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513 Pop Muzik M
514 Heartache Tonight Eagles
515 Still Commodores
516 No More Tears (Enough Is Enough) Barbra Streisand and Donna Summer
517 Babe Styx
518 Escape (Pina Colada Song) Rupert Holmes
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1980
519 Please Don't Go KC and the Sunshine Band
520 Rock With You Michael Jackson
521 Do That to Me One More Time The Captain and Tennille
522 Crazy Little Thing Called Love Queen
523 Another Brick in the Wall Pink Floyd
524 Call Me Blondie
525 Funkytown Lipps, Inc.
526 Coming Up (Live at Glasgow) Paul McCartney
527 It’s Still Rock and Roll to Me Billy Joel
528 Magic Olivia Newton-John
529 Sailing Christopher Cross
530 Upside Down Diana Ross
531 Another One Bites the Dust Queen
532 Woman in Love Barbra Streisand
533 Lady Kenny Rogers
534 (Just Like) Starting Over John Lennon
1981
535 The Tide Is High Blondie
536 Celebration Kool and the Gang
537 9tob Dolly Parton
538 I Love a Rainy Night Eddie Rabbitt
539 Keep on Loving You REO Speedwagon
540 Rapture Blondie
541 Kiss on My List Daryl Hall and John Oates
542 Morning Train (Nine to Five) Sheena Easton
543 Bette Davis Eyes Kim Carnes
544 Medley: Intro Venus/Sugar Sugar / No Reply / I'll Be Back / Drive My Car /
Do You Want to Know a Secret / We Can Work It Out / Should Have Known
Better / Nowhere Man / You're Going to Lose That Girl / Stars on 45 Stars on 45
545 The One That You Love ’ Air Supply
546 Jessie’s Girl Rick Springfield
547 Endless Love Diana Ross and Lionel Richie
548 Arthur’s Theme (Best That You Can Do) Christopher Cross
549 Private Eyes Daryl Hall and John Oates
550 Physical Olivia Newton-John
1982
551 1 Can’t Go for That (No Can Do) Daryl Hall and John Oates
552 Centerfold J. Geils Band
553 1 Love Rock 'n’ Roll Joan Jett and the Blackhearts
554 Chariots of Fire Vangelis
555 Ebony and Ivory Paul McCartney and Stevie Wonder
556 Don’t You Want Me The Human League
557 Eye of the Tiger Survivor
558 Abracadabra Steve Miller Band
559 Hard to Say I'm Sorry Chicago
560 Jack and Diane John Cougar
561 Who Can It Be Now? Men at Work
562 Up Where We Belong Joe Cocker and Jennifer Warnes
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563 Truly Lionel Richie
564 Mickey Tony Basil
565 Maneater Daryl Hall and John QOates
1983
566 Down Under Men at Work
567 Africa Toto
568 Baby, Come to Me Patti Austin and James Ingram
569 Billie Jean Michael Jackson
570 Come on Eileen Dexys Midnight Runners
571 Beat It Michael Jackson
572 Let’s Dance David Bowie
573 Flashdance . . . What a Feeling Irene Cara
574 Every Breath You Take The Police
575 Sweet Dreams (Are Made of This) Eurythmics
576 Maniac Michael Sembello
577 Tell Her About It Billy Joel
578 Total Eclipse of the Heart Bonnie Tyler
579 Islands in the Stream Kenny Rogers and Dolly Parton
580 All Night Long (All Night) Lionel Richie
581 Say, Say, Say Paul McCartney and Michael Jackson
1984
582 Owner of a Lonely Heart Yes
583 Karma Chameleon Culture Club
584 Jump Van Halen
585 Footloose Kenny Loggins
586 Against All Odds (Take a Look At Me Now) Phil Collins
587 Hello Lionel Richie
588 Let’s Hear It for the Boy Deniece Williams
589 Time After Time Cyndi Lauper
590 The Reflex Duran Duran
591 When Doves Cry Prince
592 Ghostbusters Ray Parker, Jr.
593 What’s Love Got to Do With It? Tina Turner
594 Missing You John Waite
595 Let’s Go Crazy Prince and the Revolution
596 I Just Called to Say I Love You Stevie Wonder
597 Caribbean Queen (No More Love on the Run) Billy Ocean
598 Wake Me Up Before You Go-Go Wham!
599 Out of Touch Daryl Hall and John Oates
600 Like a Virgin Madonna
1985
601 I Want to Know What Love Is Foreigner
602 Careless Whisper Wham! featuring George Michael
603 Can’t Fight This Feeling REO Speedwagon
604 One More Night Phil Collins
605 We Are the World U.S.A. for Africa
606 Crazy for You Madonna
607 Don't You (Forget About Me) Simple Minds
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608 Everything She Wants Wham!
609 Everybody Wants to Rule the World Tears for Fears
610 Heaven Bryan Adams
611 Sussudio Phil Collins
612 A View to a Kill Duran Duran
613 Everytime You Go Away Paul Young
614 Shout Tears for Fears
615 The Power of Love Huey Lewis and the News
616 St. Elmo’s Fire (Man in Motion) John Parr
617 Money for Nothing Dire Straits
618 Oh Sheila Ready for the World
619 Take on Me a-ha
620 Saving All My Love for You Whitney Houston
621 Part-Time Lover Stevie Wonder
622 Miami Vice Theme Jan Hammer
623 We Built This City Starship
624 Separate Lives Phil Collins and Marilyn Martin
625 Broken Wings Mr. Mister
626 Say You, Say Me Lionel Richie
1986
627 That's What Friends Are For Dionne and Friends
628 How Will I Know Whitney Houston
629 Kyrie Mr. Mister
630 Sara Starship
631 These Dreams Heart
632 Rock Me Amadeus Falco
633 Kiss Prince
634 Addicted to Love Robert Palmer
635 West End Girls Pet Shop Boys
636 Greatest Love of All Whitney Houston
637 Live to Tell Madonna
638 On My Own Patti Labelle and Michael McDonald
639 There’ll Be Sad Songs (To Make You Cry) Billy Ocean
640 Holding Back the Years Simply Red
641 Invisible Touch Genesis
642 Sledgehammer Peter Gabriel
643 Glory of Love Peter Cetera
644 Papa Don’t Preach Madonna
645 Higher Love Steve Winwood
646 Venus Bananarama
647 Take My Breath Away Berlin
648 Stuck With You Huey Lewis and the News
549 When I Think of You Janet Jackson
650 True Colors Cyndi Lauper
651 Amanda Boston
652 Human Human League
653 You Give Love a Bad Name Bon Jovi
654 The Next Time I Fall Peter Cetera and Amy Grant
655 The Way It Is Bruce Hornsby and the Range
656 Walk Like an Egyptian Bangles
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1987
657 Shake You Down Gregory Abbott
658 At This Moment Billy Vera and the Beaters
659 Open Your Heart Madonna
660 Livin’ on a Prayer Bon Jovi
661 Jacob’s Ladder Huey Lewis and the News
662 Lean on Me Club Nouveau
663 Nothing’s Gonna Stop Us Now Starship
664 I Knew You Were Waiting (For Me) Aretha Franklin and George Michael
665 (I Just) Died in Your Arms Cutting Crew
666 With or Without You U2
667 You Keep Me Hangin’ On Kim Wilde
668 Always Atlantic Starr
669 Head to Toe Lisa Lisa and Cult Jam
670 I Wanna Dance With Somebody (Who Loves Me) Whitney Houston
671 Alone Heart
672 Shakedown Bob Seger
673 1 Still Haven’t Found What I'm Looking For U2
674 Who's That Girl Madonna
675 La Bamba Los Lobos
676 IJust Can’t Stop Loving You Michael Jackson and Siedah Garrett
677 Didn’t We Almost Have It All Whitney Houston
678 Here I Go Again Whitesnake
679 Lost in Emotion Lisa Lisa and Cult Jam
680 Bad Michael Jackson
681 I Think We're Alone Now Tiffany
682 Mony Mony Billy Idol
683 (I've Had) The Time of My Life Bill Medley and Jennifer Warnes
684 Heaven Is a Place on Earth Belinda Carlisle
685 Faith George Michael
1988
686 So Emotional Whitney Houston
687 Got My Mind Set on You George Harrison
688 The Way You Make Me Feel Michael Jackson
689 Need You Tonight INXS
690 Could’ve Been Tiffany
691 Seasons Change Ezxposé
692 Father Figure George Michael
693 Never Gonna Give You Up Rick Astley
694 Man in the Mirror Michael Jackson
695 Get Outta My Dreams, Get Into My Car Billy Ocean
696 Where Do Broken Hearts Go Whitney Houston
697 Wishing Well Terence Trent D’Arby
698 Anything for You Gloria Estefan and Miami Sound Machine
699 One More Try George Michael
700 Together Forever Rick Astley
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BURIED in a box of my childhood souvenirs is
a cardboard disk, recorded in a booth at the
Thrifty Drug store on Sunset Boulevard and
Vermont Avenue in Los Angeles when I was
six years old. Although I could no more carry
a tune at that age than I can now, this
recording of “Love and Marriage” is the best
evidence I have that I was interested in music
at an early age.

Well, there are some vague memories of
staying up late to see Dorothy Collins and
Gisele MacKenzie on “Your Hit Parade,” to
find out if “Shrimp Boats” was still number
one. That would have been the first creeping
awareness that not only were there such things
as songs, but there were ways to keep track of
which ones were the most popular.

That concept didn’t seriously affect me
until early 1960, when Roger Beck, Records
Editor of the Los Angeles Mirror-News, ran
his annual Music Poll contest. The idea was to
vote for your favorites in several categories,
including best record, male singer, female
singer, vocal group, band and instrumental
group. The entries were tallied and whoever
voted for the most category winners was the
ultimate winner of the contest. I had just
turned 11 and was not all that familiar with the
music and artists of 1959, but it seemed to me
that “Mack the Knife” was the record of the
year. So I decided to enter.

Introduction -I

After voting for Bobby Darin and Connie
Francis, I had to guess at the others. I didn’t
really know who Duane Eddy was, but he had
won the previous year for instrumental group
so I figured he’d win again. Lawrence Welk
and the Kingston Trio seemed like good
guesses, too. Beck ran the results on February
29, 1960. The winners were “Mack,” Darin,
Francis, Welk, the Kingstons and Duane. And
me. My prize was lunch with “Hawaiian Eye”
star Connie Stevens at the Warner Brothers
commissary in Burbank, a trip around the lot
in her little red sports car, a peek at the set of
“77 Sunset Strip” and a handful of promotional
LPs. Thanks to Roger and Connie, I realized
that keeping track of records and artists
wasn’t such a bad idea.

lT WASN’T until January, 1963, that I took a
dedicated interest in the weekly countdown of
top 30 records on radio station KRLA. It
dawned on me that if I wrote down the titles of
the songs as they were counted down from 30
to number one, I would have a copy of the
station’s survey that I could refer back to days
later—even weeks or months later, if I so
desired. Then, one day during the week of
March 15, I made an important discovery.

I was sitting behind Allan Levin in geome-
try class when I learned possibly the most
important fact of my junior high school educa-
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tion. Allan was well-connected with the music
industry, as his cousin was Larry Levin, the
engineer on Phil Spector’s records. This was
even before “Be My Baby” by the Ronettes,
and I was still very impressed. I remember
Allan turning around and showing me a green
piece of 8" by 14" paper, folded over once. On
the first page it said “KRLA TUNE-DEX. It
was a printed list of the station’s top 50 records
(20 more than they revealed on the air!). I
couldn’t believe that they would take the
trouble to print this up—and that I would no
longer have to write the titles down as I heard
them every Friday afternoon.

The number one song on KRLA that week
was “He’s So Fine” by the Chiffons, and every
week for the next several years I faithfully
picked up a copy of the KRLA Tune-Dex. But
there was more information yet to be revealed.
The next step in my musical education took
place two months after Allan gave me a copy of
the KRLA Tune-Dex. While shopping in
downtown Los Angeles with my mother, I
wandered into a record store. Sitting on the
counter was a magazine, and as it related to
records, I glanced through it. Inside was a list
of the nation’s 100 best-selling singles. This
thing was bigger than I thought. The gentle-
man behind the counter graciously offered to
tear the chart out of the magazine so I could
take it home and study it.

Soon after, I was a regular weekly reader
of Billboard. I didn’t know it when I first
started reading the magazine, but Billboard
began publishing on November 1, 1894, “de-
voted to the interests of advertisers, poster
printers, billposters, advertising agents and
secretaries of fairs.” Over 94 years, Billboard
has evolved from a trade paper covering those
19th century issues to the “international news-
weekly of music and home entertainment” that
it is today.

ONE OF THE most significant developments in
the history of Billboard was the introduction
of the first “Music Popularity Chart” on July
20, 1940. “I'll Never Smile Again” by Tommy

Dorsey (vocal by Frank Sinatra) was the very
first number one record. From that date on,
Billboard has reported every week what the
best-selling records in America are. Over the
next 15 years, artists like Bing Crosby, Perry
Como, Patti Page, the Andrews Sisters, Rose-
mary Clooney and the Ink Spots shared one
achievement in common—they all had number
one singles in Billboard.

Everything was going smoothly right up
to and including the week that “Cherry Pink
and Apple Blossom White” by Perez Prado
went to number one. The record that suc-
ceeded it was “(We’re Gonna) Rock Around the
Clock” by Bill Haley and His Comets, the first
rock and roll record to top the Billboard chart.
Nothing would ever be the same again.

The Billboard Book of Number One Hits
begins at this point, the chronological bound-
ary line that divides all pre-history and the
first 33 years of what we call the “rock era.”
“Rock Around the Clock” wasn’t just another
number one record. It was a brilliant signal
flare, warning that all that followed would be
different from all that came before. It was the
musical harbinger that preceded Elvis Presley,
the Supremes and the Beatles. It was rock and
roll.

Until 1958, Billboard published more than
one pop chart each week. These included Best
Sellers in Stores, Most Played in Juke Boxes,
Most Played by Jockeys and the Honor Roll of
Hits. Although a “Top 100” was published as
early as November 12, 1955, the true test of a
record’s popularity was the Best Sellers in
Stores list, later known as Best Selling Pop
Singles in Stores. Based on actual retail sales,
this survey is the source for the first 39
number one singles listed in this book.

On August 4, 1958, Billboard introduced
the Hot 100, the pop singles survey that
remains the definitive industry chart to this
day. The first number one on the Hot 100 was
“Poor Little Fool” by Ricky Nelson, and
beginning with this record, the Hot 100 is the
source for all number one singles.

Before January 13, 1962, Billboard’s issue
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date differed from the chart date listed in the
magazine. To avoid unnecessary confusion, the
dates listed in this book are for the Billboard
issue date. As of January 13, 1962, both the
issue and chart dates are the week ending
dates. Thus, an event taking place on October
4, 1965, would fall under the reign of the
Beatles' “Yesterday,” which was number one
for the week ending October 9, 1965.

One of the benefits of writing The Bill-
board Book of Number One Hits was talking
to many of the people responsible for creating
the greatest records of the rock era. Over the
past 12 months, more than 200 artists, writers
and producers have taken the time to talk to
me and a hardy staff of researchers about their
achievements. I want to thank all of them for
sharing memories, shattering myths, and in
some cases revealing information that may
surprise, delight or anger you.

There are a lot more people who deserve
thanks for contributing to the creation of this
book. First, there is the research team that
has been right there on the front lines with
me. I promise you, without their efforts, you
would not be holding this book in your hands.
Thank you, Marj Baker, Drea Besch, Brian
Carroll, Linda Merinoff, Barbara Pepe,
Michael Ross, Marcia Rovins and Donna
Schwartz.

Thanks also to those who made major
contributions to the research of this book: Ken
Barnes, Mike Beron, Bill Buster, Barry
Cherin, Ted Cordes, Bill Derby, Steve Drum-
mond, Willem Hoos, Louis Iacueo, Cindy
Johns, Alan Jones, Mark Katz, Larry Klein,
Barry Lazell, Michael Linah, Mark Milett,
Scooter Pietsch, Pierre Piponnian, Dafydd
Rees, Steve Resnick, Marc Sirkin and Horst
Stipp.

And thanks to those who offered uncondi-
tional support: Bob Baker, Carmen Blair,
Leona Blair, Elliott Chang, Sherman Cohen,
Frank Furino, Kit Frewer, Carol Ginsburg,
Beatrice Goldman, Jerrie Gooden, Frank
Gruber, Alison Gwilliam, Mark Hahn, Ron
Hamill, Linda Harris, Ronnie Hertzman,

Jimmy Hillman, Fred Kennedy, Bernie Kil-
martin, Lois Linden, Scott Meckling, Marty
Phillips, Chris Poole, Linda Rouse, Susan
Sackett, Betty Shepherd, Ted Shepherd, Brian
Southall, Denice Steiner, Lorne Steiner,
Charles Webster and Ron Yamaoka.

I also received tremendous emotional sup-
port from Billboard employees past and pres-
ent: Rollye Bornstein, Attila Csupo, Diane
Daou, Pam Dicocco, Michael Ellis, Marv
Fisher, Vera Madan, Nancy Mandel, Tom
Noonan, Ed Ochs, Jim Richliano, John Sippel,
Sam Sutherland, Marilyn Wilcher and Lee
Zhito.

The people who work at the Dick Clark
Company also helped me get through this by
providing strong moral support. Thanks, Dick,
Kari and some of the great people who have
worked for you over the years, especially Jeff
Ames, Aviva Bergman, Andy Borses, Jim
Bratkowsky, Chris Cavarozzi, Bill Cochran,
Vicki Crawford, Loren Darr, Joyce Davis, Ron
Fenley, Barry Glazer, Jeff James, Mary Heffer-
nan, Michael Klein, Jeff Kopp, Fran La Maina,
Bob Livengood, Paul Mackey, Jeff Margolis,
Peter Margolis, Lee Miller, Pam Miller-Algar,
Steve Nelson, Bill Petrowitch, Mitch Plessner,
Karen Smith, Chris (Bubbles) Stark, Tom
Stepanchak, Bruce Sterten, Gene Weed, Ron
Weed, Marilyn Wilson, Tera Yahm, Mark
Young and Jim Zoller—and of course, every-
one who contributed to the production of
“America Picks the Number One Songs,” the
ABC-TV special based on this book. John
Hamlin, Hank Cohen and Launa Newman-
Minson of ABC, I appreciate your support as
well.

Sometimes you don’t recognize pivotal
moments or important people until years later.
I want to acknowledge Donald E. Mack and
May Carpenter for helping me realize my
creative potential. And for providing oppor-
tunities of a lifetime, special thanks to Jerry
Lishon, Hank Rieger and Joel Tator.

To Rob Eichberg, David B. Goodstein,
Paul Froman, Honey Ward, Steve Sabin and
the entire graduate body of The Experience
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Weekend, thank you for helping me remember
that we are radiant energy, dancing playfully
through life, and that all we have to give and
receive is love.

Adam White and Paul Grein, thanks for
believing I should write this book, and for
telling the right people. To the editorial staff of
Watson-Guptill, thanks for being there from
the start to the finish. Tad Lathrop and Marisa
Bulzone, you were great sources of support
through both editions of this book. And with-
out your deadlines, Id still be waiting for just
one more song to go to number one. Thank you
for everything. I know a lot of people worked
long, hard hours to meet a lot of deadlines.
Thanks to Donna Marcotrigiano, Glorya Hale,
Katherine Rosenbloom, Ellen Greene and spe-
cial thanks to Bob Fillie, whose art direction
has made this book look spectacular. David
Lewis, thanks for getting this off the ground
and up in the air. Glenn Heffernan, Marriott
Kohl and Nancy Baussan—thank you for all of
your support on the original as well as the
revised edition.

A lot of man and woman-hours went into
creating this book, but there would be no book

without the men and women who wrote,
produced and recorded the 700 number one
singles of the rock era.Thank you for the music.

THERE remains one great unanswered ques-
tion. How do you make a number one record?
Significantly, even the people who have re-
corded them cannot tell you how. There is no
one formula, no one magic trick. If there were,
every one who knew it would have a number
one single with every recording, and no one
has managed to do that. But there is one thing
which every number one single has, and which
every number two single lacks: timing.

Those who study metaphysical matters
have written that music transcends all planes,
and that the musical sounds we hear in the
physical world are also audible in more spir-
itual dimensions. So if you're reading this book
by the firelight one night, and you sense a
presence in the room, do not be alarmed. It
may be some soul who wants to know who was
the youngest female to have a number one
single, or how many weeks “Hey Jude” topped
the chart. Whisper, “Little Peggy March” and
“nine,” then turn the page slowly . . .

FRED BRONSON
Studio City, California
June, 1988
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Writers: Max Freedman
Jimmy DeKnight

Producer: Milt Gabler

July 9, 1955
8 weeks

THE typical record industry
executive picking up the July 9, 1955
issue of Billboard might have taken
notice that the new number one sin-
gle on the Best Sellers in Stores
chart was “(We're Gonna) Rock
Around the Clock” by Bill Haley and
the Comets, and then moved on to
the more pressing news stories of the
day. It would have been impossible to
know that Haley’s number one single
created a dividing line between all
that came before and all that fol-
lowed. It's only from our perspective
three decades later that we can see
the impact this song had on our
culture. It was the beginning of the
rock era.

“Rock Around the Clock” was not
the first rock and roll song. Histo-
rians disagree on what exactly was,
but many suggest it was “Rocket 88,”
recorded by Jackie Brenston in
Memphis and released on the Chess
label in 1951 (actually, the record was
by the Ike Turner Band, and vocalist
Brenston was Turner’s saxophonist).
“Rocket 88” was recorded by Haley
that same year, making it the first
rock and roll recording by a white
artist.

Haley didn’t invent the term “rock
and roll,” either. Credit for that goes
to disc jockey Alan Freed, who
coined the term from the 1947 R&B
hit “We’re Gonna Rock, We're Gonna
Roll” by Wild Bill Moore.

What Haley did was bring rock
and roll to the consciousness of
America—and the world. His career
did not reach the stratospheric
heights of Elvis Presley, but he wili]
always be known as the “father of
rock and roll.”

