, 

preceded by a parenthetical phrase which I have never heard sung or 
played (and that's all for the best). For it's superfluous and out of 

character. 

Sweet Lorraine 
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I should confess that I did not know until now that the music for 

Sweet Sue—Just You ( 1928), was by Victor Young. It's a very well-
known song, one of those with relatively few notes, in this case, sixty-

one. The form is A-A-B-A. 
The song is astoundingly simple. Here one has a repeated phrase, 

which is made of repeated notes, and a cadence. And then precisely 

the same thing in the second A section. The release has a similar form 
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for the first four bars so that the only real motion in the song is in the 

last four bars of the release which, again amazingly, consists of seven 

c's and two other notes, if one doesn't include the pick-up notes. 

This seems to me to be the most thin-ice skating imaginable. And 
yet it works, and all within the range of an octave. The fact that 
Victor Young was a superb orchestrator and so knew how to dress up 

simple melodies is beside the point, as Sweet Sue worked with the 
public as a melody, unadorned. 

Manhattan Serenade (1928), music by Louis Alter, was taken 
from an instrumental piece and, while attractive enough, has the feel-

ing that measures have been added to fill out the requirements of 

song form, measures which sound just that way and not part of the 
original concept. I frankly prefer it in its instrumental form. 

Crazy Rhythm, from "Here's Howe" ( 1928), with music by Joseph 
Meyer and Roger Wolfe Kahn, seems timeless upon examination, 

even though it is only a two-measure fragment, slightly developed in 
the release. Kahn was a band leader; however, Irving Caesar, the 
lyricist of the song, assures me that he did, indeed, write this revue 
tune. 

You don't mind such a small musical gift, for it takes repetition 
very well and "pays off," as the dreadful expression has it, in the last 
section which I had completely forgotten does develop the fragment. 

Crazy Rhythm 

25 

It isn't Carmichael but it's good, honest rhythmic writing. 

And now comes the song from 1928 I wanted to write about in the 
section on Richard Whiting. But he wrote only the lyric of She's 

Funny That Way. Not that it's "only" a lyric, for it's excellent. Neil 
Moret wrote the music. Though a series of five imitative phrases, it 
works beautifully. I was never a fan of Gene Austin, but I played his 

recording of this song so many times I was asked to stop or leave the 
premises. 
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The release is made up of two scale lines and their cadential 
phrases which again work wonderfully in contrast to the eighth note 

phrases of the A sections. For the scales are made of dotted quarter 
and eighth notes. And they truly supply a "release" from the imita-
tive phrases. It's another bittersweet, late-at-night song, not innova-
tive unless the fact that I've never heard a song like it may be said to 
constitute innovation. 

In 1929, Louis Alter wrote a good solid rhythm song with an un-
usually good verse, called My Rinda Love. To show you the unusual 
nature of the verse, here are the first four bars: 

My Rinda Love 
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And four measures of the chorus will convey its sturdy, swingable 
nature: 
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The release has too much the "tossed away" quality that so many 
pop songs have. They're almost insults, in that they imply you al-

ready have been hooked by the main strain, so why bother further? 

It's almost like the hostess who starts watering the drinks after the 
guests have begun to get happy. 
You Were Meant For Me, from the 1929 film "The Broadway Mel-

ody," with music by Nacio Herb Brown, is another of the few-note 

songs. This time it's sixty-two. 
It can be complimented for its economy and for its principal 

phrase. But its second section's chromatic writing lowers the quality 
of that principal phrase's lyricism, even though it may have been 

written to provide contrast. 
Paul Denniker belongs on the list of one-song song writers, insofar 

as S'posin' (1929), was his only well-known song. It's an innocent, 
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unsophisticated little melody, using no syncopation or harmonic 

tricks. It's simply a straightforward line with a quality of great ten-

derness. And I think its special flavor lies in its avoidance of any cliché. 
Usually the simpler the melody of a pop song the more likely a 

cliché will crop up somewhere in it. But not this time. The principal 
idea of the melody manages this by discontinuing the rising line of 
the first measure in the second measure, using two sets of repeated 
notes instead. 

S'posin' 
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And the second-to-last phrase is unlike any other phrase, and espe-
cially endearing. 
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Am I Blue?, introduced by Ethel Waters in the motion picture "On 

With The Show" ( 1929), with music by Harry Akst, is dangerously 
interwoven with Ethel Waters' recording of it. And she made it sound 

like a masterpiece. It isn't that, but it is a good song, using a device 
somewhat similar to the one in April Showers. 

In this case, having moved up to c, it unexpectedly moves through 
c sharp up to d and back down to f. This phrase is very telling, though 
the following one, descending a flat, g, and f, always makes me a little 
embarrassed, as if I were being poked in the ribs to show that this is 

a bluesy song and I'd better start snapping my fingers. 

Am l Blue? 
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One of the last songs of the twenties to be considered is Ain't Mis-

behavin'* (1929), with music by Fats Waller and Harry Brooks. 

There is a tale that the composers of this song deliberately set out to 

fashion a new melody on the harmony of another famous one. It's of 
no matter, as they found a good rhythm ballad. It is a dated song, to 

be sure, and tends slightly to plod. However, its spillover in measure 

four helps considerably. 

Ain't Misbehavin' 
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It is the release, however, which interests me more. Because of the 

changing harmony I don't mind the repetitions, but I am very pleas-
antly startled by the release's third measure, which rises unexpect-

edly to an e natural. 
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Though a show tune, Can't We Be Friends?, from "The Little 

Show" ( 1929), music by Kay Swift, has all the earmarks of a pop 
song. This may be due to its notiness or to its verging on cliché. I 
hate to say this as I heard Libby Holman sing it marvelously in "The 

Little Show" and was very impressed. 
The song does do nice things: for example, the drop to d flat in the 

third measure and the run down in the next measure to a low d flat. 

• By Thom*. Waller. Andy Rowe and Harry Snide Copyright Ian by Milk Mini, Inc. Copyright ninineod ips6. Poblioliod by Anne- Rachel Music Corporation 

Useà by permission 
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Considered as a pop song, it's better than average and, heaven knows, 
very well remembered by the listening public. Actually, I find the 
verse more inventive than the chorus. 

Can't We Be Friends? 
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It is clear that, but for those of the great craftsmen and a few excep-
tional writers like Pinkard and Burwell and Blake, the pop songs of 

the twenties don't show a great deal of reaction to the increasingly 
new sounds emerging from jazz bands, dance orchestras, piano play-
ers, and blues singers. The bulk of what has proven, in song, un-
doubtedly to have been the result of hearing these new sounds came 
mostly from Negro writers. Carmichael was exceptionally aware for 
a white man, as was Berlin, but more as an observer than as a 
participant. 

No, it would take the thirties to provide the true meeting and 
blending between the new-sound makers and the song writers. How-

ever, that is not to say that good and, on occasion, even beautiful 
songs were not written during the twenties, merely that the strange 
qualities of American-ness were still often wanting. 

II 

1930-1940 

The thirties was a time of deep depression, both national and per-
sonal, and of high hopes. Each of these opposite states was reflected in 
the popular song. 
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I must once more make clear that the songs I don't mention are ab-
sent for one of two reasons: either I don't consider them good enough, 
or whatever innovative features they possess have been as well, or 
better, exhibited in other songs. I dislike passing by songs I have liked 
through the years, but limited space imposes very severe discrimina-
tion in choosing songs to be discussed. 
The first 1930 song I find to talk about turns out to be Fine And 

Dandy, with music by Kay Swift. It was the title song of a Broadway 
show, and it not only was a theater song, but it sounded like one. Kay 
Swift's 1929 song, Can't We Be Friends?, was an interpolated song 
that, for me, had no theatrical flavor. This one most certainly does. 
Its rhythmic device is the strong syncopated fourth beat occurring 
throughout. 

Usually theatrical songs are of wider range than pop songs. But 
Fine And Dandy manages very well to state its case within the con-
fines of an octave. 

Fine And Dandy 
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I must mention, if only in passing, a sweet little 1930 song by 
Harry Barris called It Must Be True, which he wrote originally as a 
counter-melody to another song. It's in the soft-shoe category, only 
sixteen measures and up to nothing but fun and games. Its honesty 
and camaraderie deserve illustration. 

It Must Be True (You Are Mine, All Mine) 
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For any reader who feels that this breaks my own rule concerning 
innovation, I can say only that whenever I see a song which seems 
free of strict commercialism, and has the quality of having been fun 
to write as opposed to having been ground out, I am impelled to men-
tion it. 

