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¢6Jay Warner takes us through singing group history from the ‘30s all the way to the ‘90s with a
weadlth of information that has never before appeared all in one place. | am proud to be included
among so many of my favorite performers. This book will be enjoyed by all music history fans like

myself.99
TONY ORLANDO, TONY ORLANDO AND DAWN

¢6Reading this book was like taking a journey back into my musical past greeting old friends.99
PATTI LoBELLE, PATTI LaBELLE AND THE BLUE BELLES

¢6This archival and entertaining book by Jay Warner supplies the missing link that was needed to
complete the fascinating history and evolution of singing groups. A massive gathering of information
that was nearly lost through the passage of time. An invaluable ‘bible’ for ourselves and for many
generations to come. Obviously a labor of love. Congratulations.99

JOHN PHILLIPS, THE MAMAS AND THE PAPAS

¢6This book is an overdue tribute to vocal groups. | was amazed to discover just how much influence
singing groups have had on the origin and development of today’s musical styles, from R&B and soul
to rock and roll to pop, notto mention the impressive list of solo artists who spent their early yearsin a

group.%%
DONNY OSMOND, THE OSMONDS

¢6Jay, I'mimpressed! Thanks for caring enough to dig in deep and bring out so many interesting and

entertaining facts about so many of the artists we all love and want to know more about. This bookis a

treasure for all who love American vocal groups—and a must-have for all of us who sing.99
SHIRLEY ALSTON REEVES, THE SHIRELLES

66All | can say is, thank God! I'm thrilled to see that the rich history of singing groups will not fade

away.99
MELVIN FRANKLIN, THE TEMPTATIONS

e6Congratulations! You have done what should have been done long ago. Your stories on the
formation and careers of our classic vocal groups are concise, exciting, and accurate. Great history,

great reading.99
TIM HAUSER, THE MANHATTAN TRANSFER

66lf's about time somebody told the true story of America's singing groups. These are some of the
most in-depth and well-researched biographies we have ever read.99
LEN BARRY, JERRY GROSS, MARK STEVENS, THE DOVELLS

¢6Billboard magazine, known for its awareness of the music scene, has again lived up to its rep by
reaching out to the qualified and competent. This time they selected Jay Warner. He did his
homework, y'all. Warner’s research brings to life the human drama that had such a profound effect
on the lives of the singers that made up the groups. | especially applaud Warner’s attempt to sift
through the rubble of rumors and hearsay, separating facts from fiction.99

EZEKIEL “ZEKE" CAREY, THE FLAMINGOS

66You always hear about new books on music history, but they rarely fulfill your hopes. This one is
head and shoulders above the rest. A monumental achievement. As a pretty good historian myself, |
have to admit that nobody has done it quite as well as Jay.99

JERRY BUTLER, JERRY BUTLER AND THE IMPRESSIONS




66This book is must reading for people who are interested in the evolution of the modern singing
group.9%
“LITTLE ANTHONY” GOURDINE, LITTLE ANTHONY AND THE IMPERIALS

¢6Jay Warner has written a well-researched chronicle of vocal groups that spans over 50 years. He's
jarred my memory and brought me back to parts of the Tokens' past that I've even forgotten about.
This book is bound to become a standard.99

JAY SIEGEL, THE TOKENS

66Your book is the answer to the prayers of many vocal groups over the past 50 years. Itis especially
rewarding to those ‘vintage’ R&B and classic rock and roll vocal groups who have not received full
recognition for their contributions. | thank you for an informative, funny, thought-provoking body of
work that, for many of us, arrived not @ moment too soon.99

HERB COX, THE CLEFTONES

66This book is a must-read for anyone who loves music and harmony. Jay Warner has compiled the
consummate book on group singing, which will become the ‘bible’ on vocal groups in America.99
TONY BUTALA, THE LETTERMEN

66 This book is exciting and informative, and even though I've known a lot of the groups personally, it
was truly enlightening. Group harmony fans will enjoy the rich histories. Both thumbs up.9®
JOE TERRY, DANNY AND THE JUNIORS

66lt is a great undertaking and | admire you for your dedication to group singing. This is a one-of-
a-kind achievement.99
BOB FLANIGAN, THE FOUR FRESHMEN

66How exciting—the history of vocal groups at your fingertips and all under one cover. With such a
wealth of information, it's like going to the encyclopedia or library, only much easier.99
CARVIN WINANS, THE WINANS

¢6This book is the definitive handbook for group singers. Now we can find each other.99
SPANKY McFARLANE, SPANKY AND OUR GANG

¢6An entertaining and informative book about my first love—group singing.99
JO STAFFORD, THE PIED PIPERS

66Not only did | find your book factual, but | also was entertained by many of the interesting stories
about the legends and pioneers of our music.99
NICK SANTA MARIA, THE CAPRIS

66l applaud this effort to document the history of what has been a mostimportant part of our musical
heritage in this country.99
GENE PUERLING, THE HI-LOS

¢6Sha Na Na came to the world’s attention by singing doo wop at Woodstock. Jay Warner continues
in this greasy tradition by telling about everyone who preceded, and those who dared to follow.99
SCREAMIN’ SCOTT SIMON, SHA NA NA
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Foreword

hen I was asked to write a foreword for this

book it set in motion a time machine of
memories. Many of the vocal groups Jay Warner has
written about are old friends, and I've crossed
paths with hundreds of these acts at various times
in their careers. Of course, vocal groups hold a
special place in my heart, but I believe that anyone
who's ever sung with a friend or two, or just enjoyed
listening to an act that happened to be a singing
group, can appreciate the unique feeling that har-
mony brings to all forms of music. Barbershop,
pop, gospel, blues, jazz, rock and roll, country,
rhythm and blues, soul, folk, hip-hop, and any
combination of styles you can think of, all benefited
from and grew popular because of attempts by
trios, quartets, quintets, and sextets to find that
perfect wave, their own perfect harmony and style.
Behind all those harmonies and styles are sto-
ries of human interest. Each and every group had
something to contribute to music history, even if
many didn’t become the successes the Ink Spots,
the Beach Boys, the Supremes, and the Bangles
were. Maybe that's what makes vocal groups fas-
cinating. The big acts are always interesting, but
lesser-known groups (who often contributed future
solo stars) made their mark as well. What has kept
all of these groups confined to a place in history
based only on the type of music they sang or how
successful they were is the fact that there has been
no reference work that put them all together in one
place, where the big and small, the hits and the

misses, could be seen side by side for what they did
and how they did it. I remember the struggles and
fears, the one-nighters and grueling tours, the frus-
tration and exhilaration of recording sessions, the
elation of hitting the charts, the good and bad
performance venues, the TV show turmoils, the
extremely hard work and rehearsals, the light mo-
ments and the good times, the ironies, the coinci-
dences, and the transient nature of vocal groups
that often required one to have a score card. 1
remember these things, not only about my own
group but about all the groups we met, performed
with, grew up with, or watched retire before us.

So does Jay Warner. He’s captured it all here,
but most importantly he’s given a sense of indepen-
dence, importance, and dignity to an area of music
never before addressed as an entity unto itself in
book form. In a positive light, he’s summarized
their contributions and detailed their struggles in a
comprehensive, accurate, up-to-date history. It’s
gratifying to see the groups getting some long-
overdue recognition. Having come from a vocal
quartet I can appreciate what Jay has done by
virtue of creating this momentous encyclopedia: by
finally setting down, between these covers, the full
history of American vocal groups, he has provided
historians with a platform on which to build and
chronicle the groups of the future. I've never been
so thoroughly entertained while being informed.
My only real complaint is: Jay—what took you so
long?

Frankie Valli
The Four Seasons




Preface

Being a teenager in Brooklyn, New York, during
the dawning of the 1960s was an exciting time.
I divided my days between getting an education
my parents’ way (high school, college, and that
looming-on-the-horizon career decision) and get-
ting an education my way (which girl to date, how to
put the ball into left field, and which record to buy).
Well, girls came and went and base hits became
numbers in a composition book, but all of a sudden
I was consumed by an interest in music—Dboth the
listening and the buying of it. The more I listened,
the more I bought, and the more I bought, the more
I wanted to find more to buy. I started collecting
records on June 15, 1960 (true collectors keep track
of such things), buying my first 45 rpm single,
“The Mule Skinner Blues” by the Fendermen, in a
little record shop on Nostrand Avenue in Brooklyn.
Those seven-inch discs of plastic and paper labels
not only held magic sounds, but even felt exciting to
the touch. Grabbing a pile and rummaging through
the variety of colored labels became a passion. The
royal blue of Apollo, the jet black of Onyx, the
bright red of Ember, the stark black and silver of
Argo, and the smooth blue and silver of Chess
provided a rainbow of colors that I escaped into
after days in school and afternoons in the outfield. 1
kept track of every record I bought and the date 1
bought it, even numbering the records until it
became too time-consuming to do so (after about
2,500 singles). I bought country, rock and roll,
blues, sound effects, classical, jazz, R&B,
themes, doo wop, film soundtracks, female vocals,
groups—in short, if I liked it and it was for sale, 1
bought it.

Eventually I developed a preference for group
records. Not groups as we think of them today, with
high-tech electronic keyboards, stick guitars, and
wireless mikes, but vocal groups—four or five
guys standing around a stationary microphone or in
an echoed hall hitting harmony that tingles your
skin. Floating falsettos, simple and complex
“blow” harmonies or “doo-wah” midrange, a two- or
three-part background, and a solid bass vocal pat-
tern, all served to bring the lead singer’s sound to
life. If music in general was a passion for me, vocal
groups became an obsession. Listening was no
longer enough. By the end of the '60s 1 had
amassed hundreds of magazines, books, photos,

and 15,000 records, most all of which were associ-
ated with or recorded by vocal groups. Apart from
collecting, listening to, and analyzing the music, 1
began to read all I could find that related to it, just
for enjoyment. Going to vocal group shows and
singing in my own group covered the participation
phase, and I eventually founded the Rock N Roll
Music Association (RRMA), which helped support
the hobby. But the next logical step had to wait until
1988.

I would like to say this book came out of a
premeditated and specific plan, but it didn't. It
grew out of necessity and frustration, for while I
was continuing to collect all kinds of vocal group
recordings and information, as time went on I found
it harder and harder to come by such things. As
you'll see in this book, the 40s, ’50s, and "60s were
considered the glory days of vocal groups. The *70s
were dismal, but I was too busy catching up on
what I'd missed from the earlier decades to notice
how slim the pickings were. And even though they
were an improvement from the *70s, the '80s still
left much to be desired.

Books on the subject were even harder to find
than records. In a country where someone has
written something on just about everything, there
was nothing devoted strictly to vocal groups. Ency-
clopedias of rock and roll abound. Histories of the
blues, jazz, and country are numerous. Biogra-
phies of individual musicians and bands are pub-
lished in volume after overlapping volume. But in a
world that is more music-conscious than ever, there
has never been a history of vocal groups.

I set out to fill the gap by writing The Billboard
Book of American Singing Groups.

Deciding on the scope of the book presented a
challenge right at the outset, since without restric-
tions it could easily spill over into multiple edi-
tions. To keep it a manageable size, and to make it a
reference work that would also entertain, I've aimed
for a balance of well-known groups and obscure-
but-interesting ones, while not attempting to list
every group in history. The period covered is from
the early 1940s (when most music historians ac-
knowledge the vocal group sound came into its
own) through 1990. Only American singing groups
are listed (except for a few nearby Canadians) since
the vocal group sound is mainly of U.S. origin. In
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terms of musical style I have kept the focus on pop,
R&B, doo wop, gospel, jazz, rock and roll, and
soul, with an occasional foray into folk and country
groups who I felt may have spent more time practic-
ing a vocal modulation than tuning their guitar
strings. (My definition of a vocal group, by the way,
is three or more people singing in harmony—in
other words, more than a duet and less than a
chorus.) A further requirement for inclusion in this
book is that the group recorded one or more re-
leased 45 rpm records or at least one LP.

Since the entries are arranged alphabetically
within separate decades, the decision for listing a
group in a particular decade was usually based on
the year the performing or recording career began.
However, certain acts that covered several decades
and began in the later part of one (for example, the
Impressions started in 1958) are listed in the first
decade of their greatest activity (and for the Im-
pressions that was the 1960s).

The Billboard charts played an important part
in the history of vocal groups. Founded in 1894,
Billboard published an ever-evolving popularity
survey that included lists of best-selling sheet mu-
sic and the “Best-Selling Retail Records” chart
(starting in 1940). Other charts included “Most
Played in Juke Boxes” (ending in 1957), “Best
Sellers in Stores” (up until 1958), and “Most Played
by Jockeys” (through July 1958). Billboard’s “Top

100” chart debuted in 1955 and changed to the all-
encompassing “Hot 100” in August 1958. Many of
these differently titled listings are cited throughout
this book in discussions of particular songs.

Other charts mentioned in the following vocal
group histories include the “Bubbling Under” list
{covering records that charted below the top 100)
and the chart for rhythm and blues music. The
latter has gone by such different names as “Hot
R&B Sides,” “Best-Selling Rhythm & Blues Sin-
gles,” and “Hot Black Singles,” but is referred to in
this book simply as “R&B.” England and Australia
have their own pop charts, and they are cited where
applicable.

Singing groups are cross-referenced throughout
this book. When an entry cites a group that has its
own separate entry, that group’s name is printed in
capital letters the first time it appears.

As with any undertaking of this size, mistakes
can creep in. If any knowledgeable person has
corrections or additions, I invite them to address
them to me in care of the publisher.

The vocal group sound is an American art form
that is becoming a forgotten part of our heritage. If
this book helps in any way to pass the enjoyment
and knowledge of the pop harmony tradition from
one generation to another, then it will have been
worth every ounce of the effort and every minute of
the time it took to compile it.
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Marilyn Freeman (Liaison II Music), John Goddard
(Village Music), Jamie Goldberg (East-West Rec-
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Marrujo (Warner Brothers Records), David Mc-
Cullough (Grafixation), Andy McKaie (MCA Rec-
ords), Charles McMillan, John Mistler (Sister
Sledge), Bernadette Moore (RCA Records), John
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Jane Bradley, Larry Cedilnik, Phil Chaney, Ken
Cohen, Phil Craig, Lisa Anne Culp, Tony D’Am-
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Record Label Abbreviations

he following is alist of record labels referenced in
this book’s singing group discographies for which

abbreviations were used due to limited space. The
abbreviations and corresponding labels are as follows:

CODE RECORD LABEL CODE RECORD LABEL CODE RECORD LABEL CODE RECORD LABEL
A Chim Chimneyviile Evrst Everest Lndn London
ABC P ABC Paramount Chi S Chi-Sound Excl Exclusive LstNt Lost Nite
Abnr Abner ChkMt Check-Mate Exelo Excello LStr Little Star
Acad Academy Chkr Checker Lumtn Lummtone
AftrH After Hours Ching Challenge F Luni Luniverse
Aldn Aladdin Chmp Champagne Fdity Fidelity LuPn Lu Pine
Al Pit All Platinum Chne Chancellor Fed Federal
AmArts American Arts Chnl Channel 1stCh 1st Choice M
AmbiS  Ambient Sound Chrtr Charter Flstd Felsted Mama$S Mama Sadie
Am Int American Cit Citation Fntna Fontana Mchi Michelle
International Cliftn Clifton Frbrd Firebird Md nt Midland Int'l
Artists Cindr Calendar Frtn Fortune Mdl Th Middie Tone
Ardl Aardell ClsArt Classic Artists Merc Mercury
AREA  A.R.E. American Clst Celeste G MgcMo  Magic Moment
Astro Astro-Scope Cndlt Candlelight Gall Galliant MiaSd Mia Sound
Atin Atlantic Col Columbia GenAm  Gen'l American Mill Millenium
Avco Avco Embassy Colo Colossus Gmbl Gamble MjrLg Major League
Comp Companion Grdy Gordy Mijstc Majestic
B Const Constellation Grmey Gramercy Mimd Mellomood
BBB Bim Bam Boom Cot Cotillion GrSea Green Sea Miotn Melotone
BbyGr Baby Grand CPrkr Charlie Parker Grv Groove Mistn Milestone
Ben Beacon Crbu Caribou Gtwy Gateway Mndla Mandala
BdSty Bed-Stuy Crmsn Crimson Mnin Mainline
BgDI Big Deal Crna Corona H-1 Moon Moon Shot
BgTr Big Tree Crnt Coronet Hlywd Hollywood MPcok Mr. Peacock
Bgwi Big Wheel Crnvi Carnival Hmitn Hamilton Mrcl Miracle
BkiynBrdg Brooklyn Crtq Critique HOTB Home of the Blues MrPk Mr. Peeke
Bridge CrysB Crystal Ball Hrmny Harmony Mrwd Mirwood
Blbd Bluebird Csns Cousins Hrtg Heritage MsClf Music Clef
BI Ct Blue Cat Cycin Cyclone Htwx Hot Wax MscNt Music Note
Bl Rk Blue Rock Imprl Imperial Mscr Musicor
BI Thm Blue Thumb D Int Inferno Mscrft Musicraft
Bltn Beltone Dca Decca Invets Invictus Msctn Musictone
Bivd Boulevard Dcatr Decatur ItsN It's a Natural MsMkr Music Makers
Brns Brunswick DDsc Duo Disc Mtwn Motown
Brthr Brother Dfdm DefJam J-K Myhw Mayhew
BTP B.T. Puppy DkHrs Dark Horse Jnita Juanita
Ditn Deltone Jubi Jubilee N-O
C DLx DeLuxe KamaS Kama Sutra Natl National
CanAm Canadian Dnhl Dunbhill Kirsh Kirshner Nctwn Nicetown
American Dvs Davis KngT King Tut NoAmr  North American
Cant Canterbury Dwnst Downstairs K-Ron Kay-Ron Nptn Neptune
Cap Capitol Kystn Keystone NtTrn Night Train
Casa Casablanca E Ntwrk Network
CasaG Casa Grande Eid Eldorado L Nwtm Newtime
Cata Catamount Elek Elektra Lbrty Liberty Nwtwn Newtown
Cdnc Cadence Ever Everiast Lndmk Landmark Octva Octavia
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xvi
CODE RECORD LABEL CODE RECORD LABEL CODE RECORD LABEL CODE RECORD LABEL
OidTn Old Town RdBrd Red Bird Sl Cty Soul City Tort Tortoise
OrigS Original Sound RdLbl Red Label SlJm Soul Jam Tri Tri-Phi
oTW Off the Wall RdRbn Red Robin Sl Trn Soul Train Trmrs Trommers
Rich Richcraft Sngir Singular Trntb Turntable
P-Q RIH Recorded in SnSt Sun State TrpiX Triple X
Pay-4 Pay-4 Play Hollywood Spec Specialty 20th 20th Century
Pclo Piccolo Rnbw Rainbow Sphr Sphere Sound
Pcok Peacock Rndvs Rendezvous Spkn Spokane u-v
Phila Philadelphia Rnwd Rainwood SPrk South Park UA United Artists
International Roul Roulette SprM Super M UGHA  United in Group
Phips Philips Rprs Reprise StCir St. Clair Harmony
PhlyG Philly Groove RrBd Rare Bird Stir Stirling Association
Pint Planet Rvra Riviera Stitn Steeltown Vcetr Victor
PnWid Pan World Rvrsd Riverside Stndrd Standard Vcetry Victory
Poly Polydor RylRst Royal Roost Stntn Stenton Verv Verve
Prds Paradise RZan Ro-Zan Straw Strawberry Visct Viscount
Prict Perfect Strit Starlight Vint Valiant
Prkwy Parkway S Strm Streamline Vocln Vocalion
Prmnt Paramount Scptr Scepter Strmy  Stormy Weather
Prvt | Private | Sebr Sebring Strtws Streetwise w-Z
PSpec Phil Spector SeHrn Sea-Horn Whpt Whippet
International S4E Seasons 4 Ever T Win Winchester
Psprt Passport SgWwy Seg-Way Taur Taurus WidArt World Artists
QnBee Queen Bee Shrwd Sherwood Teen Teenage Widct Wildcat
Shwot Showboat Titnc Titanic WrinD Whirlin' Disc
R Silh Silhouette TmMch Time Machine Wrnr Warner Brothers
RbnHd Robin Hood SI Clk Soul Clock TmsSq Times Square Wrwk Warwick
RCA RCA Victor Sletv Selective T-Nk T-Neck W-Spec Warner-Spector



Yocal Group Record Labels

hroughout the vocal group era, certain record

labels have by choice issued mostly vocal group
recordings. In the ’50s, they included Jubilee,
Josie, Gone, End, Rama, Red Robin, Old Town,
Rainbow, Fury, Apolle, Aladdin, Chance,
Checker, Chess, Deluxe, Federal, King, Ember,
Gee, Herald, and many others.

In the ’60s, a number of vocal group labels also
helped to set new trends in pop music: Gordy,
Tamla, and Motown created the Motown sound;
Laurie Records pioneered the white teen doo wop
sound; Philles presented Phil Spector’s “wall of
sound”; and Red Bird promoted the girl-group
sound.

During the *70s and 80s, despite the paucity of
traditionally styled new vocal groups, a number
of labels sprang up across the country catering al-

most exclusively to vocal group artists. They not
only provided outlets for new groups but also
helped to keep the traditions of the past alive by
reissuing old and often obscure collectors’ items
and sometimes distributing previously unreleased
singles.

Labels of the *70s and '80s like Bab, Arcade,
Blue Sky, Crystal Ball, Greco, Relic, Monogram,
Owl, Robin Hood, King Tut, Popular Request,
Pyramid, and Roadhouse had sporadic releases,
but the most consistent flow came from Bruce
Patch’s Classic Artists Records of Oxnard, Califor-
nia; Ronnie “I” Italiano’s Clifton and U.G.H.A
labels of Clifton, New Jersey; Jerry Zidel and Bob
Kretzschmer’s Starlight Records of Queens, New
York; and Al Cattabiani’s Avenue D Records based
in East Islip, Long Island, New York.
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he 1940s are generdlly regarded as

the era in which vocal groups—har-

mony singers who kept the focus on the
group sound rather than on an individual —first
achieved widespread popularity. But the vocal
harmony sound, as applied to popular song, had
antecedents that can be traced to preceding
decades and back into the 19th century. Before
the revolutionary war, for example, William Bill-
ings organized singing schools in New England,
teaching the basics of group singing.

The first famous vocal quartet was the
Hutchinson family of New Hampshire. Consist-
ing of three brothers (John, Judson, and Asa)
and one sister (Abby), the family originally called
themselves the Aeolian Vocdlists and gave their
first public performance in 1842, singing senti-
mental songs and popular ballads. They became
so popular that they toured both America and
England.

Minstrel shows—music and comedy revues
that later evolved into vaudeville—became
popular during this period, and the first popular
vocal group to emerge from them were the Vir-
ginia Minstrels, a quartet formed in 1843. The
Minstrels included Dick Pelham, Bili Whitlock,
Frank Bower, and Daniel Emmett. Lead singer
Dan Emmett was also an accomplished song-
writer, having penned the immortal “Dixie.”

By the 1870s vocal quartets were a featured
part of minstrel shows. Minstrel groups of the
time included the Harmoniums, the Sable Har-
monizers, the White Serenaders, and the Night-
ingale Serenaders. Musical families like the
Hutchinsons and minstrel singers such as the
Continental Vocalists introduced the public to
new songs like “Oh! Susannch” and “Blue Tail
Fly” ("Jimmie Crack Corn”). Though minstrel
shows performed mostly in large cities and
towns, groups like the Continental Vocalists trav-
eled to even the most remote places to perform
starting in the 1850s.

Interest in group singing was growing, as indi-
cated by the publication in 1855 of the Conti-
nental Vocalists Glee Book of songs. Five years
later (one year before the Civil War started) the
first successful spiritual group arrived on the
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scene in the form of the Fisk Jubilee singers. And
by the 1870s barbershop quartets were spring-
ing up, though they were not actudlly called that
until 1911, when a song titled “Mr. Jefferson Lord,
Play that Barbershop Chord” started making the
rounds. Among these first quartets were the
Continental Four, the original American Four
(1878), and the original Big Four. One of the first,
if not the first of the black barbershop foursomes
were the Hamtown Students (1873).

Other outlets for group singing were known
as the “traveling chautauquas,” which were
really tent shows which grew out of an 1874
Forum called the Lake Chautauqua Assembly.
They consisted of readings and lectures punctu-
ated by the vocalizing of barbershop quartets.

By the 1890s the musical structure of bar-
bershop harmony was set. The lead, a second
tenor, would sing the melody line; the first tenor
sang above the lead and the baritone sang be-
low; the bass would sing the root of the chord.

As vaudeville developed, many quartets di-
versified into four-man comedy groups called
"four acts.” At least one member of each of these
acts (such as the Four Shamrocks) would imitate
and/or exaggerate the characteristics of various
ethnic minorities, sandwiched in between the
group’s slapstick routines and its barbershop
songs. The most famous of these, formed in 1900,
was the Avon Comedy Four. Others from the
early 1900s included the Casion Four {which
included Al Jolson for a time), the Monarch Com-
edy Four, and the American Comedy Four. Bar-
bershop quarteting attracted a variety of inter-
esting variations, from the Thousand Pounds of
Harmony to the Chung Hue Chinese Four.

Vocal group harmonizing switched from the
“see and hear” mode to the “hear only” medium
with the advent of recordings in the early 1890s.
The Manhasset Quartet recorded in September
1891 for the North American Records label.

The first black foursome to record was the
Dinwiddie Colored Quartet. They did six single-
sided discs for Monarch in 1902 starting with
“Down the Old Camp Ground.” Among the
early recording groups were the Criterion Quar-
tet and the Imperial Quartet.

Many of the top barbershop groups became
the most successful recording artists of the day
due to Thomas Edison’s invention. Acts like the
American Quartet (recording for Edison and
Victor with 66 charted records from 1910 to
1925), the Hayden Quartet (Berliner and Victor,
62 chart hits from 1898 to 1914), and the Peer-
less Quartet (Columbia and Victor, 108 charters,
1904 to 1926) paved the way for such talent as
the Revelers (the ‘20s’ most famous group), the
Columbia Stellar Quartet (1912-1922), the Im-
perial Quartet of Chicago (1916), and the Or-
pheus Quartet (1914-1919).

One of the first female groups to record was
the That Girl Quartet for Victor in 1911, and one
of the first mixed groups was Columbia’s Mixed
Quartet (two guys and two girls) in 1912,

The burlesque stage was another avenue of
expression for vocal groups, and among the
foursomes that chose this route, one of the most
popular was the Empire City Quartet.

The advent of radio changed harmony. Bar-
bershop quartets started disappearing from the
recording and performing scene and were re-
placed by big bands, jazz musicians, and torch-
song vocalists. Minor seventh chords of 1930
songs became difficult to harmonize, and a new
style of vocal group would soon emerge to per-
form the more challenging material.

Acts like the Boswell Sisters began singing
jazz-flavored songs mixed in with their New
Orleans blues and spirituals. For three white sis-
ters this was unusual music, but the public loved
them to the tune of 20 chart records between
1931 and 1938. Jazz and blues had an affect on
both black and white groups, but in the 1930s it
seemed that the black groups were the ones
making the greater strides (creatively, not finan-
cially). One of the pioneering jazz-styled vocal
ensembles was the Norfolk Jazz Quartet, from
Norfolk, Virginiq, in 1921. On the spiritual side,
there were acts like the Mobile Four {Columbig,
1928). The Southernaires Quartet, who per-
formed on the Blue Network (black radio’s ver-
sion of syndicated radio) for over eight years
starting in the late ‘20s, were among the fore-
runners of blues and spiritual radio performers.




The Southern Negro Quartet recorded for Co-
lumbia in the early ‘20s with a style that could
pass for early rhythm and blues. The Silver Leaf
Quartet of Norfolk in 1929 performed in a way
that suggested combinations of spiritual, blues,
and the remnants of barbershop; it was a style
that would later be classified as “pop.”

White vocal groups were emerging, like the
Westinghouse Quartet (an exceptional bar-
bershop group) of Wilkensburg, Pennsylvania,
the Carolon Quartet, and the Hoboken Four
(featuring a young Frank Sinatra). There were
lesser known foursomes (sometimes integrated)
that were more interested in carrying on tradi-
tion and enjoying singing than trying for a ca-
reer; these included the East Liberty Four (featur-
ing three white members and the black bass
singer Wilbur Gray). For the most part, however,
white vocalists were going solo, joining bands, or
forming trios as part of big-band America.

Quartets and quintets were developing more
from such 1930s black combos as the Four
Southern Singers (1931), the Mississippi Mud-
mashers (1935), the Four Blue Birds (1934), the
Five Jones Boys, the Five Jinx (Bluebird, 1927),
the Five Breezes, including Willie Dixon, (Blue-
bird, 1939), and the Golden Gate Quartet {from
the mid-"30s). These acts were among the first to
sing strictly secular music based on spiritual or
blues roots. Before the 1930s black aggrega-
tions had sung mixed repertoires of sacred and
secular songs that included blues and jazz
compositions.