He was born William John Clifton
Haley Jr. in Highland Park, Michigan
on July 6, 1925. His father, a textile
worker, played the banjo and his
mother was a piano teacher who
sometimes played organ in a neigh-
borhood Baptist Church. When Bill
was seven, the family moved to
Wilmington, Delaware, and soon
after he was playing his own home-
made cardboard guitar.

veccazze (We're Gonna) Rock Around the Clock

BILL HALEY AND THE COMETS

Answering an ad in Billboard,
Haley was hired as a singing yodeller
for the Downhomers. He left the
group to become a disc jockey at
WSNJ in Bridgeport, New Jersey. In
1948, he moved to WPWA in
Chester, Pennsylvania, where he
formed a singing group, the Four
Aces of Western Swing. He dis-
banded them in 1949 and started the
Saddlemen, who signed with Dave
Miller’s Holiday Records a year later.
In 1952 they recorded “Rock This
Joint,” a song which blended a coun-
try sound with rhythm and blues.

The Saddlemen became the Com-
ets in 1953, and their first chart hit,
“Crazy Man, Crazy,” went to number
15 on Billboard and is the first rock
and roll record to ever make the
chart.

That same year, songwriters Max
Freedman and Jimmy DeKnight
(Jimmy Myers, a New York music
publisher) wrote a song with Haley in
mind. But Dave Miller disliked Myers
and refused to let Haley record the
song. When his contract with Miller
expired, Haley and Myers went to
see Milt Gabler at Decca Records.
Gabler signed Bill Haley and the
Comets immediately, and on April 12,
1954, they went into the studio to
record two tracks: “Thirteen Women”
and the song
Miller refused to
record: “(We're
Gonna) Rock
Around the
Clock.”

I
The song was only mildly suc-

cessful. It was Haley’s next single, a
cover version of Joe Turner’s “Shake,
Rattle and Roll” that hit the top ten
and made Haley a national star. Two
more Top 20 Records followed, “Dim,
Dim the Lights” and “Mambo Rock.”

Myers had not given up on “Rock
Around the Clock.” To promote the
song, he sent copies to everyone he
could think of in Hollywood. In the
spring of 1955, MGM released The
Blackboard Jungle, starring Glenn
Ford as a high school teacher con-
fronted by violent students. The song
heard under the opening credits was
“Rock Around the Clock.”

It created a sensation. There were
riots in theaters. Clare Booth Luce
denounced the film as degenerate,
causing it to be pulled from the Ven-
ice Film Festival. And Haley’s song
was re-released and shot to number
one—the rock era had begun.

In 1956, movie producer Sam
Katzman signed Haley and the Com-
ets to star in a film titled Rock
Around the Clock. It established a
new trend in marrying rock and roll
with the silver screen. Haley never
matched the record success of his
number one single, but he did concert
tours all over the world. He was very
popular in Europe in the last half of
the 60s, and enjoyed renewed success
in the U.S. after appearing at a
Richard Nader rock and roll revival
show.

But in the 70s, Haley fell vietim
to alcoholism and increasing paranoia.
He died on February 9, 1981, in his
home in Harlingen, Texas. Cause of
death was listed as “natural causes,

most likely heart attack.”

THE TOP FIVE

Week of July 9, 1955

1 Rock Around the Clock
Bill Haley and the Comets

2 Cherry Pink and
Apple Blossom White
Prez Prado

3 Blossom Fell/lf 1 May
Nat (King) Cole

4 Unchained Melody

Les Baxter

5 Learnin’ the Blues
Frank Sinatra
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The Yellow Rose Of Tean COLUMBIA 40540

MITCH MILLER

Writer: Don George
Producer: Mitch Miller

September 3, 1955
6 weeks

lT’S no small irony that Mitch
Miller’s “The Yellow Rose of Texas”
became the second number one single
of the rock era, for Miller was a fre-
quent critic of rock and roll at the
same time he was one of the chief
architects of pop music. While he
would never claim to have the same
kind of influence as a Bill Haley or an
Elvis Presley, in his position as head
of artists and repertoires for Colum-
bia Records he was responsible for
the successful careers of Frankie
Laine, Rosemary Clooney, Johnny
Ray, Patti Page, Tony Bennett,
Doris Day, Johnny Mathis, Guy
Mitchell and the Four Lads.

Mitch remained one of the most
important behind-the-scenes figures

THE TOP FIVE

Week of September 3, 1955
1 Yellow Rose of Texas
Miteh Miller

2 Ain’t That a Shame?
Pat Boone

3 Rock Around the Clock
Bill Haley

4 Learnin’ the Blues
Frank Sinatra

5 Seventeen
Boyd Bennett

in the music industry until he was
thrust into the public spotlight by the
success of “The Yellow Rose of
Texas,” an 1853 marching song writ-
ten for travelling minstrel shows by
an anonymous author, known only as
“J.K.” It became popular during the
Civil War in both the North and
South, and there were several differ-
ent permutations, including “The
Gallant Hood of Texas” and “The
Song of the Texas Rangers.”

In 1955, a Cleveland dise jockey,
Bill Randle, suggested to Don George
that the song had potential as a pop
hit. George adapted it, giving it a
marching beat. The song appeared in
an album of Civil War songs, where
Miller discovered it. He gave it a new
arrangement, adding snare drums
(one of the first times they had been
featured in a pop record). Miller liked
the finished product so much, he
ordered 100,000 singles to be pressed.
A shocked Columbia Records
executive protested the large order,
so Mitch offered to buy back all the
unsold copies at cost—15 cents
apiece.

Mitch never had to lay out a
penny. The record sold over a million
copies.

Mitchell William Miller was born
July 4, 1911, in Rochester, New
York. He learned to play piano at age
six, and took up the oboe when he
was 11. He studied at the Eastman
School of Music, and after graduation
joined the Rochester Philharmonie
Orchestra as an oboist. He played
with the CBS Symphony and the
Budapest String Quartet. In the
1940s, he joined Mercury Records as
head of pop music, and worked with
Eddy Howard, Patti Page and
Frankie Laine (whom he convinced to
record “Mule Train”).

When Mannie Sacks left Columbia
Records to go to RCA Victor, Mitch

was brought in to head up A&R. The
label had not been doing well, but
after Mitch joined the company in
1951, their artist roster and chart for-
tunes improved quickly.

Sing Along with Mitch, his first
album of standards performed by a
vocal chorus, was released in August,
1958. It was accompanied by lyrics so
people could sing with the tunes and
was an immediate success that led to
a series of albums, and an NBC spe-
cial, telecast May 24, 1960 on
“Startime.” The concept proved popu-
lar enough to prompt NBC to give
Mitch his own series, which ran from
January 27, 1961, to September 2,
1966. Viewers could sing along with
lyrics flashed on the screen, and soon
Mitch Miller's beard (fashioned after
a portrait of King Feisal) was seen in
homes coast-to-coast.

“The Yellow Rose of Texas” went
to number one on September 3, 1955.
Its six week run was interrupted on
October 8 by the Four Aces’ “Love Is
a Many Splendored Thing.”
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Writers: Sammy Fain
Paul Francis Webster

Producer: Not Known

October 8, 1955
2 weeks

%

LO\'E Is A MANY SPLENDORED
THING" is the first song specifically
written for a motion picture to be
number one in the rock era. It's true
that “(We're Gonna) Rock Around the
Clock” was heard in The Blackboard
Jungle, but even though it became an
integral part of the film, it had been
composed two years earlier. Sammy
Fain and Paul Francis Webster,
Oscar winners for writing Doris
Day’s “Secret Love” from Calamity
Jane, were asked to write a title
song for Love is a Many Splendored
Thing starring William Holden and
Jennifer Jones. Their efforts won
them a second Oscar.

Although the Four Aces even-
tually recorded “Love Is a Many
Splendored Thing” and took it to
number one, they weren't the first
artists approached to sing the tune—
and the song itself was not the first
choice for the title song.

Fain and Webster were asked by
producer Buddy Allen to write a title
song for his new film, “A Many
Splendored Thing,” The two collab-
orators wrote an intricate song with
that title. Confident he had fulfilled
his obligation, Fain flew to New
York. “I received a phone call from
Buddy Allen,” Fain recalls. “He said
he loved the song and it should be a

vecca s LOVE IS @ Many Splendored Thing

big hit, but they decided to change
the title of the film to Love Is a
Many Splendored Thing because it
said more on a theater marquee.”

Fain rushed back to Los Angeles
and quickly wrote a new melody.
Wehbster came over to his house and
wrote words for the new tune, and
they took it to Allen. He sent them
over to see Al Newman who was
scoring the picture, and told Fain to
sing it for him. Newman loved it, and
the song’s place in the picture was
assure.

The original title tune was aban-
doned, although Webster later tried
to write new lyrics for it. Nothing
ever came of it. Meanwhile, Fain was
taking his demo of “Love s a Many
Splendored Thing” to well-known art-
ists to find someone to sing it in the
film. He played it for Eddie Fisher,
Tony Martin, Doris Day and Nat
“King” Cole. They all turned him
down.

Finally, the song went to the
Four Aces, a vocal group on the
verge of breaking up. They had been
recording since 1951, when their first
single of “Sin” made the top five.
Before the rock era began, they
placed 16 songs on the Billhoard
chart, including the Oscar-winning
“Three Coins in the Fountain” in 1954.

The Four Aces were from
Chester, Pennsylvania. A! Alberts
was the lead vocalist; Dave Mahoney
sang tenor, Sol Vaccaro sang baritone
and Lou Silvestri sang bass. After
they financed the recording of “Sin”
for the Victoria label, Decca Records
signed them to a contract. When

THE FOUR ACES

Alberts eventually left for a solo
career, the group faded from the
scene.

After the Four Aces recorded
“Love Is a Many Splendored Thing”
and it went to number one, all of the
artists who had turned it down
recorded their own versions. And
William Holden and Jennifer Jones
aren’t the only screen lovers who
fanned the flames of love to the song;
23 years later, John Travolta and
Olivia Newton-John gazed into each
others’ eyes on a deserted beach in
the opening scene of Grease, as
strains of “Love Is a Many Splen-
dored Thing” were heard in the
background.

“Love Is a Many Splendored
Thing” went to number one on
October &, 1955 for one week, and
returned to the top spot on October
22 for one more week.

THE TOP FIVE

Week of October 8, 1955

1 Love is a Many-
Splendored Thing
Four Aces

2 Yellow Rose of Texas
Miteh Miller

3 Aufumn Leaves
Roger Williams

4 Ain’t That a Shame?
Pat Boone

5 Moments to Remember
Four Lads
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ROGER WILLIAMS

Writers: Joseph Kosma
Jacques Prevert
Johnny Mercer

Producer: Dave Kapp

October 29, 1955
4 weeks

THE first instrumental number one
song of the rock era was “Autumn
Leaves” by Roger Williams. It was
Williams’ first chart hit ever, and the
most successful of his career.
“Autumn Leaves” was originally a
popular French melody written by
Joseph Kosma as “Les Feuilles Mor-
tes.” Poet Jacques Prevert added
French lyrics, and Juliette Greco
sang it in the French motion picture
Les Portes de la Nuit. Capitol
Records asked Johnny Mercer to

write English lyrics. More than a
dozen artists recorded it, including
Bing Crosby and Jo Stafford, but no
one came close to having a hit with it
until Williams cut his piano version.

A year after Williams took it to
number one, Nat “King” Cole sang it
over the opening and closing credits
of the film Autumn Leaves, starring
Joan Crawford.

Surprisingly, only two seasons of
the year have ever been mentioned in
the titles of number one songs. “Sum-
mer” is the leader, appearing in two
songs, by Percy Faith and the Lovin’
Spoonful. This song is autumn’s only
mention.

Born in Omaha, Nebraska as Lou
Weertz, Roger Williams was a child
prodigy. He learned to play the piano
before he was three years old, and
had written his first song by the time

he was four. When he was eight, he
had mastered a dozen other instru-
ments. At high school, in Des
Moines, Iowa, he conducted the
school’s orchestra and choir. His
father, a Lutheran minister, taught
his son to box—some would consider
that hazardous for a piano player—
and 'Williams won a boxing title while
serving in the Navy during World
War II (in 1959 Williams sparred
with Swedish champion Ingemar
Johansson at his training camp in the
Catskills).

After the war, Williams enrolled
at Idaho State College. He received
his M.A. degree in music from Drake
University and later earned a Docto-
rate in music. In 1952, Williams
enrolled at Juilliard and while in New
York, won on “Arthur Godfrey’s Tal-
ent Scouts” television show. A year
later, he was playing piano at the
Madison Hotel lounge, where Dave
Kapp, president of Kapp Records,
heard him. Kapp signed the pianist to
his label, but insisted on a name
change. “He had to have a name that
would stand up anywhere,” Kapp told
Newsweek. So Kapp named him after
the founder of Rhode Island, Roger
Williams.

DJs named Williams their favorite
solo instrumentalist in 1960. He was
an early proponent of stereo record-
ings, and in 1957 he invented a
miniature electronic piano that played
songs automatically and simulated
speech.

His second biggest recording was
an instrumental version of the “Born
Free” movie theme, which peaked at
number seven in 1966.

THE TOP FIVE

Week of October 29, 1955

1 Autumn Leaves
Roger Williams

2 Love is a Many
Splendored Thing
Four Aces

3 Yellow Rose of Texas
Mitch Miller

4 Moments to Remember
Four Lads

5 Shifting, Whispering Sands

(Parts I & II)
Billy Vaughn
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Writer: Mervle Trawvis
Producer: Lee Gilletie

November 26, 1955
7 weeks

CAPITOL Records’ first rumber one
single of the rock era was recorded
by that little ale pea-picker, “Ten-
nessee” Ernie Ford. When “Sixteen
Tons” was released, Ford was
already a popular television person-
ality, appearing every weekday on
NBC's daytime schedule. That may
be one of the reasons “Sixteen Tons”
became the fastest-selling single in
the history of the record business fo
date, moving more than one miilion
copies in three weeks and rising to
the top of the chart in the same
amount of time, beating the previaus
record held by “The Yellow Rose of
Texas.”

“Sixteen Tons” was written in
1947 by country singer Merie Travis.

He was recording a 78 rpm album for

Capitol entitled Folk Songs of the
Hills, and was aske:l by the label to
include several mining songs. When
he couldn't tind any. he wrate some
himself, like “Nine-Pound Hammer”
and “Sixteen Tons.” Travis’ father
was a coal miner in Kentucky and
was fond of saying he was “another
day older and deeper in debt,” a
quotation that became part of the

t v
chorus of “Sixteen Tons.”

Ford was so busy with his five-
times-a-week TV show, he was
behind in his recording schedule for
Capito. After several phone calls
from lzbel executives telling him he
needed to release new material, Ford
picked two songs he had sung on tele-
vision and headed for Capitol's
recording studios. The songs were
“You Don’t Have to Be a Baby to
Cry” ard “Sixteen Tons.”

While rehearsing the latter song,
Ford was snapping his fingers to set
the tempo. Producer Lee Gillette was
in the control booth and told Ford to
leave the snapping in when he
recorded the song.

Ernest Jennings Ford was born
February 13, 1919, in Bristol, Ten-
nessee. By the age of four, he was
singing “The Old Rugged Cross” at
family gatherings. After high school
graduation, Ernie was hired as an
announcer for a local radio station at
the salary of $10 a week. He studied
voice at the Cincinnati Conservatory
of Musie, and went to work for a sta-
tion in Atlanta at twice his previous
wage. In 1941, he was paid $25 a
week to work for u Knoxville station,
a job he kept until joining the Air
Force in December.

During World War 11 he was a
bomburdier and a bombing instructor,
and after his discharge in 1945 he
moved to California with his wife
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Betty. Ford worked at radio stations
in San Bernadino, California and
Reno, Nevada. He got his first big
break by being hired as a hillbilly DJ
on KXLA, Pasadena, the station that
evolved into top 40 KRLA in the late
1950s.

“Just for the heck of it, I used to
run into the studio where my buddy
Cliffie Stone was doing his country-
western program, swap a few jokes,
sing a hymn with the group and
leave. It was all for fun and didn’t
pay a thing,” Ford remembers. But
there was a pay-off: Stone asked
Ernie to be a regular on his Saturday
night show.

Gillette, an A&R man at Capitol
Records before he became Ford’s
producer, heard Ernie singing along
with a record on KXLA one morning
while driving to work. As soon as he
got to the office he called Stone and
told him to bring Ford in at once. On
January 21, 1949, Capitol Records
signed “Tennessee” Ernie Ford to a
contract. He hit the charts with
“Mule Train,” “The Cry of the Wild
Goose” and a song he wrote himself,
“Shotgun Boogie.” His biggest hit
prior to “Sixteen Tons” was a duet
with Kay Starr (see 7—"Rock and
Roll Waltz"), “I'll Never Be Free,”
which went to number three in the
summer of 1950.

Ten months after Ford had a
number one hit, he became the star
of an NBC prime-time series, “The
Ford Show,” named for the auto-
mobile sponsor. It premiered on
October 4, 1956, and was seen on
Thursday nights from 9:30-10 p.m.
until its final telecast on June 29,
1961,

THE TOP FIVE

Week of Novemnber 26, 1955

1 Sixteen Tons
Tennessee Ernie Ford

2 Autumn Leaves
Roger Williams

3 Love is a Many-
Splendored Thing
Four Aces

4 Moments to Remember
Four Lads

5 1 Hear You Knockin’
Gale Storm
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DEAN MARTIN

Writers: Terry Gilkyson
Richard Dehr
Frank Miller

Producer.: Lee Gillette

January 14, 1956
5 weeks

DEAN MARTIN says he became a
singer because he was tired of clean-
ing windshields and getting punched
in the mouth. He was 27 by the time
he decided to sing professionally, and
before that he held a wide variety of
jobs, including gas station attendant,
boxer, steel worker, coal miner,
drugstore clerk, mill hand ‘and black-
jack dealer.

He was born Dino Crocetti on
June 7, 1917 in Steubenville, Ohio.
He dropped out of school in the ninth
grade, and when his father, a barber,

gave him five dollars to go to barber
school, Dino became a boxer (“Kid
Crochet”) instead, until someone
punched him in the nose too
hard. He started singing with
Sammy Watkins’ band in Cleveland,
then struck out on his own, changing
his name and getting a nose job. He
was earning $750 a week by 1946, the
year he played the 500 Club in Atlan-
tie City. On the same bill was a 20-
vear-old comedian who lip synched to
records, and the owner of the elub
suggested that Dean team up with
the talented newcomer, Jerry Lewis.
Their seripted opening night show
was a disaster, so the following eve-
ning they tried ad-libbing, and
brought the house down. Soon, they
were earning $25,000 as the hottest
comedy team in Ameriea.

Dean and Jerry were headlined at
the Copa in New York, Ciro's on

Sunset Strip and Chez Paree in Chi-
cago. They made 16 films together,
starting with My Friend Irma in
1949. Kinescopes of their early TV
appearances are collectors’ items
today.

Dean signed with Capitol Records
in 1948. His pre-rock era hits include
“I'll Always Love You,” “If,” “You
Belong to Me,” “That’s Amore” and
“Sway.” In 1955 he recorded “Memo-
ries Are Made of This,” written by
Terry Gilkyson, who had belonged to
the folksinging group, the Weavers.
Gilkyson and co-writers Richard Dehr
and Frank Miller formed a group, the
Easyriders, and sang backing vocals
for Martin on “Memories Are Made of
This.” In the spring of 1957, they
went to number four with their own
single, “Marianne.”

“Memories Are Made of This”
started 1956 off in a good fashion for
Dean. It was the first number one
single of the year, and Dean’s most
suceessful single ever. But later in
the year, Martin and Lewis made
headlines all over the country when
they went their separate ways. The
press predicted that Dean would have
a difficult time as a solo performer,
and at first, it seemed they might be
right. His first film without Jerry,
10,000 Bedrooms, was a flop. So Mar-
tin decided to go after good parts in
important films and ask for less
money. He was cast in The Young
Lions, Some Came Running and Rio
Bravo, and earned praise from the
critics. He went on to star in many
more movies, including Sergeant’s
Three, Robin and the Seven Hoods,
Oceans Eleven, The Bells Are Ring-
ing, the Matt Helm series and the
first Airport film.

THE TOP FIVE

Week of January 14, 1956

1 Memories Are Made of This
Dean Martin

2 Sixteen Tons
Tennessee Ernie Ford

3 Great Pretender
Platters

4 I Hear You Knockin’
Gale Storm

5 Band of Gold
Don Cherry




Writers: Dick Ware
Shorty Allen

Producer: Joe Cariton

February 18, 1956
1 week
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ROCK AND RoLL WaLTz" was the
first number one single by a female
singer in the rock era, the first to
have “rock and roll” in the title and
the first number one single for RCA
Records. Kay Starr had been with
Capitol Records since 1948, where
she became weli-known for hits like
“Side by Side” and the number one
single “Wheel of Fortune.” “Rock and
Roll Waltz" was her first recording
for RCA.

Kay remembers the recording ses-
sion. “It was in a huge studio.
nothing cozy about it. It was com-
pletely foreign 1o any kind of
recording I had (lone before. I had
never sung with strings before. I was
in awe of the whole thing. I was
never comfortable recording for
RCA, with such high ceilinged stu-
dios. I wanted the ceilings dawn, 1
wanted to feel iike part of the band.”

Kay also remembers her reaction
when RCA's A&R staff asked her to
record “Rock and Roll Waltz.” “I was
s0 used to sirging gutbucket songs

that were loud and boisterous ar un-
requited love songs. When they
handed me this, I thought they were
playing a joke on me. I looked at it
and said, ‘What is this? It was so
simple, it was almost like they were
insulting my intelligence. I thought,
what are they doing to me? I made
the switch from Capitol to RCA, and
they’re gonna give me this stuff to
sing? Well, I found out they were
certainly serious about it. It was
pleasant, but I didn’t feel my heart
was in it, I couldr’t relate to this
nursery rhyme kind of thing.”

Despite the song’s chart success
and its million-plus sales, no one ever
requested Kay to sing the song at a
personal appearance. “It will always
be a puzzlement to me, when it soid a
million, no one asked me to sing it on
TV or anywhere. People still asked
nme to do ‘Wheel of Fortune.”” Still,
Kay loves the song today, and people
do ask her to sing it now. “I see the
response. When [ see people reaching
over and touching—if you can get
people to touch and communicate, [
believe vou've done vour job.”