Them There Eyes, by Maceo Pin.kard, William Tracy, and Doris 
Tauber, is another swinging song in which I see Pinkard's as the 
principal influence. There are treacherous moments in the melody 
when you're sure it's going to slide into cliché. But it always just 

evades it. For example, take the cadential phrase at the end of the 
first half.* It's the octave drop in the fifteenth measure and the c 

sharp in the sixteenth that save it. And though it's on the thin edge 
of hokiness, I like the riffish quality of measures twenty-seven and 
twenty-eight.* This is another jazz musician's favorite. 

When It's Sleepy Time Down South (1931) is by Leon and Otis 
Rene and Clarence Muse. Except for the fact that its main strain 
starts in F major, though in the key of C, and that its release is in E 
major, it's a fairly routine song. But these exceptional features consti-
tute chance-taking and are therefore innovative. 

Also, under ordinary circumstances the second and equivalent 
measures would have used an F-minor chord. Here a B-flat-dominant 
ninth is used, and since the melody note is an e natural, that adds a 
flatted fifth to the chord. 

Sweet And Lovely (1931), by Gus Arnheim, Harry Tobias, and 
Jules Lemare, impressed me mightily when it first appeared, due, I'm 
certain, to its unusual harmony. Actually, its four-measure concen-

tration on C-dominant seventh and its suspension should have irri-
tated me somewhat. But looking at it after all these years I don't 
know what else the writers could have done—insofar as they wanted 
such a beginning and they also wanted the F-dominant seventh in 
the fifth bar as well. 

What is particularly unusual is the B-flat major chord in the sixth 
measure, moving arbitrarily on in the seventh measure to a G-domi-
nant chord. 
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Sweet And Lovely 

4 4 

FFFF  

J  

p Pi 

471 

4, 

The release is even more innovative. Here the song moves way out 
from its key center and very deftly back. 
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Just Friends ( 1931), music by John Klenner, though a not-better-
than-average cut-time ballad, is saved, for me, more by the lyricism 

of measure thirteen than by the unusual e flat and d flat in measures 

three and seven respectively, despite the fact that the character of the 
melody lies in those two notes. 
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I am pleased also by the harmony used in the first measure, C-ma-
jor seventh (in the key of G major). 

Just Friends 

 r Ii  

And here is the passage that includes measure thirteen. 
I I 
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Penthouse Serenade (1931), by Will Jason and Val Burton, is a 

unique song. While it does nothing specifically innovative, it never-
theless has a character all its own. 

First off, it's a great example of step-wise writing, particularly in 
the beginning and in the last half of the release. Its harmonic use of 
a dissonance in the second and equivalent measures is very musical 

and full of suspense, tender though the over-all song may be. And 
the repetition of the fourth measure is remarkably tender and by no 

means monotonous. Also the octave jump in measure seven is most ef-
fective and affective. 

The quarter note triplet is the chief characteristic of the song. Be-

low are the first eight measures and the last half of the release. 

Penthouse Serenade (When We're Alone) 
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It is one of the most gentle songs I know. 
You're Blasé (1931), music by Ord Hamilton, an Englishman, is 

from an English show, "Bow Bells." So it doesn't belong here, doubly. 

However, it is such a product of its time and written so like a good 
American pop song that I have included it. Such lyric lines as 

"You're deep just like a chasm, you've no enthusiasm" could only 

have come out of that era. 
It does sing pretty much by itself, but it's a song that begs for its 

accompanying harmony. Its break away from convention occurs in 
the release, which is, remarkably, only four measures. 

You're Blasé 
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I'm very pleased by the triplet in measure eighteen. 

A lovely little song, verse and chorus, interpolated in "The Third 
Little Show" ( 1931), was You Forgot Your Gloves, music by Ned 

Lehak. The verse immediately ingratiates. 
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You Forgot Your Gloves 
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And here is the main strain of the chorus. Who could ask for a more 
engagingly graceful line? 
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Or the release. 
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I used to think its obscurity was due to its complexity. But after 
having looked at songs as complex as Body And Soul, Here's That 
Rainy Day, and Star Dust, I realize that there must have been an-

other reason. And the lyric is good, so that's not the reason either. 

Fate, I suppose. 
When Your Lover Has Gone (1931), sung in the film "Blonde 

Crazy," music by E. A. Swan, is not my kind of song, with its in-
cipient melodrama (and the piano copy's dramatic format suggests 

the writer's almost art song attitude), but it does have a few innova-

tive moments. 
Retaining the f natural on the first beat of measure four and the b 

flat on the first beat of measure eight is unusual. 

When Your Lover Has Gone 
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Also the d sharp on the first beat of measure twenty-eight. But the 
self-conscious "blue note" ending embarrasses me. 

30 
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It Was So Beautiful ( 1932), music by Harry Barris, one might 

guess to be by him, since it starts with the same three pickup-notes to 
the same first note, is in the same key, is only sixteen measures, and 
suggests the soft shoe, as does his other song It Must Be True. 

It's notey. But that's part of its charm. And played or sung not too 

fast, it's a very sweet song. The release is most unusual, being a series 
of octave drops which ascend chromatically each measure. Here it is, 
as well as the last statement: 

It Was So Beautiful (And You Were Mine) 
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Moon Song, from the 1933 film "Hello, Everybody!," music by Ar-
thur Johnston, is a fascinating study in chromatic writing. From the 
last measure of the verse on, this style is set up. 

Moon Song (That Wasn't Meant For Me) 
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The release is made of two nearly identical phrases, of interest in 

their variation. 
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This is one of those late-at-night songs that the piano player doesn't 

know the title or writer of and you sometimes, unless you're writing 

a large book about songs, never do find out. 
Were Victor Young's name to crop up oftener as the composer of 

good songs, he'd have to be transferred to the list of great craftsmen. 

This is not to imply that he wasn't one, but simply to observe that I 
wasn't aware that he had written more than one or two of the finest 

pop songs. 
A Ghost Of A Chance ( 1932) is a case in point. It's a very special, 

extremely tasteful ballad. After nine repeated g's, the melody moves 

up to a b flat and back through a natural to a flat on the downbeat of 
measure four. This I find a marvelous, innovative phrase. As well, 
the very lyric phrase in measure six. 

(I Don't Stand) A Ghost Of A Chance ( With You) 
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The first four measures of the release I find a little weak, but cer-

tainly not the last four. 
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If I Love Again, from the 1933 musical "Hold Your Horses," was 
composed by Ben Oakland. It is a true triumph of melodic writing, a 
song of true theatrical quality. It puts Mr. Oakland, not so often 

heard from, in the front rank of pop writers. (In 1937 he confirmed 

this status with a fine waltz, I'll Take Romance, a film title-song.) 
This melody is as good and as strong as Kern, whose absolute con-

trol and economy it has. I am sorry only that he ended the song as he 
did. I would have found a d and e natural so much more fitting than 

the d flat and e flat he employs. Here is the first half of the song, need-
ing, as in Kern's case, no harmony: 

If I Love Again 
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It's a superb melody. 

George Bassman, later a Hollywood arranger, wrote the music for 
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I'm Gettin' Sentimental Over You ( 1932). It later became Tommy 

Dorsey's theme song. 
Having for so long associated this music with Dorsey's trombone, 

I never bothered to consider it as a song. And, frankly, it isn't one. 
It's a very, very good instrumental piece, twenty measures long and 
with an unexpected tag. It can be and has been sung many times. But 
its melody is instrumental in its disposition of intervals. The first four 

measures demonstrate this: 

I'm Gettin' Sentimental Over You 
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And look at the release: 
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This song, like most of Ellington's, has been heard more times in-
strumentally than vocally. But because they have words, they have 
the status of songs. And such "songs" are usually more innovative 

than songs. Generically, however, they are instrumental pieces. 
Ralph Rainger's Here Lies Love (1932), suggests his having dipped 

into the realm of concert music. It sounds to me less like a popular 

song than a deliberate arty affectation, even though the release 



480 American Popular Song 

(which reminds me of still another song) does move expertly, if 
somewhat self-consciously, through F-sharp minor and unconvinc-

ingly back to A-dominant seventh in preparation for the D minor 
with which the restatement begins. I'm thrown off by the pretense. 

Willow Weep For Me (1932), words and music by Ann Ronell 

and dedicated to George Gershwin, is an exceptional song. It's on a 
par with Carmichael's experiments and was written, I'm sure, far 
from the maddening crowd of commercial song writers. It's as if the 
writer didn't need any profit from it. By that I don't mean that it's 
dilletantish, merely that it does exactly what it pleases.* 

For all that the chorus is unique, it strangely ceases to resort to the 
harmony-conscious devices of the verse. Not until the fifth measure 
does it bother with harmony. And then the accompaniment moves 

into double time and out again the next measure. This is one of few 
examples of a shift in rhythm I've ever seen in a piano part. And it's 
almost always followed by arrangers of the song. 