The act that changed the vocal group scene
forever was the Mills Brothers (1931) of Piqua,
Ohio. They were four brothers who were in-
spired not just by previous vocal groups but by
the orchestral arrangements and jazz instrumen-
tal work of Duke Ellington and Louis Armsirong.
Their style of rhythm and blues with touches of
jazz was so popular that they were the inspira-
tion for more vocal groups than any other {with
the possible exception of the Ink Spots). Their
new style of singing combined the vocal imita-
tion of wind instruments with a smooth harmony
sound that attracted both white and black audi-
ences, making them the first truly popular vocal
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group in the nation. Right behind them were the
Ink Spots, who made their first recordings in
1935. Starting as a vocal jive-styled quartet,
they became the kings of rhythm and blues bal-
ladeers in the ‘40s, introducing the “talking bass”
and formulating the “ooh” and “ah” backup
sounds that became a staple of ‘40s and '50s
groups.

A musical trend that was on a collision course
with the Mills Brothers/Ink Spots pop and early
R&B style was the development of modern gos-
pel music from the spiritual tradition. In the ‘30s,
spiritual music was often interpreted as a deliber-
ate refinement and softening of the original jubi-
lee enthusiasm, so that the music would be more
widely accepted. The ‘40s and '50s saw a re-
surgence of the earlier unbridled gospel music,
now sung by young black vocal groups with a
new rhythmic drive and often with raw but emo-
tionally honest vocals. Many of these groups
spawned the next generation of vocal groups
and solo stars thatwould serve as the foundation
of rhythm and blues, rock and roll, and soul
music. Some included the Soul Stirrers (Sam
Cooke and Little Johnny Taylor), the Pilgrim Trav-
elers (Lou Rawls), the Thrasher Wonders (Ger-
hart and Andrew Thrasher of the Drifters), the
Drinkard Singers (Dionne Warwick), and the Je-
rusalem Stars (Brook Benton).

Many black acts of the ‘40s contributed to the
growth of interest in vocal group music. They
included the Charioteers (Columbia), the Deep
River Boys (RCA), the Four Vagabonds (Blue-
bird), the Delta Rhythm Boys (Decca), the Basin
Street Boys (Exclusive), and the Five Red Caps
(Beacon), and in the late ‘40s, the fathers of
rhythm and blues the Orioles (Jubilee) and the
Ravens (National).

The white groups, fewer in number, were led
by the Ames Brothers (Decca) and the Andrew
Sisters (Decca).

Obviously, World War |l had a pronounced
effect on the number of performing groups, since
so many young men were called into the service
from 1941 to 1945, But the ones that were
around contributed greatly to a changing and
developing music scene. [ ]
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The Ames Brothers

One of the most popular groups of the late *40s
and ’50s, the Ames Brothers were actually
the four Urick brothers from Malden, Massa-
chusetts: Ed (lead), Vic (first tenor), Gene (second
tenor), and Joe (bass). They were a tight-knit sing-
ing quartet, starting as far back as their grammar
school days in the 1930s, in spite of diverse inter-
ests: Gene wanted to be a baseball player, and
made it to the semi-pro circuit in New England. Vic
seemed on his way to becoming a serious actor until
one of his high school performances had the crowd
in stitches, paving the way for a later role as the
Ames Brothers’ resident comedian. Ed became a
ping-pong perfectionist and won his way into inter-
state tournament play. Joe had operatic aspirations
and turned down several scholarships to continue
his music studies.

Cajoling by his mother changed Joe from
Pagliacci to pop; she wanted to see her firstborn
sons sing together (the four boys were the first of
nine children). She got her wish: after winning
several Boston area amateur contests the group
earned their first one-week professional job at the
Foxes and Hounds; it stretched out to three months.
In 1948 the Ames Brothers (ages 21 through 24)
signed with Signature Records vocalist Monica
Lewis for their initial chart record, “A Tree in the
Meadow” (#21). The group next emerged on Coral
Records and had solo chart success in February
1949 with an adaptation of an old German song,
“You, You, You Are the One” (#23).

Jhe Ames Brothers’ first release of the 50s
became their first number one record and million
seller, “Ragmop.” Their very next single, “Senti-
mental Me,” also went to number one. The boys
scored 15 more chart records for Coral between
June 1950 and March 1953, including “Can
Anyone Explain” (#5, 1950) and “Undecided”
(#2 in 1951).

The Brothers then signed with RCA, and their
first release became their biggest all-time hit:
“You, You, You” reached number one in mid-1953,
staying there for eight weeks and remaining on the
charts for nearly eight months. Their biggest inter-
national record was “The Naughty Lady of Shady
Lane.” It hit the charts in November of 1954, sky-
rocketing to number three in America and number
six in England, selling over one-and-a-quarter mil-
lion singles.

The Ames Brothers performed in every major
club in America, from Ciro’s in Hollywood to the
Roxy Theatre in New York, and they appeared

regularly as TV guests of Milton Berle, Perry
Como, Jackie Gleason, and Ed Sullivan.

Billboard magazine voted them Best Vocal
Group of the Year in 1958. In 1956 the group
charted eight songs (one almost every seven
weeks), and did it again in 1958.

Their last Billboard best seller came in Febru-
ary of 1960 with “China Doll” (#38).

Ed Ames later ventured out as a solo artist,
earning seven chart singles between 1965 and
1969 including “My Cup Runneth Over” (#8,
1967) from the Broadway musical / Do, I Do. He
won an acting part on the “Daniel Boone” TV series
playing Mingo, the Indian, a role made especially
memorable by a hilarious guest appearance on
“The Tonight Show” in which Ames pitched a
tomahawk at a man-shaped target and hit it
in the crotch.

The Ames Brothers’ music, always smooth and
clean, brought a refreshing variety to pop music.
They delighted in singing and recording a wide
range of material, from pre-World-War-I college
songs (“The Sweetheart of Sigma Chi”) and folk
songs (“Goodnight Irene”), to R&B (“I Love You for
Sentimental Reasons”) and Western ballads (“Cool
Water”). They also created LPs with themes like
The Ames Brothers Sing Famous Hits of Famous
Quartets (1959) and Destination Moon (1958), in
which each song related to the stars, the sun, the
moon, or the sky. The Ames Brothers left a legacy
of 50 chart singles attesting to their popularity.

THE AMES BROTHERS

A SIDE/B SIDE LABEL/CAT NO DATE
Bye Bye Blackbird / I'm Looking

Over A Four Leaf Clover Coral 24319 2/48
It You Had All The World /

Tell Me A Story Coral 24329 2/48
On The Street Of Regret /

A Tree In The Meadow Coral 24411 4/48
Where The Apple Blossoms Fall /

It | Live To Be A Hundred Coral 24447 1948
More Beer / You, You,

You Are The One Coral 60015 11/48
Far Away Places / Lorelei Coral 60016 11/48
Good Fellow Medley, Etc. /

I'm Just Wild About Harry Coral 60017 1/49
Oh, You Sweet One /

St. Bernard Waltz Coral 60065 4/49

Barroom Polka / We'll Still Be

Honey-Mooning
Lingering Down The Lane /

Still Waters And Green Pasture
Noah's Ark / Tears Of Happiness
White Christmas /

Winter Wonderland

Coral 60052 5/49

Coral 60091 7/49
Coral 60092 8/49

Coral 60113 9/49
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A SIDE/B SIDE LABEL/CAT NO DATE A SIDE/B SIDE LABEL/CAT NO DATE
Good Fellow Medley Etc. / Blind Barnabas / Who Built
Good Fellow Medley Etc. Coral 60114 8/49 The Ark Coral 60636 3/52
| Love Her Oh! Oht Oh! / And So | Waited Around /
Music! Music! Music! Coral 60153 1/50 The Sheik Of Araby Coral 60680 4/52
Clancy Lowered The Boom / Crazy Cause | Love You/
| Didn't Kiss The Blarney Stone Coral 60154 1/50 Star Dust Coral 60751 5/52
Bring Her Out Again (Fifi) / Aufwiederseh’n Sweetheart /
Sing Until The Cows Break The Bands That Bind Me Coral 60773 7/52
Come Home Coral 60164 2/50 Absence Makes The Heart Grow /
Blue Prelude / Sentimental Me Corai 60173 4/50 String Along Coral 60804 8/52
Hoop-De-Doo / Stars Are The Al-Lee-O’, Al-Lee-Ay! /
Windows Of Heaven Coral 60209 4/50 A Favorite Song Coral 60846 10/52
Dorm! Dorm! (Sleep, Sleep) / Sing A Song Of Santa Claus /
Marianna Coral 60185 5/50 Winter's Here Again Coral 60861 11/52
Can Anyone Explain? (No, No) / Do Nothin’ Till You Hear From Me /
Sittin' ‘N Starin’ 'N Rockin’ Coral 60253 7/50 No Moon At All* Coral 60870 11/52
Twelve Days Of Christmas / Can't{/ Lonely Wine Coral 60926 2/53
Wassail Song Coral 60267 7/50 At The End Of The Rainbow /
Adeste Fideles / Silent Night Coral 60268 7/50 Candy Bar Boogie Coral 60967 4/53
Hark The Herald Angels / It Came You You You / Once Upon A Time RCA 5325 5/53
Upon The Midnight Hour Coral 60269 7/50 Always In My Dreams /
God Rest Ye Merry Gentlemen / This Is Fiesta Coral 61005 6/53
Oh Little Town Of Bethiehem Coral 60270 7/50 My Love, My Life, My Happiness /
| Don't Mind Being All Alone / If You Want My Heart RCA 5404 7/53
Thirsty For Your Kisses Coral 60300 10/60  Lazy River / Star Dust Coral 61060 10/53
Oh! Babe / To Think You've | Can't Believe That You're In
Chosen Me Coral 60327 11/60 Love With Me / Boogie
Music By The Angels / The Thing Coral 60333 1/51 Woogie Maxixe RCA 5530 10/53
In The Evening By the Moonlight / The Man With The Banjo / Man,
Just A Dream Of You Dear Coral 60336 1/51 Man, Is For The Woman Made Coral 5644 1/54
Till We Meet Again / You Tell Me Don't Believe A Word They Say /
Your Dream I'll Tell You Mine Coral 60337 1/51 Don't Lie To Me Coral 61145 3/54
Because / Love's Old Sweet Song Coral 60339 1/51 Leave It To Your Heart /
More Than | Care To Remember / Let's Walk and Talk RCA 5764 5/54
Three Dollars & Ninety Don't Believe A Word They Say /
Nine Cents Coral 60363 2/51 Helen Polka Coral 61127 5/54
| Love You Much Too Much / One More Time / Hopelessly RCA 5840 8/54
My Love Serenade Coral 60404 3/51 Addio / The Naughty Lady Of
Hoop-De-Doo / Rag Mop Coral 60397 4/51 Shady Lane Coral 5897 10/54
Marianna / Sing Until The Cows | Got A Cold For Xmas /
Come Home Coral 60398 4/51 There'll Always Be A Xmas Coral 5929 11/54
Clancy Lowered The Boom / Sweet Brown-Eyed Baby /
More Beer Coral 60399 4/51 Sympathetic Eyes Coral 6044 2/55
Barroom Polka / Noah's Ark Coral 60400 4/51 Southern Cross /
Somewhere There Must Be Gotta Be This Or That Coral 6117 5/55
Happiness / Too Many Women Coral 60452 5/51 Wrong Again / Merci Beaucoup Coral 6156 1955
Wang Wang Blues / My Bonnie Lassie / So Will | Coral 6208A 8/55
Who'll Take My Place Coral 60489 6/51 The Next Time It Happens /
Everything’s Gonna Be Alright / My Love, Your Love Coral 6323 1955
Only, Only You Coral 60549 8/51 Forever Darling /
| Wanna Love You / I'm Gonna Love You Coral 6400 1/56
I'll Still Love You Coral 60617 1/62  If You Wanna See Mamie Tonight /
Lovely Lady Dressed In Blue / It Only Hurts For A Little While Coral 6481 5/56
Mother, At Your Feet Is Kneeling Coral 60628 1/52 49 Shades Of Green /
Deep River / Dry Bones Coral 60633 3/52 Summer Sweetheart Coral 6608 8/56
Shadrack / Swing Low | Saw Esau / The Game Of Love Coral 6720 10/56
Sweet Chariot Coral 60634 3/52 Did You Ever Get The Roses /
Go Down Moses / Joshua Fit 1 Only Know One Way
De Battle Of Jericho Coral 60635 3/52 To Love You Coral 6821 1957
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A SIDE/B SIDE LABEL/CAT NO  DATE
Yeah, Yeah, Yeah (lt's So Good) /

Man On Fire Coral 6851 1957
Tammy / Rockin’ Shoes Coral 6930 4/57
Melodie D'’Amour / So Little Time Coral 7046 9/57
In Love / Little Gypsy Coral 7142 1/58
A Very Precous Love /

Don't Leave Me Now Coral 7167 2/58
Stay / Little Serenade Coral 7268 7/58
No One But You (In My Heart) /

Pussy Cat Coral 7315 8/58
When The Summer Comes

Again / Red River Rose Coral 7413 11/58
(Yes | Need) Only Your Love /

Dancin’ In The Streets Coral 7474 1959
Someone To Come Home To /

Mason Dixon Line Coral 7526 4/59
Not It's Me / Now Hear This Coral 7567 1959
Take Me Along / What Do | Hear Coral 7604 1959
China Doll / Christopher Sunday Coral 7566 1/60

" with Les Brown

The Andrews Sisters

he Andrews Sisters were by far the most suc-

cessful female vocal group of the pre-rock era.
Patty (1920), Maxene (1917), and LaVerne (1915)
grew up in Minneapolis, Minnesota. Patty was only
11 when the trio caught the show business bug
following a nervous first performance in a 1931
singing contest. LaVerne was especially hooked
and convinced her sisters to leave school and travel
the vaudeville circuit. Inspired by the harmonies
and sound of the Boswell Sisters, the Andrews girls
began as imitators but eventually developed their
own clean, fresh, and unique vocal sound.

In the fall of 1933, while performing in a Min-
neapolis kiddie revue, the trio came to the attention
of bandleader Larry Rich, who took them on the
road to perform in a vaudeville show. Though none
of the sisters could read music, their collective ears
were so well tuned they could pick up a song just by
hearing one or two plays. This expertise earned
them a dollar a day from Rich (for all three girls).
The group stayed with Rich for 18 months before
moving on to Joey Howard’s troupe for seven
months. Then, in rapid succession, they played
with Ted Mack’s band, Murray Sherman's orchestra
(who paid them the enormous sum of $35 a week),
and Leon Blasco’s band in 1936. That tour ended
when the Mayfair Club in Kansas City burned to
the ground, sending their arrangements and cos-
tumes up in smoke. Blasco went to New York for
new charts and costumes; he returned with Vic

Schoen, who would become the trio’s orchestra
leader and arranger for decades to come. The band
continued to tour, returning to New York in 1937,
where it played the New Yorker Hotel until Blasco
disbanded the outfit.

Returning to Minneapolis, the sisters had
barely unpacked when the desire hit them again to
make a go of it in New York. But this time their
parents disapproved, so a bargain was struck in
which the girls could go on the condition that if they
didr’'t make it by the end of the summer they'd
return home to stay.

Once back in New York they met a music pub-
lisher named Bernie Pollack of Mills Music at the
New Yorker Hotel, who let them use his office to
rehearse their act. (The New Yorker was one of
numerous hotels where music publishers plied their
trade, trying to interest bands in the publisher’s
latest songs. If a bandleader liked a tune and
played it on one of the many radio shows broadcast
from hotels like the New Yorker, the song could earn
vast sums of money in airplay performance and
subsequent sheet music sales.)

Along with Mama Andrews’ blessings came a
15¢-a-day allowance for food, which was almost
always spent at Hector’s Cafeteria. That king’s
ransom bought the girls a sandwich and coffee that
they split three ways.

The summer deadline was approaching, and
work opportunities were scarce. One day, while the
girls were rehearsing at Pollack’s office, Vic Schoen
arrived with the news that he was now working with
the Billy Swanson Band at the Edison Hotel. He
convinced Swanson to listen to the girls, but after
one chorus of “Sleepytime Down South” Swanson
told them he wasn't interested. Dismayed and up-
set, the girls began to leave the Edison Hotel
through the dining room when a woman sitting in a
booth noticed their distress and asked what hap-
pened. The lady was one Maria Cramer, and after
hearing the girls’ story she confronted Swanson,
asking why he wouldn't give the girls a chance to
sing on his radio show. Swanson said he couldn't
afford them, but Miss Cramer pressed on, asking,
“Well what can you afford?” The beleaguered
bandleader said $15, $5 each, to which Maxene
responded, “We’ll take it!” Swanson was stuck.
After all, Maria Cramer was the owner of the
Edison Hotel.

When the trio showed up that Saturday to per-
form, ‘they found that their staunch ally, Mrs.
Cramer, had been called back to Brazil to be with
her ailing husband. Left in the hands of Billy
Swanson, they were lucky to get to sing the one
song they performed on radio that night (“Sleepy-



time Down South” once again) before being un-
ceremoniously canned. Meanwhile across town,
Decca Records president Dave Kapp was riding
home in a cab, listening with interest to the
Andrews clan’s radio debut.

On Sunday the girls returned to the Edison to
bid farewell to Vic Schoen; the Cinderella sisters’
carriage of dreams was to turn into a pumpkin the
next day, the deadline for the return home. Sud-
denly a young man burst into the soda fountain area
where the girls and Vic were perched on stools. He
asked Vic if he knew the names of those girls who
sang on the radio the previous night, because
Decca’s Dave Kapp wanted to audition them. The
trio whirled around on their stools as if in a
Busby Berkeley musical and announced “We're
the girls!”

At nine a.m. Monday they auditioned with seven
songs (including, yet again, “Sleepytime Down
South”) and won Dave Kapp over. Now, instead of
returning home, they were signed to Decca for $50
a record. (The young man Kapp had sent to find the
sisters was theatrical agent Lou Levy, whose keen
ear for hit songs would play an important part in the
trio’s development. )

The Andrews’ first single was “Why Talk About
Love” (1937), which received little public atten-
tion. Then Lou dug up a song from the 1933 Yid-
dish musical I Would If I Could. The song went by
the unlikely title of “Bei Mir Bist Du Schon,” and
its January 1938 Decca release proved Levy to be a
crafty song plugger: it went to number one on the
Best Seller charts. And if that weren't enough to
make Lou and the girls a team, his marriage to
Maxene certainly was.

Their next single, “Nice Work If You Can Get It”
(#12) from A Damsel in Distress, hit the charts on
January 8th, just one week after “Bei Mir,” and it
was the first of their many releases associated with
films. In all, they had nine chart singles in 1938.
As if their hits weren't keeping them busy enough,
they performed on WBBM radio in Chicago five
days a week and then flew to New York to record
each weekend.

By the end of 1938 the sisters were earning
$1,000 a week at the New York Paramount doing
seven shows a day. In 1939 they had six chart
records, including “Hold Tight Hold Tight” (#2).
Their hits ran the gamut of international melodies
in those first recording years, including Yiddish
(“Joseph Joseph,” #18, 1938), Latin American
(“Say Si Si,” #4, 1940), Italian (“The Woodpecker
Song,” #6, 1940), Russian (“Pross-Tchai Good-
bye,” #15, 1939), and even Czechoslovakian
(“Beer Barrel Polka,” #4, 1939).
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Late in that year they began an association that
became a career within a career: the girls had the
first of 23 singles credited to Bing Crosby and the
Andrews Sisters.

In 1940 they racked up seven more hits under
their own name, including their second number one
record, “Ferryboat Serenade.”

When war broke out the Andrews Sisters joined
the star-laden victory caravan traveling via special
train to entertain the soldiers. The three “jive
bombers,” as they were affectionately described by
servicemen, played more army, navy, marine, and
air force bases than any other vocal group. They
also sang on a variety of Armed Forces Radio shows
and made many special recordings sent directly to
U.S. forces overseas. Signed to Universal Film
Studios, the girls performed in a number of wartime
musicals including Follow the Boys, Private Buck-
aroo, Buck Privates in the Navy, and Swing Time
Johnny. They also appeared in the film Hollywood
Carueen, singing their 1944 hit “Don’t Fence Me In”
with Bing Crosby (which followed “A Hot Time in
the Town of Berlin,” also with Bing and also a
number one record). During the war years the
Andrews racked up an incredible 38 Billboard
best-sellers, including nine with Crosby.

Though not their biggest hit, the singers’ best
remembered work is the frantically paced 1941
pop-jazz classic “Boogie Woogie Bugle Boy” (#6),
its fame due in part to an excellent hit remake (#8)
by Bette Midler some 32 years later.

By the end of the war, the Andrews trio had sold
over 30 million records and were back playing the
New York Paramount, only this time around they
were earning $20,000 a week. They continued to
record for six more years, issuing head-turning
titles such as “Strip Poker” (#6), “Is You or Is You
Ain't My Baby” (#2), “Get Your Kicks on Route
66" (#14), “Beat Me Daddy, Eight to the Bar”
(#2), and “Scrub Me Mama with a Boogie Beat”
(#10). The postwar years were good to the Andrews
Sisters: they hit the Billboard Best Seller list with
51 additional 78s between 1946 and 1951, includ-
ing 12 more Crosby collaborations. Bing, however,
wasn't the only vocalist the girls supported on rec-
ord. They also backed up Danny Kaye (“Civiliza-
tion,” #3), Dick Haymes (“Theresa,” #21), Burl
Ives (“Blue Tail Fly,” #24), Carmen Miranda
(“Cuanto La Gusta,” #12), Emest Tubb (“I'm
Bitin' My Fingernails and Thinkin of You,” #30),
and others.

Even the musicians’ union problems of the mid-
to late "40s didr’t put a halt to Andrews Sisters
recordings. When they couldn’t get the musicians
they needed, the girls recorded the “Sabre Dance”
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in the spring of 1948 with the Harmoni-Cats (har-
monica players weren’t considered serious musi-
cians, at least until the girls circumvented the
union by using them).

By the time they called it quits as a trio in 1951
the Andrews Sisters had amassed a phenomenal
113 chart singles, sold 75 million records, and re-
corded more than 1800 songs earning them 19 gold
records and eight number ones. By the 1950s, they
had appeared in 22 films. Their last number one
was “I Want to Be Loved” in the summer of 1950,
and the Decca label read just Patty Andrews, al-
though Maxene and LaVerne backed her up.

When the trio dishbanded, Maxene taught
theatre at a college in Lake Tahoe and formed
an organization to help wayward children and
drug addicts.

In the mid-"60s the trio began performing again
on television, but activity halted in 1967 when
LaVerne died. In 1974 Patty and Maxene appeared
before audiences in the nostalgia-packed Broad-
way hit Over There. Maxene did her first and only
solo album in 1985 on Bainbridge Records simply
titled Maxene of the Andrews Sisters.

For their professionalism, sound quality, and
success, the Andrews Sisters ruled pop music of
the *30s and 40s.

THE ANDREWS SISTERS

A SIDE/B SIDE LABEL/CAT NO.  DATE
Just A Simple Melody /

Why Talk About Love Decca 1496 11/37
Bei Mir Bist Du Schon /

Nice Work If You Can Get It Decca 1562 12/37
It's Easier Said Than Done /

Joseph! Joseph! Decca 1691 3/38
Ti-Pi-Tin / Where Have

We Met Before Decca 1703 3/38
00000-Oh Boom /

Shortenin’ Bread Decca 1744 3/38
Oh! Ma-Ma (The Butcher Boy) /

Pagan Love Song Decca 1859 6/38
Oh! Faithless Maid / Says My Heart  Decca 1875 7/38
From The Land Of The Sky Blue /

| Married An Angel Decca 1912 8/38
Sha-Sha* / Tu-Li-Tulip Time* Decca 1974 8/38
Love Is Where You Find It /

When A Prince Of A Fella Decca 2016 1938
Lullaby To A Little Jitterbug /

Pross Tchai (Goodbye Goodbye)  Decca 2082 4/39
Billy Boy* / Hold Tight* Decca 2214 12/38
Begin The Beguine /

Long Time To See Decca 2290 1/39
Rock Rock-A-Bye Baby /

You Don't Know How Much You Decca 2414 4/39
Beer Barrel Polka / Well, All Right Decca 2462 5/39

A SIDE/B SIDE LABEL/CAT NO DATE
Chico's Love Song / The Jumpin’

Jive (Jim Jam Jump) Decca 2756 10/39
Ciribiribin®* / Yodelin’ Jive™* Decca 2800 11/39
Oh Johnny, Oh Johnny, Oh! /

South American Way Decca 2840 1/40
Let's Have Another One /

Say “Si Si" Decca 3013 2/40
Down By The Ohio /

The Woodpecker Song Decca 3065 3/40
Rhumboogie / Tuxedo Junction Decca 3097 4/40
The Crookeyed Mayor Of

Kaunakak / Let's Pack

Our Things Decca 3245 5/40
| Want My Mama /

Oh He Loves Me Decca 3310 8/40
Ferryboat Serenade /

Hit The Road Decca 3328 9/40
Beat Me Daddy / Pennsylvania

6-5000 Decca 3375 10/40
Mean To Me / Sweet Molly Malone Decca 3440 11/40
Johnny Peddler / Scrub Me Mama

With A Boogie Beat Decca 3553 12/40
Boogie Woogie Bugle Boy /

Bounce Me Brother Decca 3598 1/41
Yes, My Darling Daughter /

You're A Luck Feliow Decca 3599 2/41
1, Yi, Yi, Yi, Yi/ I'll Be With You

In Apple Blossom Decca 3622 34
Aurora / Music Makers Decca 3732 4/41
Daddy / Sleepy Serenade Decca 3821 6/41
Sonny Boy / Gimme Some Skin,

My Friend Decca 3871 7/41
The Booglie Wooglie Piggy /

The Nickel Serenade Decca 3960 8/41
Why Don't We Do This More Often Decca 3966 9/41
Elmer's Tune / Honey Decca 4008 10/41
Jealous / Rancho Pillow Decca 4019 10/41
Any Bonds Today? Decca 4044 11/41
Chattanooga Choo Choo /

For All We Know Decca 4094 12/41
Jack Of All Trades /

The Shrine Of Saint Cecilia Decca 4097 12/41
He Said-She Said /

I'll Pray For You Decca 4153 2/42
What To Do / A Zoot Suit (For My

Sunday Gal) Decca 4182 3/42
Don't Sit Under The Apple Tree /

At Sonya's Cafe Decca 18312 4/42
(Toy Balloon) Booiee Boolee Boo /

Three Little Sisters Decca 18319 4/42
Pennsylvania Polka / That's The

Moon, My Son Decca 18398 /42
The Humming Bird / I've Got A Gal

in Kalamazoo Decca 18464 8/42
Mister Five By Five / Strip Polka Decca 18470 8/42
Here Comes The Navy /

Massachusetts Decca 18497 9/42
East Of The Rockies / When

Johnny Comes Marching Decca 18533 4/43
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A SIDE/B SIDE LABEL/CATNO  DATE A SIDE/B SIDE LABEL/CAT NO DATE
Ehelena / | Love You Red River Valley Decca 25149 6/47

Much Too Much Decca 18563 9/43  The Lady From 29 Palms /

Pistol Packin’ Mama** / The Turntable Song Decca 23976 7/47

Vic'try Polka** Decca 23277 10/43  Anything You Can Do** /

Jingle Belis** / Santa Claus Is There's No Business Like

Coming To Town** Decca 23281 11/43 Show Business** Decca 40039 7/47
Sing A Tropical Song / On The Avenue / Sweet Marie Decca 24102 8/47

There'll Be A Jubilee Decca 18581 4/44  The Freedom Train** Decca 23999 9/47
Straighten Up And Fly Right / How Lucky You Are / Near You Decca 24171 9/47

Tico Toco Decca 18606 5/44 Sing A Tropical Song /

Hot Time In The Town Of Berlin** / South American Way Decca 25095 9/47

Is You Is Or Is You Ain't** Decca 23350 8/44 Aurora / Rum and Coca Cola Decca 25096 9/47
Don't Fence Me In** / Begin The Beguine /

The Three Caballeros** Decca 23364 11/44 Ti-Pi-Tin Decca 25097 9/47
Corns For My Country / Tico Tico Decca 25098 9/47

I'm In A Jam (With Baby) Decca 18628 11/44 Bread And Butter Woman§ /

Rum and Coca Cola / Civilization§ Decca 23940 9/47

One Meat Ball Decca 18636 12/44  Too Fat Polka / Your Red Wagon Decca 24268 12/47
Ac-Cent-Tchu-Ate The Positive** / Alpalachicola, Fla.** /