Kay was born Katherine La
Verne Starks in Dougherty, Okla-
homa. Her father worked for the
Automatic Sprinkler Company. and
her mother raised chickens. When
she was a little girl, Kay would take
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an apple box into the chicken coop,
stand on it and sing to the chickens.
“I don’t know if you know how chick-
ens roost, but they roost in levels. It
really looks like an amphitheatre.”
Her Aunt Nora heard her singing for
the chickens and entered her in a yo-
vo contest. She sang while she “vo-
yoed” and won third prize. She won a
local radio station talent contest so
many times, the station manager
asked if she’d like her own 15-minute
show three times a week.

The family moved to Memphis,
and at age 15 Kay got a job singing
for jazz violinist Joe Venuti’s dance
orchestra. When Marion Hutton,
Glenn Miller’s vocalist, was hospi-
talized brietly, Kay filled in for her,
and recorded two songs with Miller,
“Baby Me” and “Love With a Capital
U.” She sang with Bob Crosby and
Charlie Barnet’s bands, then went to
California and stayed with Venuti
and his wife.

During World War II, Kay sang
in different army camps. She traveled
on uncomfortable army transport
planes and caught a terrible cold. She
developed pneunionia and spent time
in an army hospital. Eventually, she
developed nodes on her vocal chords
and required surgery. She lost the
use of her voice completely—no talk-
ing, no whispering and no singing.
She communicated by writing notes,
and after six months was able to
regain some use of her voice. It was
a year-and-a-half before she was able
to sing with a full band again. When
her voice came back, it was “huskier
and tighter,” and she used it well,
recording “I'm the Lonesomest Gal in
Town,” “You Were Only Foolin’” and
“Bonaparte’s Retreat” for Capitol.

THE TOP FIVE

Week of February 18, 1956

1 Rock and Roll Waltz
Kay Starr

2 Lisbon Antigua
Nelson Riddle

3 Great Pretender
Platters

4 Memories Are Made of This
Dean Martin

5 No, Not Much
Four Lads
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m NELSON RIDDLE
Writers: Raul Portela

Jose Galhardo

Amadeu do Vale
Harry Dupree

Producer: Lee Gillette

February 25, 1956
4 weeks

TWENTY-SEVEN years before he
arranged Linda Ronstadt’s What's
New album, Nelson Riddle topped
the chart with “Lisbon Antigua.” The
song was written in 1937 by three
Portugese writers as “Lisboa Anti-
gua,” which translates “In Old
Lisbon.”

Riddle learned of the song
through Nat “King” Cole’s manager’s
sister, who lived near Mexico City. A
band known as Los Churambalis
were having a local hit with it, and
she thought Riddle would be inter-
ested. Executives at Riddle’s label,
Capitol, told him to copy the version
exactly.

Later in 1956, Riddle was hired to
score a motion picture starring Ray
Milland and Maureen O’Hara, titled
Lisbon, and he used “Lisbon Anti-
gua” as the film’s theme.

Riddle was born June 1, 1921, in
Oradell, New Jersey. His father was
a sign painter and commerecial artist
who also had an amateur band, which
rehearsed once a week in Nelson’s
living room. Riddle became inter-
ested in music through his father,
and started taking piano lessons at
age eight. At 14 he took up the trom-
bone. After graduating high school,
he played in Charlie Spivak and Bob
Crosby’s orchestras. In 1944, he

THE TOP FIVE

Week of February 25, 1956

1 Lisbon Antigua
Nelson Riddle

2 Rock and Roll Waltz
Kay Starr

3 Great Pretender
Platters

4 Memories Are Made of This
Dean Martin

5 No, Not Much
Four Lads

spent a year travelling with Tommy
Dorsey.

After his Army service, he joined
NBC Radio as a staff arranger in
April, 1947. Three years later, with
the advent of television, his boss was
fired and he lost his job. Then Les
Baxter asked Riddle to come up with
some arrangements for a Nat “King”
Cole album.

“I wrote two arrangements for
Nat that he liked very much,” Riddle
recalls. “One was ‘Mona Lisa’ and one
was ‘Too Young.’ They both came out
under the heading ‘Les Baxter and
His Orchestra’...the mistake that Mr.
Baxter made was that he also took
credit for the arrangements. That
was a little much for me.”

Cole discovered that Riddle did
the arrangements, and after that
they worked together for about 10
years. After a couple of years with
Cole, Riddle asked Capitol for his
own artists’ contract.

While at Capitol, Riddle worked

closely with Frank Sinatra. In 1958
Riddle arranged Frank Sinatra Sings

for Only the Lonely, which included

three songs that would end up on
Ronstadt’s What's New. One after-
noon in 1982, producer Peter Asher
[see 150—"“A World Without Love”}
called Riddle and asked if he would
arrange one song for a new Ronstadt
album. Riddle said he didn’t do single
arrangements, he did albums. Linda
had already recorded the songs for
What's New with a different arranger
and was unhappy with them. Asher
gladly hired Riddle to arrange the
entire album, a definite factor in its
huge success.

Riddle is also acclaimed for his
film and television scoring. His TV
credits include the theme song for the
“Route 66” series (he talked the pro-
ducer out of using the Bobby Troup
song) as well as “The Untouchables”
and Bob Newhart’s latest sitcom.

On October 6, 1985, Riddle died of
cardiac and kidney failure. He was 64.
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Writers: Marguerite Mannot
Jack Lawrence
Rene Rouzaud

Producer: Lee Gillette

March 24, 1956
4 weeks

L ES BAXTER'S “Poor People of Paris”
followed Nelson Riddle’s “Lisbon
Antigua” into the number one posi-
tion, the only time in the history of
the rock era that two instrumentals
have been number one back-to-back.
Both songs also featured the names of
international cities in their titles—a
remarkable coincidence considering
that only five out of 700 number one
songs have non-American cities in
their titles (the other three honored
locales: Calcutta, Winchester and
Glasgow).

Actually, “Poor People of Paris”
was only so titled by mistake. The
song, popularized in France by Edith
Piaf, was called “La Goulante du
Pauvre Jean,” which should have
translated as “The Ballad of Poor
John.” Capitol Records’ representa-
tive in the Paris office cabled the
wrong title to Hollywood, writing
gens for Jean. Gens translates as peo-
ple, and the error was never
corrected.

The song had been written in
France by lyricist Rene Rouzaud and
composer Marguerite Mannot, who
wrote the score for Irma la Douce.
“Poor John” was the kind of guy wha
kept meeting the “bad girls” of Paris.
Jack Lawrence wrote English lyrics
for the song.

Baxter was born on March 14,

THE TOP FIVE

Week of March 24, 1956
1 Poor People of Paris
Les Baxter

2 Lisbon Antigua
Nelson Riddle

3 Rock and Roll Waltz
Kay Starr

4 No, Not Much
Four Lads

5 Great Pretender
Platters

carroL s POOT Peﬂple of Paris

1922 in Mexia, Texas. He has been a
musician ever since he was five years
old, when he learned to play the
piana. As a child. he studied at the
Detroit Conservatory of Music, and
was composing songs before he
entered high school. He skipped his
senior year to attend Pepperdine Col-
lege in Los Angeles on a scholarship.

In the 1930s he became a well-
known conductor for many Hol-
lywood-based radio shows, for
celebrities like Bob Hope and Abboit
and Costello. He also conducted the
orchestra for the world-famous
Cocoanut Grove at the Ambassador
Hotel, and sang with Mel Torme’s
Meltones.

In 1950, he signed a contract with
Capitol Records. His album Music
Out of the Moon was considered
somewhat exotic, and aver the nexi

LES BAXTER

few vears, he recorded a number of
songs for Capitol, including “Blue
Tango,” “April in Portugal,” “Ruby,”
“The High ant the Mighty,”
“Unchained Melody” and “Wake the
Town and Teli the People.”

“Poor People of Paris” rode the
crest of a wave of European melodies
imported and adapted for American
audiences. In addition to predeces-
sors like Roger Williams’ “Autumn
Leaves” and Nelson Riddle’s “Lisbon
Antigua,” the charts were full of
records such as Percy Faith's “Valley
Valparaiso,” Ray Anthony’s
“Madeira,” Jackie Gleason’s “Capri in
May” and Sophia Loren’s “Woman of
the River.”

“Poor People of Paris” was Bax-
ter’s only number one single. He
wrote “Quiet Village,” a hit for Mar-
tin Denny in the spring of 1959.
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Writers: Mae Boren Axton
Tommy Durden
Elvis Presley

Producer: Steve Sholes

April 21, 1956
8 weeks

&

HEARTBREAK HoteEL" was Elvis
Presley’s first recording for RCA Vie-
tor and his first number one single. It
marked Elvis’ transition from a local
southern sensation to a national phe-
nomenon, and it built on the
foundation begun by Bill Haley’s
“(We're Gonna) Rock Around the
Clock” to establish rock and roll as a
musical force that was simply not
going to go away. The king of rock
and roll had just ascended to his
throne.

Elvis Aaron Presley was born on
January 8, 1935 in Tupelo, Mississippi
to Gladys Love Smith Presley and
Vernon Presley. A twin brother,
Jesse Garon, was stillborn and was
buried the next day in Priceville
Cemetery. The Presley family was
not far above the poverty line, but
nothing prevented them from attend-
ing the First Assembly of God
Church, and singing gospel music at
revival meetings. When he was in the
fifth grade, Elvis sang Red Foley’s
“Old Shep” in school, and his teacher
and principal were so impressed, they
entered Elvis in a talent show at the
Mississippi-Alabama State Fair. He
won second place, and four months
later received his first guitar from his
mother as a birthday present. It cost
$12.98.

In September, 1948, the family
moved suddenly to Memphis, where
Elvis enrolled at L.C. Humes High
School. After graduation, he worked
briefly for the Precision Tool Com-
pany before getting a job as a truck
driver for Crown Electric. One Satur-
day in the closing days of summer,
1953, Elvis stopped during a lunch
break at the Memphis Recording
Service to record two songs for his
mother, which eventually led to a
recording contract with Sun Records
[see 12—“I Want You, I Need You, I
Love You”).

On November 22, 1955, RCA
announced the purchase of Elvis’ con-
tract and his singles and unreleased
masters from Sam Phillips of Sun

B

Records for an unprecedented sum of
$40,000 ($35,000 to Sun and a $5,000
bonus to Elvis). Elvis’ first recording
session for RCA took place in
Nashville on January 10 and 11, 1956.
Producer Steve Sholes intended to
capture the “Sun sound” and brought
in musicians Elvis had already
worked with: guitarist Scotty Moore,
bassist Bill Black and drummer D.J.
Fontana. They were joined by Chet
Atkins on guitar, Floyd Cramer on
piano and three members of the Jor-
danaires on backing vocals.

Among the five songs recorded
during those two days were “Heart-
break Hotel” and its flip side, “I Was
the One.” Elvis had been told a few
months before that he would be

recording “Heartbreak Hotel”—by
co-writer Mae Axton. She handled
public relations for Col. Tom Parker
in Florida, and when he became
Elvis’ manager, Mae told Elvis he
needed one more thing: “I said, ‘you
need a million seller, and I'm going to
write it for you,’” she recounts.

Soon after, Tommy Durden
brought Mae a front page newspaper
story about a suicide victim who had
left a one-line note: “I walk a lonely
street.” It was Mae who suggested to
co-writer Tommy Durden they put a
heartbreak hotel at the end of the
lonely street, and 22 minutes later
they had written and recorded on
tape “Heartbreak Hotel.” Mae called
Elvis in Memphis and told him to
meet her in Nashville to hear his first
million seller. She flew there while he
drove in, and when she played it for
him, he asked to hear it again—and
again—until he had listened to it 10
times.

“Heartbreak Hotel” was released
on January 27, 1956. The next day,
Elvis made his network television
debut on Tommy and Jimmy Dorsey’s
“Stage Show” on CBS. Over the next
two months, he was a guest on the
live show five more times, singing
“Heartbreak Hotel” on his third, fifth
and sixth appearances.

On April 3, Elvis sang “Heart-
break Hotel” on NBC's “Milton Berle
Show,” with an audience estimated
at one-quarter of the American
population. Eighteen days later,
“Heartbreak Hotel” became the 10th
number one single of the rock era. At
the end of 1956, Billboard rated it as
the year’s number one single.

THE TOP FIVE

Week of April 21, 1956

1 Heartbreak Hotel
Elvis Presley
2 Hot Diggity/Jukebox Baby
Perry Como
3 Poor People of Paris
Les Baxter
4 Blue Suede Shoes
Carl Perkins
5 Lisbon Antigua

Nelson Riddle
& His Orchestra




Writers: Stan Lebousky
Herb Newman

Producer: Buddy Bregman

June 16, 1956
6 weeks

DID singer Gogi Grants name come
from a dream or from the name o7 a
New York restaurant? Only Dave
Kapp, who headed A&R for RCA
Records before he founded Kapp Rec-
ords, knows for sure. Audrey
Arinsberg was using her married
name, Audrey Brown, when she
signed with RCA. Her manager
changed her name to Audrey Grant,
and she used that for two months
while performing in the Borscht Belt.
Then Dave Kapp came up with the
name “Gogi.” “He told me, and you can
believe it or not believe it, it came to
him in a dream,” she reveals. “But
Dave used to go to lunch every day in
New York at Gogi’s La Rue. Some of
Dave’s friends suspected that’s where
he got the name.”

Audrey was born September 20,
1924 in Philadelphia, the eldest of six
children. The family moved to Los
Angeles when she was 12. She always
sang as a child, but rever considered

’f'

it as a career. Her high school classes
included typing and shorthand, and
she was thinking of teaching or
liecoming a commercial artist.

That changed after friends
msisted she enter a weekly talent
contest at the Macambo nightclub on
the Sunset Strip. Through an orches-
tra leader there, she met a vocal
coach and worked with her for three
months. Then she went to Gold Star
recording studios to make a demo
record. Studio owner Stan Ross set
up an interview with an agent at
MCA'’s talent agency, but he and
Gogi agreed she wasn’t ready.

Three days later, Ross called her
with the news that MCA was in an
uproar. Audrey had inadvertently left
her demo record on the turntable,
which was in the office of the head of
the music department. He had
returned from a vacation in Tahiti
and played the disc, a recording of
“I'm Yours.” His orders: find that
voice!

Through MCA, she auditioned for
RCA Records and signed a contract
the same day. Her first RCA release,
“Where There’s Smoke, There’s
Fire,” failed to chart, as did subse-
quent recordings. Kapp left RCA to
start his own label and through

=

srao TNE Wayward Wind

|
Buddy Bregman, Gogi signed with
Era Records, a Los Angeles label run
by Herb Newman.

A song was selected for her, and
when she met the writers, they
played some other things they had
written. One of them was “Suddenly
There’s a Valley.” “I said I'd like to
try that song. They all looked at each
other strangely and said ‘fine, but we
thought we should have a male singer
sing this song.” They had it in reserve
for the first big male voice they
found.” Gogi recorded it instead of
the song chosen for her, and went on
a 28-city promotional tour. By the
time she arrived in the first city,
there were five cover versions. “If I
hadn’t gone on that publicity trip, I
would have lost that record.”

“Suddenly There’s a Valley” went
to number nine, and Gogi recorded a
follow-up, “Who Are We,” which took
most of a three-hour recording
session. While going over the
arrangements, label owner Newman
asked Gogi to come into his office.
“Herb pulled out this manuscript; it
was brown with age,” Gogi remem-
bers. It was a song Newman had
written with Stan Lebousky when
they were students at UCLA. It was
also written for a man to sing, but
Gogi felt something in the song. She
changed some lyrics to sing the song
from a woman’s point of view, and,
with 15 minutes of studio time
remaining in the “Who Are We” ses-
sion, recorded “The Wayward Wind.”

“Who Are We” peaked at 62, so
“The Wayward Wind” was released.
Five weeks after entering the chart,
it knocked “Heartbreak Hotel” out of
the number one position.

THE TOP FIVE

Week of June 16, 1956

GOGI GRANT

1 Wayward Wind
Gogi Grant
2 Moonglow and Theme

from “Picnic”
Morris Stoloff

3 Heartbreak Hotel
Elvis Presley

4 Standing on The Corner
Four Lads

5 I’'m in Love Again
Fats Domino
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[ Want Y()u, I Need YOU, I Love You xcasso

ELVIS PRESLEY

Writers: Maurice Mysels
Ira Kosloff

Producer: Steve Sholes

July 28, 1956
1 week

AL’I‘HOUGH he preferred not to fly,
Elvis arrived for his third RCA
recording session in Nashville by air-
plane. The flight did not build his
confidence in air travel: one of the
twin engines cut out and the charter
craft was forced to make an emer-
gency landing on a small, deserted
runway.

That may be why Elvis only
recorded one song during a recording
session scheduled for April 11, 1956—
"I Want You, I Need You, I Love
You.” The final track is an edit of the
14th and 17th takes; in 1976, an alter-
native recording was issued in which
Elvis mistakenly sang “I Need You, I
Want You, I Love You.”

The single was released in May,
and on June 5 Elvis made his second
appearance on Milton Berle’s show.
He sang “I Want You, I Need You, I
Love You” as well as his next single,
“Hound Dog” [see 14]. While Ed Sul-
livan said he would never have Elvis
on his show, time period rival Steve
Allen had no qualms, and Elvis
earned $7,500 for singing the same
two songs on Allen’s Sunday night
show on July 1.

The first record Elvis ever made
was an acetate of two songs he
wanted to give his mother as a pre-
sent. On a Saturday afternoon in late
summer, 1953, Elvis parked his truck
in front of Sam Phillips’ Memphis
Recording Service at 706 Union Ave-
nue. It was also the office of
Phillips’ label, Sun Records.

Phillips wasn't there,
but his assistant, Marion
Keisker, collected

Elvis’ four dollars and helped him
record “My Happiness” (an Ink Spots
song) and “That’s When Your Heart-
aches Begin” (a country song
recorded by Bob Lamb). Sam had
always told Marion, “If I could find a
white boy who could sing like a
Negro, I could make a million dol-
lars.” Halfway through “My
Happiness,” Marion thought she had
found that white boy, and she quickly
turned on a tape recorder.

Phillips listened to the tape and
disagreed with Marion—he didn’t
think Elvis had anything. Presley
returned to the studio on January 4,
1954 to cut two more songs: “Casual
Love Affair” and “I'll Never Stand in
Your Way.” Still, Phillips was not
taken with Elvis' voice. A few
months later, Phillips received a
demo of a song called “Without You.”
When he couldn’t locate the original
singer, Marion suggested they bring
in Presley to record it.

Legend has it that Presley arrived
at the studio before Phillips could
hang up the phone. He recorded
“Without You"—and it was terrible.
Then Phillips asked him to record
“Rag Mop,” with similiar results.
Finally, Sam asked Elvis what he
could sing, and Elvis did his reper-
toire of rhythm and blues, country
and western, gospel
and Dean Martin
hits. Phillips was
k) impressed at last;

he asked guitarist
Scotty Moore to
work with Elvis.
Later that night,
neighbor Bill Black
came over to

Scotty’s house to join them, and the
following Monday they had their first
Sun recording session.

The date was July 5, 1954. Elvis
recorded “I Love You Because” and
“Blue Moon of Kentucky.” During a
break, Elvis picked up his guitar and
started playing Arthur Crudup’s
“That’s All Right, Mama.” Scotty and
Bill joined in, and Phillips rushed out
of the control booth and asked what
they were doing. They stopped, but
he told them to keep going—he
wanted to capture the song on tape.
It was the combination of white
singer and black song that he had
been looking for.

Two days later, WHBQ'’s Dewey
Martin played an acetate of “That’s
All Right, Mama” on his “Red, Hot
and Blue” show. The station was
inundated with calls from people who
wanted to hear the song again. Elvis
shied away from hearing the broad-
cast, and went to watch High Noon
at the local movie house. His parents
raced there and brought him to the
station for an interview on Martin’s
show. The DJ made a point to ask
Elvis what high school he attended.
It was only when he answered
“Humes High” that the audience real-
ized Presley was white.

Between July, 1954 and Novem-
ber, 1955, Sun Records would issue
five singles by Elvis. Although none
made the pop charts, the final two
(“Baby Let’s Play House” backed
with “I'm Left, You're Right, She’s
Gone” and “Mystery Train” backed
with “I Forgot to Remember to For-
get”) made number 10 and number
one, respectively, on Billboard’s
country and western chart.

THE TOP FIVE

Week of July 28, 1956

1 I Want You, I Need You,
I Love You
Elvis Presley

2 Wayward Wind
Gogi Grant

3 I Almost Lost my Mind
Pat Boone

4 My Prayer
Platters

5 More
Perry Como




1956

Writers: Jimmy Kennedy
Georges Boulanger

Producer: Buck Ram

August 4, 1956
2 weeks

THE Platters were the first black
artists to have a number one single
on the pop charts. Their style was in
the tradition of the Mills Brothers
and the Ink Spots, and under the
guidance of producer/manager Buck
Ram, they were the most popular
vocal group during the first five years
of the rock era.

The Platters were already a
quartet when Buck Ram met them in
late 1953. Tony Williams, Herbert
Reed, David Lynch and Alex Hodge
signed a management contract with
Buck on February 15, 1954. In May,
Buck decided to add a female to the
Platters. He recruited 15-year-old
Zola Taylor from the girl group,
Shirley Gunter and the Queens. Two
months later, Hodge had trouble with
the law, and was replaced by Paul
Robi.

The group was signed to Federal
Records, where they first released
“Only You (And You Alone),” which
didn’t do very well. But they worked
consistently, often earning $150 a
night. When the Penguins, a Los
Angeles doo-wop group that had a
national hit with “Earth Angel,”
found out the Platters were earning
three times as much money without
having any hit records, they signed a
management deal with Buck as well.

Mercury Records wanted to sign
the Penguins away from the Dootone

THE TOP FIVE

Week of August 4, 1956

1 My Prayer
Platters

2 [ Want You, I Need You,
I Love You
Elvis Presley

3 I Almost Lost my Mind
Pat Boone

4 Wayward Wind
Gogi Grant

5 Whatever Will Be, Will Be
Doris Day

label, and Ram agreed on one condi-
tion: they sign the Platters, too. Buek
credits west eoast label executive John
Sippel, later a Billboard reporter,
with urging the Chicagc-based label to
take both groups.