Another departure is that in all the A sections the cadence is on the 
fifth intervals, never the first.* I've always felt that the f natural quar-
ter note at the end of the seventh bar, dropping to a d natural, should 

have words to go with them as they seem an integral part of the 
melody. 

A truly fascinating song. 

Nostalgic as is It's The Talk Of The Town ( 1933), music by Jerry 
Livingston, its melody simply isn't that good. It's simple and makes 

its point, but I've noticed that, when reminded of it, the average per-
son launches into the lyric, specifically that of the release: "We sent 
out invitations," etc. 

The measures I like best in the song are the fifth and sixth (and 
their equivalents) and the twenty-third and fourth. Here they are: 

It's The Talk Of The Town 
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Usually I shy away from the augmented chord created by the melody 
falling on the minor third of the scale, supported by a dominant 

chord. But in this case, and only a few others, notably Under A Blan-

ket Of Blue, I do find it effective. 
A Hundred Years From Today, from "Lew Leslie's Blackbirds, 

1933-34," a song by Victor Young, is of only average interest. But I 

admit to a special fondness for it, due undoubtedly to the definitive 

recording by Lee Wiley. 
It's a pleasant I, VI, II, V bass line song, using well that minor 

third based on a dominant-seventh chord I shortly ago made men-

tion of, this time in the second half of the fourth and equivalent 

measures. And it's a typically thirties song, somewhat sad, and why 

not, when one considers the lyric's implications. 
Irving Caesar, best known as a lyric writer for George Gershwin 

and Vincent Youmans, reveals himself in If I Forget You ( 1933), as 
capable of writing a very good, long-line melody. The melodic line 

continues uninterruptedly for half the length of the song, which can 

be said for few melodies. This half happens to be twenty instead of 

the more conventional sixteen measures. 
It makes very good use of repeated notes insofar as they, by repeat-

ing, increase the intensity of the melody and enhance the following 

phrase. 

If I Forget You 

It also unexpectedly employs a one-measure cadence at the end. 
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I believe this ending would have been more relaxed for the singer 
had two more measures of fill-in accompaniment been added to the 

piano part. 
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Under A Blanket Of Blue is another 1933 song by Jerry Living-
ston. It's one of those songs an essential characteristic of which is the 

minor third (or raised second), f sharp based on a B-flat-dominant-

seventh chord. And here is another case in which, over the years, a 

note has been changed. In the sixth and equivalent measures the first 

note, g natural, is now and has for some time been sung b flat. And I 
prefer it. Like A Hundred Years From Today, this song is not great, 

of no special virtue, but evocative, safely sad, and oh, so young! 
Blue Prelude (1933), was composed by Joe Bishop, Isham Jones's 

tuba player. It may have originally been written as an instrumental 
piece: even so, it makes an interesting, if somewhat gloomy song. It 

has a double-length release of sixteen measures, but outside of that 
oddity makes no great bid for innovation. The song is in D minor 

and very effectively uses the flatted fifth, a flat, in its A-section ca-
dences and further uses the a flat in the release almost as a capper to 
the a flat used before. 

Close Your Eyes (1933), by Bernice Petkere, is an essentially dark 
song except for the major cadence at the end of the second section. 

And so it is slightly incongruous to read an ungloomy, rather lulla-
byish lyric along with it. Even in the release, which is a development 

of the main idea, the lyrical phrase "love's holiday" is set by a minor 
(key) musical phrase. And when the words say next, "and love will 

be our guide," the music continues to remain dark. This curious jux-

taposition may have to do with the thirties' love of safe gloom in a 
melody, which comes off as a kind of shopgirl Shakespeare. I guess 
my antipathy arises from a sense of the song's self-consciousness, well 
written musically though it may be. 

When A Woman Loves A Man (1934), with music by Bernard 

Hanighen and Gordon Jenkins, is another of those somewhat notey 
rhythm ballads like A Hundred Years From Today and Under A 
Blanket Of Blue. They're all better than average, but let me describe 
them this way: one would have a hard time picking their releases out 

of the air and one feels as if all the releases are interchangeable. 

Blame It On My Youth (1934), one of two well-known melodies 
by Oscar Levant, is the better of the two by far. The other is Lady, 

Play Your Mandolin. The first four measures reveal the true melodic 
flair the whole melody has. 
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Blame It On My Youth 
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I am, I admit, puzzled how Levant, after such sinuous writing, 

could allow such a measure as fifteen to slip by him. 

19 

And I feel the same way about the final phrase. 
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Why the b flat in twenty-nine? Why not, in that 1st triplet, c, d, and 

e flat? Is the b flat there in order to keep a stricter imitation with the 

previous measure? The song is so finely fashioned that any phrase 
less polished than the rest stands out that much more. 
My Old Flame (1934), from the film "Belle Of The 'Nineties," by 

Arthur Johnston and Sam Coslow, beautifully uses a device which 

many songs have used down the years, that of dropping down to a 

note not in the scale of the key in which the song is written. I won't 
stop here to recall others, but there are dozens. In this song, the de-

vice is employed twice, as follows: 

My Old Flame 
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Then, as a marvelous contrast to the opening measures, the melody 
goes into a small dance for itself: 
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moving into the key of B flat quite unexpectedly. The whole release, 
again returning to B flat for a moment, is a particular prize. 
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A very fine song! 

Brooks Bowman, a Princeton student, wrote the score for "Stags At 

Bay" ( 1934.), a college production. From it emerged a big commer-
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cial hit which became a long-term standard song. It is East Of The 

Sun.* 
It is a very good ballad, the chief characteristic of which is the 

quarter-note triplet. Incidentally, it's another of those songs, like On 
The Alamo, in which you can anticipate the harmony of the second 
phrase. And it's one more song in which singers have changed a note. 

In the sixteenth measure I have heard the second quarter only as a b 
flat, never as it is written, a b natural. 

East Of The Sun (And West Of The Moon) 
4„,„,  
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The drop from c to e flat, whole notes of the seventh and eighth meas-

ures, is very endearing. 
Another changed note in measure thirty is the first of the two quar-

ter notes. Singers always use a sharp instead of b natural. 

Here are the first eight measures in case you've forgotten the song. 
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Moonglow (19.34), is by Will Hudson, Eddie De Lange, and the 

omnipresent Irving Mills. I first heard it frequently in an Ellington 

instrumental before 1934. Then, much later, it was juxtaposed with 
the theme song from "Picnic." Frankly, I like it best as an instru-

mental. 

In Stars Fell On Alabama, music by Frank Perkins, I find the re-
lease much more interesting musically than the imitative chromatic 
phrases of the main strain. 

• ay 'h.*. Iarnwa Cqprigi. Copyright renewed ton, Ind stunned to Anne Rachel Mure Cori:oration Used by penman., 
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Stars Fell On Alabama 
17 
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What A Diff'rence A Day Made, music by Maria Greyer, was re-
corded long after its 1934 publication, with enormous success, by 
Dinah Washington. I very much like the first seven measures and, 
I'm sorry to say, nothing more. 

What A Dif rence A Day Made 

J  3 

The Continental ( 1934), music by Con Conrad, I find eminently 

satisfying. It is from the film "The Gay Divorcee." Right off the bat 
I'm hooked by the accompanimental half note chromatic ostinato. It's 

by no means just a song. After two widely separated single phrases, 
it sets out on its trip. After the first swinging idea has been stated 
twice in eight-measure phrases, it goes into a B section of an entirely 
contrasted, minimally-noted, character and then repeats the A section. 

I suppose you could say that this is the song proper. Except that 
there is no first or second ending, implying that it continues to move 

ahead. And this, perhaps, may also be called a song, since it is made 
of A-A1-B and a long extended version of A. Then returns the half 

note chromatic ostinato (or vamp), the widely repeated phrase of the 
beginning is repeated, but this time in a more swinging notation, and 
it's over. 