There's A Fellow Waiting** Decca 23379 1/45 You Don’t Have To Know** Decca 24282 1/48
Great Day / Pack Up Your Troubles  Decca 23412 4/45 My Sin§§ / Teresa§ Decca 24320 2/48
Along The Navajo Trail** / Big Brass Band From Brazil /

Good, Good, Good** Decca 23437 8/45 It's A Quiet Town§ Decca 24361 3/48
The Blond Sailor / | Hate To Lose You /

Lily Belle Decca 18700 8/45 Toolie Oolitie Dollie Decca 24380 3/48
Put The Ring On My Fingers / The Bride And Groom Polka /

The Welcome Song Decca 18726 11/45 We Just Couldn't Say Good-Bye Decca 24406 4/48
Johnny Fedora And Alice Bluet / Don't Blame Me / Run, Run, Run Decca 23827 5/48

Money Is The Root Of All Evilt Decca 23474 12/45 Alexander’s Ragtime Band /

Patience And Fortitude / | Want To Go Back To Michigan Decca 24424 5/48

Red River Valley Decca 18780 2/46 Heat Wave / When The Midnight
Don't Fence Me In** / Choo Choo Decca 24425 5/48

Pisto! Packin' Mama** Decca 23484 3/46 How Many Times /

Atlanta G.A. / Coax Me A Little Bit Decca 18833 4/46 Some Sunny Day Decca 24426 5/48
Avocado / Her Bathing Suit Decca 18840 4/46  Jealous / Mean To Me Decca 25303 5/48
Azusa/ | Don’t Know Why Put ’Em In A Box Tie 'Em With§ /

(1 Just Do) Decca 18899 6/46 The Woody Woodpecker§ Decca 24462 7/48
Get Your Kicks On Route 66 / Blue Tail Fly 0 / I'm Going Down

South America Take It Away Decca 23569 7/46 The Road ¢ Decca 24463 7/48
Bei Mir Bist Du Schon (Means) / Cuanto La Gusta# /

Joseph! Joseph! Decca 23605 8/46 The Matador# Decca 24479 8/48
Hold Tight* / Well, All Right* Decca 23606 8/46 At The Flying “W"** / A Hundred
Beat Me Daddy (Eight To The Bar) / And Sixty Acres*™* Decca 24481 8/48

Scrub Me Mama With A Underneath The Arches /

Boogie Beat Decca 23807 9/46 You Call Everybody Darling Decca 24490 8/48
The House Of Blue Lights / Bella Bella Marie /

A Man Is A Brother Decca 23641 9/46 The Money Song Decca 24499 9/48
Rumors Are Flying / I'd Love To Call You My Sweet§§ /

Them That Has Gets Decca 23656 9/46 What Did | Do§§ Decca 24504 10/48
Christmas Islandt / Amelia Cordelia McHugh§ /

Winter Wonderlandt MCA 65020 11/46 Beatin', Bangin' ‘N Scratchin'§ Decca 24536 1/49
The Coffee Song / Let A Smile Be Your Umbrella /

A Rainy Night in Rio Decca 23740 11/46 More Beer! Decca 24548 1/49
Luliably Of Broadway / Underneath The Linden Tree Decca 24560 2/49

My Dearest Uncle Sam Decca 23824 2/47 Don't Rob Another Man's
His Feet Too Big For De Bed / Castle## / 'm Bitin' My

Jack, Jack, Jack Decca 23860 4/47 Finger Nails# # Decca 24592 3/49
Go West, Young Man** / In The Good Old Summertime /

Tallahassee** Decca 23885 6/47 Take Me Out To The Ball Game Decca 24605 4/49
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A SIDE/B SIDE LABEL/CAT NO DATE A SIDE/B SIDE LABEL/CAT NO DATE
Hurry! Hurry! Hurry! / | Didn't A Bushel And A Peck /

Know The Gun Was Loaded Decca 24613 4/49 Guys and Dolls Decca 27252 10/50
Hohokus, N.J. / Malaguena Decca 24645 5/49 Ching-Ara-Sa§ / Songs From
Homework / Only For Americans Decca 24660 6/49 Mr. Music§ Decca 27261 10/50
Now! Now! Now! Is The Time*** / Sleigh Ride / The Telephone Song Decca 27310 11/50

Oh, You Sweet One*** Decca 24664 6/49 A Penny A Kiss-A Penny A Hug /
| Can Dream, Can't Ittt/ Zing Zing-Zoom Zoom Decca 27414 1/51

The Wedding Of Lili Marlenettt Decca 24705 8/49 Between Two Trees /

Lovely Night0 ¢ / | Wish | Knew Decca 27421 2/51

Whispering Hope 0 0 Decca 24717 9/49 I'm In A Jam / Three O'Clock In
Betsy** / Weddin' Day™* Decca 24718 9/49 The Morning Decca 27432 2/51
Christmas Candlest / Forsaking All Others™* /

Merry Christmas Polkat Decca 24748 10/49 Sparrow In The Treetop** Decca 27477 3/51
He Rides The Range§§§ Decca 24809 12/49 | Remember Mama / My Mom Decca 27537 4/51
Charley My Boy*** / She Wore A Brighten The Corner / Let The

Yellow Ribbon*** Decca 24812 12/49 Lower Lights Be Burning Decca 14539 5/51
The Blossoms On The Bough / | Want To Be With You Always0 O /

Open Door, Open Arms Decca 24822 1/50 Satins And Lace 0 0 Decca 27609 6/51
Have | Told You Lately That™* Black Ball Ferry Line"* /

Quicksilver®* Decca 24827 1/50 The Yodelling Ghost** Decca 27631 7/51
| See, | See (Asi, Asi)# / He Bought My Soul At Calvary Decca 14566 7/51

The Wedding Samba# Decca 24841 1/50 I'm In Love Againttt / It Never
Count Your Blessings / Entered My Mindtt1 Decca 27635 7/51

The Wedding Samba Decca 14502 3/50 Betsy** / Weddin' Day"" Decca 27555 7/51
Ask Me No Questions** / Dimples And Cherry Cheeks /

Lock, Stock And Barrel** Decca 24942 3/50 There Was A Night Decca 27652 7/51
| Love To Tell The Storyt / | Used To Love You Decca 27700 7/51

Softly and Tenderlyt Decca 14509 4/50 Carioca / Daddy Decca 27757 9/51
Jolly Fella Tarantelia / Stars Are Love Is Such A Cheat /

The Windows of Heaven Decca 24965  4/50 Lying In The Hay Decca 27760 9/51
Ca-Room’ Pa Pa# / Yipsee-I-D# Decca 24979 4/50 Goodbye Darling, Hello Friend /

Muskrat Ramble / Nobody’s Darling But Mine Decca 27834 11/51

Walk With A Wiggle Decca 24981 4/50  The Three Bellis /

Choo'N Gum / I'm Gonna Paper The Windmill Song Decca 27858 11/51

All My Walls Decca 24998 5/50  All The World To Me /
| Wanna Be Lovedttt / I've Just The Blond Sailor Decca 27878 11/51

Got To Get Out Oft11 Decca 27007 5/50 Down In The Valley /

‘Way Down Yonder In New Red River Valley Decca 27894 12/51

Orleans§ / The Old Piano I'm On A Seesaw Of Love /

Roll Blues§ Decca 27024 5/50 Play Me A Hurtin’ Tune Decca 27910 1/52
The Ninety And Nine / Poor-Whip-Poor-Will / Wondering Decca 27979 2/52

Shall We Gather At The River Decca 14521 7/50 It's Fun Learning Music /

Can't We Talk It Over / That Ever Lovin' Rag Decca 28042 3/52

There Will Never Be Another Decca 27115 8/50 Dreams Come Tumbling Down /

High On The List** / Music Lessons Decca 28116 5/52

Life Is So Peculiar** Decca 27173 9/50 Linger Awhile*** /

The Glory Of Lovet / Wabash Blues"™* Decca 28143 5/52

A Rainy Day Refraint Decca 27202 9/50  Here In My Heart§§ / I'm Sorry§§ Decca 28213 5/52
Here Comes Santa Claus** Idle Chatter / One For The Wonder  Decca 28276 6/52

Twelve Days Ot Christmas** Decca24658  10/50 [l Si-Si Ya In Bahia™ /

Mele Kalikimaka** / Poppa The Live Oak Tree** Decca 28256 7/52

Santa Claus** Decca 27228 10/50 Adios / Carmen's Boogie Decca 28342 8/52
A Merry Christmas At My isle Of Golden Dreamsa /

Grandmother's . . .§ Decca 24769 10/50 Naianid Decca 28294 8/52
Jing-A-Ling Jing-A-Ling / Parade The Cockeyed Mayer Of

Of The Wooden Soldiers Decca 27242 10/50 Kaunakak / King's Serenade Decca 28295 8/52
The Christmas Tree Angel / Good Night Alohad /

I'd Like To Hitch A Ride . . Decca 27251 10/50 Malihini MeleA Decca 28297 8/52



A SIDE/B SIDE LABEL/CAT NO DATE
Cool Water** / South Rampart

Street Parade** Decca 28419 10/52
No Deposit No Return Decca 28492 12/52
Don't Be That WayAA /

Sing Sing SingAA Decca 28480 2/53
It 1 Had A Boy Like You /

Piccolo Pete Decca 28481 2/53
East Of The Sun/ In The Mood Decca 28482 2/53
The Mambo Man Decca 28483 2/53
Fugue For Tin Horns /

Now That I'm In Love Decca 28680 4/53
Tegucigalpa / You Too, You Too? Decca 28773 7/53
Love Sends A Little Gift§§ /

This Little Piggie§§ Decca 28929  12/53
My Love, The Blues And Me /

There's A Rainbow Decca 29149 6/54
Bury Me Beneath The Willow¢ 0 /

She'll Never Know ¢ ¢ Decca 29222 9/54

*** with Russ Morgan
11 twith Gordon Jenkins
§§§with Jerry Gray

*  with Jimmy Dorsey
** with Bing Crosby
t with Guy Lombardo

§ with Danny Kaye O with Burl Ives

§§ with Dick Haymes 0 0 with Red Foley

# with Carmen Miranda A with Alfred Apaka
## with Ernest Tubb AA with Skip Martin

The Bachelors

he little-known recordings by the Bachelors are
of special interest because most of the act’s
members eventually went on to well-known groups.
Formed in 1947 at Garner Patterson High School
in Washington, D.C., the group first called them-
selves the Cavaliers, then the Jets. Their neigh-
borhood would eventually spawn groups like THE
CLOVERS, THE HEARTBREAKERS, the Parakeets, and
the Serenaders, but the Jets were one of the first of
the Washington street-corner quintets. Their mem-
bership included Waverly “Buck” Mason (lead),
James “Toy” Walton (first tenor), Walter Taylor (sec-
ond tenor), Herbert Fisher (baritone), and John
Bowie (bass). Also participating was part-time
second baritone and guitarist Charles Booker.
They played clubs and parties for four years,
pulling their act together wherever they could earn
and learn. Some places, like the Club Cavern,
would garner the boys as much as $6 a week each
plus food and tips. They were discovered in 1952
by Earthaline Lee at Washington's Cotton Club,
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and by the fall of 1952 she had them recording for
Rainbow Records of New York.

By the time their first single, “The Lovers,” was
released in the summer of 1953, Buck Mason was
army bound and Robert Russell had replaced him
on lead. “Lovers” was a pretty R&B ballad, more
than competently performed by the quintet and
slightly reminiscent of THE SWALLOWS’ 1951 record-
ing of “Dearest.” (Is probably no coincidence that
Buck Mason’s smooth lead vocal sounded similar to
Swallows lead Eddie Rich: the Swallows were well-
known in the Washington area, based just across
the Maryland border in Baltimore.) One unusual
(and pleasant) element of “The Lovers” is that it
seems to be one of the first R&B vocal group
ballads to have a sax solo backed by vocal harmony
at equal volume for the entire section. But this
uniqueness didn’t earn the record sufficient pro-
motion, and “The Lovers” was soon one more ob-
scure single.

Later in 1953, an appearance at Turner’s Arena
brought the Jets to the attention of recording artist
Amos Milburn. Amos was signed to West-Coast-
based Aladdin Records, and he arranged a New
York recording session for the group. Since Alad-
din prexy Ed Meisner let it be known he already
had an act called the Jets (actually THE HOLLYW0OD
FLAMES cutting under one of their numerous
aliases), the Washington Jets quickly became (for
no apparent reason other than the fact that all five
actually were) the Bachelors.

Their New York session—and the resulting sin-
gle, “Can’t Help Loving You”—came and went al-
most as quickly as the group had changed names.

More than two years passed before the group’s
next recording opportunity: a member of THE SOL-
ITAIRES directed the Bachelors to New-York-based
Royal Roost Records. A fateful recording session
for Royal Roost in 1956 almost turned the group’s
fortunes around. Songwriter Otis Blackwell played
the guys two songs prior to their recording of three
they had already entitled “You've Lied,” “Raining
in My Heart,” and “Baby.” The group chose one of
the two, “I Found Love,” as their fourth side. Had
they picked the other song they might have had a
big hit and robbed Elvis Presley of his third num-
ber one record. The song was “Don’t Be Cruel.”
“Youve Lied” became their single and arguably
their best release, but it never got off the ground.

The quintet began to search for a new label as
well as some new faces. Walter Taylor and Herb
Fisher left. Don Covey (formerly of the Rainbows)
spent a minute with the act, and finally second
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tenor/baritone James Taylor (definitely not the “Fire
and Rain” troubador) settled in.

In 1957 the group—now a quartet—had joined
Poplar Records, also the new home of their Wash-
ington neighbors the Clovers. “After” was their only
release. After it was over, the group realized that
four singles on four labels in five years was no
smooth road to success, so they broke up. In 1958,
however, Walton and Fisher pulled together a group
that included bass John Terry (formerly of the
Dominoes), Joe Woodly, and Wilbert Dobson
(both baritones).

Sporting three natural baritones, the group re-
corded for Teenage Records as the Links with
“She’s the One.” One more interim group as the
Knickerbockers (no recordings) and the Jets/
Bachelors/Links began filtering into name groups.

By 1959 John Bowie had joined the original
MOONGLOWS, taking Harvey Fuqua’s place. He soon
after became a member, with Harvey, of the new
Moonglows, another Washington, D.C., group orig-
inally called the Marquees. John Terry joined THE
DRIFTERS in 1962. Walton and Roosevelt Hubbard
(of the Knickerbockers) joined the Clovers along
with former Bachelors lead Robert Russell. By the
early '60s, three fourths of Harold Lucas’s Clovers
were actually the Bachelors/Links/Knickerbock-
ers, and by 1969 John Bowie had become a member
following Robert Russell’s death.

Keeping the tradition of the great groups alive
via post-peak membership was probably the Bach-
elors’ greatest legacy, although they did leave
behind some fine R&B vocal group recordings.
Collectors today seem to share that feeling: an
authentic R&B vocal group sound combined with
scarcity have made “You've Lied” valued at over
$200 and “Can’t Help Loving You” worth as much
as $750.

The Barrett Sisters

ne of the nation’s top female gospel trios, the

Barrett Sisters spent a good part of their
youth singing solo before they became a long-term
family group. The three sisters, Deloss, Billie, and
Rodessa began singing in the Morning Star Baptist
Church at 3991 South Park Boulevard in Chicago
around 1940. Rodessa (first soprano) was six,
Delois (second soprano) was 10, and Billie (con-
tralto) was eight when the trio, directed by their
aunt Mattie Dacus, became first the Barrett and
Hudson Singers (as they sang briefly with cou-

sin Johnnie Mae Hudson) and then simply the
Barrett Sisters.

The girls attended Englewood High School, and
while in her senior year, Delois was recruited by the
famed Roberta Martin Singers. She returned to
graduate and then spent the next 18 years as a
member of Martin's group. Meanwhile, Rodessa
moved to Gary, Indiana, and became the choir
director of the Galileo Baptist Church. Billie stud-
ied voice training at the American Music Conserva-
tory and became a church soloist.

In 1962 the three sisters drifted back together
and re-formed the Barrett Sisters. Roberta Martin
took the talented trio to Fred Mendelsohn at Savoy
Records and in September of 1963 they issued their
first LP Jesus Loves Me. The Barrett Sisters’ fame
began to spread, and their vocal blend earned them
the name “The Sweet Sisters of Zion.”

Over the years their status as consummate mes-
sengers of gospel music has enabled them to tour
much of the world. In the U.S., they've performed
all over, from Ford’s Theatre in Washington and the
Civic Opera House in Chicago to the Cow Palace in
San Francisco. Their TV exposure has included
Oprah Winfrey’s show and “The Tonight Show.”
Today Billie Barrett Greenbey, Rodessa Barrett
Porter, and Delois Barrett Campbell are still per-
forming and touring the country.

The Basin
Street Boys

any vocal groups racked their collective

brains to come up with an interesting name,
only to find out later that another group had already
used the same moniker (i.e., THE DRIFTERS on At-
lantic in 1953 preceded by the Drifters on Choral
in 1950; THE ANGELS on Caprice in 1961 preceded
by the Angels on Grand Records in 1954; THE
DIAMONDS on Mercury in 1957 preceded by the
Diamonds on Atlantic in 1951, and so on).

The Basin Street Boys of the late "40s, however,
knew what they were doing when their lead singer
named them after a popular Lynchburg, Virginia,
act fronted in the '30s by the legendary Steve
Gibson (see THE FIVE REDCAPS). The original
“Boys” had moved to Los Angeles in 1937 and a
young Belmont High student named Ormand
Wilson had come to know the members. Influenced
by the group, Wilson began his own singing career



with Ben Cartens’ Plantation Boys singing on the
radio and doing movies. Several members of the
Plantation Boys, including Ormand on lead,
formed a group called the Dreamers in the
early ’40s.

By 1945 Ormand saw fit to form a new act, and
with warm regards for his roots (Steve Gibson had
even taught Ormand how to play guitar) he brought
together Gene Price, Reuben Saunders, and Arthur
Rainwater (a.k.a. Artie Waters) as the Basin Street
Boys. Their sound suggested the best aspects of
THE INK SPOTS while leaning toward the developing
rhythm and blues style. They signed with Leon
Rene’s Los Angeles-based Exclusive Records
and began recording in late 1945. (Rene later
owned the Class record label and had written the
1941 standard “When the Swallows Come Back
to Capistrano.”)

The quartet’s first release had them backing up
then unknown (and still unknown) Judy Carroll on
the Modernaires-styled shuffle “I Want to Love and
Be Loved.”

Their second shellac single, “Jumpin’ at the
Jubilee,” got local attention, but it wasn’t until the
summer of 1946 that the group reached its peak
popularity with the release of Leon and Otis Rene’s
“l Sold My Heart to the Junkman.” “Junkman”
never made the national pop or R&B charts, al-
though the song was a beautiful ballad, with Or-
mand’s crooning style very much in evidence and a
solid backing by the group. But it was successful in
performance and on radio, giving the group the
opportunity to tour the country in the fall of 1947
with a stopover in New York. There they played the
Apollo Theater and began doing the local New
York/New Jersey club circuit, starting with the
Twin Bass in Gloucester, New Jersey.

By now Exclusive had released five more Basin
Street Boys singles. None had the magic of “Junk-
man,” though “I'll Get Along Somehow,” a very
pretty ballad, deserved greater recognition. So did
“Junkman,” for that matter. But the song remained
obscure until THE STARLETS made it a number 13 hit
in 1962 under the name the Bluebells (see PATTI
LABELLE AND THE BLUE BELLES).

By September of 1948, while the group was
performing in the Cleveland area, Mercury Rec-
ords had bought eight sides that the group had cut
in Philadelphia. The labels now read “Ormand
Wilson and the Basin Street Boys,” and the first
Mercury release coincidentally (or not) was “If 1
Can’t Have You,” the same song that the Five
Redcaps (with Steve Gibson) had just released on
MGM. (Completing the circle, it's rumored that
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Ormand joined the Redcaps to perform at Chubby’s
Club in Collingswood, New Jersey in 1949.)

None of their records, as good as they were, got
much attention beyond the club and theater cir-
cuits. The group earned its bread and butter as a
performing unit (they were reported to have been a
favorite of the Miami Mafia set) and this kept them
going for the six years of their existence.

The group had split up by 1951 and melted into
musical obscurity. Ormand Wilson hasn’t been
seen or heard from since 1969. Nonetheless, their
12 singles had an impact on the music that would
soon become 1950s rhythm and blues.

THE BASIN STREET BOYS
A SIDE/B SIDE

Judy Carol and the

Basin Street Boys

Changes / | Want To Love
And Be Loved

LABEL/CAT NO DATE

Excl 215 1945

The Basin Street Boys
Jumpin At The Jubilee /
Nothin' Ever Happens To Me
| Sold My Heart To the Junk Man /
Voot Nay On The Vot Nay
This Is The End Of A Dream /
| Need A Knife, Fork And
A Spoon
I'm Gonna Write A Letter To My
Baby / Josephine
I'll Get Along Somehow /
Exactly Like You
Summertime Gal /
Satchel Mouth Baby
You're Mine Forever / Near You

Ormond Wilson and the

Basin Street Boys

If | Can't Have You/ Come.To Me

Please Give My Heart A Break /
To Make A Mistake Is Human

Exlc 220 1946

Exlc 225 1946

Excl 229 1946
Excl 239
Excl 247 1947

Excl 19x
Excl 21x

1947
1947

Merc 8106 10/48

Merc 8120 12/48

The Beavers

n the 1940s and ’50s many groups were formed

by would-be singers in junior high schools, high
schools, and colleges, but only a handful were put
together by teachers for the express purpose of
recording and performing. The Dominoes, a New
York group, were formed by teacher Billy Ward; the
Velvets from Odessa, Texas, were assembled by
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music instructor Virgil Johnson. One of the more
obscure groups to come together in this manner was
the Beavers. Voice teacher Joe Thomas put his
dream group together in 1949 using students at his
New York music school. They included leads Fred
Hamilton (tenor) and John Wilson (baritone), Ray-
mond Johnson (bass), and Dick Palmer (tenor and
brother of THE JIVE BOMBERS lead singer, Clarence
“Bad Boy” Palmer).

Their recording opportunity came later in 1949
when Joe Thomas got them a contract with Coral
Records. Neither of their two releases charted, but
the group became a vehicle for the songwriting of
Thomas and Howard Biggs, the group’s arranger
(and former arranger for THE RAVENS). Two outstand-
ing songs were “I'd Rather Be Wrong than Blue”
and “If You See Tears in My Eyes.” The former was
later recorded by the Shadows on Lee Records and
the latter was done beautifully by THE DELTA
RHYTHM BOYS on Atlantic in 1950. The Beavers had
greater success when their name wasn’t on the
label: Lionel Hampton and the Hamptones covered
the AMES BROTHERS hit “Ragmop” in February of
1950, which went top five on the R&B charts and
rose to number seven on the pop charts. You
guessed it—the Hamptones were the Beavers.
They were also the unsung background heroes on
Herb Lance’s 1949 R&B top 10 hit, “That Lucky
Old Son” on Sittin’ In Records. The group broke up
in 1950 when Palmer and Johnson left to join THE
BLENDERS, and by 1951 Johnson had moved on
again, this time to join the Marshall Brothers
on Savoy.

THE BEAVERS

A SIDE/B SIDE LABEL/CAT NO  DATE
If You See Tears In My Eyes /
| Gotta Do It Coral 65018 10/49

I'd Rather Be Wrong Than Blue /
Big Mouth Mama

That Lucky Old Son

Rag Mopt

Coral 65026 3/50
Sittin In 1949
Decca 24885 1950

1 as the Hamptones

The Blenders

hen one member of a group gets in on the flip
of a coin, a second is okayed by a singer from
another group, and a third joins when he is re-
placed in his previous group by a new lead singer,
you tend to conclude that their collaboration was an

accident. That's how the Blenders came together,
and though they were not a big success, they were
one of those important interim groups that served
as a link between late *40s gospel and pop and
early '50s R&B.

Their story began in 1949 in New York City.
Ollie Jones, a second tenor, was the replaced vocal-
ist who decided to start his own group. His original
quartet was none other than the legendary RAVENS.
Pressed by group leader and bass Jimmy Ricks to
move up, Ollie became the act’s tenor lead on their
first recordings for the Hub label in 1946. Soon
after, however, his position became jeopardized
when the amazing Maithe Marshal signed on. By
1948, Ollie and baritone Tommy Adams were tour-
ing as part of another group called the Four Notes.
By 1949, Jones felt it was time to act. He found bass
singer James DeLoach, and took him to Jimmy
Ricks to see what Ricks thought. Auditioning for
someone not in the group he was trying to join
seemed a little strange to James, but when Ricks
said he sounded fine, DeLoach quickly jumped on
the bandwagon. Ollie and James then began inter-
viewing tenors, and when they found two of appar-
ently equal caliber, they made the decision by
flipping a coin; Abel DeCosta was added to the
roster. Tommy Adams of the Four Notes joined as a
baritone and the quartet was on its way. Proud of
their smooth harmonies, they named themselves
the Blenders.

The group’s Ravens-like arrangements were no
accident; Jimmy Ricks was actively working with
the group as an unofficial manager. It was through
him that the Blenders met National Records exec
Lee Magid (the Ravens were on National from 1947
to 1951). The Blenders cut only one single for
National in the fall of 1949: “I Can Dream Can’t I”
with Tommy Adams on lead. In early 1950, Magid
went to work for Decca and took the Blenders
with him.

Their first Decca release came in May of 1950,
with an excellent ballad entitled “Gone.” Its blues
sound and background vocal “oh’s” were exemplary
of R&B at the time. Groups like the Blenders were
taking what they learned from gospel groups, blues
artists, and THE INK SPOTS and translating it into a
more acceptable pop sound in the early ’50s. Later,
young groups would emulate their harmonies while
adding a rock beat and rhythm. Both sides of the
Blenders single had a tenor lead by Ollie Jones, as
Lee Magid was not convinced that the world needed
another bass lead group like the Ravens. But when
“Gone” failed, he gave the Ravens approach a shot
in June of 1950 with the DeLoach lead “Count



Every Star” (actually a cover of the Ravens’ far su-
perior version released two months earlier). For the
next single, the Blenders released a version of “I'm
So Crazy for Love,” recorded in October 1950 and
released the following month. Returning the earlier
favor, the Ravens recorded the same song in No-
vember and released their version in December. It
was not uncommon in the 50s for two or more acts
to cut the same song when word got around that
someone had a hot song. In this case, however, the
competition managed to kill off both versions.
The quartet’s first record of 1951 was a beautiful
version of the classic “The Masquerade Is Over,”
also cut at the October session. By this time mem-
bership changes were having an effect on the
group’s stability. Dick Palmer replaced ailing bari-
tone Tommy Adams. Dick had been a member of
the Palmer Brothers with brothers Clarence and
Earnest. (Six years later Clarence would become
lead of the JIVE BOMBERS on the classic “Bad Boy.”)
James DeLoach also succumbed to illness, and
Ray Johnson joined the act. Now half of the
Blenders (Palmer and Johnson) on Decca were for-
merly half of the BEAVERS on Coral, who had just
split up due to their exit. By the summer of 1951,
DeLoach was back and Johnson was on baritone;
then both he and Palmer left and baritone Napoleon
“Snaggs” Allen came in the revolving door.
Throughout 1951 and 1952, the group released
singles on Decca and toured extensively on the
club circuit. In March of 1952, the group played a
week at the Apollo Theatre even though their score
card at the time read “seven singles out, no suc-
cess.” That same week a riot broke out at a show in
Cleveland hosted by up-and-coming disc jockey
Alan Freed, forcing the cancellation of that event.
They turned out two more singles for Decca in
April and June 1952, neither of which helped their
stalled recording career. But the group kept mov-
ing forward. Dropped by Decca after eight singles,
they were signed by new manager Rita Don to MGM
for two well-crafted but unpromoted releases.
When MGM exec Joe Davis left to set up his own
Jay Dee label, the group found themselves a new
recording home for the fourth time in four years.
The result was the Ollie Jones-led “Don’t Play
Around with Love,” which became a popular East
Coast record and by far their most successful re-
cording. Joe Davis had the group revise the lyrics
slightly on one tape and sent tape copies of “Don’t
F--- Around with Love” to various deejays. This
recording became the group’s last release under
their own name while still together. In January of
1956, Davis released “Somebody’s Lying” (under
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the name the Millionaires) from the group’s origi-
nal session with him in 1953. Decca put out two
previously unreleased cuts in July of 1961, and
collectors everywhere cheered when Kelway Rec-
ords, an obscure Staten Island label, put out “Don'’t
F--- Around with Love” on a single in 1971. The
group, however, had long since disbanded in 1954,
as founder Ollie Jones took Abel DeCosta from
the transitional Blenders to form one of the pre-
mier background groups of the mid- to late ’50s,
THE CUES.