The Platters' first release on Mer-
cury was a new recording of “Only
You.” It was issued on a purple label,
indicating the record was R&B. Ram
successtully argued that the Platters
sang pop music, and the record was
reissued on Mercury’s standard black
lzbel.

“Only You” did not do well at
first, as the Penguins were a much
higher priority for Mercury. Platter
Tony Williams’ wife was a secretary
to Hunter Hancock, an influential
white R&B disc jockey in Los
Angeles. He piayed the recart on his
show, where it. was heard by visiting
Seattle DJ Bob Salter. Salter went
back horme and played the record,
creating a demand that turned “Only
You” into a nafional hit.

Mercury Records was anxious for
a follow-up. “I file away ideas in my
head,” Buck explains. “The A&R man
from Mercury said, ‘you've had a big
hit, we need another tune.’ 1 said.
‘I've got just the tune.’ I thought

MERCURY 70893 My Prayer
THE PLATTERS

quickly and said. ‘The Great Pre-
tender.’ I hadn't even written it yet.
I went back to my hotel, went to the
washroom and in 30 minutes wrote
‘The Great Pretender.” Tony Williams
didn’t want to sing it because it was a
‘hillbilly’ sang.”

Lead singer Williams and pro-
ducer Ram often had differences of
opinion, but Ram was the groun’'s
manager and had the final word. As
usual, he was correct and “The Great
Pretender” was a amash.

English songwriter Jimmy Ken-
nedy stopped Buck on the street one
day and said he was very impressed
with the sound of the Platters. He
offered several of his songs to the
group, and the one Buck liked best
was “My Prayer,” a French song
originally written by Georges
Boulanger as “Avant de Mourir.”
Kennedy had written English Iyrics
in 1939.

“It was the first song ever written
that had &« slow irtroduction and
verse, then the charus,” Buck claims.
“Mercury would not release ‘My
Prayer.’ Then an A&R man heard the
Four Aces were recording it. The
minute they heard that, they rushed
it out.”
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Don’t Be Cruel / Hound Dog zc o

ELVIS PRESLEY

Whriters: Otis Blackwell
Elvis Presley
Jerry Leiber
Mike Stoller

Producer: Steve Sholes

August 18, 1956
11 weeks

ELVIS PRESLEY'S recording of “Don’t
Be Cruel” and “Hound Dog” was
number one for 11 weeks, longer than
any other record in the rock era.
“Don’t Be Cruel” was composed by
Otis Blackwell, a Brooklyn song-
writer whose credits include “Fever,”
“Great Balls of Fire,” “Breathless”
and many later Elvis hits, including
“Return to Sender,” “One Broken
Heart for Sale,” “(Such an) Easy
Question” and the number one single
“All Shook Up.” Elvis no more wrote
“Don’t Be Cruel” than he wrote
“Heartbreak Hotel”—it was simply a
demand by Col. Tom Parker that
Elvis be listed as a songwriter to

THE TOP FIVE

Week of August 18, 1956

Don’t Be Cruel/Hound Dog
Elvis Presley

My Prayer

Platters

Whatever Will Be, Will Be
Doris Day

Flying Saucer (Parts I & II)
Buchanan & Goodman

I Want You, I Need You,
I Love You
Elvis Presley

share in writing royalties.

“Hound Dog” was written in 1952
by Jerry Leiber and Mike Stoller,
two East Coast songwriters who met
in Los Angeles through a drummer
who was a mutual friend. Leiber and
Stoller were as responsible as any
performer for laying the foundation of
rock and roll, writing and producing
for the Coasters, the Drifters and the
Clovers. They began writing R&B
songs in the summer of 1950, and two
years later were asked by Johnny
Otis to write for the singers in his
band, including Little Esther and Big
Mama Thornton.

After watching Thornton perform
at a rehearsal, Leiber and Stoller
went home and wrote “Hound Dog”
as a country blues tune. They helped
Otis produce the session, and “Hound
Dog” went to number one on the
R&B chart.

On April 23, 1956, Elvis made his
debut in Las Vegas at the Frontier
Hotel. The middle-aged audience
watched in unappreciative silence,

and the two-week run was cancelled
after the first week. But Elvis made
a fateful visit to the lounge and lis-
tened to Freddie Bell and the
Bellboys, who did a comedic version
of “Hound Dog” in their act, adding
lyries like “You ain’t never caught a
rabbit, and you ain’t no friend of
mine.” Elvis liked their treatment of
the song enough to add it to his
repertoire.

Elvis introduced “Hound Dog” to
a national audience on June 5, during
his second appearance on Milton
Berle’s TV show. His pelvie undula-
tions caused an uproar and the press
lambasted him. Ed Sullivan
announced he would never have Pres-
ley on his Sunday night show, but
that didn’t stop Steve Allen, whose
NBC variety series aired opposite
Sullivan, from booking Elvis. On July
1, Elvis sang “Hound Dog” on Allen’s
show, only this time, dressed in a
tuxedo and blue suede shoes, with
explicit instructions to stand still.
Elvis simply sang “Hound Dog” to a
sad-eyed basset hound.

Steve Allen received a 55 share,
and Sullivan quickly changed his
mind about booking Elvis, who was
paid $50,000 for three appearances.
He sang “Don’t Be Cruel” and
“Hound Dog” on September 9 and
October 28 of 1956 and January 6,
1957.

The day after appearing on Steve
Allen’s show, Elvis recorded “Don’t
Be Cruel” and “Hound Dog” at RCA
Studios in New York City. Despite
the latter song’s success in his stage
act, he was reluctant to record it, but
producer Steve Sholes insisted. It
was the last time Elvis ever recorded
in New York.

In the early summer of 1956, Mr.
and Mrs. Mike Stoller vacationed in
Europe. They returned home to New
York on the Italian liner Andrea
Doria, which, on the night of July 25,
was rammed by the Swedish-Ameri-
can liner Stockholm. Fifty people
were killed or missing, but the
Stollers were among the 1,652 sur-
vivors. They escaped in a lifeboat and
were rescued at sea. A frantic Jerry
Leiber rushed to the docks to greet
the freighter that brought the
Stollers home. Grateful to be alive,
the Stollers disembarked and were
greeted by an excited Leiber, who
exclaimed, “Elvis Presley recorded
Hound Dog!”
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Writers: Elvis Presley
Vera Watson

Producer: Steve Sholes

November 3, 1956
5 weeks

WHEN “Love Me Tender” succeeded
“Don’t Be Cruel” and “Hound Dog”
as the nation’s number one song, it
was the first of only two occasions in
the rock era when an artist followed
himself into the number one position.
The orly other act to accomplish this
was the Beatles [see 144—“She
Loves You”].

On October 20, 1956, “Love Me
Tender” was number two while
“Don’t Be Cruel” and “Hound Dog”
were number one, and the following
week they reversed positions, mark-
ing the first time the same artist
occupied the top two positions on
Billboard’s pop chart.

Even before his first RCA original
release, “Heartbreak Hotel,” went to
number one, Elvis flew to Hollywood
for a screen test with Hal Wallis at
Paramount Pictures. Presley wasn't
asked to sing; they already knew he

could do that. He performed a scene
with character actor Frank Faylen,
and on April 1, 1956, Wallis made a
three-picture deal with Col. Tom Par-
Ker.

Elvis was to make his film debut
in The Rainmaker with Burt Lancas-
ter and Katherine Hepburn, and if he
had, it weuld have been the most se-
rious dramatic role of his career. But
that was not. the direction Col. Par-
ker wanted him to follow, and the
first of his 33 fiims set the pattern of
simple, uncomplicated plots with
beautiful female guest stars and a
few songs thrown in for good meas-
ure.
Elvis' first film was originally
titled The Reno Brothers, but by the
time production started on August
22, it was called Love Me Tender.
Before filming began at 20th Century
Fox, four songs were recorded,
including the title track. Based on an
1861 folk ballad culled “Aura Lee,”
the song was credited to Elvis and a
songwriter named Vera Watson, but
was actually written by Vera's hus-
band, Ken Darby, musical director of
the film. Darby wrote the entire
score for the movie, and refused to

«cress Love Me Tender

ELVIS PRESLEY

use Elviy' coterie of musicians (Scotty
Moore, Bill Black and D.J. Fontana),
believing they couldn’t do justice to
his musie. The musicians playing on
the soundtrack are the Ken Darby
Trio.

David Weisbart, the man who
produced James Dean’s Rebel With-
out « Cause, was an appropriate
choice to produce Love Me Tender.
On the first day of filming, Presley
talked to Weisbart about starring in a
film biography of the late James Dean
that the producer was considering.

Richard Egan, Debra Paget and
Neville Brand were Elvis’ co-stars in
Love Me Tender, a Civil War story
about Confederate soldiers who are
unaware the war has ended. Elvis
plays Cliff Reno, a young man who
marries his dead brother’s fiancee.
One small problem: the brother
wasn’t killed in the war after all, and
comes home to a romantic triangle.
Before Cliff is killed by Brand, Elvis
gets to sing all four songs.

Love Me Tender opened in New
York City on November 16, and 20th
Century Fox released 550 prints to
theaters, more than any other film
had ever issued. RCA had been
forced to release the title song in the
first week of October, due to the
demand created after Elvis sang it on
his first Ed Sullivan appearance on
September 9.

In 1978, WCBM disc jockey Ray
Quinn edited Elvis’ recording of
“Love Me Tender” with a then-new
version by Linda Rondstadt, creating
an ersatz duet which received much
radio airplay, but for obvious contrac-
tual reasons was never released.

THE TOP FIVE

Week of November 3, 1956

1 Love Me Tender
Elvis Presley

2 Don’t Be Cruel/
Hound Dog
Elvis Presley

3 Green Door
Jim Lowe

4 Just Walkin’ in the Rain
Johnnie Ray

5 Honky Tonk (Parts I & II)
Bill Doggett
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Smgmg the Blues covcviin iorss

GUY MITCHELL

Writer: Melvin Endsley
Producer: Mitch Miller

December 8, 1956
10 weeks

ONLY one other song in the entire
rock era had a longer run at number
one than “Singing the Blues” by Guy
Mitchell. Elvis Presley’s “Don’t Be
Cruel / Hound Dog” was on top for 11
weeks, but since December, 1956, no
other male singer has managed to
surpass Mitchell's 10-week stay at
number one (two women have
matched Mitchell’s record [see 475—
“You Light Up My Life” and 550—
“Physical”].

Melvin Endsley, a 20-year-old
songwriter from Arkansas, wrote
“Singing the Blues” in 1954. A victim
of polio when he was three years old,
Endsley was confined to a wheel-
chair. This song was his first
successful composition.

Marty Robbins recorded the song

first, also for Columbia Records, but
the label was more interested in mak-
ing him a country star. Mitchell
heard Robbing’ version and asked
Mitch Miller if he could record it, too.
Both versions entered the Best Sell-
ers in Stores chart on November 3,
1956. Robbins peaked at 17.

Guy Mitchell was born Al Cernick
on February 27, 1927 in Detroit,
Michigan. His parents were of Yugo-
slavian descent. They decided to
move to Los Angeles when Guy was
11 years old, and on the fateful
train journey west, a passenger
approached Guy’s mother and handed
her a business card. He said her son
had a beautiful voice and she should
contact him after she was settled in
Los Angeles. True to his word, he
arranged an audition with Warner
Brothers, who signed Al to a contract
for grooming as a child star.

Al took acting, dancing, voice and
diction lessons, and sang on the stu-
dio’s radio station, KFWB, but his
parents moved to San Francisco, end-

ing his early chances for stardom. He
continued to sing while attending
Mission High in the Bay Area, and
during the summers he worked on a
ranch in the San Joaquin Valley.
There, country singer Dude Martin
heard him and invited Al to appear
regularly on his KYA and KGO radio
shows, a job interrupted by a 16-
month stint in the Navy.

In 1947, Cernick joined Carmen
Cavallaro’s orchestra as a vocalist
and made his first recordings, on
December 17. “I Go in When the
Moon Comes Out” and “Ah But It
Happens” were released on Dececa. Al
was supposed to appear with Cav-
allaro at the Astor Room in New
York, but a throat infection pre-
vented him from singing. He decided
to stay in New York anyway to make
the rounds of the record companies.

Al recorded for King Records in
1949, the same year he was a winner
on “Arthur Godfrey’s Talent Scouts.”
His biggest break came a year later
when Frank Sinatra refused to record
two songs for Mitch Miller at Colum-
bia Records. The studio was booked,
the band was waiting and an angry
Mitch wanted to find a replacement
vocalist immediately. He remembered
hearing the voice of Al Cernick on
demo records and called all over town
to find him. Two hours later, Al was
in the studio recording “My Heart
Cries for You” and its flip side, “The
Roving Kind.” Both songs made the
top five in early 1951

Mitch thought Al Cernick was not
an appropriate name for a performer,
5o he took his own first name and
added it to the fact that Al was “a
nice guy” to come up with Guy
Mitchell.

THE TOP FIVE

Week of December 8, 1956
1 Singing the Blues

Guy Mitchell
2 Love Me Tender

Elvis Presley
3 Green Door

Jim Lowe

4 Blueberry Hill
Fats Domino

5 Just Walking in the Rain
Johnnie Ray




Writers: Lee Rosenberg
Bernard Weinman

Producer: Steve Sholes

February 9, 1957
3 weeks

G‘L'Y MITCHELL'S “Singing the Blues”

finally relinquished the top spot after
10 weeks, and Elvis Presley had his
first number one single of 1957, “Too
Much.” The previous year had been
good for Presley. In 1956, he topped
the chart four times and occupied the
number one position for 25 weeks, a
total unmatched by any other artist
in any other year. He wouid not let
up the pace in ’57—in fact, he would
tie his own record by being number
one for 25 weeks this year, again
with four singles.

Elvis premiered “Too Much” on
his third Ed Sullivan appearance, on
January 6, 1957, Guest starring on
Sullivan’s show gave Presley national
credibility, especially after Ed had
given Elvis his personal endorsement
during his second appearance on
October 28. Sullivan had been ill
when Presley made his first guest
appearance on September 9, 1956—
Charles Laughton was the substitute
emcee that night. TV Guide, select-
ing what they felt was the most
noteworthy event on television that
week, ran a cover story: “The Plain
Truth About Elvis Presley.”

Despite this growing public
acceptance of Presley by the adult
population of America, on the Janu-
ary 6 Sullivan show, Elvis was seen
only from the waist up; the cam-
eramen ordered not to pan their
lenses down to the verboten pelvic

regicn. Elvis sang seven songs that
night- “Hound Dog,” “Lave Me
Tender,” “Heartbreak Hotel,” “Peace
in the Valley,” “When My Blue Moon
Turns to Gold Again” as well as
“Dor’t Be Cruel” and “Too Much.” It
was the last time Presley ever
appeared on Sullivan’s show.

Elvis recorded “Too Much” and its
flip side, “Playing for Keeps,” at a
three-day session in Hollywood,
beginning September 1, 1956. “Too
Much” had been recorded in 1954 by
Bernard Hardison, and songwriter
Lee Rosenberg handed the song to
Elvis as he was boarding a train for
Los Angeles.

Although Ken Darby refused to
employ Scotty Moore, Bill Black and
D.J. Fontana for the Love Me Tender
sessions, these three musicians were
flown to Hollywood for the recording
of “Too Much” and the songs that
would comprise Elvis’ second RCA
album. That LP, titled simply Elvis,
was released in October, 1956, and
“Too Much” was held far release in
January, 1957.

A month before “Ton Much” was
issued, Elvis took part in a recording
session that has taken c¢n legendary
proportions. He was home in
Memphis to visit his family, when he
stopped by the Sun Recording Studio
on December 4, 1956. Label owner
Sam Phillips was producing a session
for Carl Perkins (“Matchbox”) that
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ELVIS PRESLEY

day. Two other Sun artists were in
the studio: Jerry Lee Lewis (who had
just recorded his first Sun single,
“Crazy Arms”) had been hired to play
the piano for Perkins' and Johnny
Cush (in the national top 20 with “I
Walk the Line”) was a guest.

With that much talent in the
room, it was inevitable that music
would be made. Elvis replaced Jerry
Lee at the piano, and while Sam Phil-
lips discreetly turned on a tape
recorder, the sounds of “Blueberry
Hill” filled the studio, along with gos-
pel numbers like “Just a Little Talk
With Jesus” and “Walk That Lone-
some Valley.” For 25 years, the only
evidence of this almost-mythical ses-
sion was a newspaper photo of the
four participants and a report by
Memphis Press-Scimitar columnist
Robert Johnson.

It wasn’t until April 1, 1981, when
Sun Records in Great Britain
released the album Million Dollar
Quartet, that anyone actually heard
what was recorded that day. As it
turned out, only Presley, Lewis and
Perkins are on the album, lending
credence to the story that after hav-
ing his picture taken, Cash went
shopping.

Just after “Too Much” descended
from number one, Elvis purchased a
new home in the Whitehaven suburb
of Memphis. He paid $100,000 for the
two-story mansion, built of Tennessee
limestone, and the 13 3/4 acres of
land the house sat on. Elvis bought
the house from Mrs. Ruth Brown
Moore. It had been built by her hus-
band, Dr. Thomas Moore, and named
after her aunt, Grace Toof. Elvis
kept the name: Graceland.

THE TOP FIVE

Week of February 9, 1957
1 Too Much
Elvis Presley

2 Young Love
Sonny James

3 Don’t Forbid Me
Pat Boone

4 Young Love
Tab Hunter

5 Singing the Blues
Guy Mitchell
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TAB HUNTER

Writers: Carole Joyner
Ric Cartey

Producer: Billy Vaughn

March 2, 1957
4 weeks

WHEN the rock era was young, it
was common for several singers to
record the same song simultaneously
and fight each other for airplay and
sales. Publishers wanted as many art-
ists as possible to cover their songs
and provide more revenue for them;
sometimes more than one version
became popular and increased their
income even more. The most. hotly
contested cover hattle of the rock era
was over the song “Young Love,”
recorded first by the song’s eo-writer,
Ric Cartey. on RCA. When his ver-
sion failed, he played it for country
singer Sonny James, who liked it
enough to record it.

Randy Wond, president of Dot
Records in Gallatin, Texas, thought
Sonny’s version would do well on the
country charts, and wanted a pop
singer to cover it. He contacted actor
Tab Hunter, who remembers the con-
versation: “Randy called me up and
said, ‘I've got a record I want you to
hear. If you can carry a tune at all,
we'd like you to record it.””

Tab’s vocal experience had been
confined to the school choir, but he

liked the song and agreed to record
it. Ten days later it was available in
record stores. Sonny’s country ver-
sion boundei up the pop charts, but
Tab was right behind him until March
2. 1957, when Hunter went to
number one. Sonny peaked at
number two.

Tab’s recording career was short-
lived. Warner Brothers had him
under contract for films, and objected
strongly to his recording for Dot. The
stuaio sent him on a national promo-
tion tour for the film The Spirit of St.
Louis, “Everybody knew the plane
landed safely...so they kept saying,
‘tell us about vour new record.’
Warners was fwrious,” Tab laughs.

When Warner Brothers started
their own label in 1958, Tab was
among the first artists signed. He
feeis he was one of the reasons the
film company decided to have their
own lahkel, so their talent wouldn’t be
earning money for other companies.

Tab was born Arthur Andrew
Kelm on July 11. 1931, in New York
City. Later, he used his mother’s
maiden name, Gelien. He joined the
Coast Guard at 15, and after a two-
year stint became a competitive ice
skater. He loved horses, and was
working at a stable when he was
spotted by talent agent Dick Clayton.
He introduced Arthur to Henry
Wilison, Hollywoeod agent for Rock
Hudson. “Harry always gave strange

names to people,” says Hunter.
“Rory Calhoun, Guy Madison, Rock
Hudson, Rhonda Fleming. And he
said, ‘We’ve got to tab you some-
thing’...I used to show horses,
hunters and jumpers. It could have
been Tab Jumper instead of Tab
Hunter.”

Willson got Tab into his first film,
Island of Desire, with Linda Darnell
in 1952. He made many films in the
1950s, but perhaps the best was the
musical Damn Yankees, in which he
was the only leading actor who hadn’t
been in the Broadway cast. He asked
for and secured his release from
Warner Brothers, then continued to
make films in Europe.

He starred for one season in a
half-hour situation comedy, “The Tab
Hunter Show,” which premiered on
NBC September 18, 1960. He played
a bachelor cartoonist and was up
against the last 30 minutes of “The
Ed Sullivan Show.”

In 1977, when Mary Hartman’s
father, George Shumway, fell into a
vat of rustoleum, he came out looking
like Tab Hunter in “Forever Fern-
wood,” the series that succeeded
“Mary Hartman, Mary Hartman”
after Louise Lasser departed. For 19
episodes, Tab Hunter took Philip
Bruns’ place in the role of George
Shumway.

Tab’s recent film work includes
Polyester, a 1981 film which also star-
red Divine. Tab sang the title song,
written by Debbie Harry and Chris
Stein of Blondie. In 1982, Tab had a
role in Grease 2. He has since formed
his own production company and
teamed up with Divine again for a
western film, Lust in the Dust.

THE TOP FIVE

Week of March 2, 1957
1 Young Love
Tab Hunter
Too Much
Elvis Presley

3 Don’t Forbid Me
Pat Boone

[

4 Young Love
Sonny James

5 Banana Boat (Day-0)
Harry Belafonte




Writers: Buddy Knox
Janmy Bowen

Producer: Norman Petty

March 30, 1957
1 week

BUDDY WaYNE Kx0x. born July 20,
1933 in Happy, Texas, was the first
artist of the rock era to write his own
number one song (Elvis Presley was
listed as songwriter on two of his
number one hits before “Party Doll,”
but didw’t actually participate in writ-
ing either one [see 14—*“Don’t Be
Cruel” / “Hound Dog”]). He was also
one of the innovators of the south-
western style of rockabilly that
became known as “Tex-Mex” musie,
as exemplified by many singers who
recorded at Norman Petty’s studios
in Clovis, New Mexico, just 10 steps
from the Texas border.