It is too extended a song to reproduce here in its entirety, yet no 
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single part of it can convey its remarkable character. It's like Waltz 

In Swingtime, but with words. 
If I Should Lose You (1935), from the film "Rose Of The Rancho", 

by Leo Robin and Ralph Rainger, is a serious ballad, as the title sug-

gests. It's a very good song, bordering at times on the pretentious but 

escaping miraculously. 
Its harmonic direction is interesting in that it starts on G minor, 

moves to E-flat major, to B-flat major (the parent key), to G minor, 
and then makes its first big cadence in F-dominant seventh. The sec-
ond half does pretty much the same except that it, disappointingly, 

for me, ends in B-flat major, even with the closing lyric phrase "if I 
lost you." But this song may be another illustration of safe gloom. 
I have the same problem with You're A Heavenly Thing, (1935), 

by Joe Young and Little Jack Little, as I did with Stars Fell On Ala-

bama. I like the release better than the main strain. So here's the 

release. 

You're A Heavenly Thing 
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There, in measures twenty-three and twenty-four, is one of those old-

fashioned "breaks." 
Benny Goodman's closing theme song was a song by Gordon Jen-

kins called Good-Bye. It was published in 1935, and may I say that 
it's as welcome as The Continental, but in a much different way. The 
Continental bubbles and froths and dances its head off. Good-bye is 

as sad a song as I know. And beautifully as Goodman played it, it 
holds up marvelously right here in the song copy, though I admit I 
must hum Jenkins' afterthought phrases which became so integral a 
part of the Goodman arrangement, but which here are reduced to an 

accompanimental figure. 
Here is most of the twelve-measure main strain, which repeats only 

at the end: 
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Good-Bye 

American Popular Song 
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That cadence in C major is a treasure. And here's the release: 
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Note how the second statement takes on the quality of a lonely echo 

of the first. This is a very beautiful song. 
I must mention The Dixieland Band ( 1935), music by Bernie 

Hanighen and lyric by John Mercer. It is, in all honesty, not a true 
song. It's a marvelous instrumental to which wonderful words were 

added. But that's not quite the case either. Because the story here is 
of a second cornet player in a Dixieland group who insists upon play-
ing sweetly, which is against all Dixieland principles. So, as Mr. 

Mercer says, one night he hit a note that wasn't in the chord, and 

"apoplexy got him and he went to the Lord." 
Well, Hanighen obviously had to adjust the music to this musi-

cian's heresy. And he did such a splendid job that I find myself sing-

ing all the wordless places in the piano part because they're so fine. 

Helen Ward, with Benny Goodman, made the definitive recording 
of this song. She also recorded the definitive performance of Restless, 

a song which has haunted me ever since I heard her sing it with the 

Goodman band. 
It was published in 1935, with words and music credited to Sam 

Coslow and Tom Satterfield. Since the latter was a well-known piano 
player, it is likely that the music is his. And since I have never seen 
his name on another song, he may have been a one-shot writer. It's 

much too good to be as little known as it is. However, its obscurity is 
understandable insofar as it's murderously difficult to sing. 

I take instant issue with the spelling of the notes at the beginning 
of the verse, simply because, by using sharps in the parent key of E 

flat, the innocent buyer is scared off. 

Restless 
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None of it's simple; all of it's good. The chorus has the deterrent of a 

very wide range, an octave and a minor sixth. This would be asking 

a lot of even a theater song. 

1•I•1• 
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And as for the release, well, take a look! 
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It's great! But is it a song? I must believe so, having heard Miss 
Ward sing it. But, as is often the case with songs by piano players, 

this one bears the mark of the instrumental mind. It nevertheless de-
serves a fate kinder than obscurity. 
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Until The Real Thing Comes Along* ( 1936) was by Mann Holiner, 

Alberta Nichols, Sammy Calm, Saul Chaplin, and L. E. Freeman. 
Now who do you suppose wrote the tune? My money is on that poor 
innocent little Miss Nichols. Actually, it's a potpourri of all that kind 
of song and doesn't take on much character until the release. 

(It Will Have To Do) Until The Real Thing Comes Along 
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You Turned The Tables On Met (1936), music by Louis Alter, had 

the great virtue of not being that eternal A-A-B-A form, and of 
swinging. It was introduced in the film "Sing, Baby, Sing." Its form 

is A-B-A1-C. And what a relief! The very opening pick-up phrase 

swings. 

You Turned The Tables On Me 

• By Mann Holmer and Alberta Nichol. Copyright toy, by Shapiro, Berneria it Co. lor Copyrtght renewed 16,8 Pobbabed by Anne Rachel Muso Coroorotton 
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Take the B section for an example of moving right. 
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Once more here is a song which singers or players or both have 
changed through the years. One change is minor, in measure eleven. 

The second-to-last e natural has turned into a g. A larger change is 
in measure twenty-seven. But first, the last section: 
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And here is what measure twenty-seven became: 
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The change, I think, is the better of the two. Incidentally, if ever a 
song was not in cut time, as the time signature reads, it is this one! 
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In 1937 came a very unusual and experimental ballad, There's A 
Lull In My Life, by Mack Gordon and Harry Revel. (Obviously, or 

almost so, one of these men wrote the words and one the music. For 
contractual reasons usually, the credit for both is listed simply as 
"by." Only rarely have both writers worked on both music and lyric.) 
It was "featured" in a film, "Wake Up And Live," which may ac-

count for its experimeni al character. 
The whole notes interspersed with eighth note scale lines, that is, 

after the spectacular second-measure phrase, returning each time to 

the low d, makes me very happy. 

There's A Lull In My Life 
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And the release is extraordinary, even with the twelve c's in the 

middle measure. 
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The Gypsy In My Soul, with music by Clay Boland, though copy-
righted in 1937, still swings. It's a truly marvelous tune with the, as 

far as I know, unprecedented form of A-A-B-A-C-A. In simpler terms, 
it has two releases, wholly unlike and one as good as the other. Mil-
dred Bailey's recording of it was definitive, as were her recordings of 
many other songs she graced with her talent. 
Bob White (1937), music by Bernie Hanighen and lyric by John 

Mercer, is another but different kind of swinging song. Just let me 

show you the extended last section of this free and easy, happy-go-
lucky song: 

Bob White (W hatcha Gonna Swing Tonight?) 
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"Gone With The Wind" was written because of the release of the 
film of that name. The music was by Allie Wrubel, who never wrote 
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a song nearly like it, any more than J. Fred Coots ever wrote another 

song like You Go To My Head. 
These exceptional songs from competent but unexceptional writers 

fascinate and plague me. For if they could write one sensitive, inven-
tive, exceptional song, why not more? Cynicism? No faith in the buy-
ing public? But how can one be cynical about public taste after the 
exceptional song has made money? In my bafflement I cast about for 

the solution to this phenomenon, but I can't find it. 
If you wrote songs, and were to examine the first eight measures 

of this song, or the last seven measures,* you'd be envious. This is 

superb writing, on a par with the best theater writers and yet still 

in the pop song genre. Not that it's a shade less good than a show 
tune nor that it lacks intensity or a dramatic quality. It simply isn't 

theatrical. Nor need it be. 
That Old Feeling (1937), by Lew Brown and Sammy Fain, is 

better than average, probably due to the whole notes d flat in measure 

three and c flat in measure seven. Also, the closing measures are quite 
lyrical. But the second section with its stiffness, due to repeated notes, 
is disappointing. With all the possibilities which one has in order to 
write a closing phrase, why pick one as pedestrian as the ending in 
this song? After all, the writers have just written a very warm and 

loving last section, so why measure thirty-one? 

That Old Feeling 

.9* 

You Leave Me Breathless ( 1938), from the film "Cocoanut Grove," 

with music by Frederick Hollander, is my idea of an adult, civilized, 
open, musical pop song. There's no faking or stalling or "getting by" 
with it. Right away your attention and affection are involved with 

the major seventh fall from c to low d flat. And then you're con-

vinced when the melody resolves the d flat by meal's of the fall from 

a to c natural. 
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Also you may note that the upper line of the melody moves step-

wise from c to f. Not content with pleasing you, Hollander throws in 

a dividend by moving, in the next phrase, down to b natural, and 
then proceeds to resolve that by moving through d to c natural. Then, 
instead of moving up to high c, as most writers would have, he goes 

to high d, thereby saving the c's for the quarter note pick-ups. All of 
this, may I snobbishly attest, is music. 

He provides an extra dividend in the release. But first, here are the 
first eight measures. 

You Leave Me Breathless 
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I'm well aware that Mitchell Parish must have had a difficult time 
in 1937 finding words for Edgar Sampson's instrumental piece, Don't 

Be That Way. It's very obviously an instrumental line, but it is sing-
able, difficult as it may be. It's so enormously evocative and innocent 
that I'm glad it was made available in sheet music. Most of those buy-

ing it won't be able to sing it, but the tune is in the piano part and at 
least they'll have the pleasure of playing it, while I go on stubbornly 
trying to sing it. 
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Don't Be That Way 
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And how nice of it to have a sixth interval to start and end the first 

phrase! 
The phrase I like best in I'll Be Seeing You, a song from the 1938 

show "Right This Way," music by Sammy Fain, is the sixteenth 

measure (with its pick-up note). 