THE BLENDERS

A SIDE/B SIDE LABEL/CAT NO DATE
| Can Dream Can't | /

Come Back Baby Blues Nat'l 9092 11/49
Gone / Honeysuckle Rose Decca 48156 5/50
Count Every Star / Would | Still Be

The One In Your Heart Decca 48158 6/50
I'm So Crazy For Love /

What About Tonight Decca 48183 10/50

I'm Afraid The Masquerade Is
Over / Little Small Town Girl
All | Gotta Do Is Think
Of You / Busiest Corner In

Decca 27403 1/51

My Hometown Decca 27587 1951
My Heart Will Never Forget /

You Do The Dreamin’ Decca 48244 10/51
I'd Be A Fool Again /

Just A Little Walk With Me Decca 28092 4/52
Never in A Million Years /

Memories Of You Decca 28241 6/52
| Don't Miss You Anymore /

If That's The Way You Want

It Baby MGM 11488 5/53
Please Take Me Back /

Isn't It A Shame MGM 11531 7/53
You'll Never Be Mine Again /

Don't Play Around With Love Jay-Dee 780 9/53
Somebody'’s Lying* /

Kansas Kapers* Davis 441 1/56
Tell Me What's On Your Mind /

When I'm Walkin' With My Baby Dvs 31284 1961
Don't F— Around With Love /

I'm Gonna Do That Woman In Kelway 101 1971

* as the Millionaires

The Brown Dots

he Brown Dots came together in New York City
in 1944, and were actually the first spin-off
group of THE INK sPOTS. Deek Watson, tenor and an
original member of the Spots from 1931, departed
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after a dispute with the group and formed another
Ink Spots with Jimmy Gordon (bass), Joe King
(tenor), and Pat Best (baritone). Jimmy Nabbie, a
singer with a beautiful operatic voice and a founder
of the pop group the Orange Blossom Singers
(1940-41), auditioned for the group and became a
member, soon replacing Joe King. Meanwhile, the
original Ink Spots filed a lawsuit to stop Watson'’s
group from using the name. Deek, not wanting to
lose the association with his past success, changed
the name, just barely, from the Ink Spots to the
Brown Dots.

They signed to record for the Newark-based
Manor label in 1946 and turned out some excellent
pop harmony records over the next four years. A
versatile group, all but Gordon sang lead on one or
more of their 18 single releases. Several of the
members became accomplished songwriters as
well: Watson and Best wrote the classic “I Love You
for Sentimental Reasons.” The song became the B
side of their second single. In 1946, it was released
again, this time as the A side, but it never charted
nationally. The writers did, however, see the song
become a number one record in 1946 by Nat King
Cole and then a top 20 hit in 1957 for Sam Cooke. It
was also covered by the Riviliers on Baton in 1954
and then again by THE CLEFTONES on Gee in the fall
of 1961.

In the late 1940s and after 13 single releases,
friction developed between the group and Deek
Watson. Gordon, Nabbie, and Best brought in
Danny Owens of the spiritual group the Cole-
manaires and changed their name to the Sentimen-
talists, while Watson formed a new Brown Dots
aggregation.

No sooner had the Sentimentalists logged a few
releases than they were requested by bandleader
Tommy Dorsey to change their name. It turned out
that Dorsey had a vocal group with the same name,
and even though his group had disbanded, he still
had the name first, and he owned it.

The group, taking stock of the songs they had
not yet recorded under the name the Sentimental-
ists, realized the collection added up to only four
tunes. Naturally the group therefore took the name
THE FOUR TUNES.

Meanwhile, Deek Watson closed out the Brown
Dots history in 1949 with four competent but un-
successful singles, including “If I Could Be with
You,” featuring a female lead sung by Gwen Bell.
Unlike Deek’s original Brown Dots assemblage,
which recorded new compositions, his later group
recorded several standards like “Dark Town Strut-
ters’ Ball” and “My Bonnie Lies Over the Ocean.”

THE BROWN DOTS

A SIDE/B SIDE LABEL/CAT NO DATE
Let's Give Love Another Chance /

Thirty-One Miles For A Nickel

(Subway Serenade) Manor 1005 1945
For Sentimental Reasons / Youre

Heaven Sent Manor 1009 1945
Just In Case You Change Your

Mind / You're A Heartache

To Me Manor 1015 1945
That's What She Gets /

Escuchame Manor 1016 1945
It Is Right / Patience

And Fortitude Manor 1017 1945
Surrender /

Satchemouth Baby Manor 1026 1946
If | Can't Have You /

I'm Loving You For You Manor 1027 1946
Please Give A Broken Heart A

Break / Well Natch Manor 1032 1946
Rumors Are Flying /

You Took All My Love Manor 1040 1946
It's A Pity To Say

Goodnight / For Sentimental

Reasons Manor 1041 1946
How Can You Say

1 Don't Care / Long Legged

Lizzie Manor 1044 1947
1 Don't Know From

Nothing Baby / Shout Brother

Shout Manor 1057 1948
That's What She Gets /

Why You Know Knock Manor 1075 1948
Let's Give Love Another Chance /

Just In Case You Change

Your Mind Manor 1163 1949
The Sentimentolists
Sitent Night / O Come All

Ye Faithful Manor 8002 1948
Ave Maria / White Christmas Manor 8003
| Want To Be Loved /

Foolishly Yours Manor 1046 1948
I'll Close My Eyes /

Save Me A Dream Manor 1047 1948
I'd Rather Be Safe

Than Sorry / I'l Be Waiting

For You Manor 1049 1948
Deek Wotson's Second Brown
Dots Group on Monor
Darktown Strutters’ Ball /

As Tho' You Don't Know Manor 1166 1948
At Our Fireplace /

Bow-Wow-Wow Manor 1170 1948
If | Could Be With You /

After Awhile Manor 1171 1948
My Bonnie Lies Over The Ocean /

You Better Think Twice Manor 1179 1948




The Cats and
the Fiddle

M group that was ahead of its time” best de-

scribes the '40s vocal/instrumental combo
the Cats and the Fiddle. Formed in Chicago in
1937, Jimmy Henderson, first tenor, Ernie Price,
second tenor, and Chuck Barksdale, bass, were
searching for a lead singer when they met Austin
Powell. Austin had been the featured vocalist for a
local high school quartet known as the Harlem
Harmony Hounds. The new quartet christened it-
self the Cats and the Fiddle from an old nursery
rhyme. The fact that the term “cats” came from jazz
slang and “fiddle” related to Barksdale’s stand-up
bass made for a satisfying choice of name.

From the beginning their harmony was a blend
of jazz and gospel with a touch of MILLS BROTHERS.
Their recording career began in 1939 when Victor
Records representative Lester Melrose spotted the
boys at one of their numerous live performances in
Chicago. Signed to Victor’s Bluebird affiliate, the
group issued its first release in August with the
unlikely title of “Nuts to You.” Though racial bar-
riers of the period kept the “Cats” sound confined
mostly to black audiences, they did appear in a
few films with white stars, most notably Goir
Places with Dick Powell and Anita Louise. Playing
stable boys, they were featured singing “Jeepers
Creepers” in the 1939 flick.

After four more single releases the group hit
with the Jimmy Henderson-penned ballad “I Miss
You So.” The mid-tempo shuffle (the label said “fox
trot”), with high tenor harmonies carried through
the entire recording, included a tipple-led instru-
mental (a tipple is a long-forgotten 10-stringed in-
strument that looks like a small acoustic guitar and
sounds like a ukulele). The song, later slowed down
and recorded by THE ORIOLES, is now a standard,
but in early 1940 it was just another excellent black
vocal-group recording unknown to the mass mar-
ket. Still, it was popular in black communities and
enabled Austin and company to continue their
whirlwind schedule of national one-nighters, from
the Apollo Theatre to elegant supper clubs.

Tragically, Henderson contracted meningitis
during “I Miss You So’s” climb to popularity, and
he died before 1940 was over. A former member of
the Harlem Harmony Hounds, Herbie Miles, took
over the first tenor slot in July until Lloyd “Tiny”
Grimes replaced him'in January 1941 starting with
the single “If I Dream of You.” The quartet’s trage-
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dies continued when Barksdale died in 1941 and
was supplanted by George Steinback. The first
tenor spot rotated again as Tiny left in 1942 to be
replaced by Mifflin “Pee Wee” Branford.

The group recorded the last of its 21 singles for
Bluebird on October 17th, just 50 days before Pearl
Harbor. The record, ironically titled “Life’s Too
Short (To Worry 'Bout That),” was issued in Febru-
ary of 1942, and between the war, the shortage of
shellac (used to make records), and the recording
industry strike of that year, there was little further
opportunity for the act to wax their performances.
The group continued to appear, but without Austin
Powell, who had been drafied in 1943. His position
was temporarily covered by Hank Haslett and later
by the returning Herbie Miles.

In late 1944 the Cats and the Fiddle signed with
the Regis/Manor group of labels, rerecording “I
Miss You So” with Ernie Price up front. Austin
Powell returned in 1946 just in time to lead the
group on the Loveday-Kreska standard “That's My
Desire,” 11 years before THE CHANNELS’ magnifi-
cent version borrowed from the Cats creativity.

Several personnel changes occurred in the mid-
to late 40s, including the addition of Shirley Moore
singing lead on their next-to-last Manor single
“Honey Honey Honey.”

By 1950 they were on Gotham Records of Phila-
delphia, achieving local success with “I'll Never
Let You Go”; they ended their recording career that
year with one single for Decca.

In 1951 Powell formed a new act consisting of
Doris Knighton, Johnny Davis (tenor), Stanley
Gaines (bass), Beryl Booker (formerly of the Top-
pers), and Dottie Smith (formerly of the Har-
lemaires on Atlantic). He called the act the Austin
Powell Quintet, and they recorded one Decca sin-
gle, “All This Can’t Be True,” in 1951. The group
soon fell apart as both Austin and Dottie moved
over to Louis Jordan's group.

The Cats legacy of 36 releases only partially
tells their story. Of course they had to be good to get
that many chances, but beyond that the group pi-
oneered their style of vocal harmony many years
before it was popular to do so.

The Charioteers

One of the tightest and most popular harmony
groups of the 1940s, the Charioteers were
another of the handful of aggregations put together
in school by a teacher. Their mentor and vocalist
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was professor Howard Daniel, and their school was
Wilberforce University in Ohio. Professor Daniel
built his group around the brilliant lead voice of
tenor Billy Williams; the other members were Ira
Williams and Ed Jackson. Forming in 1930, they
originally called themselves the Harmony Four.
Later they changed it to the Charioteers, from the
song “Swing Low, Sweet Chariot,” a favorite from
the group’s repertoire. Starting out with spirituals,
the group expanded its collection to include a
greater number of popular tunes. Their first break
came after winning the Ohio State Quartet contest
in 1931, and soon after, they were brought in to
perform on a Cincinnati radio show at station WLW.
They ended up staying with the station for over two
years, until another radio series brought them to
New York.

They signed their first recording contract with
Decca Records in 1935. Between 1935 and 1939
they recorded for V-Disc, Vocalion, Brunswick,
and Decca without having a hit, yet their popularity
grew through radio and live performances. Unlike
most of the popular black vocal groups of the time
(like THE INK SPOTS and THE DELTA RHYTHM BOYS)
who did little backup work, or rarely received
credit on records when they did back up major
vocalists, the Charioteers had the good fortune to
record with three major singers over a 10-year span
(1935-1945): Pearl Bailey, Frank Sinatra, and
Bing Crosby. Their long run as guests on the Bing
Crosby radio show seems to have justified label
credit alongside the stars.

In 1938, they signed with Columbia (and its
Okeh affiliate), where they would stay for over 10
years. Ironically, in all that time they only had one
R&B chart record, a beautiful ballad “A Kiss and a
Rose,” in the summer of 1949. The song, which the
Charioteers copied from the Ink Spots’ original
rendition of the same year, went to number eight on
the R&B charts. Ironically, Billy Williams, a re-
cording member for 14 years, left the Charioteers
only five months after their first and only hit. He
then formed a new group in early 1950. The rest of
the Charioteers also left Columbia in 1950 and
drifted through five labels over the next seven
years, never quite regaining the popularity they
had with Billy.

Given the Charioteers’ lack of hits, it was pure
talent, performance popularity, and relatively sta-
ble membership that kept them together for 26
years, recording 75 single releases over 22 of those
years. Their last single release was “The Candles™
on MGM records in 1957.

THE CHARIOTEERS

A SIDE/ B SIDE LABEL/CAT NO DATE
Along Tobacco Road /

Ridin’ Around In The Rain Decca 420 1935
Little David Play On Your Harp /

Snowball Decca 421 1935
Cancel The Flowers /

The Train Song V-Disc 431
One More Dream® V-Disc 673
My Lord, What A Mornin / I've Got

A Home In That Rock Medtey

From “The Fleet's In"* V-Disc 729
Ooh, Look-a There, Ain't

She Pretty V-Disc 839
Who** V-Disc 865
Words That Are Breaking

My Heart V-Disc 893
Sing A Song Ot Six Pence / Way

Down Yonder In New Orleans Vocin 3923 1/38
Song Of The Volga Boatmen /

Dark Eyest Vocin 4015 4/38
A Brown Bird Singingt Vocln 4068 5/38
Laughing Boy Blues /

Sing You Sinnerstt Vocin 4125 5/38
Let's Have Harmony / The Man

Who Cares (Penny Wise) Bms 8237 10/38
My Gal Sal / Forget It You Can Vocln 5025 8/39
Don't Dally With The Devil§ /

Sometimes | Feel Like A

Motherless Child§ Okeh 5209 1939
Steal Away To Jesus / Water Boy Brns 8459 9/39
Swing Low, Sweet Chariot /

All God's Chillun Got Shoes Brns 8468 10/39
I'm Gettin' Sentimental Over You /

Why Should | Complain Col 35229 10/39
Don't Dally With The Devil§ /

Sometimes | Feel Like A

Motherless Child§ Vocin 5209 11/39
So Long / The Gaucho Serenade Col 35424 4/40
Water Boy / Swing Low,

Sweet Chariot Col 35693 9/40
Go Down Moses /

Were You There Col 35718 9/40
Darling, Je Vous Aime Beacoup /

Calling Romance Col 35736 10/40
I'm In His Care / All God's Chillun

Got Shoes Col 35741 10/40
Love's Old Sweet Song / Silver

Threads Among The Gold Col 35749 10/40
| Don't Want To Cry Anymore /

Only Forever Col 35765 10/40
Calliope Jane / | Should Have

Known You Years Ago Col 35779 11/40
Steal Away To Jesus / Jesus Is A

Rock In A Weary Land Col 35787 11/40
The Calt Of The Canyon /

We'll Meet Again Col 35811 11/40
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A SIDE/ B SIDE LABEL/CAT NO  DATE A SIDE/ B SIDE LABEL/CAT NO  DATE

Goodnight, Mother My Heart's Sleepy Time Gal / My Fate Is In
On Ice Col 35851 12/40 Your Hands Col 37913 11/47

Old Folks At Home / Carry Me If | Could Be With You / On The
Back To Old Virginny Col 35887 1/41 Sunny Side Of The Street Col 37914 11/47

May | Never Love Again / Why Is A | Can't Get Started / Sweet Marie Col 37915 11/47
Good Gal So Hard To Find Col 35942 2/41 What Did He Say / Oooh! Look-A

Between Friends / I'll Forget Col 35981 2/41 There Ain't She Pretty Col 38065 12/47

Braggin' / You Walk By Col 36027 341 Now |s The Hour# / Peculiar# Col 38115 2/48

| Understand / A Dream For Sale Col 36094 5/41 When | Grow Too Old To Dream /

Song Of The Volga Boatmen / The Last Thing | Want Is
Dark Eyest Okeh 4015 1941 Your Pity Col 38187 4/48

Speak To Me Of Love / Run, Run, Run / The Tourist Trade Col 38261 7/48
A Brown Bird Singingt Okeh 4068 1941 It's Too Soon To Know / Until Col 38329 9/48

Laughing Boy Blues / A Kiss And A Rose / A Cottage In
Sing You Sinnerstt Okeh 4125 1941 Old Donegal Col 38438 3/49

Forget If You Can / My Gal Sal Okeh 5025 1941 Who** / Don't Ever Leave Me** Hrmny 1059 10/49

All Alone And Lonely / This Side Of Heaven /

Careless Love Okeh 6220 6/41 Hawaiian Sunset Col 38602

Daddy / Down, Down, Down Okeh 6247 6/41 S'Posin’ / I'm The World's

Wrap Up Your Troubles In Biggest Fool Kystn 1416 1952
Dreams / | Heard Of A City I've Got My Heart On My Sleeve /

Called Heaven Okeh 6292 7141 Don't Play No Mambo Josie 787 1955

The Cowboy Serenade / Easy Does It / Tremble, Tremble,

Yes Indeed Okeh 6310 7/41 Tremble RCA 47-6098 4/55
| Don't Want To Set The World On Thanks For Yesterday /
Fire / One Two Three O’Lairy Okeh 6332 8/41 I'm A Stranger Tuxedo 891 1955

Elmer’s Tune / Hawaiian Sunset Okeh 6390 9/41 Forget If You Can /

Nothin' / Call It Anything it's Love Okeh 8424 10/41 Sleepy River Moon Tuxedo 892 1955

| Got It Bad And That Ain't Good / The Candles / | Didn't Mean To Be
Cancel The Flowers Okeh 6509 12/41 Mean To You MGM 12569 1957

Tica-Tee Tica-Ta / The Train Song Okeh 6589 2/42 — — -

Sylvia / This Side Of Heaven Col 36730 giag  WithBing Crosby §  with Mildred Bailey

Don't You Notice Anything New / w!th Pealtl Balleg( §§ w!th Frank Sinatra
It Doesn't Cost You Anything Col 36792 as 1 w!th Maxine Sullivan # with Buddy Clark

Lily Belle§§ / Don't Forget 1t with Fletcher Henderson
Tonight Tomorrow§§ Col 36854 9/45

No Soup / One More Dream Col 36903 1/46

On The Boardwalk /

You Make Me Feel Young Col 37074 8/46

The Coleman
Rogue River Valley Col 37195 12/46

Open The Door, Richard / B th
You Can't See The Sun rO ers
When You're Crying Col 37240 2/47

Say No More / Chi-Baba Chi-Baba  Col 37384 5/47 During the ’40s and ’50s, various publications

So Long/ Ride Red Ride Col 37399 6/47 and radio stations began issuing charts to

Sylvia / 'm Gettin' Sentimental indicate the most popular records. Whether it was
Over You Col 37518 6/47  pop, R&B, country, or some crossover combina-

The Ll tion, charts covered everything from jukebox plays
We'l Meet Again ) Col 37519 6/47 10 record sales. One area of music that was not di-

| Miss You So / You're Breaking In s s . .
A rectly affected by the hits list was spiritual music.

ew Heart Col 37546 6/47 4 AR :

I've Got A Home In That Rock / Performers doing spirituals earned their success
Jesus Is A Rock In A lhe_lo_ng hard way, through performances and radio
Weary Land Col 37853 947  activity, but not in a competitive mode. A group’s

I'm In The Mood For Love / greatness was judged mainly on its artistic ability
Sweet Lorraine Col 37912 1147 and longevity. Among those with both were the
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Coleman Brothers, nearly three generations of
them, encompassing 10 family members in three
Coleman groups.

The first Coleman Brothers formed in Montclair,
New Jersey, in 1917 after various family members
moved from Kenbridge, Virginia. There were al-
most as many ministers in the family as there were
singers, and the church was the center of Coleman
family life. The members were David, Lewis, Mat-
thew, and Levi Coleman. Known as the Coleman
Brothers Quartet, they spent years building a repu-
tation as a stirring and emotive group.

In 1925 younger cousin Everette Coleman and
his family arrived in New Jersey and quickly
formed the second Coleman family group, consist-
ing of Everette (lead), Lander (tenor), Wallace
(tenor), Jack (bass), and non-family members How-
ard Harris and Robert Tippins, both baritones. A
year after that, New Jersey became Coleman coun-
try as a third and even younger group emerged,
including Lander (moonlighting in both groups),
Octavius, Melvin, and Robert Bright, ranging in
age from 12 to 16. They christened themselves
the Jubilee Four and performed under that name
until 1932 when they merged with the second
Coleman Brothers.

The first group had retired in 1926 without ever
recording. The new combination evolved by 1933 to
include Russell, 17 (first tenor), Lander, 20 (second
tenor), Wallace, 19 (baritone), and Melvin, 21
(bass). Everette also stayed with the Colemans
but mostly played guitar. Rounding out the group
with Danny Owens, the Brothers-plus-one jumped
from radio shows to national tours without skip-
ping a beat.

In 1943 manager Milton Lesnick took charge of
the Coleman Brothers and eventually brought them
to Decca Records to record. Their first 78, in
November of 1944, was “Low Down the Chariot,”
which would become one of their most popular and
memorable performances.

They began singing on WABC radio every day
and became the house group at CBS radio with
their own morning show in New York. They were
now performing a wider variety of music; the show
included everything from spirituals to country and
western. They became one of the first black groups
to do television commercials for major products
when in 1945 they advertised Chase & Sanborn
coffee on NBC.

The brothers were so popular and successful
that they set up their own business empire encom-
passing a record label (Coleman Records), a lodge,
a hotel in Newark, and a collection of barbeque

restaurants in the Newark area. Melvin became the
record company president, Lander was vice presi-
dent, and Russell operated as secretary. Soon after,
A. J. Eldridge replaced Melvin so the latter could
work full time on the Brothers’ lucrative business
enterprises.

By 1946 they'd moved on to Cincinnati to work
on WIW, the same station that launched the
Mills Brothers.

They sporadically issued 78s like “Get Away
Mr. Satin, Get Away” on Decca, and in 1945 made
four records for the Manor label. In 1947 Coleman
Brothers records came out on both Decca and
Manor, indicating that one of the labels had extra
sides in the can or the Brothers were recording
unethically for one of the companies.

By the end of 1948, the Coleman Brothers had
done numerous commercials, TV shows, radio
shows, national tours, and even had a hit on their
own record label with the Ray-0O-Vacs, “I'll Always
Be in Love with You,” an R&B best seller reaching
number eight in January of 1949. The group toured
so much they traveled the equivalent of 16 times
across the country each year from 1948 to 1951.
They appeared with every spiritual great of the
times, from Mahalia Jackson to Sister Rosetta
Thorpe, on a variety of occasions. In 1950, having
pretty much done it all, the group recorded three
secular singles for Regal Records and then retired
in 1951.

Lander became manager of a supper club in
northern Newark. The boys sold Coleman Records
to Savoy a year after Melvin died in 1959. Russell
became a minister, as did two other brothers, James
and William.

Lander, however, still had a desire to sing and
perform, so a new Coleman Brothers Quartet was
created with John Bryant, Fred Perry, and A. J.
Eldridge in 1964. It was his first time with a group
outside the family since he did a stint in 1934-35
with the Chain Gang Quartet, a spiritual group that
performed in prison costumes in a vaudeville show
featuring Georgia-chain-gang-fugitive-turned-au-
thor Robert E. Burns. A bizarre enterprise for a
religious boy, to say the least.

The Coleman Brothers Quartet did an LP for
Savoy titled Milky White Way after Lander’s most
successful song, having been recorded by Elvis
Presley. The Quartet’s career ended abruptly in-
1978 when Bryant and Perry were shot down by
robbers in New York. They both recovered, but
the group didn't. For many years after, Lander
performed as a solo artist in the United States
and Europe.




THE COLEMAN BROTHERS

A SIDE/8 SIDE LABEL/CAT NO  DATE
Low Down The Chariot /

His Eye Is On The Sparrow Decca 8662 11/44
It's My Desire / The End Of

My Journey Manor 100 1945
We'll Understand /

New Mitky White Way Manor 101 1945
Plenty Of Room In The Kingdom /

| Can See Everybody's Mother

But Mine Manor 102 1945
Plenty Of Room In The Kingdom /

1 Can See Everybody's Mother

But Mine Manor 1003 1945
Get Away Mr. Satan, Get Away /

Raise A Ruckus Tonight Decca 8673 1/46
New What A Time / When The

Saints Go Marching In Manor 1055 1947
Noah / My Eye Is On The Sparrow ~ Manor 1065 1947

Sending Up My Timber /

Where Shall | Be Decca 48041 6/47

See / We're Living Humble Decca 48051 10/47
His Eye Is On The Sparrow /

Low Down The Chariot Coral 65003 1/49
Ooh La La/ Goodnight Irene Regat 3281 1950
The Calemans
You Know | Love You, Baby /

| Don't Mind Being All Alone Regal 3297 1950
| Ain't Got Nobody /

If You Should Care For Me Regal 3308 1950

The Deep River Boys

he Deep River Boys were another 1940s group

whose success was predominantly in the live
performance medium and not in the recording field,
though they had ample opportunity to reach the
shellac and vinyl buyers via 39 singles and 11
albums over a 25-year period.

As did so many other black groups of the 30s
and ’40s, the future River Boys met at college, in
this case Virginia's Hampton Institute. Each grade
had a different name for its quartet group: the
sophomores were in the Armstrong Quartet (named
after the school’s founder, General Armstrong); the
juniors, the Junior Quartet; and the seniors, the
Senior Quartet. Vernon Gardner (first tenor) and
George Lawson (second tenor) were in the Junior
aggregation while Harry Douglas (baritone) and
Edward Ware (bass) were members of the Arm-
strong group.
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In 1936 Lawson and Gardner saw Douglas and
Ware perform and asked the sophs if they'd like to
try a few songs as a foursome. The blend was a good
one and, encouraged by Lawson, the group set off
for New York.

Their first performing competition was on the
“Major Bowes’ Amateur Hour” radio show; they won
and carved up the $100 prize. Their next break was
a dressing room audition at the Suffern Summer
Theatre for producer Josh Logan; he hired them to
sing prior to the main show, Emperor Jones. The
Hampton Institute Junior Quartet (as they chris-
tened themselves) were now earning the astronomi-
cal sum of $40 per man a week.

When the show closed Ingram invited them on a
promotional trip for his new film, Green Pastures,
and renamed them after their theme song, “Deep
River.”

Unlike most groups that left school for an enter-
tainment career, come September the boys actually
returned, staying there for almost two months until
Ingram contacted them with a job in Eddie Dowl-
ing’s Caravan, a political/entertainment road show
for the New York State Democratic Party. The cam-
paign was short-lived, and the boys all too quickly
found themselves with no money and their only
asset: a repertoire of spirituals. When the disap-
pointment of a CBS radio turndown set in during
late 1936 (not because they weren't good, but be-
cause they had no pop songs), the quartet set out to
put together a trove of songs while taking whatever
work they could get.

By the spring of 1937 the group had about 20
songs and a spot in the very short-lived Broadway
play How Come Lawd, starring Rex Ingram. The
play was harpooned by the critics but the Boys got
positive reviews. They caught the attention of CBS,
and one day after Lawd closed, the Law’d of radio
called. CBS was a great exposure medium for vocal
groups in the *40s, often providing a launching pad
for successful careers. The Deep River Boys re-
placed the Oleanders, whose lead, Billy Williams,
left to recruit THE CHARIOTEERS. The Boys were
later replaced by THE GOLDEN GATE QUARTET, who in
turn were replaced by THE DELTA RHYTHM BOYS.

The Boys had to learn 20 to 30 songs a week to
meet the demands of the show.

In 1940 the group signed to Bluebird Records.
Their first 78, “Nothing But You,” came out in
March, about the same time they moved over to
NBC’s Blue Radio Network.

They began touring with famous toe tapper Bill
“Bojangles” Robinson and did The Ed Sullivan
Variety Show at the Loew’s State. (That’s right, that
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Ed Sullivan, eight years before he hit TV.) Speak-
ing of TV, the Deep River Boys had a historic
performance on an experimental closed-circuit TV
broadcast with Betty Furness overseen by David
Sarnoff in July of 1940, some six years before
network series television hit the market.

When the U.S. went to war in 1941 the Boys
joined forces with the USO. By now the group had
released seven 78s, including the Classics’ “By the
Light of the Silvery Moon” with Fats Waller (origi-
nally a number one record in 1910 by the Haydn
Quartet), a riveting version of Billie Holiday’s “God
Bless the Child” (released about the same time),
and a smooth jump-shuffle pop jazz-tinged single
titled “I Wish I Had Died in My Cradle.” Leroy
Wayman replaced Douglas, who was now organiz-
ing vocal groups for the troops. The army would
ferry Douglas and his groups out to incoming ships
full of wounded troops to perform and lighten the
load on the injured. One of the many famous enter-
tainers working alongside Harry was Red Skelton.