Buddy went to West Texas State
University on a sports scholarship
and met two other students who
were on partial sports scholarships,
Jimmy Bowen and Don Lanier. They
formed a group called the Sere-
naders. named for their habit of
serenading the women'’s dorms at two
in the morning. Buddy Holly and Roy
Orbison performed on campus. and
when Knox became friendly with
them, both suggested he take his
songs over to producer Petty’s studio
and record them.

One of those songs was “Party
Doll,” which Buddy had written in
1948. “I really don’t remember writ-

ing ‘Party Doll,”” he confesses, “but I
did, out on the farm, behind a hay-
stack.” Around the same time, he
also wrote another future hit, “Hula
Love.” The original idea came from
an Edison wax cylinder recording
made on February 14, 1910, by the
Metropolitan Qvera Quartet, “My
Hula Hula Love,” and from the
motion picture Bird of Paradise star-
ring Deborah Paget and Louis
Jordan.

“When I got into college, those
were really about the only songs I
knew outside of a few Fats Domino
things. Then we started hearing
about Elvis Presley and Jerry Lee
Lewis and Chuek Berry, and found
out we were deing the same kind of
music they were doing.”

Buddy, Jimmy and Don arrived at
Clovis Studios with $60 in their pock-
ets. “We didn’t know if that was the
right price or not for a session,”
Buddy says. Petty laughed and spent
three days recording “Party Doll”
and two other songs. “We suddenly
discovered Jimmy Bowen couldn’t
play bass. There was a black fellow in
town who played pretty good bass, so
we hired him for ‘Party Doll.””

Dave Alldred, drummer with the
Norman Petty Trio, played drums—
sort of. He didn’t have a complete set
of drums, so a cardboard box was
filled with cotton and a microphone
was stuffed inside. A girl from the
Clovis High Sthool marching band
played cymbals, and Buddy’s sister
and her two girlfriends sang backing
vocals.

ROULETTE 4002 Party Doll

BUDDY KNOX

When the three days were over,
Norman gave each member of the
group a couple of acetates of their
recordings. “We just went back home
with the darn things. We knew noth-
ing about the business at all...the
only thing that we really went to re-
cord for was just to have a couple of
copies of the record.”

Chester Oliver, a farmer from
Plainview, Texas, asked if he could
press 1,500 copies of “Party Doll” to
sell in local stores. They formed a
small label, Triple-D, named after
Dumas, Texas radio station KDDD
where Bowen had worked. A DJ in
Amarillo, Dean Kelly, played the rec-
ord and it became a local hit.

Don Lanier’s sister called Morris
Levy at Roulette Records in New
York, and he was interested enough
to send the group plane tickets and
sign them to contracts. “We called
ourselves the Orchids originally,
because we all had orchid-colored
shirts. When we got to New York,
the people at Roulette decided it
wasn’t such a jazzy name, so they
changed it to the Rhythm Orchids,”
says Buddy.

As soon as Roulette released
“Party Doll,” there were three other
versions. Wingy Manone and Roy
Brown had R&B versions which char-
ted in the bottom half of the Hot 100,
but Steve Lawrence’s pop version
went to number five.

With four months to go before
getting his masters degree in
accounting, Buddy quit school to be a
full-time performer. Today he tours
11 months out of the year, and lives
with his wife on a farm about 50
miles out of Winnipeg, Manitoba,
Canada, near the American border.

THE TOP FIVE

Week of March 30, 1957

1 Party Doll
Buddy Knox

2 Round and Round
Perry Como

3 Butterfly
Charlie Gracie

4 Butterfly
Andy Williams

5 Teen-Age Crush
Tommy Sands
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PERRY COMO

Whriters: Joe Shapiro
Lou Stallman

Producer: Joe Reisman

April 6, 1957
1 week

PERRY CoMO has been signed to the
same record label longer than any
one else who has had a number one
record. In fact, he’s been an RCA
recording artist longer than many
other singers have been alive. He
signed with the label on June 17,
1943, and still records for them
today. On June 21, 1983, RCA’s
Chairman and Chief Executive
Officer Thornton F. Bradshaw and
RCA Records President Robert D.
Summer hosted a dinner for Como at
the Rainbow Grill in New York’s
Rockefeller Center, to honor his 40th
year with RCA Records and his 50th
year in show business.

“Round and Round” is his only
number one single of the rock era,
but he had eight number ones
between 1945-1954. He first sang
“Round and Round” on his weekly
NBC variety show, and the audience
response was so great, RCA decided
to release it as a single.

He was born Pierino Roland Como
on May 18, 1912 in Canonsburg,
Pennsylvania. He was the seventh
son of a seventh son, the first of
Pietro and Lucia Como’s 13 children
to be born in the United States. Can-
onsburg was a mining town, but
Perry avoided working in the coal
pits by becoming an apprentice bar-
ber at age 11. By the time he was 14,
he had opened his own shop, where
his customers received a shave and a

THE TOP FIVE

Week of April 6, 1957

1 Round and Round
Perry Como

2 Little Darlin’
Diamonds

3 Party Doll
Buddy Knox

4 Butterfly
Charlie Gracie

5 I'm Walkin’
Fats Domino

haircut and a song. Perry was a full-
time barber for seven years, until,
while on vacation ir. Cleveland in
1933, he auditioned for Freddy Car-
lone’s band. He was offered $28 a
week, and said yes—giving up the
security of $125 a week as a barber.
Perry married his childhood
sweetheart, Roselle Belline, on July
31, 1933, and four days later started
touring with Carlone’s band. One
night, three years later, Perry was
singing with the the group at a gam-
bling casino in Warren, Ohio, when
bandleader Ted Weems came in to
play roulette. He won at the table,
then went downstairs to hear Perry
sing. He offered him a job on the
spot as lead vocalist with his band.
Perry accepted the §50-a-week job.
In 1942, Weems disbanded
because of the war, and Perry
returned to Canonsburg, intending to
be a barber once more. He was nego-
tiating a lease far a new shop when
General Artists Corporation offered
him a network radio show, nightclub
bookings and a chance to sign to
RCA Victor as a solo artist. He was
reluctant, but Roselle said he could
always go back to barbering if it
didn’t work out. Perry said yes.
During the next three years,
Perry became a national celebrity.
His first single for RCA, “Goodbye,
Sue” was released. His NBC radio
show. “The Chesterfield Supper

A S

Club” was a hit. He received rave
reviews for his shows at the
Copacabana and the Paramount Thea-
ter in New York. He signed a seven-
year movie contract with 20th Cen-
tury Fox and made his film debut in
Something for the Boys with Vivian
Blaine, Phil Silvers and Carmen
Miranda.

His first number one single was
“Till the End of Time” in the fall of
1945, followed by hits l:ke “Prisoner
of Love,” “Don’t Let the Stars Get in
Your Eyes” and “Hot Diggity (Dog
Ziggity Boom).”

Perry’s first television series,
“The Chesterfield Supper Club,” pre-
miered on NBC on December 24,
1948 in the T:00-7:15 p.m. time period
on Friday nights. He went to CBS in
1950, and returned to NBC in Sep-
tember, 1955 with a weekly one-hour
show on Saturday nights. In the fall
of 1959 he moved to Wednesday
nights at 9 p.m., a time period he
secured until his last program on
June 12, 1963.

Unlike many of his contempo-
raries who criticized rock and roll,
Perry was never one to put down the
new music. During the course of his
television series he welcomed guest
stars like the Everly Brothers,
Brenda Lee, Fats Domino, Conway
Twitty, the Teddy Bears, Paul Anka,
Fabian, Connie Francis, Bobby
Rydell and Little Peggy March.
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Writers: Otis Blackwell
Elvis Presley

Producer: Steve Sholes

April 13, 1957
8 weeks

“

ALL SHooK Up” was Elvis Pres-
ley’s first number one single in
Britain. “Heartbreak Hotel” and
“Hound Dog” had both peaked at two
in the United Kingdom, but it took
this song written by Otis Blackwell
(but credited to Blackwell and Pres-
ley) to put him on top. “All Shook
Up” was the first of 17 British
number ones for Elvis, an odd coinci-
dence considering that he also had 17
American number ones. Only six
titles reached the top in both coun-
tries; in Britain, his charttoppers
included such non-American number
ones as “One Night,” “A Fool Such
As 1,” “Can’t Help Falling in Love”
and “The Wonder of You.”

Elvis’ British total of 17 number
one hits ties him with the Beatles for
the greatest amount of number one
singles; in America, that same total is
only good enough for second place
behind the Beatles.

Despite Elvis’ incredible success
in Britain, he never toured there.
British fans always held hope the
king of rock and roll would come to
their country, but in fact, Elvis never
toured outside of North America.
Many reasons and excuses were
given over the years, but it was only
in the biography Elvis by Albert
Goldman, published in 1981, that the
truth became apparent. Elvis’ man-
ager, Col. Tom Parker, was not born
in West Virginia, as his biographies
had always stated. His real name was
Andreas Cornelis van Kuijk and he
was born in Breda, Holland on June
26, 1909. At 18, he came to America,
lived briefly with a Dutch family,
then rode freight trains all over the
country. After one year, he returned
to Holland with gifts for his family.
But he longed to return to the
States, and returned in 1929, enter-
ing the U.S. Army a year later.

He wrote to his family and sent
money, but by January, 1932, there
was no further word from van Kuijk,
who had been signing his letters
“Tom Parker.” His family did not
know of his fate until 1961, when they

saw a magazine photo of Elvis and
the Colonel. The resemblance to one
of his brothers was so strong, the
family recognized him immediately.

Col. Parker couldn’t obtain a U.S.
passport because he wasn’t a U.S.
citizen, and he couldn’t leave the
United States because there was no
assurance he would be allowed back
in. He made certain he wouldn’t have
to leave the country by keeping Elvis
on the American continent.

“All Shook Up” was recorded at
Radio Recorders in Hollywood on
January 12, 1957. The two-day ses-
sion was divided between secular
material and gospel songs. “That’s
When Your Heartaches Begin” was
recorded on January 13, and was the

reassro All ShOOk Up
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ELVIS PRESLEY
flip side of “All Shook Up.” The sin-
gle was released in March, followed
in April by the “Just for You” EP
with songs that were recorded on
January 19 and February 23. The
same month, RCA released the
“Peace in the Valley” EP with four
songs recorded at the “All Shook Up”
session. Two more songs from that
session found their way to the Loving
You soundtrack, released in July.

“All Shook Up” was the number
one single of 1957, according to Bill-
hoard. It was the second year in a
row that Elvis had the top single of
the year |see 10—“Heartbreak
Hotel.”] No other artist has ever
topped the year-end charts for two
consecutive years.

THE TOP FIVE

Week of April 13, 1957

1 All Shook Up
Elvis Presley

2 Little Darlin’
Diamonds

3 Party Doll
Buddy Knox

4 Round and Round
Perry Como

5 Butterfly
Andy Williams
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PAT BOONE

Writers: Nick Kenny
Charles Kenny
J. Fred Coots

Producer: Randy Wood

June 3, 1957
5 weeks

E\'EN after he had a couple of hit
records, Pat Boone wasn't sure he
would pursue a singing career. “I
thought I was going to be a school-
teacher,” he recalls. As for recording,
“I thought it was a hobby for me.
Growing up in Tennessee in a church
background, I thought I had too
many strikes against me in self-
imposed limitations brought about by
my faith and conscience....It was only
after several million selling records
and I had a couple of million dollar
contracts that the thought oceurred 1
might make a career out of it.”

It was a wise career choice. Pat
Boone is the second most successful

artist of the rock era’s first half-dec-
ade, behind Elvis Presley. His first
single for Dot Records was a cover of
an R&B song, “Two Hearts, Two
Kisses” by Otis Williams and the
Charms. It established a pattern that
saw Pat record pop versions of Fats
Domino’s “Ain’t That a Shame” and
Little Richard’s “Long Tall Sally,”
among others. That practice elicited
harsh criticism from people like DJ
Alan Freed, who refused to play
Boone’s releases on the grounds he
was denying black artists a chance to
have hits with their own material.
Pat sees it differently.

“Ninety per cent of radio stations
in America wouldn’t play R&B hits
no matter how big they were. To get
them on radio, other artists had to do
them. I talked to Fats and Little
Richard. There was a definite ceiling
on how far they could go. When a
white artist came along and sang
their songs, they were introduced to
audiences they couldn’t get to them-

selves.”

With his handsome, youthful
looks, it was inevitable that Hol-
lywood would be interested in Pat
Boone. He did a screen test for 20th
Century Fox, which signed him to a
seven-year contract and cast him in
the lead of Bernadine, opposite Terry
Moore.

Originally, there were no songs
included in the film, but the pro-
ducers realized it would be silly to
have Pat Boone in a movie without
music. Two numbers were added:
Johnny Mercer’s title tune and a song
that Pat had already recorded, “Love
Letters in the Sand.”

Rudy Vallee and Bing Crosby
recorded it before Pat, and Randy
Wood, owner of Dot Records, knew it
was a hot item. “Randy had a little
store called Randy’s Record Shop in
Gallatin, Tennessee, and he merchan-
dised records on the radio. He kept
getting requests for ‘Love Letters in
the Sand’ over a ten-year period,”
Boone explains.

Pat’s version sat on a shelf while
other songs he recorded at the same
time went on to be hits. When the
producers of Bernadine agreed to
include it in the film, Randy had Pat
record a version for the soundtrack.
For single release, Pat recorded it for
a third time, but after listening to all
three versions, Randy decided to
release the very first one as the 45.

“It’s always been a mystery to me
why it had universal appeal,” Pat
admits. “There’s nothing exciting
about the arrangement or the way I
sang it.” Still, it’s Boone’s most suc-
cessful single, with five weeks at
number one and 23 weeks on the
Best Sellers chart.

THE TOP FIVE

Week ofJung 3, 1957
1 Love Letters in the Sand
Pat Boone

2 White Sport Coat
Marty Robbins

3 All Shook Up
Elvis Presley

4 I'm Walkin’
Ricky Nelson

5 So Rare
Jimmy Dorsey




1957

Writers: Kal Mann
Bernie Lowe

Producer: Steve Sholes

July 8, 1957
7 weeks

THE teddy bear was created by
Morris Michton, president of the
Ideal Toy Company, in 1902. The
name “Teddy” came from President
Theodore Roosevelt, and the original
teddy bear is on display at the
Smithsonian Institute in Washington,
D.C.

Somehow, a rumor started that
Elvis collected teddy bears. He
didn’t, but fans the world over sent
him teddy bears for his collection,
and suddenly, he had one. Kal Mann
and Bernie Lowe, the founders of
Cameo-Parkway Records in Phila-
delphia, were inspired by Elvis’
“affinity” for the cuddly toys to write
this song for the film Loving You.

Elvis recorded “(Let Me Be Your)
Teddy Bear” and its flip side, the
title track from Loving You, at Radie
Recorders Studio in Hollywood dur-
ing sessions that took place in
February and March of 1957. It was
at these sessions that Elvis recorded
the other tracks for the soundtrack of
Loving You, his second motion pic-
ture.

Loving You went into production
in February. Originally titled Lone-
some Cowboy, it was produced by
Hal B. Wallis and directed by Hal
Kanter for Paramount Pictures. Elvis
starred as Deke Rivers, a character
not unlike Elvis himself. Deke is a
truck driver who becomes a famous
rock singer and is besieged by young

THE TOP FIVE

Week of July 8, 1957

1 (Let Me be Your) Teddy Bear
Elvis Presley

2 Bye Bye Love
Everly Brothers

3 Love Letters in The Sand
Pat Boone

4 So Rare
Jimmy Dorsey

5 Searchin’
Coasters

rean (Lt Me Be Your) Teddy Bear

girls who want to tear his clothes off,
their boyfriends who want to tear his
head off and business managers who
just want to rip kim off. Deke falls
for a girl singer with his band, but
she’s fired to help pay for expensive
publicity stunts. Somehow, Deke
ends up with the girl anyway and
there’s a happy ending, unlike Elvis’
first film, Love Me Tender.

Loving You was Elvis’ first color
film, and the other actors were Liz-
abeth Scott, Werdell Corey, Dolores
Hart and James Gleason. “(Let Me
Be Your) Teddy Bear” wert to
number one on July 8, and the motion
picture opened the next day.

The film featured plenty of
footage of Elvis singing on stage, and
in the last concert scene, two extras
enjoying Elvis’ music are very recog-
nizable: Vernon and Gladys Presley.
After his mother’s death in August,
1958, Elvis was never able to watch

|
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this scene again.

It was during the reign of “(Let
Me Be Your) Teddy Bear” that a
development significant to the future
of rock and roll was taking place in
Philadelphia. On August 5, Dick
Clark’s “American Bandstand” made
its network debut on ABC-TV. The
program had been a local Philadelphia
institution for four years, and Clark
became the host in 1956. The first
guests on the network premiere were
the Chordettes. Ironically, only two
major artists have never appeared on
the show: Elvis Presley and Rick
Nelson. The series is the longest-
running variety show in the history of
TV. It moved into syndication in Sep-
tember, 1987.

As for Elvis’ teddy bear collec-
tion—on the day after Christinas of
1957, Elvis donated thousands of
teddy bears to the National Founda-
tion for Infantile Paralysis.
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Tammy CORAL 61851
DEBBIE REYNOLDS

Writers: Jay Livingston
Ray Evans

Producer: Not Known

August 26, 1957
3 weeks

13

TAMMY" by Debbie Reynolds was
the only single by a female vocalist to
go to number one between July 28,
1956 and December 1, 1958. It is one
of the longest periods of male domi-
nation of the number one position in
the entire rock era.

The only song to break through
during this bloe of time was from a
film about a teenager who nurses an
injured pilot back to health—Tammy
and the Bachelor. Debbie Reynolds
and Leslie Nielsen starred in the 1957
release, which was produced by Ross
Hunter and directed by Joseph
Pevney. Debbie sang the title tune in
the film, and when it was nominated
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for an Oscar, she wus invited to sing
it at the Academy Awards on March
26, 1958.

Debbie recorded the song accom-
panied only by a piano. More
instruments and a Henry Mancini
arrangement were added to the track
before it went into the movie. Bob
Thiele, head of Coral Records, didn’t
expect it to sell and released the song
without any further embellishments.
The song went to number one and
boosted the sagging box office of the
film.

Debbie wus born Mary Frances
Reynolds on April Fool’s Day of 1932
in EI Paso, Texas. When she was
eight, her father was transferred by
Southern Pacific Railroad to Califor-
nia, and the family moved to
Burbank. At 16, she entered the Miss
Burbank contest, winning with an
imitation of Betty Hutton singing
“My Rockin’ Horse Ran Away.” Tal-
ent scouts from Warner Brothers and

MGM were there, and they flipped a
coin to see which studio would inter-
view Debbie. The man from Warners
won. Jack Warner changed Mary
Frances’ name to Debbie, but two
films and one year later the studio
dropped her.

MGM was still interested, and
Debbie’s first film for the studio was
Three Little Words in 1950. Her next
film, Two Weeks in Love, produced
Debbie’s first million-selling single,
“Aba Dabba Honeymoon.” Next came
the classic Singin’ in the Rain with
Gene Kelly.

On September 26, 1955, Debbie
married Eddie Fisher. They teamed
up in Bundle of Joy (1956) and gave
birth to their first child, Carrie
Frances (whose own acting career
would begin 21 years later when she
starred as Princess Leia in the Star
Wars trilogy), on October 21, 1956. It
was soon after Carrie’s birth that
MGM loaned Debbie to Universal to
star in Tammy and the Bachelor.

In March, 1958, Debbie and
Eddie’s close friend, Mike Todd, was
killed in an airplane crash. Eddie
comforted the grieving widow, Eliz-
abeth Taylor, and married her on
May 12, 1959, after Debbie agreed to
a divorce. As the wronged woman,
Debbie’s box office value soared.

In 1966 she became the only
number one artist to play the life
story of another number one artist.
She accomplished this by starring in
the title role of MGM’s The Singing
Nun [see 141—*Dominique” ).

“Tammy” held on to the number
one position for two weeks, then gave
way to Paul Anka for a week.
“Tammy” returned to the top on
Sept. 16, 1957 for an additional week.

THE TOP FIVE

Week of August 26, 1957

1 Tammy
Debbie Reynolds

2 (Let Me be Your) Teddy Bear
Elvis Presley

3 Diana
Paul Anka

4 Searchin’
Coasters

5 Love Letters in The Sand
Pat Boone
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Writer: Paul Anka

Producer: Don Costa

September 9, 1957
1 week

13

DIANA" by Paul Anka topped the
chart for only one week in America,
but in Britzin it was number one for
nine consecutive weeks, putting it in
a five-way tie for the second-longest
running number one song of the rock
era in the United Kingdom.

(The other four songs with nine
weeks at one in Britain are: “Bohe-
mian Rhapsody” by Queen, “Mull of
Kintyre” by Wings. “You're the One
That 1 Want” by John Travolta and
Olivia Newton-~John and “Two
Tribes” by Frankie Goes to Hol-
lywood. The only song that beats
them is “Rose Marie” by Slim Whit-
man, with 11 weeks at number one).

Paul was 15 years old when he
wrote “Diana,” a love song for his

younger brother and sister’s babysit-
ter. She was three years older than
Paul, and despite his mad crush on
her, wanted nothing to do with him.
He found her rejection traumatic, so
he wrote a poem and sent it to her.
Later he set it to music and it
beeame an international hit. When
Paul returned home from touring the
world, she wanted to talk things over
with him, but by then it was too late.
He had lost interest in Diana.

Six years later Paul recorded a
“sequel,” called “Remember Diana,”
but it didn’t duplicate the success of
the original.

Paul was born on July 30, 1941, in
Ottawa, Ontario, Canada. His par-
ents owned restuarants and were
supportive of Paul’s interest in musie.
By the age of 12, he thought he
would become a journalist or a law-
yer, but he dropped out of a
shorthand class to study music. He
entered amateur talent contests and
did impersonations of Johnny Ray

ABC-PARAMOUNT 9831 Diana
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and Frankie Laine.

When Paul was 13, he spent the
summer in Los Angeles, working at
the Civic Playhouse, where he parked
cars and sold candy. His summer
project was to write a book report for
school on Prestor John by John
Buchan. Paul wrote a song based on
an African town in the novel, Blau
Wildebeeste Fontaine. .