I'll Be Seeing You 
16 
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I'm sorry to seem so unfeeling, but the music has never reached 
me. It seems boneless and insipid and written as if at an organ with 
the Vox Humana stop out. I simply don't believe that the experience 

of writing it was one of deep involvement. 
You Go To My Head (1938), with music by J. Fred Coots, I spoke 
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of a moment ago as being a phenomenon. It's as affecting a song as 

"Gone With The Wind," though of a groovier nature, and not so 
pure. 

Here is the first section: 

You Go To My Head 
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And the release: 
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Notice that the nineteenth and twentieth measures are so strong that 

they need no harmony, though small notes have been added in a 

chord, timorously. 
There are nineteen, count them, d naturals! And I, with my distaste 

for repeated notes, love every one of these, especially when they un-

expectedly drop an octave for the last seven. 
The last section contains eighteen as opposed to the conventional 

eight measures. And if space allowed, I'd show you more wonders. 
The song is a minor masterpiece. And it's still a pop song, not a thea-

ter song. 
In 1939, James Monaco, one of the older writers, wrote a song for 

the film "East Side Of Heaven" and, incidentally, Bing Crosby, called 
That Sly Old Gentleman.* It's not very well known and definitely 

should be. 
He uses a device which I've seen only once in pop music, a song by 

one of the great craftsmen which I'm sorry I can't recall. It's that of 
moving from d to d sharp to f sharp and then back to e, in this case. 

In the other song the writer stays on the f sharp. 
The second eight measures, or B section, is particularly sweet and 

unconventional. 

That Sly Old Gentleman (From Featherbed Lane) 
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Unconventional also is the closing section in which you may see the 

restatement of the beginning. 
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Sam Coslow wrote (I'm In Love With) The Honorable Mr. So And 
So for "Society Lawyer" (film: 1939). His words and music were def-
initively recorded by Jeri Southern some years ago. So gracefully and 
lovingly did she perform it, and out of rhythm, if I'm not mistaken, 

that I was unaware of the preponderance of repeated notes in it. Nor 
was I aware that it was so long, fifty-two measures. In spite of the re-

peated notes, the song has many unusual and lovely melodic mo-
ments, but I fear it is one which needs to be examined in its entirety 
in order to catch its special flavor. 

In 1939 Al Dubin put words to a Victor Herbert piano melody and 

called it Indian Summer. Never having been a Herbert fan, finding 
his music too Viennese and alien to my environment, I first heard 

this song with a sense of great shock. For it's unlike anything of his 
I've ever heard, and bears no European mark on it. 

It's a thirty-two measure song with the form of A-B-A-C. The mel-

ody sings marvelously throughout without a single cliché or let down. 
It's another song which needs total examination. Let me remind you 
of the first measures, though I'm sure you know them: 

Indian Summer 
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Bob Haggart, who once whistled a great tune of his own called Big 
Noise From Winnetka on a record, also wrote, in 1939, a great, mar-
velously sentimental and groovy ballad called What's New?, origi-

nally composed as a trumpet solo for Billy Butterfield. Johnny Burke 
wrote the song's wonderfully conversational lyrics. 

Here is the first section: 

What's New? 
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In the release Haggart, with great élan, simply moves the same 

melody up a fourth into F major and, in a space of a single measure, 

makes his way back to C major. 
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The insouciance of the knowledgeable jazz musician is irresistible. 

Well, as far as I'm concerned, that's the thirties. And as you can see, 

the songs are much more inventive and interesting than those of the 
twenties. The pop song has definitely grown up. 

Unfortunately, some of the biggest hits of the thirties I find dreary 
and pedestrian. Some that I dislike I've mentioned, and many I have 

simply ignored, even though I'm well aware that they are favorites. 
I must defend myself once again on the grounds that this is a subjec-

tive study, and I am interested, at this late date, in quality, not 
popularity. 

At the beginning of this section I mentioned the depression as well 
as the hopes of the thirties. But it looks as if the depressive songs I've 

mentioned here have had to do only with the normal manic-depres-
sive rise and fall of love with its seemingly inevitable frustrations and 
losses. 

III 

1940-1950 

The songs of the early forties didn't shift to war themes to the extent 
popular songs had during World War I. The innocence, the slogans, 

the idealism had vanished. An Over There would have been jeered at 
this trip. It was no longer possible to sentimentalize any aspect of 

war. People knew too much. There was too much cynicism among 
the young. The big impersonal war machine had taken over and 
everyone knew it. 

It is interesting that this growing refusal to be fooled had its effect 

in the song world in the two following wars. For songs about the Ko-

rean War were simply not written, and the lack of songs for the Viet-
nam War has its own awesome eloquence. No one would play or sing 

them, and the writers and publishers knew it. There will be no men-
tion in this study of the World War II songs. 

In 1940, there was a song called How High The Moon, from "Two 
For The Show," a Broadway revue. Morgan Lewis wrote the music, 

and it became virtually the "bop" hymn. For years it was the most 

played tune in jazz, its chord progressions supplying the harmonic 
basis for a number of "new" bop tunes. Upon examination of the 
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song's harmonic sequences, one can see why. They were highly un-
usual, and they changed just often enough to please an improvising 

player. 
It's basically a very simple song, but for the pick-up notes in the 

fourth measure. Here are thirteen measures of the song to show you 
how it moves out of its parent key and back. That's how long it takes. 

How High The Moon 
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As you can see, the sequence is quite logical: G major, G minor, C-

dominant seventh, F major, F minor, B-flat-dominant seventh, E-flat 
major, C minor, D-dominant seventh, G minor, C-minor sixth, and, 

at long last, G major. It's quite a routine, and meat to the improviser. 
Easy Street, in 1941, by Alan Rankin Jones, happens to be one of 

my favorites. I have never known of another song by Mr. Jones. It 

seems a shame, considering the virtues of Easy Street. 
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It's of conventional length and form, A-A-B-A. Its special virtue is 

that it's a slow swinging, rocking (as opposed to "rock") melody, 

eminently singable and with good words. It's a song with a lyric 
written in the Mercer manner. Here's a sample of it: 

Easy Street 
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And here's the release: 
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Notice how his main strain never uses repeated notes, probably avoid-
ing even one in view of the great number in the release. I'd love to 
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hear a Basie recording of this song played and arranged like his rec-

ord of Neil Hefti's L'il Darlin'. I'd wear it out. 
Lover Man (t 941), by Jimmy David, Roger Ramirez, and Jimmy 

Serman, was associated with Billie Holliday. And her performance 
was superlative. One would expect only an echo in the sheet music. 

Nevertheless, the song is all there. It's a song of narrow range and 
needs the harmony to bring out its character. It's a slow swinging 
song with a curious reminiscence of Gershwin's Fascinating Rhythm, 

if the latter is played at a very slow tempo. 
When Frank Sinatra recorded Angel Eyes, by Matt Dennis, he 

used a new device in which he started not at the beginning of the 

chorus, but at the beginning of the release where the lyric says, 
"Drink up, all you lucky people." It was most effective, and Sinat-
ra's unusual performance served to remind us that Dennis was an 
unusual song writer. He was, in fact, much more than a composer. 

He was a pianist, a singer, and I first began to hear about him when 
Tommy Dorsey hired him as an arranger-composer, an assignment 
I have never heard of again, except for Billy Strayhorn's work with 

Duke Ellington. 
I have in front of me four songs, all published in 1941, for which 

Dennis wrote the music and Tom Adair the lyrics. They're very 

attractive songs, and they're all, lyrically, very literate. The first 

of them, Everything Happens To Me, is, I feel, more to be admired 

for its lyric than its melody. The lyric is extremely charming, but 

the melody, while well written, is simply too notey to be considered 
as anything more than a framework for the lyric. 

The second of them, Will You Still Be Mine?, is much more spare 
melodically. It's gentle and unpretentious. 

Will You Still Be Mine? 
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That's the opening phrase, and while it does become less bland as it 

progresses, there's nothing specific to be said of it analytically. 
The next of them, The Night We Called It A Day, is a more am-

bitious song harmonically. But I am thrown off by the repeated 
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notes, which in this case are not so much aggressive as they are de-
terrents to more melodic motion. The song is a ballad, after all, and 

one looks for sinuosity in such a song. Repeated notes have a way 
of creating lines and angles. When the curves come in this song, it is 
too late. 