As the war dragged on, the shortage of oil for
shellac became critical and few records were made.
The group had to depend on performing, which was
back in high gear after they acquired former Fats
Waller manager Wallace T. “Ed” Kirkeby (Waller
died in 1943). He brought in Rhett Butler (no
relation to the Gone with the Wind character) to
take over baritone for Wayman. Douglas returned
in 1946.

The mid- and late '40s were an active period
for the River Boys, with appearances on Milton
Berle’s, Morton Downey’s and Kate Smith’s shows
and tours with Bojangles. In 1946 they signed with
RCA Victor and released some of their finest work:
“I Left Myself Wide Open,” “Heads You Win, Tails
I Lose,” and “Don’t Ask Me Why,” black pop
ballads all with rich, soothing harmonies. None
could dent the popularity chart, however, and it
wasn't until 1948 that the group finally put their
23rd 78, “Recess in Heaven,” on the pop charts at
number 18. (The B side, “It’s Too Soon to Know,”
was recorded at about the same time as THE ORI-
OLES’ hit version.)

As the new wave of young black groups captured
the public's imagination in the late '40s, the Deep
River Boys followed the route of another great 40s
group, the Delta Rhythm Boys, and went off to
Europe to work. In England they recorded for HMV
and became the only black group ever to play the
Palladium for five consecutive years. The group
became so popular that they would tour Europe six
months of the year and record half a year’s worth of

15-minute shows for Radio Luxembourg to play
while they were back in the States.

By 1950, George had decided to retire from
singing and went to work for the postal service;
Jimmy Lundy and Carter Wilson (1951) took his
spot. Ed Ware retired in 1956 and died soon after;
the new bass was Al Bishop. Vernon also left that
year and the group continued as a trio. A later
version, into the '80s, consisted of original member
Harry Douglas and newcomers Bill Jones (tenor)
and Richard Sparks (bass).

A truly fine vocal quartet, The Deep River Boys
appeared at the special request of President
Dwight Eisenhower at the White House in 1955.

THE DEEP RIVER BOYS

A SIDE/B SIDE LABEL/CAT NO DATE
Nothing But You /

Ev'ry Sunday Afternoon V1 26533 3/40
| Was A Fool To Let You Go /

Bulifrog And The Toad BB 10676 4/40
A Bird In The Hand /

You Don't Know Nothin' BB 10847 8/40
My Heart At Thy Sweet Voice /

Cherckee BB 11178 6/41
| Wish | Had Died In My Cradle /

Utt-Da-Zay BB 11217 7/41
God Bless The Child / Sometimes

| Feel Like A Motherless Child VI 27579 8/41
By The Light Of The Silvery

Moon / Swing Out To Victory BB 11569 7/42
My Guy's Come Back /

These Foolish Things Mjstc 1017 1945
Just A-Sittin' And A-Rockin' /

Hurry Home Mijstc 1023 1945
That Chick's Too Young To Fry /

Story Of Ee Bobba Lee Bob VI 10-1863 4/46
Foolishly Yours / William Didn't Tell VI 20-1990 10/46
Necessity / Old Devil Moon VI 45-0013 1947
Jealous / Charge It To Daddy VI 20-2157 2/47
Live Humble / Tween Four And

Twenty Elders V1 20-2265 5/47
Dream Street /

Get Up Those Stairs VI 20-2305 6/47
Bloop Bieep /

| Left Myself Wide Open VI 20-2397 8/47
By The Light Of The Silvery

Moon / Come And Get It VI 20-2448 9/47
It Had To Be You /

Heads Up Win, Tails | Lose VI 20-2517 10/47
I'm Sorry | Didn't Say I'm Sorry

(The Mumble Song) /

What Did He Say V1 20-2610 12/47
Purgatory / Swing Low Sweet

Clarinet VI 20-2622 1/48



A SIDE/ 8 SIDE LABEL/CAT NO DATE
Two Blocks Down, Turn To The

Left / | Wanna Sleep V1 20-2808 4/48
Ain't Misbehaving / That's What

You Need To Succeed V1 20-2998 7/48
Recess In Heaven /

It's Too Soon To Know VI120-3203 10/48
Wrapped Up In A Dream /

Don't Ask Me Why VI122-0003 2/49
Cry And You Cry Alone /

No One Sweeter Than You VI122-0013 3/49
Solid As A Rock / Mine Too V1 20-3699 2/50
If You Love God, Serve Him /

Free Grace V1 22-0078 5/50
Tuxedo Junction /

Opportunity Vi 20-3825 1950
Truthfully / Doesn't Make Sense

To Me Beacon 9143 3/52
All I Need Is You /

-Sleepy Little Cowboy Beacon 9146 1952
The Biggest Fool /

00-Shoo-Be-Do-Be V1 20-5268 4/53
Sleepy Little Cowboy Beacon 104 1954
Truthfully / No One Else Will Do Jay-Dee 788 1954
Whole Wide World / All My Love

Belongs To You Vik 0205 4/56
You're Not Too Old / (Home) How

Dear Can It Be Vik 0224 8/56
Nola / Kissin' Gallant 101 1959
i Don't Know Why /

Timber's Gotta Roll Gallant 2001 1959
Are You Certain /

The Vanishing American Wand 117 11/61
More 'N' More Amour /

The Clouds Before The Storm Mchl 1001 1965

The Delta
Rhythm Boys

Quick: Which singers performed in more mo-
tion pictures than any other group in history?
The Beatles? Wrong. THE MILLS BROTHERS? Wrong
again. The Delta Rhythm Boys appeared in 15
films from the early "40s to 1956. But this was only
one of the many achievements of the pioneering
rhythm and blues group. If their name doesn’t have
the same familiar ring as THE INK SPOTS or Mills
Brothers it’s because their 50-year career yielded
only one chart hit. But in terms of singing, they
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were a hit every time out and became popular
through the media of radio, live performances,
films, and even Broadway shows.

Their story begins at Langston University in
Oklahoma. Second-year student Lee Gaines had
been chosen by school president Dr. Isaac Young to
form a university quartet. Lee, a sousaphone player
who had led his freshman vocal quartet to a first
prize in class competition, recruited first tenor
Elmaurice Miller, second tenor Traverse Crawford,
and baritone Essie Atkins while keeping himself
on bass. The group arranged to transfer to Dillard
University of New Orleans after meeting Dr. Horace
Mann Bond (father of politician Julian Bond), who
got the boys excited about the new music program
he was assembling at Dillard as its new dean. In
their haste, the group arrived at Dillard a week
before classes and had to move furniture and clean
floors in order to settle in at the dorm ahead of time.

During the school year, the tutelage of Professor
Frederick Hall and the various concerts at the
college and in New Orleans sharpened the group’s
harmonies on their repertoire of folk songs, spiri-
tuals, and Mills Brothers pop.

On a tour of Southern universities, the group was
so well received that when they returned to school
they were informed that their tuition fees and costs
had been absorbed by the college, in effect grant-
ing them full scholarships.

They would never get to use those scholarships
fully, however: they met a radio personality from
Buenos Aires who was in New Orleans for Mardi
Gras to find an act for Argentine radio. When he
came to the college and heard the Frederick Hall
Quartet (they had named themselves after their
musical mentor), Sefior Adolpho Avaliz asked Dr.
Hall if the group’s services could be acquired for
several months. The Doctor agreed they could go
when school ended and kept the secret until the
quartet’s last appearance of the school year.

In the summer of 1936 the Quartet made their
first professional appearance a continent away from
home, performing in Buenos Aires and singing
weekdays on Argentina Radio Splendid. A three-
month stay turned into seven months of radio work,
musical theatre, and performances in Peru and
Chile. Having already missed half the school year,
the group decided to take their career further by
moving to New York. They took up residence on
138th Street and 7th Avenue in Harlem in the house
where composer Eubie Blake was living. Blake
heard the group rehearsing and tipped the boys to
an audition for the Broadway show Sing Out




24 American Singing Groups

the News, an integrated play requiring a black
vocal group. The quartet won the audition over
such luminaries as the DEEP RIVER BOYS and THE
CHARIOTEERS.

By now they were calling themselves the Delta
Rhythm Boys. For the next few years their reputa-
tions grew through their 15-minutes-a-day radio
show on CBS and other Broadway shows such as
Hellzapoppin' and Mike Todd’s The Hot Mikado
starring Bill “Bojangles” Robinson.

In 1939 the group met Paul Kapp (brother of
Decca Records exec Dave Kapp), and their lengthy
recording career began with the recording on De-
cember 16, 1940, of four songs for that label. The
first two songs, “Chilly and Cold”/“Gimme Some
Skin,” were released in March 1940. Meanwhile,
they kept up a whirlwind of performance activity,
which culminated in a film contract with Universal
Pictures.

The early '40s saw a new look for the Delta
Rhythm Boys: Clinton Holland took over first tenor
and was replaced shortly thereafter by Carl Jones;
Essie Atkins was replaced by Kelsey Pharr on
baritone.

Their multifaceted career continued. In 1942,
they began playing Las Vegas (when it only had two
hotels). They spent two years singing on the “Amos
and Andy” radio show. By the beginning of 1945
they'd already recorded 20 singles (including five
with Mildred Bailey and two with Fred Astaire) and
appeared in 11 Universal films and shorts including
Weekend Pass and Follow the Boys.

In June of 1945 Decca released the first of their
sides done with Ella Fitzgerald, “It’s Only a Paper
Moon”/”Cry You Out of My Heart.” “Paper Moon”
was a particularly fine shuffle-beat smoothie that
had Ella and the boys trading leads.

In December of 1945 the Delta Rhythm Boys’
23rd 78 hit the market. “Just A-Sittin and
A-Rockin” rose to number 17 on the pop charts—
their first (and only) chart success.

In 1947, they signed with RCA Records, and
among the many classic sides released on the label
was the spiritual “Dry Bones” (done with the half-
step modulations that the group had used in audi-
tions as far back as 1937) and an arrangement of
Duke Ellington’s “Take the ‘A’ Train.” If you wonder
when the vocalese style (that groups like Manhat-
tan Transfer used) started, it was most likely with
this recording. Another nifty RCA release was the
bouncy bass-led “Ain’'t Gonna Worry ’Bout a Soul.”
The group’s success and diversified career can be
attributed not just to their talent but also to their
training, since the members could both write ar-
rangements and read music.

In March of 1949 the Deltas recorded under the
name the Four Sharps for Atlantic. Victor began
reissuing several of their 78s on 45 rpm in April
1949, and Decca continued to record and release
Rhythm Boys product. Still, they managed to back
Ruth Brown on “I'll Come Back Someday” in 1950
on Atlantic and even recorded under their own
name for that label in late 1949 with another bass-
led ballad, “Sweetheart of Mine.” Possibly their
best Atlantic effort was the jazz-tinged “If You See
Tears in My Eyes” of March 1950.

In 1949, the Deltas made their first trip to
Europe, performing in Stockholm and then London.
They went on to record numerous Swedish folk
songs in Swedish (for Metronome Records in Stock-
holm) and Finnish folk tunes in Finnish.

During a 1956 trip to Montreal, the group had
an impromptu backstage visit from Albert Tavel of
the French agency Tavel and Marouani. He man-
aged to lure the group to Paris for a New Year’s Eve
show at the Moulin Rouge; it turned into a nine-
month engagement. The “vedettes Americaines”
(American stars) became so popular that they
signed to record with the French Barclay Records
in 1957 and Vega Records in 1958.

In 1960, Kelsey Pharr died in Honolulu after a
trip to Japan. Soon after, Carl Jones left to have
more time with his family and was replaced by first
tenor Herb Coleman. Hugh Bryant replaced Kelsey.

With the American music scene changing rap-
idly, the Deltas found their appeal diminishing.
Overseas they were royally received, however, so in
the early 1960s the group made Paris their home
base for years of European performances.

In 1974, Herb Coleman was shot in Paris and
died in the arms of Lee Gaines. Original Delta
member Traverse Crawford died in the following
year. By 1979, the lineup was Gaines, Bryant,
Walter Trammell on first tenor, and Ray Beatty on
second tenor.

The group had been together more than 50 years
when founder Lee Gaines died on July 15th, 1987,
in his home of only one year, Helsinki, Finland. In
a bizarre scenario that brought the group more
attention in America than it had received in more
than 30 years, Hugh Bryant sang at Lee Gaines’
funeral and upon completing the song died on
the spot.

Though not as well-known as some other groups
in America, the Rhythm Boys’ musical impact is
undeniable. Jimmy Ricks, the legendary bass of
THE RAVENS, chose a singing career due to his being
enamored with Lee Gaines’ singing. The Mills
Brothers readily acknowledged them as their favor-
ite group.
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THE DELTA RHYTHM BOYS
A SIDE/B SIDE LABEL/CATNO  DATE A SSIDE/ B SIDE LABEL/CAT NO DATE
Gimmie Some Skin / Chilly ‘N Cold  Decca 8514 3/41 Hello, Goodbye, Forget It /
Dry Bones / Joshua Fit De Battie Just Squeeze Me (But Don't

Of Jericho Decca 8522 1941 Tease Me) Decca 23771 12/46
Star Dust / Would It Be Asking Bye Bye Alibi Baby /

Too Much Decca 8530 1941 Jenny Kissed Me Vetr 202183 3/47
My Imaginary Love / Hey John (Put Your Glasses On) /

My Blue Heaven Decca 8542 1941 I'm Awfully Strong For You Vctr 202271 5/47
When That Man Is Dead And Every So Often / Come In Out Of

Gone* / Jenny* Decca 3661 4/41 The Rain Vctr 202365 7/47
Georgia On My Mind* / My Future Just Passed /

'm Afraid Of Myself* Decca 3691 1941 I'm In Love With A Gal Vctr 202436 9/47
I Do, Do You (Believe In Love) / A One-Sided Affair§§ /

The Things | Love Decca 8554 1941 What Would It Take§§ Decca 24193 10/47
She Believed A Gypsy / Dry Bones / September Song Vctr 202460 11/47

Do You Care Decca 8561 1941  Take The ‘A Train/ East Of The
Rockin’ Chair* / Sun, West Of The Moon Vcetr 202461 11/47

Sometimes I'm Happy* Decca 3755 5/41 St. Louis Blues / Everytime We
Everything Depends On You* / Say Goodbye Vctr 202462 11/47

All Too Soon* (no group) Decca 3888 7/41 One O'Clock Jump / If You Are But
It's So Peaceful In The Country* / A Dream Vctr 202463 11/47

Lover Come Back To Me* Little Small Town Girl / Ain't Gonna

(no group) Decca 3953 8/41 Worry 'Bout A Soul Vctr 202588 12/47
Take The "A’ Train / Never Underestimate The Power

Let Me Off Uptown Decca 8578 9/41 Of A Woman / Youre Mine, You Vetr 202855 4/48
Playing The Game / | Can't Tell A Lie To Myself /

Down On The Delta Shore Decca 8584 11/41 My Blue Heaven Vetr 203007 7/48
Since | Kissed My Baby G'Bye** / Don't Ask Me Why / Fantastic Mscrft 597 3/49

So Near And Yet So Far** Don't Ask Me Whytt /

(no group) Decca 18187 1941 | Can Hardly Waittt Atlantic 875 3/49
The Wedding Cake Walk** / (45 rpm reissue of Victor 202460) Vctr 472826 4/49

Dream Dancing™ Decca 18188 1941 (45 rpm reissue of Victor 202461) Vctr 472827 4/49
When I'm Gone You'l Soon (45 rpm reissue of Victor 202462) Vetr 472828 4/49

Forget, When You're Gone | (45 rpm reissue of Victor 202463) Vctr 472829 4/49

Won't Forget Decca 4128 1742  Sweetheart Of Mine / The Laugh's
Mad About Her, Sad Without Her, On Me Atlantic 889 11/49

How Can | Be Glad Without Her ('l Come Back) Someday*** /

Blues / Keep Smilin', Keep Why *** Atlantic 899 2/50

Laughir’, Be Happy Decca 4266 6/42  You Go To Your Church, I'll Go To
Dry Bones / Praise The Lord And Mine Beyond The Sunset /

Pass The Ammunition Decca 4406 11/42 Should You Go First Decca 48138 2/50
Do Nothin’ Til You Hear From Me / Nobody Knows / If You See Tears

Travelin’ Light Decca 4440 4/44 In My Eyes Atlantic 900 3/50
Gee, Ain't | Good To You? / I'd Rather Be Wrong Than Blue /

Is There Somebody Else Decca 18650 2/45 You Are Closer To My Heart Decca 48140 3/50
It's Only A Paper Moont / It's All In Your Mind /

Cry You Out Of My Heartt Decca 23425 6/45 Fan Tan Fannie Decca 41148 4/50
Baby, Are You Kiddin’ / Sentimental Journey*** / | Can

Honeydripper Decca 23451 9/45 Dream, Can't I"** (no group) Atlantic 905 5/50
Just A-Sittin’ and A-Rockin’ / All The Things You Are /

Don't Knock It Decca 18739 12/45 Blow Out The Candle London 1145 1/52
Just A-Sittin’ And A-Rockin’ / Gypsy In My Soul /

No Pad To Be Had Decca 23541 4/46 I've Got You Under My Skin Merc 1407 8/52
But She's My Buddy's Chick / On The Sunny Side Of The

Walk It Off Decca 18911 7/46 Street / They Didn't Believe Me Merc 1408 8/52
For Sentimental Reasonst / Lover Come Back To Me /

It's A Pity To Say Goodnightt Decca 23670  10/46 All The Things You Are Merc 1409 8/52
Georgia On My Mind* / I'll Never Get Out Of This World

Rockin’ Chair* Decca 11083 1946 Alive / I'm Used To You Vctr 475094 12/52
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A SIDE/ B SIDE LABEL/CAT NO  DATE
Dancing With Someone /

Long Gone Baby Vetr 475217 2/53
It's All In Your Mind*** /

Sentimental Journey*** Atin 1023 3/54
It's Only A Paper Moon*** /

For Sentimental Reasonst Decca 29136 5/54
Have A Hope, Have A Wish, Have

A Prayer / Mood Indigo Decca 29273 9/54
Shoes / Kiss Crazy Baby Decca 29329 11/54
Headin' For The Bottom / Babylon Decca 29528 5/55
Don't Even Change A Picture On

The Wall / That's Just The Way

| Feel Decca 29582  10/55
(Reissue of Decca 25019) Decca 30466 1957
My Own True Love / Work Song Phips 40023 7/62

*  with Mildred Bailey
** with Fred Astaire
1t with Ella Fitzgerald

The Dixie
Hummingbirds

he Dixie Hummingbirds are probably the best-

known of the black gospel quartets, having
performed for over 50 years throughout America
and Europe. They became the inspiration for count-
less R&B and soul singers, from Jackie Wilson and
Clyde McPhatter to Bobby “Blue” Bland and THE
TEMPTATIONS.

The group was formed in Greenville, South Car-
olina, by James Davis in 1928, a year before the
Great Depression. The members were Barney Gip-
son (lead), Davis (tenor), Barney Parks (baritone),
and J. B. Matterson (bass). In their early teens they
sang in the Bethel Church of God in the junior
chorus. Soon Fred Owens became the bass and the
group became the Sterling High School Quartet.
Davis changed the name to the Dixie Hum-
mingbirds.

Following local activity, the group went to the
National Baptist Convention in Atlanta where they
met such top acts of the day as the Heavenly Gospel
Singers, THE SWAN SILVERTONES, and Kings of Har-
mony. The Hummingbirds’ reception there encour-
aged them to tour.

During the '30s the group went through a suc-
cession of bass singers until Jimmy Bryant of the
Heavenly Gospel Singers joined in 1939, just as
the group signed to Decca Records. Also that same
year the group obtained the lead singing services of

1t as the Four Sharps
§§ with Les Paul
*** with Ruth Brown

Ira Tucker of Spartanburg, South Carolina. Tucker
had been singing with his own group the Gospel
Carriers. One night the Carriers competed in a
battle of the gospel groups against the Dixie Hum-
mingbirds and the Heavenly Gospel Singers. The
Birds were the obvious winners and Tucker became
a member that same night. Willie Bobo, one of the
legendary gospel basses and the Heavenlies’ bass
that night, also joined the Dixies soon after.

Tucker had been influenced by the Norfolk Jubi-
lee Singers, and his mixture of gospel and blues
added a versatility to the Dixies’ style that helped
make them the leading black Southern quartet. As
time went on he developed his showmanship, be-
coming the first to run up and down the aisles and
jump off stages; it’s very possible that James Brown
learned his moves from Tucker.

The Hummingbirds began on Philadelphia ra-
dio at station WCAU as the Jericho Boys and the
Swanee Quintet, and performed in packed sta-
diums without the benefit of a hit record. In 1945
the group recorded for Apollo and then Gotham.

Beachy Thompson of the Five Gospel Singers
and the Willing Four joined the group in 1944,
and by World War II's end the lineup was Tucker
(lead), Davis (tenor), Thompson (baritone), and
Bobo (bass).

They hit their stride in 1952 recording gospel
standards like “Jesus Walked the Water” and “I
Just Can’'t Help It” for Peacock. In the early ’50s
James Walker joined and became the group’s sec-
ond lead. Swan Silvertones great Claude Jeter also
spent some time with the group in the ’50s.

In 1966 the Hummingbirds performed at the
Newport Folk Festival and were an instant sensa-
tion. Seven years later they backed Paul Simon on
his gospel-flavored composition, “Loves Me Like a
Rock.” The record sold a million copies and
reached number two in the late summer. Soon after,
the group recorded its own version.

The Hummingbirds continued into the ’80s with
a number of personnel changes. James Davis re-
tired in 1984 after 56 years on the circuit. Willie
Bobo died in 1976. Ira Tucker and James Walker
were still featured as of the late '80s.

THE DIXIE HUMMINGBIRDS

A SIDE/8 SIDE LABEL/CAT NO  DATE
| Know I've Been Changed /

Trouble In My Way Pcok 1705 1952
Lord If | Go / Eternal Life Pcok 1713 1953
Let's Go Out To The Programs /

I'll Keep On Living After | Die Pcok 1722 1953



A SIDE/ B SIDE LABEL/CAT NO DATE
Live Right, Die Right /

Prayer Wheel Pcok 1727 1954
Christian Testimonial /

Will The Lord Be With Me? Pcok 1736 1954
I'm Not Uneasy /

Sinner, Sin No More Pcok 1740 1/55
It Must Have Been The Lord (That

Touched Me) / Take Care Of Me Pcok 1742 1955
Poor Pilgrim Of Sorrow / Devil

Can't Harm A Praying Man Pcok 1757 1955
Troubles Will Be Over /

Way Up On High Pcok 1763 1956
Thank You Lord For One More

Day / Get Right Church Pcok 1764 1956
Loving Hand / Cool Down Yonder Pcok 770 1956
Live On Forever / Just Trusting Pcok 1773 1957
Christian’s Automobile /

Stop By Here Pcok 1780 11/57
Walls Of Zion / Just A Little While Pcok 1783 1958
| Don't Know Why (I Have To Cry

Sometime) / Let's Go Out To The

Programs No. 2 Pcok 1788 1958
Make One Step /

Come On And See About Me Pcok 1791 1959
Nobody Knows The Trouble | See /

The Final Edition Pcok 1803 1959
| Want To Feel The Holy Spirit /

What A Friend Pcok 1808 1959
Jesus Hold My Hand /

Leave Your Burdens There Pcok 1817 1959
He Cares For Me /

God's Goodness Pcok 1831 1961
Have A Little Talk With Jesus /

In The Morning Pcok 1844 1962
Our Father's Children /

Bedside Of A Neighbor Pcok 1861 1962
Another Day / If You Trust Him Pcok 1889 1962
Come Ye Disconsolate /

Our Prayer For Peace Pcok 3012 1964
Lord | Come To Thee /

If Anybody Asks You Pcok 3045 1965
Prayer For The Sick /

You Don’t Have Nothing Pcok 3073 1965
The Old Time Way / Gabriel Pcok 3084 1965
Only Jesus / Confidential God Pcok 3098 1966
Your Good Deeds /

What The Lord Is To Me Pcok 3109 1967
The Inner Man / I'm Going On Pcok 3148 1968
God Is Going To Get Tired /

Don't Let Me Fall Pcok 3165 1968
Payday / Somebody Pcok 3179 1968
Somebody Is Lying /

Lord, if You Don't Help Us Pcok 3191 1968
Love Me Like A Rock /

I've Been Born Again Pcok 3198 1968
Come Ye Disconsolate /

Our Prayer For Peace Pcok 3402 1968
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The Five Blind Boys
of Mississippi

One of the few gospel groups to make the R&B
charts, the Five Blind Boys of Mississippi
were a powerful aggregation who were known to
have influenced Ray Charles, among others.

In the 1930s some blind students of the Piney
Woods School near Jackson, Mississippi, formed a
singing quartet. They were Archie Brownley (lead),
Joseph Ford, Lawrence Abrams, and Lloyd Wood-
ard. The school was one of the pioneer establish-
ments in education for blacks, and it had a separate
teaching program for blind children.

The group was first called the Cotton Blossom
Singers, with influences ranging from THE MILLS
BROTHERS and THE FOUR VAGABONDS to Reebert
Harris and his SoUL STIRRERS. They began singing
on the school grounds in 1936; in 1937 they re-
corded for Alan Lomax, who was traveling the
South making recordings for the Library of Con-
gress. Later, they traveled and performed to earn
money for the school and played for white audiences
such as Kiwanis and Lion’s Clubs. When the boys
graduated they decided to make singing a career
and became two groups in one, the Cotton Blossom
Singers for secular music and the Jackson Harmo-
neers for gospel audiences.

The addition of Melvin Henderson on second
lead made the group a quintet as they began work-
ing out of New Orleans. In the mid ’40s, sighted
lead singer Percell Perkins took Melvin's place and
also became the group’s manager. They began call-
ing themselves the Five Blind Boys.

While based in Cleveland during 1946 the
group met Leon René, owner of Excelsior Records
in Los Angeles, and they went west to record their
first 78. They performed all across the country.

In 1948 Joseph Ford left and was replaced by
another blind singer, J. T. Clinkscales of South
Carolina, previously with the Masters of Harmony.
In that same year they recorded for the Coleman
label. THE COLEMAN BROTHERS had a convenient
setup: they owned a Newark, New Jersey, hotel and
kept a recording studio and record company in the
basement. When a quality act like the Blind Boys
stayed there, they'd run them downstairs to record a
few sides.

By 1950 the group was based in Houston and
signed with Peacock Records, where they attained
their greatest recording success. The song “Our
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Father” became a huge gospel success; it also
charted R&B on December 30, 1950, reaching
number 10 nationally. Around this time another
blind gospel group, the Five Blind Boys of Ala-
bama, started appearing with the Mississippi
group, and the friendly competition increased the
interest in both acts. The Mississippi Blind Boys
stayed with Peacock through the *60s, recording 27
singles and five LPs. As one of the premier acts of
the "50s, the Blind Boys toured constantly through
the United States. Percell Perkins eventually be-
came Reverend Perkins and left for the ministry.
He was subsequently replaced by Reverend Samy
Lewis, Reverend George Warren, and Tiny Powell.

Archie Brownley's legendary ear-piercing
screams were the reference point for many "60s soul
singers, and Ray Charles’s style owes much to his
colorful vocalizing. But by 1959 the constant tour-
ing had taken its toll, and Brownley died in New
Orleans in 1960. Roscoe Robinson took over his
lead spot, backed by second lead Willmer “Little
Axe” Broadnax. With new members, the Blind
Boys tradition continued through the *70s and "80s.
Lloyd Woodard died in the mid-"70s and Lawrence
Abrams passed away in 1982. J. T. Clinkscales
was still at it in 1986 for short tours.

The Five Red Caps

hen the term “vocal group” is mentioned

most people envision singers standing
around a microphone, but many of the early vocal
groups (especially the black groups) were vocalists
and musicians, like the very popular Five Red
Caps. It wasn’t until the late '40s and early '50s
that a majority of groups were singers only.

The Caps tale began in 1940, when the mem-
bers of three Los Angeles groups joined together to
become the Four Toppers. Steve Gibson (bass vo-
cals and guitar) had been with the Basin Street
Boys of Lynchberg, Virginia (not the Excelsior Rec-
ords Basin Street Boys); Jimmy Springs (lead tenor
and drums) had been part of the 5 Jones Boys and
toured with the famous cowboy singer Gene Autry
(who had discovered him singing with the Dixie
Cottonpickers—vocalists on Gene’s national “Barn
Dance” radio show); both David Patillo (tenor and
bass player) and Richard Davis (baritone and pi-
ano) had been members of the 4 Blackbirds. To-
gether they called themselves the Four Toppers

because they had all performed with the top groups
on the L. A. scene.

Unable to sustain a living, the foursome moved
to New York, where they met a fifth Topper: second
tenor and saxophone player Emmett Mathews.
They changed the name of the band to the Five
Red Caps.