He spent his free time at Wallich’s
Musie City, the huge record store at
the corner of Sunset and Vine, listen-
ing to the latest records in customer
booths. One of the songs he heard at
Wallich’s was “Stranded in the
Jungle” by the Cadets, and noticing
the label’s offices were based in
nearby Culver City, he went to see
A&R director Ernie Freeman. Paul
played him “Blau Wildebeeste Fon-
taine” and Freeman loved it. He
recorded it two weeks later, with the
Cadets singing background. The rec-
ord didn’t do well, and Paul returned
home to Ottawa, a failure at 14.

The following summer Paul went
to New York, courtesy of Campbell’s
Soup. Paul entered a supermarket
contest to collect soup wrappers, and
was so determined to win he scoured
garbage cans and took a job in the
market to be close to the soup cans.
He won a train trip to Manhattan. He
was so taken by the city, he bor-
rowed $100 from his father and
returned later that summer with four
songs he had written. The first per-
son he went to see was Don Costa at
ABC-Paramount Records, and Costa
was so impressed with “Diana,” he
told Paul to have his parents come to
New York immediately so they could
sign contracts.

THE TOP FIVE

Week of September 9, 1957

1 Diana
Paul Anka

2 Tammy
Debbie Reynolds

3 Whole Lotta Shakin’
Goin’ On
Jerry Lee Lewis

4 (Let Me be Your) Teddy Bear
Elvis Presley

5 That’ll Be The Day
Crickets
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THE CRICKETS

Writers: Jerry Allison
Buddy Holly
Noyrman Petty

Producer: Norman Petty

September 23, 1957
1 week

“I can’t remember if I cried,
When I read about his widowed bride,
But something touched me deep inside,
The day the music died.”*

lN the short span of three years,
Buddy Holly created a timeless body
of work that influenced almost every
major artist of the rock era, espe-
cially the Beatles, the Rolling Stones,
Bob Dylan, Elton John, Linda
Ronstadt, John Denver, Bobby Vee,
Tommy Roe, Elvis Costello and a list
too long to complete here. No one
knows what more Buddy would have
contributed if he had lived beyond his
22 years.

On Monday, February 2, 1959, the
“Winter Dance Party” tour played to
over a thousand people at the Surf
Ballroom in Clear Lake, lowa. Top of
the bill were Buddy Holly and the
Crickets, the “Big Bopper” (J.P.
Richardson), Ritchie Valens and Dion
and the Belmonts. Tired of travelling
on a broken-down tour bus that didn’t
have proper heating, Holly chartered
a private plane to take him and his
band (Waylon Jennings and Tommy
Allsup) to their next stop in Fargo,
North Dukota, so they could get their
laundry done and have a good night’s
sleep. Valens and Richardson wanted
to travel by plane as well, so Valens
tossed a coin with Allsup for his seat.
Valens won the toss. Richardson had
a cold and talked Jennings into trad-
ing places with him on the bus.

The Beechcraft Bonanza took off
just after 1 a.m. in a heavy snow-
storm. A few minutes later, the plane
crashed into a frozen cornfield on the
farm of Albert Juhl in Ames, lowa.
The three singers and the 21-year-old
pilot were all killed. The date was
February 3, 1959. It was the day the
music died.

Charles Hardin Holley was born
September 7, 1936 in Lubbock,
Texas. His mother suggested he be
called Buddy. She had him take piano
lessons when he was 11, but a vear
later he was hooked on the guitar. In
junior high he met Bob Montgomery
and they formed a duo. A Lubbock

DJ, Hi-pockets Duncan, became their
manager and added bass player
Larry Welbourn to make them a trio.
An agent from Nashville. Ededie
Crandall, heard them support Biil
Haley and the Comets and helped
Buddy sign a recorl deal with Decca.

On July 22, 1956, Buddy recorded
a song inspired by a john Wayne
quote from the film The Searchers:
“That’ll Be the Day.” Decca execu-
tives didn’t like it, and they didn’t
release it. In January, 1957, Buddy’s
contract with Decca expired.
Impressed with Norman Petty’s pro-
duction on Buddy Knex’s “Party
Doll,” Holly went to Petty’s studio in
Clovis, New Mexico. Buddy wanted
to sign with Knox’ label, Roulette, so
on February 25, 1957, they cut a
demo of “That’ll Be the Day.” Rou-
lette passed on the tape, and so did
Columbia, RCA and Atlantic. Finally,
Bob Thiele at Coral Brunswick
Records (a Decea subsidiary, iron-
ically) heard the demo and signed
Holly.

Because Decca owned “That’ll Be
the Day” by Buddy Holly, Thiele
released it under the group name of
the Crickets. Over the next two
vears, songs were releasedl by the
Crickets on Brunswick and by Hoily
on Coral, but the distinction was arti-

THE TOP FIVE

Week of September 23, 1957

1 That’ll Be The Day
Crickets
Tammy
Debbie Reynolds
3 Diana
Paul Anka

Honeycomb
Jimmie Rodgers

5 Whole Lotta Shakin’
Goin’ On
Jerry Lee Lewis

ficial. All songs were recorded by
Buddy Holly and the Crickets.

Holly and Petty had a parting of
the ways after a U.S. tour in
October, 1958. The Crickets (Jerry
Allison, Joe B. Mauldin and Niki Sul-
livan) remained with Petty, so Holly
recruited Jennings and Allsup as new
Crickets. Holly moved to New York
with his bride, Maria Elena. There,
he recorded his last studio track, “It
Doesn’t Matter Anymore,” which
became a posthumous hit. His final
recordings were made in his Green-
wich Village apartment before setting
out on the winter tour.

Buddy Holly was not acknowl-
edged as a legend until years after
his death. Songs like “Everyday,”
“Peggy Sue,” “Oh Boy,” “Words of
Love” and “Raining in My Heart”
continue to be recorded by contempo-
rary artists, and the “Tex-Mex”
sound of Buddy Holly lives on.

Gary Busey was nominated for an
Oscar for his portrayal of Holly in the
1978 motion picture The Buddy Holly
Story. Paul McCartney bought the
publishing rights to most of Holly’s
songs, and is instrumental in making
sure that “Buddy Holly Week” is cel-
ebrated every year in England during
the first week in September, the
anniversary of Buddy’s birth.

* Lyrics copyright Yahweh Tunes, 1971, Used with permission.
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Writer: Bob Merrill

Producers: Hugo Perettt
Luigi Creatort

September 30, 1957
2 weeks

JAMES FREDERICK RODGERS was
born September 18, 1933, in Camas,
Washington, about 30 miles from the
Oregon border. His mother was a
piano teacher, and while Jimmie was
very young she gave him lessons and
instilled a love of music in him. He
majored in music at Vancouver Clark
College in Washington, but with the
idea of becoming a teacher, not a per-
former.

He left college before graduation
to enlist in the United States Air
Force. He volunteered for Korean
War duty and was transferred to
Seoul, where he made the fateful pur-
chase of a beat-up guitar from
another airman. Jimmie learned how
to play the instrument and, with
some of his Air Force buddies,
formed a group, the Rhythm Kings.
They played military installations in
Korea for a year, until Jimmie was
transferred to Stewart Air Force
Base in Nashville. Here he began
winning Air Force talent shows, and
was hired to perform at Nashville’s
Unique Club.

Another performer at the club
sang “Honeycomb” one night, and
Jimmie liked it so much he
rearranged it to suit his own style.
Jimmie’s Air Foree stint ended and
he returned home to Washington
state, where he was booked into Van-

THE TOP FIVE

Week of September 30, 1957

1 Honeycomb
Jimmie Rodgers

2 Tammy
Debbie Reynolds

3 That’ll Be The Day
Crickets

4 Diana
Paul Anka

5 Whole Lotta Shakin’
Goin’ On
Jerry Lee Lewis

couver’s Fort Cafe. He was so
popular, the club kept him on for 17
weeks.

Across the street in the Frontier
Room, singer Chuck Miller was
appearing. He dropped in to see Jim-
mie’s show one night and was so
impressed, he insisted that Jimmie go
to New York to audition for “Arthur
Godfrey’s Talent Scouts” television
program and for Hugo Peretti and
Luigi Creatori at Roulette Records.
Miller even lent Jimmie the cost of
the airfare so he could go.

Jimmie won on Godfrey’s show,
and sang “Honeycomb” for Hugo and
Luigi. He returned to Camas and
renewed his wedding vows with his
first wife, Colleen. As the ceremony
ended, a telegram arrived from Mor-
ris Levy, president of Roulette,
asking Jimmie to return to New York
and sign with the label. He recorded
“Honeycomb” as his first release.

Jimmie had a run of hits during
the next 12 months, including “Kisses
Sweeter Than Wine,” “Oh-Oh, I'm
Falling in Love Again” and
“Secretly.” He was signed to star in
his own weekly variety series on
NBC, which premiered on March 31,
1959. A year later, he starred in a
film, The Little Shepherd of Kingdom
Come.

In 1967 Jimmie signed with A&M

rovierreos HOnEyeomb
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Records and was cast in a motion pic-
ture scheduled to shoot in Europe.
He released one album on A&M but
never started the movie. In the early
morning hours of December 1, 1967,
he was returning home from a party
when he was pulled over by an off-
duty police officer for suspected traf-
fic violations. Two policemen in
uniform were called for assistance. A
few hours later, Rodgers was found
unconscious in his car by his musical
conductor, Ed Samuels. Rodgers had
a fractured skull and a broken wrist.
The Los Angeles District Attorney’s
report said the injuries were the
result of a fall. Rodgers filed an $11
million lawsuit against the city, claim-
ing the officers had assaulted him.

Rodgers underwent three brain
operations and has a 23" steel plate in
his skull. After a long period of
recuperation, he returned to show
business with a concert at L.A.’s
Cocoanut Grove on January 28, 1969.

A year later, he told Digby Diehl
in TV Guide: “It’s great to be alive. I
guess when you've been as close to
death as I have, you begin to appre-
ciate how beautiful life is. When I go
into a room now, I notice every-
thing—even the color of the
wallpaper. Things that didn’t seem
important before become very impor-
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Wake Up Little Susie cavexce i

EVERLY BROTHERS

Writers: Felice Bryant
Boudleawx Bryant

Producer: Archie Bleyer

October 14, 1957
1 week

THE harmonies of Simon and Gar-
funkel, the Beach Boys, the Mamas
and the Papas and even the Beatles
can all be traced back to one source:
Don and Phil Everly, two brothers
from Brownie, Kentucky who influ-
enced a generation of country and
rock singers with their pure pop har-
mony.

There was a set of Everly Broth-
ers that performed before Don and
Phil were born. Their father, Ike,

THE TOP FIVE

Week of October 14, 1957

Wake Up Little Susie
Everly Brothers

Honeycomb
Jimmie Rodgers

Tammy
Debbie Reynolds

Jailhouse Rock/Treat Me Nice
Elvis Presley

Diana
Paul Anka

was a coal miner until he grew tired
of the perils underground and went
to Chiecago with his two brothers to
sing.

The family was living in She-
nadoah, Iowa, when the boys’
mother, Margaret, asked if they'd
like to sing on the radio. The Everly
family had a half-hour show on KMA
every morning at 6 a.m., before Don
and Phil would go to school. When he
was seven years old, Don had his
own 15-minute show on Saturday
mornings, “The Little Donnie Show.”
After six years in Shensdoah and a
brief spell at a radio stavion in Knox-
ville, Tennessee, there was no more
live radio work, so the family act
broke up.

Ike went into the construction
business and Margare: became a

beautician. Don had already sold
“Thou Shalt Not Steal” to Kitty
Wells, so he and Phil went to
Nasvhille, hung around the Grand
Ole Opry and tried to sell more
songs. They recorded an audition
tape for Archie Bleyer, but they
were broke and told the studio owner
after the tape was finished that they
couldn’t pay for it. When they left
the studio, they discovered their car
had been towed away, so they
returned to the studio and borrowed
some money to get their vehicle out
of the impound lot.

Bleyer turned the tape down, and
so did most other companies in
Nashville. Columbia Records took a
chance and signed the brothers to
record four sides for the label in
November, 1955, including their first
single, “The Sun Keeps Shining.”

Ike asked his friend Chet Atkins
to introduce Don and Phil to pub-
lisher Wesley Rose, who signed the
brothers. When their CBS option was
not picked up, Rose persuaded
Bleyer to listen o their tape again.
Looking for a country act to sign to
his New York record label, Cadence,
this time he agreed to take the
Everly Brothers.

Archie had a song published by
Acuff-Rose he wanted Don and Phil
to record. It had been turned down
by 30 other artists, including
Cadence’s other signing, Gordon
Terry. Don and Phil didn’t care,
because they knew they would make
at least $64 each just for recording
the song, which was Felice and
Boudleaux Bryant’s “Bye Bye Love.”

Don and Phil went on a “tent-
show” tour of Mississippi, Alabama
and Florida. By the time they
returned home, “Bye Bye Love” was
climbing up the national charts,
where it eventually peaked at
number two.

Rose became their manager and
worked with Bleyer on their career.
1t took four recording sessions to cut
their next single, “Wake Up Little
Susie.” Bleyer didn't like the song
because of the lyrics; it sounded like
Susie and her boyfriend had been
sleeping together at the drive-in.
Released despite his objection, the
record was banned by some radio sta-
tions for its “suggestive” lyrics. But
that didn’t stop it from becoming the
Everly Brothers’ first number one
single.
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Writers: Jerry Leiber
Mike Stoller

Producer: Steve Sholes

October 21, 1957
7 weeks

13

JAILHOUSE ROCK" is the first re-
cord ever to enter the British singles
chart at number one. It’s never hap-
pened in America, but in the United
Kingdom, where BBC Radio is heard
nationally, it is easier for a record to
capture the attention of the entire
country in the short time period of one
week. Since Elvis accomplished this
amazing feat, 16 more singles have
debuted at number one in Britain.
Still, until “Jailhouse Rock” did it on
January 24, 1958, it was considered
impossible.

“Jailhouse Rock” and “Treat Me
Nice” were both written by Jerry
Leiber and Mike Stoller, who had
penned tunes for Elvis’ second film,
Loving You. In the book Baby, That
Was Rock & Roll, author Robert
Palmer quotes Leiber: “We would get
a script marked off where they

reanss Jailhouse Rock / Treat Me Nice

wanted some type of song, like Scene
I1, Elvis is with so-and-so and needs
a love song. The love songs were a
great problem, because I really can’t
write love songs. But that was the
least of it. I certainly would never
have written a song like ‘Jailhouse
Rock,’ for example, if somebody
hadn’t said, Look, there’s going to be
a big production number in a jail.””

That big production number in a
jail was the highlight of Jailhouse
Rock, Elvis' third film, Elvis choreo-
graphed the number himself, and the
resulting sequence is one of the best-
remembered scenes from any Elvis
motion picture.

Despite writing “Hound Dog” and
songs for Loving You, Leiber and
Stoller didn’t meet Presley until the
recording session for “Jailhouse
Rock” on May 2, 1957, at MGM Stu-
dios in Culver City, California.
Stoller, who had a cameo role in the
movie as a piano player in Elvis’
band, tells Palmer about Elvis: “We
were very impressed with him. We
were impressed with how good he
was. He would do a great take and
then insist on another and another

ELVIS PRESLEY

and still another. When he was in the
mood he could do 50 takes of a
number and go on to the next tune
without taking a break. To unwind,
he'd sit down at the piano and sing a
hymn. He never looked at the clock.”

Although “Treat Me Nice” was
recorded at the same session as “Jail-
house Rock,” the track laid down that
day was not used. Instead, Elvis
recorded it again on September 5 at
Radio Recorders in Hollywood, at the
session for his first Christmas album.
With the exception of “Treat Me
Nice,” the “A” side of Elvis’ next sin-
gle and “My Wish Came True,” all
the other songs recorded at that ses-
sion appeared on Elvis’ Christmas
Album, released in November, 1957.

Jailhouse Rock opened in theaters
on October 21, 1957, the same day
the title track became Elvis’ eighth
number one single. The film’s cast
includes Judy Tyler, Mickey
Shaughnessy, Jennifer Holden and
Dean Jones. Elvis stars as convict
Vince Everett, who is encouraged to
pursue a singing career by his cell-
mate after appearing on a televised
prison talent show. Released from
jail, Vince forms a small record com-
pany and releases a single, which is
played by an influential disc jockey.
Vince becomes a big star, but when
his cellmate gets out of prison, they
fight over a contract and Vince
receives a blow to the throat, silenc-
ing his singing voice. There’s another
happy ending: Vince gets his voice
back and he gets the girl.

Elvis got something, too. Three
weeks after “Jailhouse Rock” fell
from the top of the chart, his draft
notice from the United States Army
arrived.

THE TOP FIVE

Week of October 21, 1957
1 Jailhouse Rock/Treat Me Nice
Elvis Presley

2 Wake Up Little Susie
Everly Brothers

3 Honeycomb
Jimmie Rodgers

4 Tammy
Debbie Reynolds

5 Chances Are
Johnny Mathis
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YOU Send Me KEEN 34013
SAM COOKE

Writer: Sam Cooke
Producer: Richard ‘Bumps’ Blackwell

December 2, 1957
2 weeks

SAM COOKE broke away from his
early gospel musical training to join
the secular world of pop singers, and
in his short life established a body of
work that influenced many of his suc-
cessors, black and white.

He was born January 22, 1935 in
Chicago, son of the Rev. Charles S.
Cooke. With two of his sisters and
one brother, he performed at age
nine in a church group known as The
Singing Children. At Wendell Phillips
High School, he and his brother sang
in a gospel group called The Highway
Q.C.’s, but he became a star on the
gospel circuit when he replaced R. H.
Harris as lead singer of the popular
Soul Stirrers.

In 1956, “Bumps” Blackwell, an
A&R man with Specialty Records,
approached Cooke about recording
some pop siles. Cooke was inter-
ested, but gospel singers did not
cross over into secular music. Black-
well released a single, “Lovable,”
under the pseudonym Dale Cooke.
The smooth, creamy voice was too
obvious to disguise and the Soul Stir-
rers fired Cooke. Art Rupe, owner of
Specialty Records, refused to release
any more of Cooke’s singles, so
Blackwell bought his contract and
took him to Keen Records. His third
single for the label, “You Send Me,”
became his first chart record and his
only number one single. In January,
1960, RCA Records paid Cooke
$100,000 to join the label.

Cooke's influence can be heard in
singers as disparate as Otis Redding,
Rod Stewart, Marvin Gaye and Mick
Jagger. His catalog of songs has been
covered by artists spanning all the
decades of rock. A partial list would
include: “Cupid” (Johnny Rivers,
Johnny Nash and the Spinners),
“Only Sixteen” (Dr. Hook), “Little
Red Rooster” (Rolling Stones),
“Bring It on Home to Me” (Animals,
Eddie Floyd), “Wonderful World”
(Herman’s Hermits, Art Garfunkel
and Bryan Ferry), “Another Satur-
day Night” (Cat Stevens), “Twistin’
the Night Away” (Stewart) and
“Shake” (Redding) [see 238—*“(Sittin’
on) The Dock of the Bay”).

Cooke’s life was nat untouched by
tragedy. On November 10, 1958, he
and Lou Rawls were injured in an
automobile accident in Marion,
Arkansas, that put Rawls in eritical
condition. A year later, Cooke’s first
wife was killed in an automobile acei-
dent in Fresno, California. In the
summer of 1963, Cooke’s youngest
child, Vincent, drowned in the family
swimming pool.

On the evening of December 10,
1964, Cooke met a woman named
Elisa Boyer at a Hollywood restau-
rant. He took her, allegedly against
her wishes, to the Hacienda Motel in
South Los Angeles. When she fled
his room with his clothes, Cooke
chased after her and, apparently
thinking she had sought refuge in the
office of the manager, Mrs. Bertha
Franklin, knocked forcefully on her
door. A scuffle ensued and Mrs.
Franklin shot Cooke three times at
close range, and when he came at
her, clubbed him with a stick. He

died on her office floor.

The coroner’s jury returned a ver-
dict of justifiable homicide. Funeral
services were held in Los Angeles
and Chicago with almost 200,000
grieving fans paying their last
respects.

THE TOP FIVE

Week of December 2, 1957

1 You Send Me
Sam Cooke

2 Jailhouse Rock/Treat Me Nice
Elvis Presley

3 Wake Up Little Susie
Everly Brothers

4 Silhouettes
The Rays

5 Raunchy
Bill Justis
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Whriters: Sammy Fain
Paul Francis Webster

Producer: Randy Wood

December 23, 1957
2 weeks

CnMPETING against Elvis Presley,
the Everly Brothers and Buddy Holly
for the top spot on the charts, Pat
Boone didn’t think the pretty but
slow-moving arrangement of “April
Love” was commercial enough to be a
hit.

The title song to his film April
Love was written for Boone by
Sammy Fain and Paul Francis Web-
ster, Academy Award winners for
“Love Is a Many Splendored Thing”
[see 3] and “Secret Love.” “I was
honored.” says Pat, “but at the same
time it didn’t sound commerecial. In
the heyday of rock and roll, what
chance did a sweet, simple little song
have?

“In the recording session, I said
to Billy Vaughn, who arranged it, we

need something to goose this song up
a little bit. I said we need something
to make it sound important.” Pat
thought the proper intro would say
that something was about to happen,
so he sat down in the corner and
wrote the ten notes that open the
song.

Years later, Pat would have
another use for those notes. “I
bought a Ferrari in Italy and shipped
it home. The air horn played ‘April
Love.’” It took two air horns to con-
vey that melody. I liked the horn
better than I liked the car. Even-
tually I sold it to Tommy Smothers.”

Pat was born Charles Eugene
Boone on June 1, 1934, in Jackson-
ville, Florida, the great-great-great-
great grandson of frontiersman
Daniel Boone. Later, the family
moved to Nashville, and his mother
taught him and his younger brother,
Nick (who would later record for Dot
as Nick Todd), how to sing harmony
on songs like “Sentimental Journey.”
The brothers sang at family gather-
ings, and then at church and school.