Although he may not rank among the great craftsmen, Dennis 
came to be known as a kind of insider's song writer. He most cer-
tainly wasn't part of the hard core of commercial writers. Violets 
For Your Furs is the fourth of his songs from 1941 that I want to 
discuss, and, for me, it has the best melody among them. It moves 
and does lovely, inventive things, as its first four measures reveal: 

Violets For Your Furs 
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There is a great difference between the quality of a song written 

by a performer and one written by a non-performer. I believe that 

one of the reasons John Mercer's lyrics have an added zest, a crackle 
and shine to them, is that he probably sings them as he writes them. 
For, after all, he began his career as a singer. Matt Dennis's songs 
also suggest the presence of the performer in their composition. And 
Dennis's harmonies are as rich as one would expect from a good 
pianist. 

In I'm Glad There Is You (1941), by Paul Madeira and Jimmy 
Dorsey, though there are some repeated notes, the melody moves 

sinuously for the most part. 

I'm Glad There Is You (In This World Of Ordinary People) 
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The form is unusual. It's A-A1-B-A (plus tag). The tag is so abrupt 
the listener might wish for a more graceful way out of the song. In 

terms of this desired motion, take the B section. 

16 

t•  



508 American Popular Song 

I believe that Mabel Mercer, who believes in good songs and sings 

them no matter what, was responsible for the revival of this song. 
The melody of I'll Remember April (1941) is the creation of Gene 

de Paul. It was introduced in the film "Ride 'Em Cowboy." It's an 
unusual and "haunting" melody. Its main strain is a model of step-
wise writing. 

I'll Remember April 
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The second section, though it contains repeated notes, does so with-
out losing the melody's motion. 
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The form is strange, too. It's A-B-C-D-A-I31. And the song is doubly 

fascinating when one remembers that Gene de Paul was a fairly well 
established commercial writer. One would have expected such a mel-
ody from an unknown, one-song writer. It's clearly a very personal 
statement. 

Joe Bushkin, at one time Tommy Dorsey's piano player and a most 
entertaining person, wrote the tune of Oh! Look At Me Now,* also 
published in 1941. It's as cheery as he is, and it swings. The release 
was thrown in, I feel, but the main strain is a happy statement. 

• Word. by John De Vries; music by Joe Budykin. TRO4D Copyright 1941 and renewed io6o liarripthow House Publidung Corp. New York. N Y Used by prnniumn 
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Oh! Look At Me Now 
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The harmony suffices, but it asks for no illustration. 
Another strange and intense song by Gene de Paul that same year 

was You Don't Know What Love Is, from the film "Keep 'Em Fly-

ing." This is gloom in the raw, not that fake melodrama the commer-
cial boys turn out. Take the first strain: 

You Don't Know What Love Is 
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I believe the validity of this melody lies in its believability. It 

wasn't the result of song writers getting together and deciding that 

the time was ripe to put a sad song on the market. Mr. de Paul was 
sad and had to write about it. 

In 1942, Fulton McGrath, another piano player, wrote the melody 

for Mandy is Two, a song in honor of John Mercer's child. Naturally 
the lyric, by her father, is a gem and so is the gentle, sweetly swing-

ing tune. If a song must have many notes, let them move across the 
page like this: 

Mandy is Two 

'1'he nonsensical title I Lost My Sugar In Salt Lake City gave rise 
to a very native melody by Johnny Lange, introduced in the film 
"Stormy Weather." Actually it's made of a series of down-home riffs 

and, even if they're semi-stereotypical, they're fun and they're surely 

from no place but here. 
It's the kind of song I used to hope to find in a roadside-diner juke 

box back in the days when roaming about the countryside was free 
and easy, when life hadn't begun to imitate suspense movies, and 
when a song writer wasn't planning to buy San Simeon with the pro-
ceeds from his next tune. In those days there was nothing "relevant" 
about losing your sugar in Salt Lake City. It was just one of those 
things. There surely were others in New Orleans, Memphis, or other 

way-stations about the country. 
This song brings me a big sigh of relief—relief, that is, from much 

of the self-consciousness of the "special" song writers and from the 
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dollar signs in the eyes of the hacks. It's as honest and relaxed as 
There'll Be Some Changes Made. 

I've always been inclined to believe that Frank Loesser, whose 
theater career fell outside the time limit of this book, never wrote 
great ballads—great production numbers, great novelties (Baby, It's 

Cold Outside), great comedy songs, but inadequate ballads. Well, as 
I seem often to have done in this survey, I must prove myself wrong 
again. For his 1943 song, Spring Will Be A Little Late This Year,* 
from the film "Christmas Holiday", is a very lovely, finely-fashioned 
melody and bears not a trace of the green eyeshade. 

The main strain is in the grand style. 

Spring Will Be A Little Late This Year 
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And, without any dramatic whoop-de-doo at the close of this song, he 
merely restates his simple, sentimental first phrase. Notice the pick-up 
notes. 

Spring Will Be A Little Late This Year 
23 
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I happen not to be a Kurt Weill fan. I don't swoon at the mention 

of "The Three Penny Opera," as I'm told I should; I don't weep at 
the downbeat of September Song; and I find Mack The Knife no more 

than one more proof of the appeal of the sixth interval of a scale. Part 
of my irritation in listening to his music stems from my feeling that 
there was no personal involvement on his part. 

However, Speak Low, from "One Touch Of Venus," 1943, is a very 
good song and one in which I feel that Weill was, indeed, involved. 
It is a fairly long song of fifty-six measures, A-A-B-A1 in form, with 

• By Fronk La...inset., in, Frank Musk Carp Used by permission. 
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B only of eight measures. Its phrases repeat more often than I care 

for, but the melodic line generally is a well-made one and the short 
release very fine. 

Speak Low 
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Bud Green, Les Brown, and Ben Homer are credited with having 
written Sentimental Journey ( 1944). It's an extremely simple song 
of great evocative quality. Frankly, had anyone presented me with a 

recurring series of e's and c's for my opinion, I would have tried to 
be polite but nothing more. Nevertheless, those e's and c's are what 
create the mood. And then the transparently simple chromatic ca-
dence in the fourth measure, plus the variant of e flats instead of e 
naturals. 

Sentimental Journey 

 . Ir-t1 

The sheet music rightly indicates "very slowly." It would be a trav-

esty otherwise. 
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There's No You (1944), music by Hal Hopper, does some pleasant 
melodic things but, by this date, when theater music had graduated 
from rote, even these few melodic variants simply aren't enough to 
get excited about. The only occasions when a near-cliché is acceptable 

to me is when it's topped by vital rhythmic drive. 
Carl Fischer, Frankie Laine's pianist, and a very dear man to boot, 

in 1945 wrote the music for a splendid pop ballad, We'll Be Together 
Again. The first eight measures will, I believe, account for my 

enthusiasm. 

We'll Be Together Again 
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And the release maintains the level of the A sections, even using the 

material of the seventh measure as its basis; it's a rare occurrence. 
This song is a great illustration of pop ballad sophistication and its 

difference in character from a theater ballad. For example, can you 

imagine Kern or Rodgers or even Gershwin writing such a song? Per-
haps Arlen, but no one else. Berlin wrote a somewhat similar song for 
a show but not with such sophistication. 

Moonlight In Vermont (1944), music by Karl Suessdorf, is a very 
good pop ballad, made of two six- and two eight-measure sections. 
And the six-measure sections are so natural that the added two in the 

last section seem at first to be a tag to an eight-measure section. The 
"hook" of the melody is, I think, to be found in the fourth measure 
with its odd phrase of two eighth notes and a dotted half on the note 

c flat. 
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Moonlight In Vermont 
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The release is made mostly of repeated notes over shifting har-

mony and, without it, the return to the main strain sounds unnatural. 
So this should be considered as a song not wholly, but somewhat, de-
pendent on harmony. Here are the last two measures of the release 
so you can judge for yourself: 
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Laura ( 1945), music by David Raksin, was the theme for a film. I 
was present when the publishers played it, before the lyric had been 
added. Unanimously it was concluded that so complex a melody 
would be highly impractical to publish. But the day they heard it 

sung with Mr. Mercer's most distinguished lyric, it was all different. 
And it is a very complex, however beautiful, melody. I believe that 

had a less lovely and loving lyric been written, the piece, for that's 
what it was, would never have budged. 