In 1943, supported by Romaine Brown on sec-
ond lead and piano, the Caps met record label
owner Joe Davis while they appeared at the Enduro
Club on Flatbush Avenue in Brooklyn.

Davis had entered the record business by buy-
ing a scarce allotment of shellac in 1942 from an
inactive company, Gennett Records (Richmond,
Indiana), in exchange for financing to upgrade its
pressing facilities.

The Five Red Caps recorded 26 singles for
Davis’s various labels (Davis, Beacon, Joe Davis,
and Gennett) from 1943 through 1946, with
Springs singing the ballad leads and Brown and
Gibson leading on the jump tunes, which were
usually written by the multi-talented Davis. The
group’s biggest hit was “I've Learned a Lesson I'll
Never Forget,” which peaked at number 14 in 1944
(#3 R&B).

With a stage act that included singing, playing,
dancing, and comedy routines, the group toured
the Atlantic seaboard supperclub circuit from New
York to Miami and performed in Las Vegas and Los
Angeles. They also appeared on numerous TV
shows, from Jackie Gleason and Ed Sullivan to
“American Bandstand.”

In 1944 they hit the R&B charts three more
times with “Boogie Woogie Ball” (featuring some of
the best boogie-woogie piano playing you'll ever
hear), “Just for You,” and “No One Else Will Do.”
Each reached number 10.

In 1947 they moved to Mercury Records as Joe
Davis’s operation became inactive. On Mercury
they had a 1948 hit with “Wedding Bells Are
Breaking Up That Old Gang of Mine,” featuring
Earl Plummer on lead. At this point the group
became known as Steve Gibson and the Red Caps.
Some of their best material was issued on Mercury,
including “Blueberry Hill” and “Are You Lonesome
Tonight.” The Mercury deal ended in 1950, and by
November they had signed to RCA, switching
Springs back to lead.

In the midst of their recording activity, the
group appeared in the 1950 movie Destination Mur-
der as well as some film shorts. They had previously
exploited their name via an appearance as bag-
gage handlers wearing red caps in the 1949 film
Excess Baggage.



Their most popular RCA cut was “I Went to Your
Wedding,” covered by Patti Page (#1) in 1952 and
later partially plundered for lyrics for the PENGUINS
classic “Earth Angel.”

The RCA contingent included Steve Gibson,
Jimmy Springs, Earl Plummer, Romaine Brown,
Emmett Matthews, Dave Patillo, and newcomer
vocalist Damita Jo (actually Damita Jo DuBlanc,
later married to Gibson). By 1953 the Red Caps
were in transition as Damita, Romaine, and Earl all
left. Drummer Bobby Gregg joined for a brief time;
he later had an instrumental hit with “The Jam,
Part 17 (#29, 1962).

A whole new Red Caps emerged around Steve
Gibson in 1956 as he signed to ABC Paramount
with Emmett Matthews and Bill, Peck, and Joe
Furness (three of the four Furness brothers, also
known as the Four Keys). The best of their four ABC
issues was a nice cover of the Rays” “Silhouettes,”
but by 1957 the Red Caps style was a bit passé.

But the show went on. In 1959 Gibson, Mat-
thews, Damita Jo, Springs, Brown, and Gregg
joined with George Tindley (Dreams, Savoy). But
their records for the Rose and Hunt labels couldn’t
compete. By the early '60s, Gibson's group was
gone. Tindley, however, formed his own version,
bringing in former CASTELLES lead George Grant
(Grand); in 1966 they recorded a fine version of the
FLAMINGOS classic “Golden Teardrops” for Swan.

Romaine Brown, who had his ewn group, the
Romaines, when not with the Caps, reportedly died
in the late ’80s. David Patillo died in the *60s and
Jimmy Springs passed away on October 4, 1987, at
the age of 76. Steve Gibson had a heart attack in
the late ’80s. Damita Jo had a few pop chart singles
in the early ’60s, including an answer song to the
DRIFTERS hit “Save the Last Dance for Me” titled
“I’ll Save the Last Dance for You” (#22, 1960) and
“I'll Be There” (#12, 1961). She is still performing
as a nightclub singer. Emmet Matthews turned in
his red cap for a sky cap and was reported to be
working at New York’s JFK Airport.

THE FIVE RED CAPS

A SIDE/B SIDE LABEL/CAT NO  DATE
I'm The One / Tuscaloosa Ben 115 9/43
| Made A Great Mistake /

There’s A Light On The Hill Ben 116 9/43
Don't Fool With Me / Mama Put

Your Britches On Ben 117 10/43
No Fish Today /

Grand Central Station Ben 118 1943
I'm The One / | Made A

Great Mistake Ben 7115 1943
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A SIDE/ B SIDE LABEL/CAT NO DATE
There's A Light On The Hill /

Don’t Fool With Me Ben 7116 1943
Tuscaloosa / Mama Put Your

Britches On Ben 7117 1943
No Fish Today /

Grand Central Station Ben 7118 1943
Just For You / 'm Going To Live

My Life Alone Ben 7119 1943
I've Learned A Lesson I'll Never

Forget / Words Can't Explain Ben 7120 1/44
Boogie Woogie Ball /

Lenox Avenue Jump Ben 7121 2/44
Don't You Know / Strictly On The

Safety Side Ben 7122 1944
Somebody’s Lyin' / Was It You Ben 7123 5/44
Sugar Lips / Gabriel’s Band Ben 7124 1944
Don't Say We're Through /

Destination Unknown Ben 7125 1944/5
The Tables Have Turned On Me /

Never Give Up Hope Ben 7126 1944/5
Red Caps Ball / | Didn't Mean To

Be Mean To You Ben 7127 1944/5
If | Can't Have You / After i've

Spent My Best Years On You Ben 7128 1944/5
It's Good Good Good / Spellbound  Ben 7129 1944/5
No One Else Will Do /

I'm Crazy 'Bout You Ben 7130 1944/5
| Was A Fool! To Let You Go/

Thinking Ben 7131 1945
Pleasant Dreams /

Mary Had A Little Jar Ben 7132 1945
'm To Blame / Boogie Woogie On

A Saturday Night Ben 7133 1945
In The Quiet Of The Dawn /

Through Thick And Thin Ben 7134 1945
You Thrill Me / The Boogie Beat'll

Getcha If You Don't Watch Out Ben 7135 12/45
My Everlasting Love For You /

Il Remind You Ben 7136 1946
Confused / Have A Heart For

Someone Ben 7141 1946
Words Can't Explain /

Strictly On The Safety Side Ben 7142 1946
Seems Like Oid Times /

I'm Glad | Waited For You Dvs 2101 3/46
| Love An Old Fashioned Song /

Atlanta, GA Dvs 2102 1946
Bless You / You Can't See The

Sun When You're Crying Merc 5011 1/47
Jack! You're Dead /

San Antonio Rose Merc 8038 5/47
I'll Never Love Anyone Eise /

| Want A Roof Over My Head Merc 5380 5/47
| Don't Want To Set The World On

Fire / You Never Miss The Water

Till The Well Runs Dry Merc 8052 1947
Walkin Through Heaven /

You're Driving Me Crazy Merc 8059 1947
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A SIDE/ B SIDE LABEL/CAT NO DATE
Wedding Bells Are Breaking Up

That Old Gang Of Mine / I'd

Love To Live A Lifetime For You Merc 8069 1/48
Little White Lies / Turnip Greens Merc 8085 4/48
Danny Boy / Scratch And You'll

Find It Merc 8091 6/48
Money Is Honey / Give Me Time Merc 8093 6/48
Thru Thick And Thin /

I'm To Blame MGM 4001
Boogie Woogie On A Saturday

Nite / If | Can’'t Have You MGM 10285 1948
Sugar Lips / I Learned A Lesson

I'll Never Forget MGM 10330 12/48
You Made Me Love You /

| Learned A Lesson I'll

Never Forget Merc 8109 12/48
Blueberry Hill / | Love You Merc 8146 7/49
Petunia / I've Been Living For You Merc 8157 10/49
They Ain't Gonna Tell it Right /

| Wake Up Every Morning Merc 8165 1/50
Are You Lonesome Tonight /

Sentimental Me Merc 8174 3/50
Steve's Blues / Dirt Dishin’ Daisy Merc 8186 7/50
Am | To Blame / The Thing RCA 47-3986  12/50
Three Dollars And Ninety-Eight

Cents / D'Ya Eat Yet, Joe RCA 47-4076 3/51
I'm To Blame / Sidewalk Shuffle RCA 50-0127 5/51
Would | Mind / When You Come

Back To Me RCA 50-0138 7/51
Shame / Boogie Woogie On A

Saturday Night RCA 47-4294 9/51
| May Hate Myself In The

Morning / Two Littie Kisses RCA 47-4670 4/52
Bobbin' / How Do | Cry RCA 47-4835 7/52
Truthfully / Why Don't You Love Me  RCA 47-5013 10/52
Big Game Hunter / Do |, Do |, 1 Do RCA 47-5130 1/53
Wedding Belis Are Breaking Up

That Old Gang Of Mine /

Second Hand Romance Merc 70389 5/54
My Tzatskele / Win Or Lose RCA 47-5987 1/55
Feelin' Kinda Happy /

'Nuff Of That Stuff RCA 47-6096 4/55
Bobbin' / How Do | Cry RCA 47-6345  11/55
Ouch / it Hurts Me But | Like It Jay-Dee 796 1954
Steve Gibson and
the Red Caps
Rock And Roll Stomp /

Love Me Tenderly ABC 9702 1956
Write To Me / Gaucho Serenade ABC 9750 1956
You May Not Love Me /

You've Got Me Dizzy ABC 9796 1957
Silhouettes / Flamingo ABC 9856 1957
I-Bitty-Bitty / | Want To Be Loved Hi Lo 101 9/58
Forever 'N' A Day / It's Love Hi Lo 103 1958
| Miss You So / Bless You Rose 5534 1959
Bless You / Cheryl Lee Hunt 326 3/59
Where Are You / San Antone Rose  Hunt 330 1959
| Went To Your Wedding / Together ABC 10105 1960

The Four Knights

Most black gospel groups that sang in the "40s
or *50s and then changed their musical direc-
tion, changed it to rhythm and blues. The Four
Knights, however, were a refined gospel group that
became a refined pop blues group.

Actually they started out in 1943 as the South-
land Jubilee Singers in Charlotte, North Carolina.
The membership included Gene Alford (lead),
John Wallace (second tenor and guitar), and Oscar
Broadway (bass).

By 1944 Oscar had brought in a baritone he
knew, Clarence Dixon, and the lineup was set.
Their soft and breezy harmonies drew immediate
attention and the group made its debut on NBC’s
affiliate WSOC-Charlotte radio.

In six months they moved up to CBS’s mega
power station, the 50,000-watt WBT-Charlotte.
The quartet replaced the Southern Sons on the
station’s “Carolina Hay Ride” show, a popular pro-
gram that attracted one listener in particular, Cy
Langois of Lang-Worth Transcriptions. He signed
the group to management.

His first move was for a name change to the Four
Knights. He took them to New York and they started
appearing on Arthur Godfrey’s radio show in 1945.
Lang-Worth was a company that made what were
called transcriptions, actually early albums con-
taining four to six songs on each side of an eight-
inch disc that played at 33-1/3 rpm. These discs
were not sold to the public; most all were sent to
radio stations, allowing a local disc jockey to give
the impression the group was right in the studio.
The Knights did a number of these recordings.
Between this type of exposure and the Godfrey
show the group became fairly well-known.

In 1946 they signed with Decca Records and in
April of that year they released their first single,
“Just in Case You Change Your Mind.” After four
singles featuring Gene’s mellow lead, Oscar’s
broad bass, and usually incorporating Gene’s whis-
tling over the instrumental section, the group was
moved to Decca’s Coral affiliate for three more 78s
through 1949.

They toured with dancer Bill “Bojangles” Rob-
inson and got a shot as regulars on the Red Skelton
radio show in 1948. They spent two years doing
Skelton in Los Angeles and performing in clubs
across the country. The Knights lost the Skelton job
in 1950 when their manager wanted more than the
show could pay, and so he pulled the group. They
then discharged him for losing what they consid-
ered to be a prime exposure medium.



In 1951 they brought their soft harmony to Cap-
itol Records and began with “I Love the Sunshine of
Your Smile” (#23). They also began covering R&B
and pop artists on songs like “The Glory of Love”
(THE 5 KEYS), “Sin” (THE FOUR ACES), which they
took to number 14, and their biggest pop cover
record at number eight in 1953, “Oh Happy Day”
(Don Howard).

The group’s biggest hit came in 1954 when “I
Get So Lonely When I Think About You (Oh Baby
Mine)” reached number two and ran for 24 weeks,
even becoming a smash in England at number five,
a tough thing for a black American group to do in
1954. The Pat Ballard-penned original was so pop-
ular in England that when it fell off the charts it
resurfaced the following month (July), reaching
number 10. :

Toward the end of 1953 George Vereen began
subbing on studio work and singing lead at live
shows for Gene Alford, whose epilepsy was affect-
ing his ongoing involvement with the group. Vereen
was replaced in 1955 by ex-DELTA RHYTHM BOYS
member Cliff Holland as Alford retired.

Prior to their 1952 recordings the group sang
with only a guitar backup, but Capitol soon had
them working with full orchestras.

By 1953, tours for the four were in full swing,
and they played clubs from Las Vegas to Rio de
Janeiro while appearing on the TV shows of Perry
Como, Ed Sullivan, and of course Red Skelton. On
August 27, 1954, they headlined at the famed
Apollo in New York.

During the mid-"50s the reigning king of Cap-
itol’s roster, Nat King Cole, ran into the group and
liked their style; he asked Capitol to have the
Knights back him on some recordings. Their first
collaboration, in early 1955, was titled “A Blossom
Fell.” Though it didn’t chart, Nat and the Knights
tried again in January 1956, and by September
their “That’s All There Is to That” was number 16 on
the pop chart and number 14 R&B, the first time
the Knights had ever appeared on the black charts.
The next time out with Nat was the last: a ballad,
“My Personal Possession,” released in May 1957
and reaching number 21 (#3 R&B).

The only pop charter of the mid- and late *50s
for the group by themselves was “O Falling Star”
(#83, 1959) after they'd re-signed with Coral in
late 1957. Capitol stayed with them for 39 45s
throughout the ’50s.

In 1960 Gene Alford died. Clarence left the act
in 1963 and the Knights disbanded three years
after his departure. John Wallace died in 1978.
Dixon and Broadway moved to the suburbs of Los
Angeles in retirement.

The 1940s =
THE FOUR KNIGHTS
A SIDE/8 SIDE LABEL/CAT NO DATE
Just In Case You Changed Your

Mind / Don't Be Ashamed To Say

| Love You Decca 1103 4/46
Walking With My Shadow / Funny

How You Get Along With Me Decca 48014 11/46
Lead Me That Rock / He'll

Understand And Say Well Done Decca 40018 1/47
So Soon / I'm Falling For You Decca 24139 8/47
Don't Cry, Cry Baby /

Wrapped Up In A Dream Coral 60046 4/49
Fantastic / Crystal Gazer Coral 60072 5/49
Sentimental Fool / | Love The

Sunshine Of Your Smile Cptl 1587 6/51
Walkin' And Whistlin' Biues /

Who Am | Cptl 1707 7/51
Got Her Off My Hands (But | Can't

Get Her Off Of My Mind) /

| Go Crazy Cptl 1787 9/51
(It's No) Sin / The Glory Of Love Cptl 1806 9/51
In The Chapel In The Moonlight /

| Wanna Say Hello Cptl 1840 10/51
Charmaine / Cry Cptl 1875 11/51
Five Feet Two, Eyes Of Blue /

Marshmallow Moon Cptl 1914 12/51
| Wish | Had A Girl /

The Way | Feel Cpti 1930 1/52
There Are Two Sides To Every

Heartache / Walkin® In

The Sunshine Cptl 1971 1/52
The More | Go Out With

Somebody Eise / The Doll With

The Sawdust Heart Cptl 1998 2/52
I'm The World's Biggest Fool /

It's A Sin To Tell A Lie Cptl 2087 4/52
Win Or Loose / Doo Wacka Doo Cptl 2127 6/52
That's The Way It's Gonna Be /

Say No More Cptl 2195 8/52
Lies / One Way Kisses Cptl 2234 9/62
Oh, Happy Day / A Million Tears Cptl 2315 12/52
A Few Kind Words /

Anniversary Song Cptl 2403 3/53
Tennessee Train / Baby Doll Cptl 2617 6/53
| Couldn’t Stay Away From You /

(Oh Baby Mine) | Get So Lonely Cptl 2654 1953
| Was Meant For You /

They Tell Me Cptl 2782 1954
How Wrong Can You Be / Period Cptl 2847 1954
In The Chapel in the Moonlight /

Easy Street Cpti 2894 1954
Saw Your Eyes / | Don’'t Wanna

"See You Cryin’ Cptl 2938 1954
Write Me, Baby / Honey Bunch Cptl 3024 1/55
Inside Out/ Foolishly Yours Cptl 3093 1/55
A Blossom Fell / If | May* Cptl 3095 1/55
Me / Gratefully Yours Cptl 3155 1/55
Believing You / Don't Sit Under

The Apple Tree Cptl 3192 1/55
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A SIDE/ B SIDE LABEL/CATNO  DATE
Perdido / After Cptl 3250 1/55
You / Guilty Cptl 3279 1955
Happy Birthday Baby /

| Love You Stiil Cptl 3339 1956
Bottle Up The Moonlight /

Mistaken Cpti 3386 1956
My Dream Sonata / That's All

There is To That* Cptl 3456 6/56
You're A Honey / Don't Depend

On Me Cptl 3494 1956
It Doesn't Cost Money / How Can

You Not Believe Me Cptl 3689 1957
Walkin' And Whistlin' Blues /

| Love That Song Cptl 3730 5/57
My Personal Possession* /

Send For Me Cptl 3737 5/57
Four Minute Mile / When Your

Lover Has Gone Coral 61936 1/58
Yes | Do/ If You Ever Change

Your Mind Coral 61981 3/58
Oh Falling Star / Foolish Tears Coral 62045 1958
Where Is The Love / Things To

Do Today Coral 62110 4/59

* with Nat King Cole

The Four Tunes

Probably the only group with a name based on the
number of songs in its repertoire, the Four
Tunes found the need to use it because their pre-
vious moniker, the Sentimentalists, was controlled
by bandleader Tommy Dorsey. Before they were the
Sentimentalists they were THE BROWN DOTS, and
before that they were an offshoot of THE INK SPOTS
and used the name until the original group
protested.

The Four Tunes consisted of lead Jimmie Nab-
bie, tenor Danny Owens (formerly of THE COLEMAN
BROTHERS), baritone Pat Best, and bass Jimmy
Gordon. Having recorded for Manor as the Senti-
mentalists they were already in place to record as
the Four Tunes.

Their first single in December of 1946 under the
new name was with Savannah Churchill on lead.
Her abilities ran the musical gamut: she started in
gospel, switched to blues and jazz, and with the
Tunes became an established pop-blues singer.
The record was “I Want to Be Loved,” and it
propelled Savannah and the Tunes to the upper
stratosphere of success. The record shot to number
one on the R&B chart for eight weeks and stayed on
the charts for 25 weeks total in the spring and
summer of 1947; it also reached number 21 on the

Pop chart. Miss Churchill was from Colfax, Louisi-
ana, and was 26 when she teamed with the Tunes.
She had begun singing professionally to support
her two children when her husband David Church-
ill died in a car crash in 1941. By 1945 she
had reached number three R&B on Manor with
“Daddy Daddy” and had already toured with Nat
King Cole.

The Tunes and Savannah issued 25 sides to-
gether from the group’s 29 original releases on
Manor, its affiliate Arco, and Columbia (which
purchased four sides from Manor) between 1947
and 1950. In 1948 the group charted twice with
Savannah on “Time Out for Tears” (#20 Pop, #10
R&B) and “I Want to Cry” (#14 R&B).

The Tunes’ first single featuring the group alone
was “I'd Rather Be Safe than Sorry” in December
of 1946 with baritone Best on lead. That single
was originally issued under the name the
Sentimentalists.

By mid-1950 the Four Tunes signed to RCA and
issued an Ink Spots song, “Do I Worry.” Mean-
while, they toured the country, performing with
the likes of Cab Calloway, Sarah Vaughan, and
Ruth Brown. On October 10, 1952, they began a
week at the Apollo with Bull Moose Jackson and
Wini Brown.

They had numerous single shots on RCA (17 in
all) between 1950 and the end of 53, most gener-
ating regional activity but achieving no real na-
tional success. The group moved to Jubilee later
that year.

The Four Tunes belatedly got even with Tommy
Dorsey for making them change their name: they
had a hit with his original “Marie” (#13 Pop,
#2 R&B). This was followed by their biggest hit,
the Pat Best-penned “I Understand” (#6 Pop, #7
R&B) in 1954.

In 1955 tenor Billy Wells came aboard in the
unique capacity of full-time replacement for vaca-
tioning members. As the group had been working
regularly at Las Vegas’s Hacienda Hotel from 1955
to ’63, this was a logical way to keep the quartet
busy at all times.

Savannah, meanwhile, was singing solo and
often recording with the Striders (Apollo). Her ca-
reer came to a sudden end in a freak accident in
1956: her pelvis was broken when a drunk fell out of
a balcony and landed on top of her while she was
performing at a club in Brooklyn. She died of
cancer in 1974.

The Four Tunes couldn't follow up “I Under-
stand” despite 13 more Jubilee 45s and two on
Crosby Records in 1958, but they kept performing
until 1963 when Jimmie Nabbie went solo.



In 1965 Nabbie joined the group he had techni-
cally been in during the early '40s, the Ink Spots.
Danny Owens, meanwhile, joined the Silver Dol-
lars. Best and Gordon formed the Rainbeaus but
in 1970 reestablished the Four Tunes with Wells
and tenor Frank Dawes. By the late "80s the Four
Tunes consisted of Gordon, Best, Lee McKay, and

Frank Dawes.

The Four Tunes were a classy pop black act
whose 65 singles (not including their Brown Dots
sides) rated them as one of the more prolific record-

ing acts of their day.

THE FOUR TUNES

A SIDE/B SIDE LABEL/CATNO  DATE
Silent Night / O Come All

Ye Faithful* Manor 8002 1946
Ave Maria / White Christmas® Manor 8003 1946
| Want To Be Loved /

Foolishly Yours* Manor 1046 1946
I'll Close My Eyes /

Save Me A Dream® Maner 1047 1946
I'd Rather Be Safe Than Sorry /

I'li Be Waiting For You* Manor 1049 1946
Too Many Times / I'll Always

Say | Love You Manor 1050 1946
Darling You Make It So / Du Bist

Mein Wiener Tzatzkellah Manor 1076 1947
Where Is My Love / Sometime

Someplace Somehow Manor 1077 1947
Wrapped Up In A Dream / | Found

Love When | Found You Manor 1083 1947
Dreams / Chillicothe, Ohio

(Betty Davis) Manor 1087 1947
Is It Too Late** / | Understand Maner 1093 1947
Time Out For Tears** /

All My Dreams Manor 1116 1948
Tell Me So** / Little Jane** Manor 1123 1948
| Want To Cry** / Someday Maneor 1129 1948
Confess / Don't Know Manor 1131 1948
How Can | Make You Believe In

Me / Don't You Ever Mind Manor 1141 1948
I'l Never Belong To Anyone

Else** / Try To Forget*** Maner 1142 1948
It's Raining Down In Sunshine

Lane®* / How Could | Know** Manor 1152 1948
(| Wonder) Where Is My Love /

Take My Lonely Heart Col 30145 11/48
The Best Of Friends** /

The Things You Do To Me** Col 30146 11/48
My Muchacha / I'm Gonna Ride

Tillie Tonight Manor 1154 1949
Would You Hurt Me Now** /

All Of Me** Manor 1168 1949
Mister Sun / The Sheik Of Araby Manor 1173 1949
Don't Try To Explain** /

Savannah Sings The Blues** Manor 1180 1949

The 1940s 33
A SIDE/ B SIDE LABEL/CAT NO DATE
Someday / Karen Lynn Manor 1195 1949
Careless Love (Do) /

You're Heartless RCA 50-0008 5/49
I'm The Guy (Do) /

My Last Affair** RCA 50-0016 6/49
| Want To Cry*** / My Baby Kin*** Arco 1220 10/49
I'll Never Be Free** / Get Yourself

Another Guy*** Arco 1202 11/49
Daddy Daddy / Why Was | Born***  Arco 1222 11/50
Lonesome Road / I'm Just

A Fool In Love RCA 50-0042  12/49
Don't Try To Explain** / Savannah

Sings The Blues** Arco 1229 1950
Don't Cry Darling** / Don't Take

Your Love From Me*** Arco 1236 1950
Am | Blue / There Goes My Heart RCA 50-0072 3/50
Youre My Love / Don't Blame

My Dreams Arco 1246 4/50
Old Fashioned Love /

Kentucky Babe RCA 50-0085 5/50
| Want To Be Loved** /

Foolishly Yours** Arco 1253 1950
Time Out For Tears** /

All My Dreams Arco 1257 1950
The Devil Sat Down And Cried** /

Can Anyone Explain** Arco 1259 8/50
May That Day Never Come / Carry

Me Back To The Lone Prairie RCA 50-0131 6/51
Old Bojangles’ Gone / I'm In The

Mood For Lovet RCA 47-3149
Do | Worry / Say When RCA 47-3881 8/50
Cool Water / How Can You Say

That | Don't Care RCA 47-3967 11/50
Wishing You Were Here Tonight /

The Last Round Up RCA 47-4102 3/51
| Married An Angel /

The Prisoner's Song RCA 47-4241 8/51
(it's No) Sin** / | Don't Believe

In Tomorrow** RCA 47-4280 1951
Early in The Morning / My Buddy RCA 47-4305 10/51
I'll See You In My Dreams /

Teil Me Why RCA 47-4427 12/51
The Greatest Song | Ever Heard /

Come What May RCA 47-4489 1/52
Can | Say Anymore / | Wonder RCA 47-4663 4/52
They Don't Understand /

Why Do You Do This To Me RCA 47-4828 6/52
Let's Give Love Another Chance /

| Don't Want To Set The World

On Fire RCA 47-4968  10/52
Water Boy / Don't Get Around

Much Anymore RCA 47-5532 11/53
Savannah Sings The Blues** /

| Want To Be Loved** K-Ron 1000 1954
Just In Case You Change Your

Mind / | Understand K-Ron 1005 1954
Marie / | Gambled With Love Jubi 5128 11/53
I Understand Just How You Feel /

Sugar Lump Jubi 5132 2/54
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A SIDE/ B SIDE LABEL/CAT NO DATE
My Wild Irish Rose / Do-Do-Do-

Do-Do-Do-Do It Again Jubi 5135 3/54
The Greatest Feeling In The

World / Lonesome Jubi 5152 7/54
LAmour Toujours LAmour / Don't

Cry Darling Jubi 5165 10/54
Let Me Go Lover/ | Sold My

Heart To the Junkman Jubi 5174 1/55
I Hope / | Close My Eyes Jubi 5183 2/55
Time Out For Tears /

Tired of Waiting Jubi 5200 7/55
Brooklyn Bridge /

Three Little Chickens Jubi 5212 8/55
At The Steamboat River Ball /

You Are My Love Jubi 5218 9/55
Our Love / Rock 'n’ Roll Call Jubi 5232 1/56
| Gotta Go /

Hold Me Closer Jubi 5239 1956
Dancing With Tears In My Eyes /

Far Away Places Jubi 5245 1956
The Ballad Of James Dean /

Japanese Farewell Song

(Sayonara) Jubi 5255 1956
A Little On The Lonely Side /

Cool Water Jubi 5276 1957
Never Look Down / Don’t You

Run Away Crosby 3 1958
Twinkie Eyes / Starved For Love Crosby 4

* as the Sentimentalists ***Savannah Churchill
**with Savannah Churchill solo
1 with Juanita Hall

The Four Vagabonds

An exceptionally good quartet in the tradition of
THE MILLS BROTHERS (especially in their vocal
imitations of musical instruments), the Four Vaga-
bonds had a distinctive sound that can be heard as
linking THE INK SPOTS’ and CHARIOTEERS’ styles
with that of THE ORIOLES in the late "40s. Unlike
those other acts, the Vagabonds earned most of
their following through radio exposure rather
than record sales, issuing only 16 78s in their ca-
reer—a fraction of the output of their legendary
predecessors.