DOT 15660 Apﬂ] Love

PAT BOONE

Pat won the semi-final round of
Ted Mack’s “The Original Amateur
Hour,” but before the finals he
appeared on “Arthur Godfrey’s Tal-
ent Scouts” and won. “You can’t win
an amateur show after you've won on
a professional show, so winning on
Arthur Godfrey disqualified me from
winning on Ted Mack. I blew a
$6,000 college scholarship for a $600
fee for appearing on Godfrey.”

After appearing on those shows in
New York, Pat was returning home
to his wife, Shirley, in Denton,
Texas, when he decided to stop in
Nashville and visit his parents. While
there, his friend Hugh Cherry, a DJ
at WMAK, introduced him to Randy
Wood, owner of Dot Records. Wood
had seen Boone’s performances on
the Ted Mack and Arthur Godfrey
shows, and told him he should be
making records.

Six months later, Wood asked
Boone to come to Chicago and record
“Two Hearts, Two Kisses.” )

While concentrating on his record-
ing and acting careers, Pat also
signed with ABC-TV to star in “The
Pat Boone-Chevy Showroom,” a
weekly prime-time variety series that
premiered one month before “April
Love” entered the chart on
November 4, 1957. The half-hour
series ran for three years, at 9 p.m.
on Thursday nights.

With all his success, Pat never
stopped attending college. In June,
1958, he graduated magna cum
laude, with a degree in speech and
English, from Columbia University.
His wife and four daughters attended
his graduation.

THE TOP FIVE

Week of December 23, 1957

1 April Love
Pat Boone
2 At The Hop

Danny and the Juniors

3 Jailhouse Rock/Treat Me Nice
Elvis Presley

4 Raunchy
Bill Justis

5 You Send Me
Sam Cooke
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At the HOp ABC-Paramount 9871

DANNY AND THE JUNIORS

Writers: Arthur Singer
John Medora
David White

Producer: Arthur Singer

January 6, 1958
5 weeks

THE first number one single of 1958
was “At the Hop” by Danny and the
Juniors, a group that had its origins
on the street corners of Philadelphia.
The four members all grew up in the
city of brotherly love and started
singing together in high school as the
Juvenairs.

The quartet consisted of Danny
Rapp, lead singer; Dave White, first
tenor; Frank Maffei, second tenor;
and Joe Terranova, baritone. They
performed at school dances, private
parties and in local clubs, where they
were discovered by Artie Singer,
who owned a small, independent rec-
ord label, Singular Records. Singer
became their vocal coach and sug-
gested they change their name to
Danny and the Juniors.

Philadelphia was also home to
Dick Clark’s “American Bandstand,”
and the most popular dance on the
show in the summer of 1957 was the
Bop. Singer, White and songwriter
John Medora teamed up to write a
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song about this dance craze, “Do the
Bop.” The group recorded it as a
demo, and Singer brought it to Clark
to see what he thought of it.

Clark gave him some excellent
advice: the Bop was on the way out,
and the song would be coming out too
late to take advantage of its popu-
larity. Clark thought it was a good
song that needed new lyrics, and sug-
gested they try “At the Hop.” The
group went back into the studio and
re-cut it, and Singer brought it to
Clark again. This time, Clark told
him, he had a hit. He was right.

It was the only song ever to make
the top 10 for the group. Their next
single, “Rock and Roll Is Here to
Stay,” was written in response to
attacks against rock music that
included a display of smashing
records, sponsored by KWK, a St.
Louis radio station. It made it to
number 19, and the group continued
to place records on the Hot 100 until
early 1963.

White released a solo album,
Pastel, Paint, Pencil and Ink in 1971
under his real name, David White
Tricker. Terranova and Maffei and a
new first tenor, Bill Carlucei, re-
formed the group in the 1970s and
have toured America for as many as
50 weeks a year. Danny Rapp com-
mitted suicide in an Arizona
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hotel room in April, 1983.

In a 1982 interview with Dick
Clark, Terranova expressed one
regret, common to many young
groups popular in the early days of
rock and roll: “I think when we had
our shot in the beginning, if we had
been a little more serious about it,
we could have done much more with
it, but being so young...we couldn’t
wait to get home and hang out on the
corner. I guess we were just regular
street kids. I think if we'd just had a
little better guidance we’d have been
in better shape.”

THE TOP FIVE

Week (_)fJanuar_z/ 6, 1958

1 At The Hop
Danny and the Juniors

2 Great Balls of Fire
Jerry Lee Lewis

3 April Love
Pat Boone

4 Stood Up
Ricky Nelson

5 Peggy Sue
Buddy Holly
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reanso DoN’t / 1 Beg of You

ELVIS PRESLEY

Writers: Jerry Leiber
Mike Stoller
Rose Marie McCoy
Kelly Owens

Producer: Steve Sholes

February 10, 1958
5 weeks

ELVIS PRESLEY started 1958 with his
ninth number one single, “Don’t” (his
first “A” side to feature a ballad since
“Love Me Tender”) and “I Beg of
You.” He ended 1957 with his draft
notice from the United States Army,
received December 20. The next day,
Paramount Pictures requested a two-
month delay in the January 20 induc-
tion date, so Elvis could complete the
filming of his fourth movie, King Cre-
ole.

“I Beg of You” was recorded
first—originally, at the January 12-13,
1957 session that produced “All Shook
Up.” But the take that resulted that
day was not released. Elvis re-
recorded the song on Feb. 23 at
Radio Recorders Studio in Hol-
lywood. and the final track was his
34th take.

“Don’t” was recorded on Sep-
tember 6, on the second day of a
three-day session where Elvis
recorded the songs for his first
Christmas album. It was written by
Jerry Leiber and Mike Stoller, who
had already written two of Elvis’
number one singles: “Hound Dog”
and “Jailhouse Rock,” both rockers
that sharply contrasted with the slow
pace of “Don’t.”

Elvis began filming King Creole
on January 13, 1958. The movie was

THE TOP FIVE

Week of February 10, 1958

1 Don’t/I Beg of You
Elvis Presley

2 At The Hop
Danny and the Juniors

3 Get a Job
Silhouettes

4 Stood Up
Ricky Nelson

5 Sail Along Silvery Moon
Billy Vaughn

originally titled A Stone for Danny
Fisher, after the Harold Robbins
novel on which it’s based. Danny
Fisher was a boxer in Robbins’ book;
in the film, he’s a singer. The setting
was New York in the book; in the
movie it’'s New Orleans. King Creole
was the first Elvis film shot on loca-
tion, and it's the movie Elvis always
said was his favorite. The strong sup-
porting cast includes Walter Matthau,
Dean Jagger, Carolyn Jones and Vic
Morrow.

Elvis recorded the songs for the
movie during the month of January at
Radio Recorders. On February 1, he
had his final recording session before
joining the U.S. Army. It also took
place at Radio Recorders, and only
four tracks were completed, including

his next single, “Wear My Ring
Around Your Neck.”

Elvis was inducted into the Army
on March 24, 1958. It was a rainy
Monday morning when he arrived at
Local Draft Board 86 in Memphis.
Elvis was accompanied by his parents
and a friend, Lamar Fike. The media
turned out in full force, and Col. Tom
Parker passed out balloons promoting
King Creole. Elvis became Private
Presley, US 53310761, and boarded
the bus for Fort Chaffee, Arkansas.

Elvis’ monthly salary dropped
from $100,000 to $78. The fans and
Col. Parker were concerned, but for
different reasons. Elvis' fans besieged
the Memphis Draft Board, protesting
their idol’s induction. Parker was
more worried that two years out of
public sight would permanently

derail Elvis’ career.




1958

Teqml& CHALLENGE 1016
THE CHAMPS

Writer: Chuck Rio
Producer: Joe Johnson

March 17, 1958
5 weeks

THE CHAMPS are more famous for
who was not in the group when they
recorded “Tequila.” It was only after
they had a number one song that
Glen Campbell, Jim Seals and Dash
Crofts juined the band. Campbell
went on to have two number one sin-
gles [see 415—“Rhinestone Cowhoy”
and 461—“Southern Nights”], and
Seals and Crofts formed a group
called The Dawnbreakers before
recording as a duo and scoring with
hits like “Summer Breeze” and “Dia-
mond Girl.”

The ariginal Champs formed more
by happenstance than design. Lead
guitarist Dave Burgess was head of
A&R and the first artist signed to
Gene Autry’s Challenge label. He
released three singles as “Dave
Dupre” and a fourth under his own
name, but all failed to chart. Then he
recorded an instrumental, “Train to
Nowhere,” with session musician

Danny Flores on saxophone and pkwno.

While recording instrumental
tracks for a Jerry Wallace album,
Burgess had some studio time left

and decided to record a “B” side for
“Train to Nowhere.” The musicians
present included Flores, drummer
Gene Alden, guitarist Buddy Bruce
and bass guitarist Cliff Hils.

Flores came up with a song he
had written while visiting Tijuana.
Burgess liked it, and suggested
Danny shout “tequila” in his low
voice at the appropriate breaks. The
track was considered a throwaway,
and none of the musicians hung
around the studio long enough to
hear a playback.

A group name was needed to
release the single, and someone sug-
gested they name themselves after
Gene Autry’s horse, Champion. The
Champs were born. At the same
time, Flores changed his name—
using his middle name, Carlas, and
his father’s middle name, Del Rio, he
came up with Chuck Rio.

“Train to Nowhere” was released
on December 26, 1957, and that’s
exactly where it went, until DJs
started to play the flip side. The Feb-
ruary 3, 1958 issue of Billhoard
reviewed “Tequila® —by the Champs
and by Eddie Platt on ABC-Para-
meunt Records. A cover battle was
on.

Both versions entered the chart
on March 3. Platt made it to number
20, but the Champs were unstoppa-

ble. They made it to number one in
three weeks, establishing several
firsts:

—They were the first instrumental
group to go to number one with
their first release.

—“Tequila” was the first song to
move into the number one position
from outside of the top 19, moving
from 12 to 1.

—“Tequila” was number one on the
R&B chart for four weeks, and
won the first Grammy ever
awarded for “Best R&B Perform-
ance.”

The personnel of the Champs
changed continually over the years, a
process that began as soon as
“Tequila” was recorded. Buddy Bruce
and CIliff Hils had no desire to tour,
and were replaced by Dave Norris
and Joe Burnas, Burnas left soon
after, replaced by Van Norman. A
few months later, Flores and Alden
left, and Flores recorded on his own
as Chuck Rio. Three people were
brought in as replacements: Dean
Beard and two members of his group,
Seals and Crofts. Norman was killed
in an automobile accident and was
replaced by Bobby Morris. Then
Beard left and the group was a
quintet again. Campbell joined the
Champs when Burgess decided to
only work in the studio and not go on
the road.

Although there were more
changes, the Champs were never able
to match the success of “Tequila.”
Two songs made it to number 30: “El
Rancho Rock” and “Too Much
Tequila,” and in 1965 Burgess decided
to call an end to the Champs.

THE TOP FIVE

Week of March 17, 1958

1 Tequila
The Champs

2 Sweet Little Sixteen
Chuck Berry

3 Don’'t/l Beg of You
Elvis Presley

4 A Wonderful Time Up There
Pat Boone

5 Twenty-Six Miles
Four Preps




1958

Writers: Buck Ram
Al Nevins
Morton Nevins
Artie Dunn

Producer: Buck Ram

April 21, 1958
1 week

L\NG before he worked with the
Platters, Samuel Buck Ram was
arranging songs for several swing
bands. After working on popular
tunes of the day, he turned to his

wife and said, “I can write as good as

that! So he quit arranging and
started songwriting. His first compo-
sition was “Afterglow.”

In college, Buck liked to write
poems, and composed one called
“Twilight Time.” In 1944, he set his
poem to music with the help of the
Three Suns, a trio made up of Al
Nevins on guitar, his brother Morty
on accordion and their cousin Artie
Dunn on organ and lead vocals. It
was recorded by the Three Suns in
1946 and sold over a million copies, a
feat duplicated by the Platters when
they recorded it in 1958.

But Mercury Records’ A&R
department didn’t believe the song
would be a hit, and relegated it to

the “B” side. While Bueck was in Aus-

tralia, the Platters were booked for
“The Dick Clark Saturday Night
Beechnut Show.” The producer
informed Buck’s assistant, Jean Ben-

nett, that the group was to sing
either “Only You” or “The Great Pre-
tender,” plus “Out of My Mind,” the
designated “A” side of their new sin-
gle.

“I grabbed a cab and went right
over to their office,” recalls Bennett.
“I told them Buck was gonna kill me
if he came back from Australia and
found out they hadn’t sung ‘Twilight
Time.”” She suggested they only
mention their earlier hits, and allow
the group to sing both sides of their
new single. The producer was ada-
mant, so Jean insisted he get Dick
Clark on the phone in Philadelphia.
“We played ‘Twilight Time’ over the
phone, and he said, ‘That’s the hit! Of
course we'll play both sides.” Monday
morning Mercury’s switchboard lit up
with orders for ‘Twilight Time.””

It didn’t seem to bother anyone
who knew the Three Suns’ version
that Tony Williams had sung the
wrong melody—not even Buck, who
liked it enough to keep it in.

The sales reports of “Twilight
Time” sounded the death knell for an
endangered species: the 78 rpm dise.
With one-and-a-half million copies
sold, Irwin Steinberg, vice president
of Mercury, announced that 98.2 per
cent of the record’s sales were on 45
rpm, and only 1.8 per cent were on
78 rpm. So it was no surprise that in
the June 9, 1958 issue of Billboard,
Mercury Records became the first
major label to announce it was abol-
ishing the production of 78s, effective
immediately.

MERCURY 71289 ’l‘Wiligllt Time

1
THE PLATTERS 35

A month later, Mercury made
another important announcement
involving a Platters single. From the
July 14 issue of Billboard: “Mercury
Records is quietly working on a
major new technique for getting
plugs via the mushrooming media of
TV platter shows....The label has
produced two three-minute films, one
of the Platters and one of the Dia-
monds, performing their current plug
tunes, which they will rush to make
available to a list of almost 200 TV
deejays....Ed Sullivan had offered to
buy the Platters’ film for several
thousand dollars...(Mercury) decided
not to sell but to reap its value by
giving it away to the afternoon teen-
age programs.”

And so was born the music video.

THE TOP FIVE

Week of April 21, 1958

1 Twilight Time
Platters

2 He’s Got The Whole World
in His Hands
Laurie London

3 Tequila
The Champs

4 Believe What You Say
Ricky Nelson

5 Witch Doctor
David Seville
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Witdl DOCtOr LIBERTY 55132

DAVID SEVILLE

|
36

Writer: Ross Bagdasarian
Producer: Ross Bagdasarian

April 28, 1958
2 weeks

lF every now and then you find
yourself dusting the house and you
suddenly burst into song with “Oo-ee,
oo-ah-ah, ting-tang, walla walla bing-
bang,” you can blame Ross Bag-
dasarian, who in his alter ego of
David Seville recorded 1958's novelty
hit, “Witch Doctor.”

He got the idea from a book title
in his library, “Duel with the Witch
Doctor,” and with his trusty tape
recorder, came up with the idea of
playing back music and vocals at dif-
ferent speeds. The voice of the witch
doctor was recorded at halfspeed and
played back at normal speed, a device
that would eventually lead Bag-
dasarian to create a multi-million
dollar empire centered around three
friendly rodents [see 47—*“The Chip-
munk Song”].

Bagdasarian was born January 27,
1919 in Fresno, California. His father
was a grape grower, and expected his
son to follow in his footsteps. But by
age 19, Ross knew he wanted to be
an actor, and went to New York to
work with his cousin, author William
Saroyan.

After working in the theater in
New York, Ross served four years in
the Air Force and spent time in Eng-
land, France and Spain. When World
War II ended, he returned to Fresno
and married a woman named Armen.
They tried, unsuccessfully, to be

THE TOP FIVE

Week of April 28, 1958

1 Witch Doctor
David Seville
2 Wear My Ring
Around Your Neck
Elvis Presley
3 Twilight Time
Platters
4 He'’s Got The Whole World
in His Hands
Laurie London

5 Tequila
The Champs

grape farmers again.

The family moved to Los Angeles
with only $200 in their pockets. Bag-
dasarian had collaborated on a song
with his cousin Saroyan, but it had
been rejected by everyone for being
“too ethnic.” Mitch Miller at Colum-
bia Records liked it and persuaded
Rosemary Clooney to record it.
“Come on-a My House” went to
number one in the summer of 1951.
Three years later, Ross wrote
another hit, Dean Martin’s “Hey,
Brother, Pour the Wine.”

In 1956 he composed an instru-
mental song named for his wife,
“Armen’s Theme.” Executives at Lib-
erty Records told him Bagdasarian
was difficult to pronounce and sug-
gested he come up with a different
name. He had been stationed near
Seville, Spain, and always liked the
city, so he created the alter-ego of

David Seville.

The music for “Witch Doctor” was
recorded two months before the
vocals. It took Seville that much time
to figure out how to record the voice.
Si Waronker, one of the owners of
Liberty, loved the final product and
released it immediately.

“Witch Doctor” sold enough copies
to prevent Elvis Presley’s “Wear My
Ring Around Your Neck” from going
to number one. Significantly, it was
the first new Elvis single since he
signed to RCA Victor that missed
going all the way to the top of the
chart.

“Witch Doctor” was the first of
three novelty songs to go to number
one in 1958, making it the most suc-
cessful year ever for this genre. Sheb
Wooley and some friends of David
Seville helped set this benchmark for
the novelty song.




1958

Writers: Felice Bryant
Boudleaux Bryant

Producer: Archie Bleyer

May 12, 1958
4 weeks

THE second Everly Brothers
number one single was also a triumph
for the songwriting team of Felice
and Boudleaux Bryant, the Nashville
couple who provided many of the
Everly’s early hits.

Boudleaux and Felice were both
interested in music before they met.
His ambition was to become a concert
violinist, and he played for radio sta-
tion WSB and the Atlanta
Philharmonie Orchestra; she was a
singer who performed at USO shows
and won several amateur talent con-
tests.

Felice grew up in Milwaukee. She
was emploved as an elevator operator
at the Sherwood Hotel when
Boudleaux played a date there with a
jazz band. She recognized his fuce
immediately—she had seen him in a
dream when she was eight years old!
They were married in September,
1945, and started collaborating on
songs; he wrote music and she wrote
lyries. Their first hit was “Country
Boy” by Little Jimmy Dickens in
1949, and a year later they moved ta
Nashville. They wrote hits for Eddy
Arnold and Joe Smith before the
Everly Brothers recorded their “Bye
Bye Love,” and Buddy Holly
recorded their “Raining in My
Heart,” which became a posthumous
hit in 1959.

THE TOP FIVE

Week of May 12, 1958

1 All I Have to do is Dream
Everly Brothers
2 Witch Doctor
David Seville
3 Twilight Time
Platters
4 Wear My Ring
Around Your Neck
Elvis Presley
5 He’s Got The Whole World

in His Hands
Laurie London

cwence s All | Have to Do Is Dream

“All T Have to Do Is Dream” was
written in about 15 minutes, but Phil
Everly considers it one of the most
important songs the brothers ever
recorded. The song has charted in
every decade of the rock era. Richard
Chamberlain took it to number 14 in
1963; Glen Campbell and Bobbie Gen-
try peaked at number 27 in 1970; and
Andy Gibb and Victoria Principal
attempted a version in 1981 that
made it to number 51.

The flip side of the Everly Broth-
ers’ recording also received a lot of
airplay. “Claudette” was written by
Roy Orbison [see 91—“Running
Scared” and 157—“Oh, Pretty
Woman”] about his wife.

After “All I Have to Do is
Dream,” the Everly Brothers had
five more top 10 songs on Cadence
before parting company with Archie
Bleyer over royalty disputes. After
“Bird Dog,” “Devoted to You” and
“Problems” came two notable depar-
tures: “CTil) I Kissed You” was
recorded with the Crickets [see 26—
“That’ll Be the Day”] backing up the
Everlys, and “Let It Be Me” was
recorded in New York, the first time
the Everlys ventured out of Nashville

EVERLY BROTHERS

to cut a record, and the first time
they used strings instead of guitars.
A full-page ad run by Archie Bleyer
in Billboard proclaiming “Everlys
Record in New York” was followed
by a denial the next week from pub-
lisher Wesley Rose that the boys
were changing their style: “They are
not going uptown.”

Two events significant to the
future of the record industry took
place while “All I Have to Do Is
Dream” was number one. RCA
Records released 55 stereo albums,
the first stereo recordings by a major
record company. Some record execu-
tives at other labels were quick to
proclaim that stereo was a passing
fad and that the monaural disc would
always be around, but it was the
beginning of the end of mono.

On May 28, the National Associa-
tion of Recording Arts and Sciences
held their first meeting at the Park
Sheraton Hotel. One of the NARAS
founders, George Avakian, said at
the meeting the organization planned
to give annual awards for various
“bests” in the recording field. Later,

those awards would be called
Grammys.
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The Purple People Eater vio s

SHEB WOOLEY

Writer: Sheb Wooley
Producer: Neely Plumb

June 9, 1958
6 weeks

ASONGWRITING friend of Sheb
Wooley’s repeated a joke that his
kids had heard in school: “What has
one eye, flies, has a horm and eats
people?” The answer was, of course,
“A one-eyed, one-horned, {lying peo-
ple eater.” Sheb thought that had the
makings of a song.

Shortly after he wrote it, he had a
meeting with the president of his rec-
ord label, MGM, at the Beverly Hills
Hotel. After singing all his ballads,
Sheb was asked what else he had. He
said he had a song that was the “bot-
tom of the barrel” and proceeded to
sing “The Purple People Eater.”
Within three weeks of release, it was
the number one song in America.

Using a recording technique sim-
ilar to David Seville [see 36—“Witch
Doctor”], Wooley recorded the voice
of the people eater and his saxophone
at a reduced speed and played it back
at high speed.

The success of the song led to
merchandising of hats (with horns
attached), T-shirts and even ice
cream. Other record companies
rushed out answer records, such as
Joe South’s “The Purple People Eater
Meets the Witeh Doctor.”

Shelby Wooley was born April 10,
1921, in Erick, Oklahoma. With his
three brothers, he roped steers for
neighboring ranchers. But music was
more important to him than cattle,
and by the time he was 11, he talked
his father into trading a shotgun for a

THE TOP FIVE

Week of June 9, 1958

1 Purple People Eater
Sheb Wooley

2 All I Have to do is Dream
Everly Brothers

3 Witch Doctor
David Seville

4 Return to Me
Dean Martin

5 Secretly
Jimmie Rodgers

friend’s beat-up old guitar.