My concentration here, granted, is on the music. But, of course, a 
song is more than that. I am reminded that Arlen failed to at-
tract Gershwin's attention with the melody of Last Night When We 
Were Young until after it had that wonderful Harburg lyric. 
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I've never asked Raksin if his hope had been to have the theme 
from the picture turned into a song. If he did, he was a brave man. 
For it does move about with far more freedom than even most theater 

ballads. 
The song is in C major. It begins on an A-minor-dominant chord 

and is in G major by measure three, G-minor seventh by measure 

five, and F-major seventh by measure seven. By measure nine it is 

in F-minor ninth, and E-flat-major seventh by measure eleven. At 
this rate the melody has to be far from the norm. And yet it is a big 

standard song. 
I noticed, during the popularity of Blues In The Night, that when-

ever I heard it whistled in the street, I heard no more than the first 

six-note phrase. That was enough, evidentally. And I doubt if the 
average person, even after taking lessons, could have whistled much 
more. Well, perhaps all that was needed in the cast of Laura was the 

opening phrase. 

Laura 

In the song Tenderly (1945) the title phrase falters because it 

causes the stress of the word to fall on the last instead of the first syl-
lable, but, obviously, the melody triumphed. Walter Gross, a mar-

velous pianist, wrote it, and very few other songs besides. 
Not often does a waltz of this kind catch on as Tenderly did. Usu-

ally it must be something as obvious as Beautiful Ohio or Three 
O'Clock In The Morning. Even the odd notes like the g flat in meas-

ure three and the c flat in measure seven were acceptable. The har-
mony is much less lush than one would expect from a harmony-

minded pianist. 
I must mention Baby, Baby All The Time (1946), with music and 

lyrics by Bobby Troup. I admit it's really not a song, if only because 
so many repeated measures, unless performed by a very groovy 

singer, would become unbearably monotonous. Yet there is some mar-
velous insanity about Troup's insistence. I try to look away and it's 

no use. 
Here is the opening phrase and its slight variation. 
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Baby, Baby All The Time 

American Popular Song 
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It may be monotonous, but it sure isn't Viennese. 

Josef Myrow wrote a simply great rhythm song in 1946 called You 

Make Me Feel So Young for the film "Three Little Girls In Blue." 

I'll grant you that Sinatra's recording and many performances 
haven't hurt any, but the song's there, like a rock, Sinatra or no. 

As in The Gypsy In My Soul, great strength is brought to the 
fourth interval of the scale. The song has irresistible vitality. It al-

most says "get out of my way till I finish." It's written with enor-
mous professionalism. In fact it's as great a rhythm song as Day In— 
Day Out is a ballad. 
Here are some excerpts. The first is the main strain. 

You Make Me Feel So Young 
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It has one of those "breaks" at the end of the release, where every-

one but one player in the band, or the singer, drops out. 
23 
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And, in this case, there is a marvelous bass line in contrary motion to 
the melody. 
And here is part of the last section's development. This follows the 

first four measures. 
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In 1947 Jule Styne wrote what is, for me, his best song, Time 
After Time. It was introduced in the film "It Happened In Brook-

lyn." It's a strong, pure, dramatic, uncluttered, un-selfconscious mel-
ody. It bespeaks personal involvement and great warmth. I know of 
no other ballad by Styne equal to it. I'd have been proud to have 

written it. 
I'll assume you recall the first strain. The second is a lovely series 

of melodic curves.* And the high ending is very effective.* ' 
You Came A Long Way From St. Louis (1948), with music by 

John Benson Brooks, I find very entertaining musically and certainly 
lyrically. It goes its relaxed, jazz-oriented, funky way as casually as 
a stroll down the block. And its notey-ness is balanced by pauses in 

the right places. 
I'm very glad to have heard Ray McKinley sing it, for his perform-

ance was definitive. It's as native as the corner diner and lyrically 
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admonitory in the best of all possible words: "but, baby, you still got 
a long way to go." It was Bob Russell's lyric. 

I mention Buttons And Bows (1948), a film song by Livingston 
and Evans, from "The Paleface," only because it's another of those 

artfully contrived country songs like Louisiana Hayride. And, as is 
usual in such melodies, the main strain never uses the fourth interval 
(and uses the seventh for only one eighth note). I'm sure the reason 
songs like this sound so strong is just because they avoid the fourth. 

In 1949, Evelyn Danzig wrote the music for a song associated 

solely with Harry Belafonte, called Scarlet Ribbons. It's not truly a 
pop song. But it was published by a pop publisher and is not "got up" 
in an art song copy. It's very simple and very evocative in the 

manner of a true folk song. The bulk of it is an eight-measure phrase. 

Scarlet Ribbons (For Her Hair) 
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That's All, with words by Alan Brandt and music by Bob Haymes, 

the singer, bears the copyright date of 1952. It is therefore beyond 

the time limit set for this book, but I wish to include it for special 
reasons. 

First, it is one of the last free-flowing, native, and natural melodies 

in the grand pop style. Second, it has had a curious career insofar as 
it went through no initial hit phase but became an immediate stand-
ard. I am somewhat proud to say that I sensed this likelihood the first 

time I heard the record on which the writer of the music, Bob 
Haymes, was the singer. 

It is verseless and of conventional A-A1-B-A form.* The use of oc-

tave jumps in the release should produce monotony, there are so 
many of them. But, due to the mysteries of creation, they don't.* 

It's one of the warmest, most natural, and least "studied" songs I 
know. May I add that the harmony of the main strain in the pub-
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lished copy is not followed in any of the arrangements I have heard. 

The preference is for I, VI, II, V. 
The last song for the forties is a theater song from "Guys And 

Dolls" ( 1950) by Frank Loesser. Although, as noted earlier, Loesser's 
famous Broadway scores fall outside the time span of this study, I 

feel compelled to round out the three decades covered in this chapter 

with More I Cannot WishY ou.* 
My illustration of this very touching song, a maverick indeed, the 

more especially so because it came from Mr. Loesser, is a passage to-

ward the end of its seventy-six measures. 

More I Cannot Wish You 
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It's a very special song, shining with tenderness, as natural as if it 
had simply happened. And the lyric, also by Loesser, is most distin-

guished and truly poetic. 

Thus, the end of an era. 

• By Frank Ireekser ¶ ffl. 195n Frank Mustr Corp Used by pernnrawn. 
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445 
FOOT Butterfly, 22-23, 262 
FOOT You, 335-336 
Prayer, igi 
Prelude To A Kiss, 414 
Pretty Baby, 21-22 
Pretty Girl is Like A Melody, A, 99 
Puffin' On The Ritz, ion, 106, 113, 

358 

Quiet Night, 201-202 

Restless, 489-491 
Rhapsody In Blue, 121, 151, 460 
Right As The Rain, 278-279 
Rise 'N' Shine, 309-310, 312, 319 
Rockin' Chair, 374-375 
Rosalie, 244 
Rose Room, 25 
Runnin' Wild, 457 
Russian Lullaby, 93 

Satin Doll, 415 
Say It, 400-410 
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Say /t Isn't So, 49, 105-106 
Say It With Music, loo 
Say So!, 142 
Say The Word, 331 
Says Who? Says You, Says I!, 271 
Scarlet Ribbons, 518 
Second Time Around, The, 443, 

448-449 
Sentimental Journey, 513 
Sentimental Me, 167 
September Song, 511 
Serenade In Blue, 400, 418 
Shaking The Blues Away, 103, 113 
She Didn't Say "Yes," 62-63 
Sheik Of Araby, The, 49 
She's Funny That Way, 421, 464-465 
Shine, 136 
Shine On Your Shoes, A, 319-320 
Ship Without A Sail, A, 183, 192, 

193, 200 

Sing For Your Supper, 210 
Siren's Song, The, 43, 44-45, 389 
Sittin' In The Sun, 118, 120 
Skylark, 383-384 
Slap That Bass, 156 
Sleep, 404 
Sleepin' Bee, A, 289 
Sleepy Time Gal, 420-421 
Small Fry, 379-380 
Smoke Gets in Your Eyes, 66, 71-72 
So Do 1, 309 
So in Love, 250 
"Soft Lights And Sweet Music," 

93, 105, 112, 120 
Soliloquy, 436 
Some Enchanted Evening, 221 
Some Of These Days, 8, 9, 14, 23, 89 
Some Wonderful Sort Of Someone, 

124-125, 126, 131 
Somebody Loves Me, 128, 129, 210, 

268 
Someone To Watch Over Me, 137-

138 
Something Sort Of Grandish, 339-

340 
Something To Remember You By, 

314 

Something You Never Had Before, 
328 

Sometimes I'm Happy, 295 
Song Is Ended, The, 104 
Song is You, The, 45, 64-65 
Soon (George Gershwin), 147-148, 