The Vagabonds began their career at Vashon
High School in St. Louis, Missouri, four years into
the Great Depression. Baritone Norval Tuborn and
lead John Jordan joined with first tenor Robert
O’Neal and bass and guitarist Ray Grant, Jr. dur-

ing the school year of 1933. The foursome’s natural
blend had them graduating from only three weeks of
practice to singing on the University of St. Louis’s
WEW radio station. This opportunity led to a half-
hour Sunday show on WIL that netted the teenagers
a weekly stipend of $25. The group divided its time
over the next two-and-a-half years between the
WIL show and a network show on KSD (also in
St. Louis).

The Vagabonds started on the professional leg of
their odyssey in 1936 when radio luminary Joseph
Jones heard them on St. Louis radio and brought
them to Chicago. There they starred on Don
McNeil’s “Breakfast Club” on NBC’s Blue Network
and performed spiritual and pop songs three times
a week. While still doing the “Breakfast Club” in
1938, they sang daily on the “Club Matinee,” an-
other Blue Network radio program with Garry
Moore and Durward Kirby in 1938. They aug-
mented this exposure with other shows such as a
series of performances with Amos and Andy. They
also had the historic opportunity to perform on
Zenith’s experimental TV show when its signal
range was only in the 50-mile category during the
late *30s.

With the group’s name spreading from five years
of constant radio activity in the Windy City, the
Bluebird Record Company (an RCA subsidiary)
started issuing Vagabonds 78s in 1941. Their first
single, recorded on December 17, 1941 (only 10
days after the bombing of Pearl Harbor), was the
ballad “Slow and Easy” backed with a harmony
version of the “Duke of Dubuque.”

During the war years the Four Vagabonds in-
cluded at least one war-related side on each of their
next four releases, including the popular “Rosie the
Riveter” and “Ten Little Soldiers,” which was their
second national pop chart record in July 1943
(#20), their first being the A side, “Rose Ann of
Charing Cross,” which also reached number 20
only four months earlier in April.

Their fourth and last Bluebird single had the
unusual distinction of being one of the few records
in history to have its A side chart Pop while its flip
charted only R&B. The uplifting and bouncy
“Comin’ in on a Wing and a Prayer” reached num-
ber 24 on the pop chart in July 1943, while the flip
side, the brilliant jazz-influenced ballad “It Can't
Be Wrong,” became their biggest hit, reaching
number three R&B in July and charting for 11
weeks.

Between 1942 and 1944 the musicians’ strike
immobilized the recording industry, but it didn't
stop the Vagabonds, who could segue from a



straightforward harmony to imitations of various
instruments (such as muted trumpets and bass
fiddles) and back again without missing a beat.

The group’s career took them across the coun-
try, from McBan’s Club in Buffalo, New York, to
Billy Bird’s in Los Angeles.

When the war ended, RCA issued “G.1. Wish”
(June 1945). The group then wound up with Mer-
cury Records and later Apollo, ending their record-
ing career in late 1947.

In 1945 Ray went blind, but the quartet had
rehearsed on- and off-stage movements so well that
audiences never had a clue.

In 1949 the group appeared on another historic
TV show. The date was April Fool’s day when
Chicago’s WENR-TV became the first station in
the nation to broadcast an all-black show right
down to the all-black studio audience. The show’s
host was Ray Grant.

The group called it quits in 1952.

THE FOUR VAGABONDS

A SIDE/B SIDE LABEL/CAT NO  DATE
Duke Of Dubuque /
Slow And Easy Blbd 11519 4/42

Rosie The Riveter / | Had
The Craziest Dream

Ten Little Soldiers / Rose Ann
Ot Charing Cross

Comin' In On A Wing And A
Prayer / It Can't Be Wrong

A.G.l. Wish/ If | Were You

- Taking My Chance With You /

When The Old Gang's Back On

Blbd 200810 2/43

Blbd 300811 3/43

Blbd 300815 6/43
RCA 20-1677 6/45

The Corner Merc 2050 2/46
Oh, What A Polka / | Can't Make

Up My Mind Atlas 111 1946
Kentucky Babe / Hoe Cake,

Hominy and Sassafras Tea Apollo 1030 1946
Do You Know What It Means

To Miss New Orleans /

The Pleasure's All Mine Apolio 1039 1947
Dreams Are A Dime A Dozen / |

Wonder Who's Kissing Her Now Apollo 1055 1947
The Freckle Song / PS. | Love You  Apollo 1057 1947
Ask Anyone Who Knows /

Oh My Achin’ Heart Apolio 1060 1947
Choo-Choo / Lazy Country Side Apollo 1075 1947
The Gang That Sang Heart Of My

Heart / That Old Gang Of Mine Apollo 1076 1947
Mighty Hard To Go Thru Life

Alone / My Heart Cries Miracle 141 10/49
P.S. | Love You /

Lazy Country Side Lioyds 102 1953

The 1940s 35

The Golden
Gate Quartet

Jubilee was a secularized form of church music
that was acceptable in nightclubs and concerts
during the ’30s and *40s. The most popular of the
Jubilee quartets, the Golden Gate Quartet started
singing as the Golden Gate Jubilee Quartet in the
mid-"30s when they were students at Booker T.
Washington High School in Norfolk, Virginia. The
membership included Willie Johnson (baritone and
narrator), Henry Owens (first tenor), William Lang-
ford (second tenor), and Orlandus Wilson (bass).
The singers chose their name for its musical sound,
and they were more likely describing the doors to
heaven than the bridge over San Francisco Bay.
Their harmonies became very sophisticated, laced
with a heavy dose of jazz and a MILLS BROTHERS
influence right down to their vocal imitation of
instruments. In fact, next to the Mills Brothers,
they were probably the best at that “sounding like
instruments” technique.

They built their reputation through performing
on local radio shows and in churches.

In 1937 the Gates signed to Victor’s Bluebird
affiliate and applied their unique jazz-swing sound
to gospel titles like “Go Where I Send Thee,” “The
Preacher and the Bear,” and “When the Saints Go
Marchin’ In.” On August 4, 1937, they recorded an
amazing 14 songs in two hours at the Charlotte
Hotel in North Carolina. They performed in the
same year on NBC Radio’s “Magic Key Hour.”

By 1939 they were working out of New York, and
Clyde Riddick had replaced William Langford.

In June of 1940 they recorded several sides with
the legendary folk singer Leadbelly, released in
1941 on Bluebird’s parent label, Victor. By now
they had dropped the Jubilee portion of their
name, presenting themselves strictly as the Golden
Gate Quartet.

Though their recorded repertoire from 1937 to
1940 includes mostly gospel and Jubilee songs,
they did record two pop-jazz 78s: “Stormy
Weather” and “My Prayer.” One of the highlights of
this period was a performance for President Frank-
lin Roosevelf’s inauguration, which led to a number
of appearances at the White House at the request of
Eleanor Roosevelt.

In 1941 they moved to Columbia’s Okeh affiliate,
and their entire recorded output during the war
years was on that label. The most successful of
these records was a version of “Comin’ in on a Wing
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and a Prayer” in 1943. It was also in ’43 that Wilson
and Johnson joined the war effort at the request of
Uncle Sam, and Alton Bradley and Cliff Givens re-
placed them, respectively. Wilson and Johnson re-
joined in 1946 and Givens moved to THE INK SPOTS.

Their biggest record success came in 1947 with
the song “Shadrack.”

In 1948 the group appeared in the RKO musical
A Song Is Born, starring Benny Goodman, Danny
Kaye, and Louis Armstrong. Willie Johnson soon
left to take the lead of the Jubalaires, and Orville
Brooks joined the Gates. Later that year they
jumped from Columbia to Mercury and, along with
the usual Jubilee tunes, cut a few R&B and pop
78s like “Will | Find My Love Today.”

By 1957 the foursome, now including Caleb
J. C. Ginyard of the Dixiaires, were following the
lead of other black American groups, like THE
DELTA RHYTHM BOYS, who were finding warmer
receptions in Europe. In 1959 the Golden Gate
Quartet moved to Paris and landed a two-year
deal to perform at the Casino de Paris. While
based in Europe they recorded for EMI-UK, Pathe
Marconi in France, and EMI-Germany, creating
over 50 LPs.

By the late 1970s Orlandus Wilson and Clyde
Riddick were the only remaining originals singing
with Calvin Williams (second tenor) and Paul
Brembly (baritone). Over the years the group
amassed a travelogue of 76 countries performed in.

One of the truly great vocal groups, the Gates
were cited as an inspiration to many rhythm and
blues groups of the ’50s.

THE GOLDEN GATE QUARTET

A SIDE/B SIDE LABEL/CAT NO DATE
Golden Gate Gospel Train /

Gabriel Blows His Horn Blbd 7126 8/37
Jonah / Behold The

Bridegroom Cometh Blbd 7154 1937
Born Ten Thousand Years Ago /

The Preacher And The Bear Blbd 7205 10/37
Put On Your Old Grey Bonnet /

Massa's In The Cold

Cold Ground Blbd 7264 11/37
Bedside Of A Neighbor /

Found A Wonderful Savior Blbd 7278 11/37
Go Where | Send Thee / Won't

There Be One Happy Time Blbd 7340 12/37
Job / Stand In The Test

In Judgement Bibd 7376 1/38
Carolina In The Morning /

The Dipsy Doodle Blbd 7415 2/38
Motherless Child / Travelin’ Shoes Blbd 7463 3/38
| Was Brave / Sampson Blbd 7513 4/38

A SIDE/ B SIDE LABEL/CAT NO DATE
| Was Brave / Samson Bibd 7564 5/38
Lead Me On And On /

Take Your Burdens To God Blbd 7617 6/38
John The Revelator / See How

They Done My Lord Bibd 7631 6/38
Swanee River / Sweet Adeline Blbd 7676 7/38
My Lord is Waiting / Rock My Soul Blbd 7804 9/38
Let That Liar Alone / To The Rock Blbd 7835 9/38
God Aimighty Said / Bye And Bye

Little Children Blbd 7848 10/38
When The Saints Go Marching In /

When They Ring The

Golden Bells Blbd 7897 10/38
| Heard Zion Moan / Noah Blbd 7962 12/38
What Are They Doing In Heaven

Today / Lord, Am | Born To Die Blbd 7994 1/39
Cheer The Weary Traveler /

Packing Up—Getting Ready

To Go Blbd 8019 2/39
Troubles Of The World /

Everything Moves By The Grace

Of God Blbd 8087 3/39
OI' Man Mose / Change Partners Blbd 10154 3/39
Lis'n To De Lambs / Dese Bones

Gonna Rise Again Blbd 8123 4/39
Noah / This World Is In A

Bad Condition Bibd 8160 1939
Old Man River / Precious Lord Bibd 8190 7/39
What A Time / Alone Blbd 8286 11/39
If | Had My Way / Way Down In

Egypts Land Bibd 8036 12/39
He Said He Would Calm The

Ocean / Every Time | Feel

The Spirit Blbd 8328 12/39
| Looked Down The Road And |

Wondered / You'd Better Mind Blbd 8348 1/40
My Prayer / What's New Blbd 10569 1/40
Hide Me In Thy Bosom /

I'm A Pilgrim Blbd 8362 2/40
What Did Jesus Say /

Valley Of Time Blbd 8388 3/40
Darling Nellie Gray /

My Walking Stick Blbd 8565 11/40
Whoa Babe / Stormy Weather Blbd 8579 12/40
Julius Caesar / The Devil

With The Devil Blbd 8594 12/40
Timber / Jonah In The Whale Blbd 8620 1741
The Golden Gate Quartet
and Leadbelly
Midnight Special / Ham and Eggs RCA 27266 2/41
Gray Goose / Stew-Ball RCA 27267 2/41
Pick A Bale Of Cotton /

Alabama Bound RCA 27268 2/41
The Golden Gate Quartet
Jonah / The Preacher

And The Bear RCA 27322 2/41
Job / Noah RCA 27323 2/41
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A SIDE/ B SIDE LABEL/CAT NO  DATE A SIDE/ B SIDE LABEL/CAT NO  DATE

Samson / John The Revelator RCA 27324 2/41 Mary Mary / Jesus Met The

Jezebel / Daniel Saw The Stone Okeh 6204 5/41 Woman At The Well Merc 8124 3/49

Anyhow / Time's Winding Up Okeh 6238 6/41 John Saw / Lord | Am Tired And

Blind Barnabus / The Sun Want To Go Home Merc 8142 5/49
Didn’t Shine Okeh 6345 8/41 Toll The Bell Easy / Fare You Well,

Didn't It Rain / He Never Said A Fare You Well Col 30160 5/49
Mumbiin’ Word Okeh 6529 1241 Satisfied / Religion Is Fortune Merc 8155 10/49

Stalin Wasn't Stallin’ / Dip Your Lord | Want To Walk With Thee /

Fingers In The Water Okeh 6712 5/43 You Ain't Got Religion Merc 8158 12/49

Run On / Comin’ In On A Wing Same Train / Ride On Moses Merc 8162 1/50
And A Prayer Okeh 6713 6/43  Blessed Jesus /

| Will Be Home Again / Lord Have Mercy Merc 8164 1/50
The General Jumped At Dawn Okeh 6741 5/45 Seven Angels And Seven

Bones, Bones, Bones / Trumpets / Lord | Want To Be
Moses Smote The Waters Col 36937 2/46 A Christian Merc 8243 7/51

Jonah / Travelin’ Shoes RCA 20-2073  12/46 | Just Telephone Upstairs /

Shadrack / Atom And Evil Col 37236 2/47 Rain Is The Teardrops Of

Job / Go Where | Send Thee RCA 20-2134 4/47 Angels Okeh 6897 7/52

Didn't It Rain / He Never Said A Sittin’ In With Mother's Love /

Mumblin’ Word Col 37475 5/47 On Top Of Old Smokey Sittin In 2022 1952

The Sun Didn't Shine / Mother's Love / You Better Mind Sittin in 2024 1952
Blind Barnabus Col 37476 5/47  His Eye Is On The Sparrow /

Time's Winding Up / Anyhow Col 37477 5/47 Steal Away And Pray Sittin In 2025 1952

Pray For The Lights To Go Out / Bones, Bones, Bones / Round The
High, Low And Wide Col 37499 6/47 Great White Throne Sittin In 2026 1952

No Restricted Signs / | Will Be
Home Again Col 37832 10/47

Wade In The Water / Joshua Fit
De Battle Of Jericho Col 37833 10/47

Swing Down, Chariot /

Blind Barnabus Col 37834 10/47 Th l k Sp t

God's Gonna Cut You Down / e n 0 S
Jezebel Col 37835 10/47 .

Stand In The Test Of Judgement / One of the two granddaddies of vocal groups,
When The Saints Go the Ink Spots introduced a number of firsts
Marching In RCA 202797 248 that had a direct impact on the development of

Rock My Soul / Gabriel Blows rhythm and blues in the 40s and rock and roll in
His Horn RCA 20-2921 5/48  the '50s. Although THE MILLS BROTHERS were suc-

LU Wl DL LA cessful years before the Ink Spots and turned out
Mumblin' Word Col 30042 5/48 many more hits (71 to the Spots’ 46), each had a

WOEIIL, LG tremendous influence on music, the public, and
Blind Barnabus Col 30043 5/48 ! : pubhic,

Time's Winding Up / Anyhow Cot 30044 5/48 fl.nure Yocallsls, and chances are lhal a group or

Broodle-00, Broodle-00 / singer influenced by one was also influenced by
Abdullah Col 30128 iag  the other.

Hush / Do Unto Others Cof 30136 8/48 Bill Kenny’s soaring tenor paved the way for

1 Looked Down The Road And | Sonny Til (THE ORIOLES), Maithe Marshall (THE
Wondered / This World Is tn A RAVENS), Frankie Lymon (THE TEENAGERS), Curtis
Bad Condition RCA20-3159  10/48  Mayfield (THE IMPRESSIONS), Russell Tompkins, Jr.

Behold The Bridegroom Cometh / (THE STYLISTICS), and many others to follow. Hoppy
e Rl L RCA20-3308  12/48  johe¢s revolutionary talking-bass parts redefined a

Mene Mene Tekel / b 9 B | d role i d hi
Talkin' Jerusalem To Death Merc 8118 1214 ~ DAsS SINgers value and role m a group, and ms

Look Up / Will | Find My style was emulated by Jimmy Ricks (the Ravens)
Love Today Merc 5242 249  and almost every rhythm and blues and rock and

Didr't That Man Believe / roll bass since then. More broadly, the Ink Spots
There's A Man Going Round were one of the first black groups to cross the racial
Taking Names Merc 5385 4/50  barrier in radio and live performances.
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The ballad style for which they gained fame
came about by chance and was not part of their
original sound. The group met in Indianapolis,
Indiana, around 1931. The original members were
Ivory “Deek” (Deacon) Watson (lead), formerly of
the swing group the Four Riff Brothers (1929) and
before that the Percolating Puppies (1928), a vocal
band influenced by Duke Ellington and McKin-
ney’s Cotton Pickers; Charlie Fuqua (second tenor
and baritone), the uncle of MOONGLOWS lead singer
Harvey Fuqua; and Jerry Daniels (first tenor), who
sang with Charlie in the vaudeville team Charlie
and Jerry.

The latter duo had started out harmonizing and
playing guitar and ukulele (Jerry) and four-string
banjo and guitar (Charlie). Deek Watson met them
at Charlie’s shoeshine stand in Indianapolis near
the old Stutz automobile factory (famous for the
Stutz Bearcat cars). They formed a trio called the
Swingin' Gate Brothers and later King, Jack and
Jester (1931), and launched their career on a 15-
minute radio show on WHK in Cleveland.

They moved on to Cincinnati’s WIW, doing
commercials for CBC (Crosley Broadcasting Com-
pany), and were announced by a young Red Barber,
later a great sportscaster. At this time, one of the
aforementioned Four Riff Brothers, Orville “Hoppy”
Jones, joined the group on bass vocals and stand-
up bass—actually a re-tuned cello. The resulting
group sound drew from vaudeville and jazz band
music.

The quartet came to New York in the early *30s
and immediately ran into a name conflict with the
already famous Paul Whiteman orchestra group,
the King’s Jesters. The problem was solved by
Harlem’s Savoy Ballroom owner and new group
manager, Moe Gale, who simply sat down and
thought up the name the Ink Spots.

They started out with a 15-minute show on New
York’s WJZ radio. Unlike most black acts of the
time, they were being accepted at white perfor-
mance venues, allowing them to play the Apollo one
day and the Waldorf Astoria the next.

The foursome’s first encounter with recording
happened on January 4, 1935, at RCA Studios, and
in the same month RCA issued their first release,
“Swingin’ on the Strings™/“Your Feet's Too Big.”
When two 78s went nowhere, the group broadened
its popularity by leaving the country, doing trans-
atlantic radio broadcasts over London's BBC in the
winter of 1935.

In early 1936 Moe Gale took notice of Bill
Kenny, the winner of an amateur contest at the
Savoy Ballroom, and brought him into the group.

With the addition of the new member, Jerry Daniels
left the Spots and moved to Indianapolis, later
singing with local acts like the Deep Swingin
Brothers and the Three Shades.

That same year the Ink Spots signed with Decca
and on May 12, 1936, waxed “T’ain’t Nobody’s Biz-
ness If I Do” and a rerecording of “Your Feet’s Too
Big,” issued as their first two sides. The group
began doing package shows with other Gale acts
like Ella Fitzgerald and Moms Mabley.

Over the next three years the group, with Deek
usually on lead, tried everything from Gershwin
(“Let’s Call the Whole Thing Off™) to vocal versions
of big-band tunes like “Stompin’ at the Savoy,” but
by the end of 1938, after 10 singles, nothing had
really grabbed the public’s interest. About this
time, Billy Kenny met 25-year-old Johnny Smith of
the Alphabetical Four, a group that sang both gos-
pel and blues. Smith became a swing man filling in
on occasion when someone was unavailable.

The group was on the verge of calling it quits as
bookings were down and record sales had never
been up. Then, on January 12, 1939, the history of
popular music took an important turn thanks to a
young aspiring songwriter named Jack Lawrence.
He brought a composition he’d written to a Spots
session that was supposed to be for the recording of
a jive song, “Knock-Kneed Sal.” The group worked
up Lawrence’s ballad, “If I Didn’t Care,” with
Kenny doing his now famous quivering tenor lead
and Hoppy improvising his talking bass bridge.

A lot of people did care, as it turned out. Issued
in February of 1939, by April 15 the song had
charted in Billboard and reached number two
within weeks, selling a million copies to a broad
spectrum of listeners.

The fate of Lawrence’s catalog of compositions is
indicative of the potential sentimental and financial
value of songs: it was sold more than 30 years later
for over half a million dollars. Along with “If 1
Didn't Care” was a song Jack wrote for his lawyer’s
daughter in 1938 called “Linda.” His lawyer’s
name was Lee Eastman, and Eastman’s offspring
later married a man named Paul McCartney. That’s
right—the Beatles' Paul McCartney. And the
buyer of Lawrence’s songs? Why, Paul McCartney,
of course.

Hit after hit in the style of “If I Didn't Care”
came forth from the Ink Spots and Decca, includ-
ing “Address Unknown” (#1, 1939), “My Prayer”
(#3, 1939, later a hit for THE PLATTERS), “When the
Swallows Come Back to Capistrano” (#4, 1940),
“Maybe” (#2, 1940), “We Three” (#1, 1940), “Do
I Worry” (#8, 1941), “I Don't Want to Set the World




on Fire” (which was #4 in December 1941), and
“Don’t Get Around Much Anymore” (#2, 1943).

The group broke attendance records wherever
they appeared, performing with Glenn Miller’s Or-
chestra, Lucky Millinder’s Band, and countless
others, and they even did films like The Great
American Broadcast in 1941 and Abbott and Cos-
tello’s romp, Pardon My Sarong. A 1944 radio poll
voted them the number two favorite singing unit
behind Fred Waring’s Glee Club and ahead of
greats like THE ANDREWS SISTERS.

In mid-1943 Charlie Fuqua joined the service
and hand-picked his replacement, Bernie Mackey
from Indianapolis.

From August 1942 to September 1943 the musi-
cians’ union strike put a halt to any new recordings,
but the Spots still placed four singles on the charts
(out of only five releases), including “Every Night
Abaut This Time” (#17, 1942), “Don’t Get Around
Much Anymore (#2, 1943), “If I Cared a Little Bit
Less” (#20, 1943), and “I’ll Never Make the Same
Mistake Again” (#19, 1943). The group’s arranger
during most of the war years was Bill Doggett,
who went on to work with Louis Armstrong, Ella
Fitzgerald, Louis Jourdan, and his own combo in
1952. In ’56 he had hits for King on “Honky Tonk”
(#2 Pop, #1 R&B) and “Slow Walk” (#26 Pop,
#4 R&B).

In late 1944 Deek Watson, who had been at
odds with Bill Kenny for some time, left to form his
own Ink Spots but was stopped by a court injunc-
tion; he renamed his new group Deek Watson and
THE BROWN DOTS. Bill Bowen of McKinney’s Cotton
Pickers took Deek’s place.

On October 18, 1944, Hoppy Jones’s booming
bass was stilled forever when he died at the age of
39. He was replaced later by former GOLDEN GATE
QUARTET member Cliff Givens. There were more
transitions: Huey Long took over for Mackey, Herb
Kenny (Bill’s brother) replaced Givens, and in late
1945 Fuqua returned to replace Long (who never
recorded with the group).

Decca wanted to keep the Ink Spots on the
charts as often as possible, even if they didn't have
enough new material to justify it. Thus from 1945
through ’48, they issued 35 78s of which 17 singles
contained recordings that were as many as five
years old.

In 1949, Herb Kenny moonlighted with a trio for
a while. In 1951 Adriel McDonald, the group’s valet
(and former nonrecording member of the Cabi-
neers) subbed for Herb Kenny when he missed a
radio show, and he became the full-time replace-
ment. Herb went on to record for Federal (“Only
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You®) in 1952 as lead of Herb Kenny and the
Comets. The Comets were actually a white group
called the Rockets that used to back up Perry
Como. Herb recorded with them on MGM for five
singles in 1952 and 1953.

As friction grew in 1952, both Bill Bowen and
Charlie Fuqua exited. An explosion of groups tried
to cash in on the name the Ink Spots. Bowen formed
Billy Bowen and the Butterball Four (MGM); Fuqua
formed his own Ink Spots, but was taken to court by
Bill Kenny. Fuqua won, so his new group, with
Harold Jackson, Jimmy Holmes, and Leon An-
toine, joined King Records for nine quality singles
between late 1953 and 1955. Essix Scott replaced
Antoine during the latter sessions.

Bill Kenny, meanwhile, was doing a lot of solo
work during the early ’50s, while forming yet
another Ink Spots, this one including Adriel
McDonald, Jimmy Kennedy, and Ernie Brown. The
group’s demise came in 1953 when they were asked
to appear on an Ed Sullivan-sponsored show for
returning Korean war vets. Kenny okayed the deal
but told the group he was appearing solo and
couldr’t afford to pay them. The group had had
enough and split. Sullivan was so furious that he
listed Kenny at the bottom of the bill.

Though the originals sang together no more, Ink
Spots groups sprang up like weeds. Kenny was
once vacationing in Las Vegas during the mid-"70s
and found three groups posing as the Spots at the
same time. At the beginning of the 1990s, over 40
groups claimed to be the Ink Spots. Fill-in Johnny
Smith supposedly had exclusive authority from Bill
Kenny’s widow to represent the group. Watson had
the rights but sold them to Bill Kenny in the ’40s
for $20,000. :

Such was the value of the name for fans as well as
future vocal groups. Many of their recordings were
copied and reworked for new generations in later
years. The Platters made a career of covering Ink
Spots songs. Bobby Day and the Satellites (actually
THE HOLLYWOOD FLAMES) did “When the Swallows
Come Back to Capistrano”; the Sharps did “We
Three”; THE HEARTS “Until the Real Thing Comes
Along”; THE ISLEY BROTHERS and THE BELMONTS
covered “Don’t Get Around Much Anymore”; the
Roommates did “A Lovely Way to Spend an Eve-
ning”; BILLY WARD AND THE DOMINOES cut “The
Gypsy”; the Orioles revived “I Cover the Water-
front”; and James Brown and His Famous Flames
covered “Prisoner of Love.” There were many more.

Charlie Fuqua died in 1970 at the age of 60.
Deek Watson passed away in November of 1969,
and Bill Kenny died in 1978.




40 American Singing Groups

THE INK SPOTS

A SIDE/B SIDE LABEL/CAT NO DATE A SIDE/ B SIDE LABEL/CAT NO DATE
Swinging On The Strings / Keep Cool, Fool / Untii The Real
Your Feets Too Big RCA 24851 1/35 Thing Comes Along Decca 3958 1941
Don't 'Low No Swingin' In Here / | Don't Want To Set The World On
Swing, Gate Swing RCA 24876 3/35 Fire / Hey Doc Decca 3987 8/41
Swinging On The Strings / Nothin' / Someone’s Rockin' My
Your Feets Too Big Blbd 6530 1936 Dream Boat Decca 4045 9/41
TAint Nobody's Biz-Ness If | Do / Is It A Sin/ Its A Sin To Tell A Lie Decca 4112 1/42
Your Feets Too Big Decca 817 1936  Itisn't A Dream Anymore /
Christopher Columbus / Shout Brother Shout Decca 4194 3/42
Old Jones Hittin' The Jug Decca 883 1936  Don't Leave Now / Foo-Gee Decca 4303 4/42
Stompin’ At The Savoy / Don't Tell A Lie About Me, Dear /
Keep Away From My Door Decca 1036 1936 Who Wouldn't Love You Decca 18383 6/42
Alabama Barbecue / With Plenty Ev'ry Night About This Time /
Of Money And You Decca 1154 1937 I'm Not The Same Old Me Decca 18461 8/42
Swing High, Swing Low / This Is Worth Fighting For /
Whoa Babe Decca 1236 1937 Just As Though You Were Here Decca 19466 8/42
Let's Call The Whole Thing Otf / Don't Get Around Much Anymore /
Slap That Bass Decca 1251 1937 Street Of Dreams Decca 18503 10/42
Don't Let Old Age Creep Up On If | Cared A Little Bit Less /
You / Yes-Suh Decca 1731 1937 Mine All Mine, My My Decca 18528 11/42
Oh Red / That Cat Is High Decca 1789 1938 | Can't Stand Losing You /
| Wish You The Best Of I'll Never Make The Same
Everything / When The Sun Mistake Again Decca 18542 3/43
Goes Down Decca 1870 1938 I'l Get By / Someday ['ll Meet
Brown Gal / Pork Chops You Again Decca 18579 4/44
And Gravy Decca 2044 1938 Don't Believe Everything You
If | Didn't Care / Knock Kneed Sal Decca 2236 2/39 Dream / A Lovely Way To Spend
Its Funny To Everyone But Me / An Evening Decca 18583 5/44
Just For A Thill Decca 2507 1939 Cow-Cow Boogie* / When My
You Bring Me Down / Sugar Walks Down The Street** Decca 18587 2/44
Address Unknown Decca 2707 8/39 I'm Making Believe® / Into Each
My Prayer / Give Her My Love Decca 2790 9/39 Life Some Rain Must Fall* Decca 23356 10/44
Bless You / | Don't Want Sympathy I'm Beginning To See The Light* /
| Want Love Decca 2841 10/39 That's The Way [t Is* Decca 23399 3/45
Memories Of You / I'm Through Decca 2966 12/39 | Hope To Die If | Told A Lie /
I'm Getting Sentimental Over You / Maybe It's All For The Best Decca 18657 3/45
Coquette Decca 3077 3/39 I'd Climb The Highest Mountain /
What Can | Do / When The Thoughtless Decca 18711 9/45
Swallows Come Back I'm Gonna Turn Off The
To Capistrano Decca 3195 1940 Teardrops / The Sweetest Dream  Decca 18755 1/46
Whispering Grass / Maybe Decca 3258 1940  The Gypsy / Everyone s Saying
Stop Pretending / You're Breaking Hello Again Decca 18817 4/46
My Heart All Over Again Decca 3288 1940 | Cover The Waterfront /
I'll Never Smile Again / | Could Prisoner Of Love Decca 18864 4/46
Make You Care Decca 3346 1940 | Never Had A Dream Come True /
We Three / My Greatest Mistake Decca 3379 1940 To Each His Own Decca 23615 8/46
Do | Worry / Java Jive Decca 3432 1940 If | Didn't Care / Whispering Grass Decca 23632 8/46
I'm Only Human / Do | Worry? / Java Jive Decca 23633 8/46
Puttin’ And Takin' Decca 3468 1940 We Three / Maybe Decca 23634 8/46
Ring, Telephone, Ring / Please I'l Never Smile Again / Until The
Take A Letter, Miss Brown Decca 3626 1941 Real Thing Comes Along Decca 23635 8/46
We'll Meet Again / You're Looking | Get The Blues When It Rains /
For Romance Decca 3656 1941 Either lts Love Or [t Isn't Decca 23695 10/46
That's When Your Heartaches Bless You For Being an Angel /
Begin / What Good Would It Do Decca 3720 1941 Address Unknown Decca 23757 12/46
I'm Still Without A Sweetheart / That's Where | Came In/ You Can't
So Sorry Decca 3806 1941 See The Sun When You're Crying  Decca 23809 1/47
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A SIDE/ B SIDE LABEL/CAT NO  DATE A SIDE/ B SIDE LABEL/CAT NO  DATE
Cow Cow Boogie" / That's The | Don't Want To Set The World On
Way It Is* Decca 25847 1/47 Fire / Someone's Rocking My
| Want To Thank Your Folks / Dream Boat Decca 25431 6/49
| Wasn't Made For Love Decca 23851 4/47 Sometime / | Was Dancing
Ask Anyone Who Knows / With Someone Decca 27102 7/50
Can You Look Me In The Eyes Decca 23900 6/47  Right About Now / The Way It
Everyone Is Saying Hello Again / Used To Be Decca 27214 9/50
The Gypsy Decca 23936 6/47  Time Out For Tears /
Information Please / Do You Feel Dream Awhile Decca 27259 10/50
That Way Too? Decca 24111 8/47  AFriend Of Johnny's / If Decca 27391 1/51
Always / White Christmas Decca 24140 9/47 Littie Small Town Girl* /1 Still Feel
Just For Me / Just Plain Love Decca 24173 9/47 The Same About You* Decca 27419 1951
We'll Meet Again / Castles In The Sand /
My Greatest Mistake Decca 25237 9/47 Tell Me You Love Me Decca 27464 1951
I'll Get By / Just For A Thrill Decca 25238 9/47 A Fool Grows Wise /
I'd Climb The Highest Mountain / Do Something For Me Decca 27493 4/51
I'm Gettin’ Sentimental Over You =~ Decca 25239 9/47  And Then | Prayed / Somebody
Coquette / When The Swallows Bigger Than You And | Decca 27494 4/51
Come Back To Capistrano Decca 25240 9/47  What Can You Do / More Of The
Home Is Where The Heart Is / Same Sweet You Decca 27632 7/51
Sincerely Yours Decca 24192 10/47 | Don't Stand A Ghost Of A
I'll Lose A Friend Tomorrow / Chance With You /
When You Come To The End Of I'm Lucky | Have You Decca 27742 1951
The Day Decca 24261 11/47  Honest And Truly / All My Life Decca 27996 3/52
I'll Make Up For Everything / It's All It's A Sin To Tell A Lie / That's
Over But The Crying Decca 24286 1/48 When Your Heartaches Begin Decca 25505 5/52
The Best Things In Life Are Free / Sorry You Said Goodbye /
| Woke Up With A Teardrop In A Bundle From Heaven Decca 23289 7/52
My Eye Decca 24327 2/48 If | Didn't Care / Do | Worry Decca 11050 9/52
'm Gonna Turn Off The Teardrops / Forgetting You / | Counted On You Decca 28462 11/52
'm Beginning to See The Light* Decca 25344 2/48  Memories Of You/ I's Funny To
Don't Leave Now / Ring, Everyone But Me Decca 29750 1955
Telephone, Ring Decca 25378 5/48 Every Night About This Time /
Just For Now / Driftwood Decca 29957 6/56
Where Flamingos Fly Decca 24461 7/48 My Prayer / Bewildered Decca 29991 7/56
Aladdin's Lamp / My Baby Didn't The Best Things In Life Are Free /
Even Say Goodbye Decca 24496 9/48 | Don't Stand A Ghost Of A
Say Something Sweet To Your Chance With You Decca 30058 9/56
Sweetheart / You Were All My Life / You Were
Only Fooling Decca 24507  10/48 Only Fooling Decca 25533 10/61
Am | Asking Too Much /
Recess In Heaven Decca24517 1148  Charlie Fuqua's Ink Spots
Bewildered / No Orchids for Here In My Lonely Room /
My Lady Decca 24566 2/49 Flowers, Mister Florist, Please King 4670 12/53
It Only Happens Once / Ebb Tide / If You Should
As You Desire Me Decca 24585 3/49 Say Goodbye King 1297 12/53
Kiss And A Rose / A Knock On Changing Partners / Stranger
The Door Decca 24611 4/49 In Paradise King 1304 1/54
If You Had To Hurt Someone / Melody Of Love / Am | Too Late King 1336 4/54
To Remind Me Of You Decca 24672 7/49 Planting Rice / Yesterdays King 1378 7/54
Who Do You Know In Heaven / Someone's Rocking My
You're Breaking My Heart Decca 24693 8/49 Dreamboat / When You Come To
Echoes / Land Of Love Decca 24741 9/49 The End Of The Day King 1425 1/55
With My Eyes Wide Open, I'm Melody Of Love / There Is
Dreaming / Lost In A Dream Decca 24887 2/50 Something Missing King 1429 1955
My Reward / You Left Everything Don't Laugh At Me /
But You Decca 24933 3/50 Keep It Movin' King 1512 1955
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A SIDE/ B SIDE LABEL/CAT NO DATE
Command Me / I'll Walk A
Country Mile King 4857 11/55

* with Ella Fitzgerald
**Ella Fitzgerald solo

The Mariners

he forerunners of racially integrated groups, the

Mariners were formed in the Coast Guard at
Manhattan Beach, New York, in 1942. Each of
them had appeared as soloists when one of their
officers requested they sing as a group for a Coast
Guard function. The quartet’s blend was so pleas-
ing that they decided to stay together and become
the Coast Guard Quartet.

The members were Thomas Lockard, a music
major from UCLA who had sung with the Los
Angeles Opera Company; James O. Lewis, a night-
club performer who appeared in The Hot Mikado
with Bill Robinson; Nathaniel Dickerson of New
York’s Juilliard School of Music, who had sung in
Porgy and Bess and Finiar’s Rainbow; and Martin
Karl of the Chicago Opera Company.

The two white and two black vocalists performed
throughout the New York area and in 1945 did a
tour of installations in the Pacific. When they be-
came civilians after World War II they made their
professional debut on a radio broadcast on Decem-
ber 22, 1945. They continued doing broadcasts
until coming to the attention of Arthur Godfrey and
singing on his show for over seven years.

In the late *40s they signed with Columbia Rec-
ords and began recording pop and spiritual songs
like “On the Island of Oahu” (their first single) and
“Be the Good Lord Willing.” Their sixth single,
“Sometime” (1950), was their first chart hit at num-
ber 16. Toward the end of 1951 they charted again
with “They Call the Wind Mariah™ (#30). Their
last chart single was their biggest: “I See the
Moon,” a cross between barbershop harmony and a
beer-hall song, reached number 14 in 1953.

The group recorded 31 singles for Columbia and
stayed on Godfrey’s show long enough to become
nationally known. They then switched to the Ca-
dence label, continuing their spiritual and pop/
barbershop vocalizing. One particularly good re-
cording was their early 1956 release of “His Gold
Will Melt,” about which Billboard’s reviewer
stated, “A very attractive ditty with a catchy re-
frain and a smart set of novelty lyrics gets a very

solid performance by the Mariners, likely to get
strong exposure.”

The Mariners continued with Cadence into the
late *50s and then disappeared as more contempo-
rary artists came into prominence.

THE MARINERS

A SIDE/B SIDE LABEL/CAT NO DATE
Leprechaun Lullaby / On The

1sland Of Oahu Col 38724 1949
Be The Good Lord Willing /

Angels Watching O'er Me Col 38667 1950
Poison lvy / | Don't Know Whether

To Laugh Or Cry Over You Col 38677 1950
Sometime / Stars Col 38781 1950
Minnequa / Beyond The Reef Col 38966 1950
Our Lady Of Fatima / The Rosary Col 39042 1950
It Is No Secret / How Near To

My Heart Col 39073 1951
My Little Grass Shack / An Oid

Friend Is The Best Friend Col 39101 1951
With These Hands / Castles In

The Sand Col 39193 1951
Loving Is Believing / Light In

The Window Col 38219 1951
The Shannon, The Shamrocks

And You / And Then | Prayed Col 39332 1951
Everyone Is Welcome in The

House Of The Lord /

Only, Only You Col 39422 1951
Good Luck, Good Health, God

Bless You / Hello Sunshine Col 39445 1951
Mighty Navy Wings /

The Mariners’ Song Col 39515 1951
The Tinkle Song / They Call The

Wind Maria Col 39568 1951
The Gentle Carpenter of

Bethlehem / | See God Col 39606 1952
It's All Over But The Memories /

Take Me Home Col 39607 1952
Come To The Casbah /

Beautiful isle Of Somewhere Cot 39655 1952
One Love / Jeannine Col 39718 1952
| Just Want You / | See The Moon Col 40047 1952
Sweet Mama, Tree Top Tall /

A Red, Red Robin Col 40104 1953
They Don't Play The Piano

Anymore / Sentimental Eyes Col 40157 1954
Steam Heat / When | Needed

You Most Col 40241 1954
In The Chapel In The Moonlight /

Oh Mo'Nah Col 40271 1954
Jambo / They'll Forget About You Col 40318 1954
An Old Beer Bottle / Hey, Mabel! Col 40405 1955
Do As You Wouid Be Did By /

| Didn't Come To Say Hello Col 40439 1955
Chee Chee-oo Chee /

A Rusty Old Halo Col 40514 1955




The Merry Macs

Back in the early "20s, when America was sing-
ingin three parts and barbershop style, a trio of
teenaged brothers, Ted, Judd, and Joe McMichael,
heard a fourth harmony part usually played only by
musical instruments and never before sung. So
different was the resulting sound of their smooth
four-part blend that only other musicians had an
inkling of what they were doing.

Their emphasis on four-part harmony helped
stoke the fires of popular demand for vocal groups.

The Merry Macs formed in Minneapolis, Minne-
sota, in the 1920s and sang harmony with their
mom singing the melody. They attended West High
School -and sang at school proms and college
dances, fine-tuning their close-harmony style.

In 1926 they were discovered by organist Eddie
Dunsteder, who hired them to sing on his WCCO
radio show in Minneapolis. He concocted the name
the Mystery Trio for the group and had them wear
masks—a little comical considering that no one
could see them on radio. After a year of local
broadcasting the trio met bandleader Joe Haymes,
changed their name to the Personality Boys, dis-
carded their masks, and toured the country.

In 1930 they added a girl, Cheri McKay, to sing
the melody line. While searching for a new name
(somehow, Cheri didn't qualify as a Personality
Boy), they realized all their last names started in
“Me,” so they became the Merry Macs.

Influenced by THE MILLS BROTHERS, the close-
harmony quartet began with Ted on baritone, Joe
and Judd on tenor, and Cheri singing melody. Their
blend was so incredibly tight that it was difficult to
distinguish one vocalist from another.

In 1932 the group’s manager, Harry Norwood,
got them signed to Victor Records, source of their
historic four-part harmony 78 “The Little White

Church on the Hill.” This was also the year of their_

first live performance at the Chicago Theatre and
the commencement of their appearances on Don
McNeil’s “Breakfast Club” program several times a
week under an NBC Radio contract.

A number of firsts are attributable to this trend-
setting group: they were the first close-harmony
quartet to include a female, the first to use purely
rhythmic accompaniment, and reportedly the first
to wear white tie and tails, thus setting the trend
toward formal attire on stage.

In 1936 the Macs performed on NBC’s national
network show, “The Maxwell House Showboat Pro-
gram,” and soon after, they were in demand for all
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the important network shows from the “Lucky
Strike Hit Parade” to “Fred Allen’s Town Hall To-
night,” where a single performance blossomed into
a three-year contract. During that same year Cheri
was replaced by Helen Carroll.

With their 1938 appearance in Love Thy Neigh-
bor, starring Jack Benny and Fred Allen, the Merry
Macs became the first close-harmony group to show
up in a Hollywood film. This supplemented a per-
forming schedule that had them headlining with
Glenn Miller, Ray Noble, Glen Gray, Paul White-
man, and other top orchestras of the era.

In 1938 the foursome signed with Decca Rec-
ords, recording the single “Pop Goes the Weasel”
on August 4, 1938. They also signed a 10-year
contract with Universal Studios, leading to appear-
ances in such films as Ride ’Em Cowboy with Ab-
bott and Costello and Mr. Music with Bing Crosby.

A national hit came in March 1939 with the
unlikely title “Ta Ha Wa Nu Wa (Hawaiian War
Chant)” (#14). By now Mary Lou Cook had become
the obligatory female lead of the group, replacing
Helen Carroll.

“The Hut Hut Song” (June 1941) was their initial
Decca hit of the ’40s. Marjory Garland stepped
in for Mary Lou Cook in 1941 and spent the next
22 years with the Macs, eventually marrying
one (Judd).

Known for their bouncy pop tunes, the Merry
Macs were also polished jazz stylists, as one listen
to their 1940 single “Vol Vistu Gaily Star” will
prove. They hit the top 10 with the bounce tune
“Jingle Jangle Jingle” (#4, 1942), and contributed
to the war effort with the 1942 number eight hit,
“Praise the Lord and Pass the Ammunition.” The
Macs’ biggest hit came in early 1944 with “Mairzy
Doats,” which reached number one for five weeks.

Around this time Joe died and was replaced by
Clive Erard, who stayed until the War’s end and
was then replaced by Dick Baldwin.

In 1945 they hit with “Sentimental Journey”
(#4) and in 1946 with “Laughing on the Outside”
(#9). Their last of 12 chart hits had as strange a
title as their first and several in-between: “Ashby
De La Zooch” (#21, 1946).

The group continued to perform worldwide.
They recorded commercials with Gilda Maiken
(Anderson) of THE SKYLARKS singing melody. The
group stayed with Decca until 1949, when they
moved over to Capitol and later to Era.

In 1954 Vern Rowe took over for Dick Baldwin.
The foursome of Judd and Ted McMichael, Marjorie
Garland McMichael, and Vern Rowe continued the
group’s activities until 1964 when the act retired.
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Their last American performance was a 1968 re-
union at the Hollywood Bowl.

One of Ted’s daughters, Geri Benson, became a
second-generation lead singer of the Merry Macs,
keeping the group’s tradition alive. Ted is the only
surviving member of the group and lives in Hemet,
California, with his wife Carolyn.

THE MERRY MACS

A SIDE/B SIDE LABEL/CAT NO  *DATE
Pop Goes The Weasel /

Stop Beatin' ‘Round The

Mulberry Bush Decca 1968 8/38
On The Bumpy Road To Love /

There's Honey On The

Moon Tonight Decca 1969 1938
Ferdinand The Bull / | Got Rings

On My Fingers Decca 2238 12/38
Chopsticks / Ta-Hu-Wa-Hu-Wa-I Decca 2333 2/39
Cuckoo In The Clock / Patty Cake,

Patty Cake Decca 2334 /39
La Paloma/ A Rubel A Rhumba Decca 2404 3/39
Chinatown, My Chinatown /

Hello Frisco Decca 2471 3/39
Rumpel-Stilts-Kin / Too Tired Decca 2495 5/39
I'm Forever Blowing Bubbles /

Igloo Decca 2506 5/39
My Cat Fell In The Well /

Vol Vistu Gaily Star Decca 2759 9/39
In The Mood / Shoot The Sherbert

To Me Herbert Decca 2842 11/39
Clap Yo' Hands / | Got Rhythm Decca 2877 9/39
Breezin' Along With

The Breeze / Ma Decca 3025 2/40
Ho! Sa Bonnie! / Johnson Rag Decca 3088 1940
| Get The Blues When It Rains /

The Way You Look Tonight Decca 3347 7/40
Dry Bones / Red Wing Decca 3390 7/40
Do You Know Why /

Isn't That Just Like Love Decca 3483 10/40
It Just Isn't There / You'll Never

Get Rich Decca 3690 1741
The Hut-Sut Song / Mary Lou Decca 3810 5/41
Honk Honk / Kiss The

Boys Goodbye Decca 3930 7/41
By-By-O (The Louisiana Lullaby) /

Rose O'Day Decca 4023 9/41
Annabella / The Little Guppy Decca 4074 9/41
Deep In The Heart Of Texas /

Kimaneero Down To Cairo Decca 4136 1241
Breathless / Hey Mabel Decca 4265 2/42
idaho / Olivia Decca 4313 2/42

Cheatin’ On The Sandman /
Jingle Jangle Jingle

Put On The Old Grey Bonnet /
Rolied Rolling Along

Pass The Biscuits Mirandy /
Under A Strawberry Moon

Decca 18361 2/42
Decca 18436 1942

Decca 18478 6/42

A SIDE/ B SIDE

Praise The Lord And Pass The
Ammunition / Tweedle O'Twill

| Wanna Go Back To West
Virginia / Sunday

| Got Ten Bucks And Twenty Fo /
Mairzy Doats

Pretty Kitty Blue Eyes / Sing Me A

LABEL/CAT NO DATE

Decca 18498 7/42

Decca 18527 7/42

Decca 18588 2/44

Song Of Texas Decca 18610 6/44
Let's Sing A Song About Susie /
Up Up Up Decca 18622 9/44

Ten Days With Baby /
Thank Dixie For Me

It 1 Has You / On The Atchison,
Topeka And T

Just A Blue Serge Suit / Looking
At The World Through Rose-
Colored Glasses

Laughing On The Outside

Pop Goes The Weasel /
Ta-Hu-Wa-Hu-Wa-I

| Love My Love / It's Easy To Say

Decca 18630 11/44

Decca 23436 8/45

Decca 18715 10/45

Decca 18811 3/46

Decca 25191 7/47

You're Sorry Decca 24262 11/47
You Made Me Love You (I Didn't) Decca 25424 4/49
The Forties / Jingle Jangle Jingle DL-4007 10/60

* Dates through 7/42 are recording dates; dates from 2/44 to
10/60 are release dates.

The Mills Brothers

he Mills Brothers were not only the first black

vocal group to have wide appeal among whites,
they were the most successful American male
group of all time, with 71 chart singles (THE
ANDREWS SISTERS had 113) spanning four decades.

Born in Piqua, Ohio, Herbert (1912), Donald
(1915), Harry (1913), and John Mills, Jr. (1911)
began practicing in their father’s barbershop. John,
Sr. himself was an excellent light-opera stylist and
sang with a group called the Four Kings of Har-
mony. Barbershop harmony was the Mills boys’
forte, and they never did bring much spiritual or
gospel flavor into their sound (although they did
ultimately do a few sides for Decca’s Faith series).

The brothers began performing at the local op-
era house (and even on street corners) while imitat-
ing instruments with kazoos. In one performance
during the 1920s the teens forgot their kazoos and
began improvising the sound of musical instru-
ments with their voices while cupping their hands
over their mouths. (This became a musical break-
through for them.) John mastered the bass trumpet
and tuba; Harry mimicked trumpet and sang bari-



tone; Herbert did sax, trombone, and trumpet;
and Donald was the tenor lead vocal. John, Jr.
played the guitar—the only actual instrument the
group used.

In the late "20s the quartet was signed to per-
form in a variety of shows, on WLW-Cincinnati. In
order to make it seem as if more than one group was
doing all that singing, each sponsor of each show
gave the act a different name. Hence they sang as
the Steamboat Four, the Tasty East Jesters, and
Will, Willie, Wilbur and William, among other
names. They finally worked on a show (ironically
unsponsored) under the name the Mills Brothers.

The group’s fame spread to New York. Agent
Tommy Rockwell got the drift and brought the
brothers east, where they wound up on the CBS
radio network.

By 1931 they were recording for Brunswick Rec-
ords. The brothers would go on to have five number
one records of which the first was “Tiger Rag,”
issued in December of 1931. The amazing brothers
were still youngsters when they sat atop the musical
world in 1931, ranging in age fram 16 to 20.
Brunswick then released their “Gems from George
White’s Scandals” with Bing Crosby and the Bos-
well Sisters. It reached number three while “Tiger
Rag’s” flip side, “Nobody’s Sweetheart,” held the
number four spot. Their second chart topper came
shortly after their first: “Dinah,” again with Bing
Crosby, charted on January 9, 1932, and spent two
weeks at number one.

Perhaps trying to draw attention to the Brothers’
talent, Brunswick had its labels all read, “No musi-
cal instruments or mechanical devices used on this
recording other than one guitar.”

Film now became a big part of the group’s
across-the-board exposure, as they performed in
The Big Broadcast (1932), Operator 133 (1933),
and Twenty Million Sweethearts (1934).

Not only were the Mills Brothers destined to be
emulated by hundreds of vocal groups, but many of
their recordings would later be covered by other
groups in the style that came to be called rhythm
and blues. THE RAVENS took their recording of
“Loveless Love” and reworked it into “Careless
Love.” The Mills’s recording of “Gloria” (1948)
became THE CADILLACS’ classic in 1954 and THE
PASSIONS’ mini-classic in 1960. The Brothers’ 1934
version of “Nagasaki” was done by the Five
Chances in 1954, and 1932’s “Sweet Sue” later
became a great recording for THE CROWS in 1954.

“Rockin’ Chair” (#4), issued in May of 1932,
had what some historians consider to be the first
talking-bass part in a black group record.
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In 1934 the group went to Decca Records and to
England. While Decca released new sides and
reworked versions of old sides, Brunswick record-
ings were being reissued on the Melotone and Per-
fect labels as budget line issues. Since British
tastes differed, Mills Brothers releases on British
Decca (not all of which made it to the States) were
generally more jazz and blues oriented than their
domestic product.

After a royal command performance at the Lon-
don Palladium in 1935, John, Jr. became ill. He
died in January of 1936 at the age of 25. John, Sr.
then took over for his son.

Hits like “Chinatown, My Chinatown” (#10,
1932), “Sweet Sue” (#8, 1932), “It Don't Mean a
Thing (If It Ain't Got that Swing)” (#6, 1932),
“Sweet Sister” (#2, 1934), “Sleepyhead” (#2,
1934), and “Sixty Seconds Get-Together” (#8,
1938) kept the group touring the world from Europe
to Australia.

The Brothers’ biggest hit came smack in the
middle of World War II. Recorded February 18,
1942, and released in May, “Paper Doll” took more
than a year to chart. When it did so on July 17,
1943, it reached number one and stayed there for a
full 12 weeks, ultimately selling more than six
million copies. Their fourth number one came in
the summer of 1944 with “You Always Hurt the One
You Love,” and its flip, “Till Then,” made it to
number eight. “Till Then” was also their biggest
R&B charter, going to number one. As the avail-
able listings only started in the early '40s, the Mills
Brothers racked up only 11 recordings on the R&B
hit lists between 1943 and 1949, indicating
they may have been going over better with whites
than blacks.

By 1950 the quartet had 50 chart hits. Their last
number one was 1952’s “Glow Worm,” adapted
from the German operetta Lysistrata. It also be-
came their only hit in England, ranking number 10
at the beginning of 1953.

Up to 1950 almost every Mills Brothers record-
ing featured only a guitar behind their voices in
harmony and/or imitating instruments. It was a
gutsy move to imitate trumpets behind Louis Arm-
strong and his real trumpet (“Marie” and “The Old
Folks at Home,” among others), and on one cut,
“Caravan” (1938), they didn't sing at all, just par-
odied their instruments. The group dropped their
instrumental mimicking in the early *50s, opting
instead for backing bands and orchestras. To keep
in step with the time the Brothers occasionally
found themselves doing renditions of songs by
groups who had learned from Mills Brothers’ own
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records of the "30s and '40s. They covered THE
CHARMS’ “Gumdrop” in 1955, THE CLOVERS’ “Smack
Dab in the Middle,” and a cover of THE SILHOU-
ETTES’ rocker “Get a Job” in early 1958, though by
now their pop barbershop sound was becoming
passé.

John, Sr. retired in the mid-"50s, but the
brothers stayed on the performing scene as a trio
and continued to record for Dot. In 1959 “Yellow
Bird” peaked at number 70, and it looked like the
record buyers had moved on to other sounds. But
nine years later the group, now in their mid-to late
50s, hit the charts three times in the midst of the
soul and psychedelic era. “Cab Driver” (#23,
1968) was followed by “My Shy Violet” (#73) and
“The O’ Race Track” (#83), their last charter ever.

Unfortunately, John, Sr. never got to see the
comeback: he died in 1967. Harry died in 1982 at
the age of 68 while Herbert passed away in 1989 at
the age of 77. In the early '90s, Donald and his son
John 11 continued on as a duo.

The Mills Brothers’ influence was pervasive:
they made black music acceptable to a wide audi-
ence and encouraged other black vocalists to carry
on what they had started. And lest we forget, they
did it with dignity and grace in difficult racial
times. carried forward by their warmth of character
and mellow sound.

THE MILLS BROTHERS

A SIDE/B SIDE LABEL/CAT NO DATE
Tiger Rag / Nobody's Sweetheart Brns 6197 12/31
George White's Scandals /

George White's Scandals Brns 20102 12/31
You Rascal, You / Baby, Won't You

Please Come Home Brns 6225 1/32
Dinah* / Can't We Talk It Over* Brns 6240 2/32
| Heard / How Am | Doing

Hey, Hey Brns 6269 4/32
Shine* / Shadows On

The Window* Brns 6276 4/32
Rockin' Chair / Good-Bye Blues Brns 6278 5/32
Chinatown, My Chinatown /

Loveless Love Brns 6305 5/32
Sweet Sue, Just You /

St. Louis Blues Brns 6330 6/32
Bugle Call Rag / The Old Man Of

The Mountains Brns 6357 8/32
OK America Part 1/

OK America Part 2 Brns 20112 8/32
it Don't Mean A Thing /

Coney Island Washboard Brns 6377 9/32
Dirty Dishing Daisy / Git Along Brns 6340 12/32
Dinah / Shine Brns 6485 2/33
Fiddlin' Joe / Anytime, Any

Day, Anywhere Brns 6490 2/33

A SIDE/ B SIDE LABEL/CAT NO DATE
Doin’ The New Low-Down / | Can't

Give You Anything But Love Brns 6517 3/33
Diga Diga Doo / | Can't Give You

Anything But Love Brns 6519 3/33
Smoke Rings / My Honey's

Lovin’ Arms Brns 6525 3/33
Jungle Fever/ I've Found A

New Baby Brns 6785 3/34
Swing It Sister / Honey In

My Pockets Brns 6894 6/34
Put On Your Old Grey Bonnet /

Sleepy Head Brns 6913 6/34
Jungle Fever / Steepy Head Milatn 13177 1934
Coney Island Washboard /

St. Louis Blues Miatn 13178 1934
How Am | Doin’, Hey Hey /

Good-Bye Blues Miatn 13179 1934
| Heard / Loveless Love Mlatn 13180 1934
Sweet Sue, Just You /

Rockin’ Chair Miatn 13181 1934
Chinatown, My Chinatown /

Bugle Call Rag Miatn 13182 1934
St. Louis Blues /

Coney Island Washboard Oriole 3006 1934
I've Found A New Baby / Baby
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