170 
Soon (Richard Rodgers), 195-197 
Sophisticated Lady, 413 
Speak Low, 511-512 
S'posin', 465-466 
Spring is Here, 209 
Spring Will Be A Little Late This 

Year, 511 
St. Louis Blues, 8, 19, 20 
Star Dust, 375-376, 379, 388, 427, 

475 
Stars Fell On Alabama, 485-486, 

487 
Stormy Weather, 157, 262-263, 317 
Strike Up The Band, 138, 139, 144 
Stumbling, 457-458 
Summer Night, 399 
Sun Shines Brighter, The, 43 
Sunday, Monday Or Always, 445 
Sunny, 48, 54 
Supper Time, 93, 107-108, 120 
Sure Thing, 84 
Swanee, 125, 126, 164 
Sweet And Hot, 257 
Sweet And Lovely, 470-471 
Sweet And Low-Down, 13.135, 

139 
Sweet Georgia Brown, 20, 461 
Sweet Lorraine, 462 
Sweet Sue-Just You, 463-464 
Swingin' Down The Lane, 403, 404 
'S Wonderful, 139 
Syncopated Walk, The, 97 

'Taint So, My Honey, 'Taint So, 
460 

Take The A Train, 412 
Taking A Chance On Love, 366 
Taking Steps To Russia, 246 
Tea For Two, 132, 295-296, 312 
Tell Me, Little Gypsy, 99- loo, 101, 

119, 459 
Ten Cents A Dance, 187, 193 
Tenderly, 515 
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That Certain Feeling, 132-134, 139 
That Moment Of Moments, 364-365 
That Old Black Magic, 273-274 
That Old Feeling, 495 
That Sly Old Gentleman, 499 
That's All, 518-519 
That's For Me, 219-220 
That's How I Love The Blues, 345 
That's Love, 193-194 
Them There Eyes, 470 
There Will Never Be Another You, 

401 
There'll Be Some Changes Made, 

28, 456, 510 
There's A Great Day Coming, 332 
There's A Lull In My Life, 493 
There's A Small Hotel, 202-204, 

210, 435 
There's No Business Like Show 

Business, 117 
There's No You, 513 
They All Laughed, 156 
They Always Follow Me Around, 

96 
They Can't Take That Away From 
Me, 156-157 

They Didn't Believe Me, 32, 34-36, 

40, 41, 98, 97, 124 
They Say It's Wonderful, 99, 116-

117, 181 

Things Are Looking Up, 159-160 
Third Man Theme, The, 49 
Thirteen Collar, 37 
This Can't Be Love, 210-211 
This Funny World, 173-174, 193, 

212 

This Is Only The Beginning, 263 
Thou Swell, 139, 175-176, 193, 201 
Three O'Clock in The Morning, 

515 
Through The Years, 307, 312 
Till The Clouds Roll By, 42 
Time After Time, 517 
Time On My Hands, 305-306 
Tiny Room, 347, 348-349 
To Keep My Love Alive, 176-177, 

193 
Today, I Love Ev'rybody, 285 
Tom, Dick Or Harry, 250 

Too Darn Hot, 250 
Too Late Now, 340-341, 343 
Too Marvelous For Words, 423-424 
Top Hat, White Tie And Tails, 110 
Touch Of Your Hand, The, 45, 72-

73 
Trees, 110 
Trolley Song, The, 346 
Try To Forget, 63 
Turkey In The Straw, 319 
Two Big Eyes, 224 
Two Hearts Are Better Than One, 
84-85 

Two Ladies In De Shade Of De 
Banana Tree, 288-289 

Two Sleepy People,378-379 

Under A Blanket Of Blue, 323, 481, 
482 

Under The Bamboo Tree, 13 
Until The Real Thing Comes 

Along, 491 
Use Your Imagination, 250 

Varsity Drag, The, zo 
Violets For Your Furs, 507 

Wait Till The Cows Come Home, 
50 

Wait Till You See Her, 217 
Waiting For The Robert E. Lee, 16 
Waiting For The Sun To Come 

Out, 126 
Walkin' My Baby Back Home, 417 
Walkin' The Dog, 9, 89 
Waltz Down The Aisle, 250 
Waltz in Springtime, 487 
Waltz in Swing Time, 75-76 
Washboard Blues, 372-374, 379 
Way Down Upon The Swanee 

River, 95 
'Way Down Yonder In New Or-

leans, 458-457 
Way You Look Tonight, The, 65, 

73, 74-75 
We Open In Venice, 250 
Wedding March, 109 
We'll Be The Same, 187-188 
We'll Be Together Again, 514 
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We'll Build A New Church in The 
Morning, 460 

We'll See, 42 
West Wind, 303 
What A Diffrence A Day Made, 
486 

What Are We Here For?, 143-144 
What Did I Have That I Don't 
Have?, 343 

What Do You Think I Am?, 344-

345 
What I Was Warned About, 351-

352 
What is Love, 97, 98, 119 
• What Is There. To Say, 196, 360-

361, 366 
What is This Thing Called Love?, 

228-229 
What'll I Do, 93 
What's Good About Goodbye?, 283-

284 
What's New?, 501-502 
What's The Use Of Talking, 171-

172, 212 
When A Woman Loves A Man, 482 
When Do We Dance?, 132 
When I Lost You, 95-96 
When It's Sleepy Time Down 

South, 470 
When Love Comes Your Way, 241 
When The Idle Poor Become The 

Idle Rich, 337 
When The Sun Comes Out, 289-270 
When You Want 'Em, You Can't 

Get 'Em; When You've Got 'Em, 
You Don't Want 'Em, 123-124 

When Your Lover Has Gone, 475 
Where Are You?, 409 
Where, Oh Where?, a5o 
Where Or When, 207, 214 
Where You Are, 329-330 
Where's That Little Girl (With 
The Little Green Hat), 168 

Where's That Rainbow?, 172-173 
Whip-poor-will, 48, 52-53 
Whispering, 453 
White Christmas, 94, 115, 117, 425 
Who (Irving Berlin), 102 
Who? (Jerome Kern), 48, 54 

Who Cares?, 42, 153 
Whose Baby Are You?, 47-48, 54 
Why Can't You Behave?, 250 
Why Do I Love You?, 59, 6o 
Why Go Anywhere At All?, 328-

329 
W hy, Oh Why?, 300 
Why Should I Care, 244 
Why Shouldn't I?, 241 
Why Was l Born?, 61-62, 133 
Wild Rose, 33, 48-50, 59-60 
Wildflower, 294 
Will You Still Be Mine?, 505 
Willow Weep For Me, 480 
With A Song In My Heart, i8o-181, 

190, 193 
With You With Me, 435-436 
Without A Song, 305, 307 
Wonderful Dad, 53-54 
Wooden Soldier And The China 

Doll, The, 405 
Words Without Music, 364 
World is In My Arms, The, 332 
World is Mine, The, 140-141 
Would You Like To Take A Walk, 

395-396 
Wunderbar, 250 

Yan-kee, 126 
Yellow Dog Blues, 19-20 
Yesterdays, 69-71, 72 
You And Your Love, 434-435 
You Are For Loving, 354-356 
You Are Love, 6o 
You Are Too Beautiful, 192 
You Came A Long Way From St. 

Louis, 517-518 
You Can't Fool Your Dreams, 165 
You Can't Get A Man With A Gun, 

117 
You Couldn't Be Cuter, 76-77 
You Do Something To Me, 227 
You Don't Know What Love Is, 

509-510 
You Forgot Your Gloves, 473-475 
You Go To My Head, 388, 495, 497-
499 

You Have Cast Your Shadow On 
The Sea, 211-212, 448 
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You Leave Me Breathless, 498-497 
You Make Me Feel So Young, 516-

517 
You Said Something, 39 
You Took Advantage Of Me, 174, 

177-178 
You Turned The Tables On Me, 
49 1-493 

You Were Meant For Me, 465 
You'd Better Love Me, 354 
Young Man's Fancy, A, 453-454 
Your Dream, 77 
You're A Bad Influence On Me, 

241-242 
You're A Builder Upper, 266 
You're A Heavenly Thing, 487 

You're A Sweetheart, 409 
You're Blasé, 473 
You're Driving Me Crazy, 392 
You're Getting To Be A Habit With 

Me, 397-398 
You're Here And I'm Here, 36 
You're Just In Love, 118 
You're Laughing At Me, 112, 113 
You're Lonely And I'm Lonely, 114 
You're The Mother Type, 174 
You're The Top, 239 
Yours Sincerely, 181-182, 213 
You've Been A Good Old Wagon, 
But You've Done Broke Down, 8, 
9-10 