He formed a band in high school,
the Melody Boys. By 19, he was mar-
ried and working as a welder in Long
Beach, California. After World War
I1, he took the songs he had been
writing to Nashville, where he also
worked at radio station WLAC.

He returned to California in 1950,
seeking work as an actor. He made
his film debut in Rocky Mountain
with Errol Flynn and was later cast
in Giant with Rock Hudson, Eliz-
abeth Taylor and James Dean. In
early 1958 he started working with
Clint Eastwood in the new

“Rawnhide” series. For four-and-a-half
years. he played cattle drive scout
Pete Nolan.

His “Rawhide” production sched-
ule left little time for him to promote
“The Purple People Eater,” but as it
turned out, he didn’t have to.

Woaoley only had two more chart
entries after “The Purple People
Eater,” but he continued to have suc-
cess as his alter ego, Ben Colder.
Between 1962-1968 he had five chart
entries that all were parodies of well-
knowr. songs such as “Harper Valley
P.T.A..” “Still” and “Almost Per-
suaded.”
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Writer: Claude De Metrius
Producer: Steve Sholes

July 21, 1958
2 weeks

%

HARD HEADED WOMAN" and the
film it came from, King Creole, were
both released in June, 1958. The
movie opened on June 4 and the rec-
ord entered Billboard’s chart on June
30. Three weeks later, it became
Elvis’ tenth number one hit.

“Hard Headed Woman” was
recorded during the January, 1958
sessions where Elvis recorded all of
the songs for the Kid Creole sound-
track. When it went to number one,
Elvis was in Fort Hood, Texas, doing
basie training. Many thought that
Elvis would be sent to Special Serv-

rears Hard Headed Woman

ices, where he could entertain the
troops, but despite being one of the
most famous soldiers ever to be in
the United States Army, he was
treated like any other G.I.—and
sometimes less.

Elvis rented a home for his par-
ents in Texas while he was at Fort
Hood. But as “Hard Headed Woman”
was moving up the chart, his mother
Gladys fell ill. She was taken home to
Memphis by train and admitted to
Methodist Hospital, where her condi-
tion was diagnosed as acute severe
hepatitis. Her condition worsened,
and Elvis requested leave. The Army
had a dilemma: they believed if Elvis
was granted permission to go home,
they would be accused of showing
him special preference. His request
was refused. Gladys continued to
worsen, and Elvis was determined to

ELVIS PRESLEY

go home no matter what the Army
said. In truth, any ordinary soldier
would have been granted leave, and
finally, the powers-that-were
consented to a seven-day emergency
leave. Elvis went home to Memphis
to visit his mother.

Elvis went to the hospital on
August 12 and stayed day and night.
He finally went home to get some
rest, and at 3:15 in the morning on
August 14, his mother died of a heart
attack. His father telephoned home to
give him the news.

Funeral services were held on
August 15 at the National Funeral
Home. Elvis collapsed more than
once during the ceremonies, and over
700 fans attended. After a few days
at home, Elvis returned to Fort Hood
and prepared for transfer to Ger-
many. The Army bent their rules and
allowed a press conference to be held
on September 22 at the Brooklyn
Army Terminal.

Elvis answered the press’ ques-
tions. He told them he had made a lot
of new friends in the Army, and his
buddies treated him like any other
G.1., especially when he pulled K.P.
duty. He told them he liked the song
“Volare” [see 41]. And he answered
questions about his late mother.

“She was very close, more than a
mother,” Elvis said. “She was a
friend who would let me talk to her
any hour of the day or night if I had
a problem. I would get mad some-
times when she wouldn’t let me do
something. But I found out she was
right about almost everything. She
would always try to slow me up if 1
ever thought I wanted to get mar-
ried. She was right.”

THE TOP FIVE

Week of July 21, 1958
1 Hard Headed Woman
Elvis Presley

2 Yakety Yak
Coasters

3 Purple People Eater
Sheb Wooley

4 Splish Splash
Bobby Darin

5 Poor Little Fool
Ricky Nelson
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P oor thﬂe FOOl IMPERIAL 5528

RICKY NELSON

Writer: Sharon Sheeley
Producer: Ricky Nelson

August j, 1958
2 weeks

ON August 4, 1958, Billboard intro-
duced the Hot 100, the weekly singles
chart that would become the industry
standard to determine the best-
selling, most-played records in Amer-
ica. The very first song to top the
Hot 100 was “Poor Little Fool” by
Ricky Nelson, his sixth hit single.

After Ricky’s first hit, a cover of
Fats Domino’s “I'm Walking” on
Verve Records, no one would ever
underestimate the power of television
again. “The Adventures of Ozzie and
Harriet” had premiered on radio in
1944, with former band leader Ozzie
Nelson and his wife, vocalist Harriet
Hilliard Nelson, playing themselves.
Two child actors portrayed their
sons, David and Ricky, until their
real-life counterparts suggested they
play their own characters. David
(born October 24, 1936) and Ricky
(born Erie Hilliard Nelson on May 8,
1940 in Teaneck, New Jersey) joined
the show in 1949, and when it
debuted on ABC-TV on October 3,
1952, the entire family continued in
their roles.

Ricky was a student at Hollywood
High School, dating a girl named
Arline. As he drove her home one
evening, an Elvis Presley song came
on the radio. She raved about Presley
and his singing, and a defensive
Ricky announced he would be making
a record, too. Arline just laughed,
not believing him for a second. At
that moment, Ricky became deter-
mined to make a record, even if it
meant only pressing one disc and
handing it to her personally.

Ricky asked his father if he could
use the TV series’ orchestra to record
a demo. He chose “I'm Walking”
because it contained the two chords
he knew how to play. The series had
already established in a previous epi-
sode that Ricky was putting together
his own band, so it was a natural
next step for him to sing “I'm Walk-
ing” on the episode telecast April 10,
1957.

On May 6, the single entered the
chart. The flip side, “A Teenager’s
Romance,” proved to be even bigger,

peaking at number two. Imperial
Records, which had released the Fats
Domino version, became interested in
Ricky, and when label owner Lou
Chudd discovered a contract with
Verve had never been signed, he
pacted Ricky immediately.

His first single for Imperial, “Be-
Bop Baby,” went to number three.
The next two 45s, “Stood Up” and
“Believe What You Say,” charted at
number two and four, respectively.

“Poor Little Fool” was written by
Sharon Sheeley, a prolific songwriter
who became the girlfriend of singer
Eddie Cochran (“Summertime Blues,”
“C'mon Everybody”). She travelled
with Cochran to Britain for a 1960
tour that included singer Gene Vin-
cent. When the first half of the tour
concluded, Eddie and Sharon decided
to take a break and return briefly to
America to get married. After
appearing at the Hippodrome in Bris-
tol, they hired a taxi to take them to
the airport in London. In the early

morning hours of April 17, while
travelling on the A4 near Chip-
penham, one of the tires burst and
the taxi smashed into a lamppost.
Sheeley and Vincent were budly
injured, but recovered. Several hours
later, Cochran died of severe head
injuries.

THE TOP FIVE

Week of August 4, 1958

1 Poor Little Fool
Ricky Nelson

2 Patricia
Perez Prado

3 Splish Splash
Bobby Darin

4 Hard Headed Woman
Elvis Presley

5 When
Kalin Twins




1958

Writers: Franco Migliacci
Domenico Modugno
Mitchell Parish

Producer: Not Known

August 18, 1958
6 weeks

THE only record to originate in Italy
and top the American chart was
Domenico Modugno’s “Volare (Nel
Blu Dipinto di Blw).” Hailed as “the
music genius of Italy,” Modugno was
a four-time winner in that country’s
San Remo Festival of Music, an
annual event to select the best new
song of the year.

The first time he won was in 1958
with “Nel Blu Dipinto di Blu,” a
song that captured the fancy of the
jury, the press and the public, who
bought almost a million copies in
Italy alone.

Franco Migliacci, a friend of
Domenico's, was inspired by the back
of a pack of cigarettes. He brought
the idea to Domenico, who wrote the
music and together they wrote the
lyries. The song describes a dream—a
man painting his hands in blue and
singing, and flying through the “blue
painted in blue.” English lyrics were
added later by Mitchel Parish, and a
flood of releases hit the American
market to compete with Domenico’s
original version. The July 21, 1958
issue of Billboard reviews seven ver-
sions of the song by different artists
(including Dean Martin, Nelson Rid-
dle, Jesse Belvin. Umberto Marcato,
Alan Dale and Linda Ross) and indi-
cates that three more were to be
released.

THE TOP FIVE

Week of August 18, 1958

1 Volare
(Nel Blu Dipinto Di Blu)
Domenico Modugno

2 Little Star
Elegants

3 My True Love
Jack Scott

4 Poor Little Fool
Ricky Nelson

5 Patricia
Perez Prado

oeccaasr Volare (Nel Blu Dipinto di Blu)

Deun Martin was the only real
competitor; his recording peaked at
number 12 while Domenico’s version
was Billboard’s number one single of
1958. It also won three Grammys for
Best Male Vocal Performance, Song
of the Year and Record of the Year.
In 1960, Bobby Rydell took the song
to number four, and Al Martino char-
ted with it in 1975.

Modugno was born on January 9,
1928, in Polignano a Mare, ITtaly. He
dropped out of school and, with less
than five dollars in his pocket, took
off for Rome to seek fame and for-
tune. He wrote his first song when he
was 14, a lullaby titled “Ninna
Nunna.”

He worked as a waiter and fac-
tory worker in Rome, and wanted to
enroll in a school for screen actors
when he was drafted. After complet-
ing military service, he did enter the
school, where one of his “fellow” stu-
dents was Sophia Loren. In the next
two vears, Domenico won some small
film roles, but his big break came
when he played a balladeer in /!
Mantello Rosso (The Red Cloak).
That led to a contract to appear on a
radio series hosted by an [talian
comedian, Walter Chiari.

|

Domenico toured America in 1955
and a year later played Athos in a
TV series based on “The Three Mus-
keteers.” In 1957 he won second place
in the Neapolitan Song Festival with
“Lazzarella.”

Domenico’s other San Remo wins
were for “Plove” in 1959, “Addio,
Addio” in 1962 and “Dio Come Tt
Amo” in 1966. In 1960, he had a
couple of brushes with the Italian law
over his songs: a judge absolved him
of plagiarism charges brought against
“Volare” by an opera composer and
copies of his recording of “Libero”
were seized by police because the flip
side, “Nuda,” contained the lyric “I
would like to hold you nude in my
arms.” Banned by RAI radio and
television and criticized by the
church, “Nuda” was replaced by
another “B” side and “Libero” was re-
released. Public demand for “Nuda”
did not abate, and after the courts
ruled it was not an immoral song, it
was released again as an “A” side.

“Volare” went to number one on
August 18, 1958 for one week. It
returned to the top of the chart on
September 1 and stayed there for five
more weeks.

DOMENICO MODUGNO
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THE ELEGANTS

Writers: Arnold Venosa
Vito Picone

Producer: Not Known

August 25, 1958
1 week

SHERMAN COHEN is the program
director of radio station KHYT in
Tueson, Arizona. By compiling a list
of songs that were number one on
your birthday through the years,
Sherman will give you a reading,
much as an astrologer or numer-
ologist might with their own criteria.
The song that was number one on the
day you were born will have the most
influence on your life, according to
Sherman. Those of you who are scoff-
ing at this new art may want to
reconsider when you learn that on
August 29, 1958, while the Elegants’
Little Star was number one, a baby
named Michael Jackson was born in
Gary, Indiana.

If Sherman’s theory is correct,
Michael may have benefitted more
from “Little Star” than the Elegants,
who are the first of four ultimate one-
hit-wonders of the rock era. To
qualify for this distinetion, one must
have a solitary number one single and
then no other records on the chart—
ever.

The nucleus of the Elegants was

made up of two young singers from
Staten Island, New York. Lead
singer Vito Picone and baritone Car-
men Romano joined a group called
the Crescents in 1956. When that
group disbanded a year later, Vito
and Carmen looked for local singers
to form a new group. They recruited
a mutual friend, Artie Venosa, to
sing first tenor. Frankie Fardogno, a
friend of Vito’s from school, became
second tenor. The fifth member of the
quintet was a friend of Artie’s, bass
singer Jimmy Moschella.

A billboard advertising Schenley’s
Whiskey said it was the “liquor of
elegance,” and that inspired the new
group’s name of the Elegants. For
their first song, Vito and Artie took
Mozart’s “Twinkle, Twinkle, Little
Star” and adapted it into a rock and
roll song, “Little Star.”

The Elegants took their song to a
New York label, Hull Records. They
leased the song to a larger company,
ABC-Paramount Records, which was
just starting a new label. The May
19, 1958 issue of Billboard announced
that Apt Records was readying its
first release of four singles, including
the track by the Elegants.

One of the group’s problems was
constant touring, which started as
“Little Star” entered the chart on
July 28. A month later, it was
number one, and the Elegants were
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appearing all over the United States
and in the possession of Hawaii.
Being on the road meant not being in
the studio, and the results hurt: the
Elegants never returned to the Hot
100 again.

The records they did release all
sounded like “Little Star” anyway,
and despite recording for several dif-
ferent labels, the group never
regained their momentum. Two mem-
bers of the group were drafted into
the army, one was married and Vito
was laid up for six months after an
accident. By 1962, the Elegants had
broken up for good.

THE TOP FIVE

Week of August 25, 1958

1 Little Star
Elegants

2 Volare
(Nel Blu Dipinto Di Blu)
Domenico Modugho
Bird Dog
Everly Brothers

4 Just a Dream
Jimmy Clanton

5 My True Love
Jack Scott
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wovess 1S All In the Game

TOMMY EDWARDS

Writers: Charles Gates Dawes
Carl Sigmun

Producer: Harry Myerson

September 29, 1958
6 weeks

IN 1912, a Chicago banker named
Charles Gates Dawes wrote the
music for a tune he ealled “Melody in
A Major.” Dawes was an amateur
flutist, but he’s better known (well.
not that much better known) for
being Vice-President of the United
States in the second administration of
President Calvin Coolidge
(1925-1929). Unless George Bush
quickly writes a hit for Prince,
Dawes will remain the only American
Vice-President to write a number one
song.

In 1951, songwriter Carl Sigman
added lyrics to Dawes’ music, and the
result was “It’s All in the Game,” a
song recorded that year by Sammy

Kaye, Carmen Cavallaro, Dinah
Shore and Tommy Edwards. The lat-
ter was the biggest hit version,
entering the Billboard chart on
October 5 and climbing to number 18.

Edwards had already had a hit
with “Morning Side of the Mountain,”
but after “It’s All in the Game” he
found it difficult to maintain momen-
tum. By 1958, MGM Records was
ready to drop him from the artist ros-
ter. But stereo recording was just
coming into vogue, and this new tech-
nology helped save Tommy’s career.

With one session left to record
under his MGM contract, Edwards
was asked by label executive Morty
Craft to re-cut “It’s All in the Game”
in stereeo. Instead of using the 1951
arrangement, he updated it to a rock
and roll ballad. MGM liked the new
version well enough to release it as a
single, and six weeks after it entered
the Hot 100, it topped the chart. In
November. it also went to number
one in Brifain.

Tommy was born on February 17,
1922 in Richmond, Virginia. He had
his own radio show in Richmond dur-
ing the 40s, singing and playing the
piano. His ambition was to write
songs, and in 1946, he wrote “That
Chick’s Too Young to Fry,” later
recorded by R&B singer Louis Jordan.

Tommy moved to New York in
1950. He recorded demos of his songs
and took them to record companies
and music publishers. MGM signed
him, but more for his voice than his
material. He recorded four tracks,
including his own “All Over Again.”

The success of the revitalized “It’s
All in the Game” in 1958 encouraged
other artists to re-cut their pre-rock
era hits in a modern style. MGM
released three updated singles: Fran
Warren'’s “Sunday Kind of Love,” Bill
Farrell’s “Circus” and Johnny
Desmond’s “C’est Si Bon Cha Cha.”
Columbia and Mercury did the same
with Guy Mitchell and Billy Eckstine,
respectively.

Edwards had eight more chart
records in the next two years, includ-
ing a new version of “Morning Side of
the Mountain” in 1959. His last chart
entry was “It’s Not the End of
Everything” in 1960. But in chart
terms, it was.

Although Tommy found it difficult
to have more hit records, “It’s All in
the Game” fared quite well. It is one
of a handful of number one singles to
make the top 30 three times. Cliff
Richard took it to number 25 in 1964,
and the Four Tops went to number
24 with it in 1970, just six months
after Tommy Edwards died at the
age of 47 in Henrico County, Vir-
ginia.

THE TOP FIVE

Week of September 29, 1958

1 It’s All in the Game
Tommy Edwards

2 Volare
(Nel Blu Dipinto Di Blu)
Domenico Modugno

3 Bird Dog
Everly Brothers

4 Rock-In’ Robin
Bobby Day

5 Little Star
Elegants
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It’s Only Make Believe .. ver

CONWAY TWITTY

Writers: Conway Twitty
Jack Nance

Producer: Jim Vinneau

November 10, 1958
2 weeks

HAROLD Lroyp JENKINS could have
been a major league baseball player
or a Bible-thumping preacher.
Instead he renamed himself after two
towns on a map of the southern
United States (Conway, Arkansas
and Twitty, Texas) and became a
rock and roller and a country super-
star.

Named after silent screen actor
Harold Lloyd, he was born Sep-
tember 1, 1933, in Friars Point,
Mississippi, the son of a ferry boat
pilot on the Mississippi River. His
grandfather bought him his first
guitar, and in his spare time he’d sit
in the pilot house of his father’s boat
and practice strumming and singing.
When he was ten years old, he
formed a band, the Phillips County
Ramblers, and they had their own
show on Helena, Arkansas radio sta-
tion KFFA.

During his teens he preached at
church revivals and considered
becoming a minister, but by age 17
was disillusioned with his church dea-
cons and gave up the idea. When he
graduated from high school, he had a
.450 batting average and was offered
a contract with the Philadelphia Phil-
lies. His desire to own his own car
was so strong, he decided to work in
Chicago for International Harvester
for a few months before accepting the
Phillies’ offer. By the time he had

THE TOP FIVE

~Week of November 10, 1958

1 It’s Only Make Believe
Conway Twitty

2 Tom Dooley
Kingston Trio

3 1It’s All in the Game
Tommy Edwards

4 Topsy 11
Cozy Cole

5 To Know Him is to Love Him
Teddy Bears

enough money to buy a 1948 Buick,
he returned home and found his draft
notice.

Serving in the Far East, he
formed a band called the Cimmarrons
and played clubs in Japan. When he
returned home, the Phillies renewed
their offer, but Jenkins had heard
Elvis Presley sing “Mystery Train,”
and was inspired to follow a new
direction.

One of the Cimmarons had told
him to contact manager Don Seat,
who decided Harold Jenkins was not
a name with star quality. After the
name change, Seat signed Twitty to
Mercury Records. Three unremarka-
ble singles later, Twitty and his new
band were booked into the Flamingo
Lounge in Toronto. One night during
intermission, Twitty and band mem-
ber Jack Nance wrote “It’s Only
Make Believe.”

Twitty was signed to a five-year
contract with MGM and recorded the
song in Nashville with the Jor-
danaires. After a long wait, Twitty
was convinced the song would not be
a hit, until he received a call from a
Columbus, Ohio DJ who said the rec-
ord was a smash in his city.

Twitty was so strongly identified
as a rock and roll singer that he
became the model for Conrad Birdie
in the Broadway musical Bye Bye
Birdie. In his heart he wanted to sing
country music, and he toyed with the
idea of recording country songs as
Harold Jenkins and keeping his Con-
way Twitty identity for rock and roll.
In the summer of 1965 he walked off
stage in the middle of a song in a
New Jersey club and never looked
back at rock.

Since then, he has recorded for
Decca, MCA, Elektra and Warner
Brothers Records. He has had 30
number one singles as a solo artist
(and three with Loretta Lynn) on the
country chart, more than any other
artist.

He lives on a nine-acre complex
called Twitty City, a tourist attrac-
tion which also houses a museum, a
gift shop, his offices and his children’s
homes.

After one week at the top of the
chart, “It’s Only Make Believe” slip-
ped a notch while the Kingston Trio
took over. Twitty returned to
number one for another week on
November 24, 1958.




1958

Whriter: Dave Guard
Producer: Voyle Gillmore

Noveweher 17, 1958
1 week

THE KixGsTON TRIO were the fore-
runners of the modern folk movement
in the rock era. Their popularity in
the late fifties and early sixties paved
the way for Peter, Paul and Mary;
Bob Dylan; Joan Baez; Judy Collins;
John Denver and Gordon Lightfoot.

Their number one single, “Tom
Doo’ey,” was a century-old Blue
Ridge Mountains folk tune, originally
titled “Tom Dula.” Dula was a moun-
taineer hanged for murder in 1868,
and after The Kingston Trio’s record
went to number one, his forgotten
grave in North Carolina was restored
and steps were taken to give him an
officia. pardon.

The Trio formed in Szn Francisco,
where Dave Guard was attending
nearby Stanford University, and Bob
Shane and Nick Reynolds were stu-
dents at Menlo College. Dave, Nick
and two other people were playing at
a club called the Cracked Pot as Dave

Guard and the Calypsonians. Frank
Werber, a San Francisco publicist
who had worked at the Purple Onion
nightelub, saw Guard’s group anid
suggested they could do without their
bass player. Soon after, when the
bass player and his female vocalist
girifriend left, Shane joined the
group, and Werber oftered to manage
them. He sent them to a vocal coach,
Judy Davis; put them through exten-
sive rehearsals; and helped pick a
new name that sounded collegiate yet
retained z calypso flavor: The Kings-
ton Trio. He booked them at the
Hungry i in San Francisco, and when
Phyllis Diller cancelled an appearance
at the Purple Onion, the trio filled in
for her and went on to work seven
straight weeks.

Jimmy Saphier, Bob Hope’s tele-
vision agent, saw the group and told
Voyle Gillmore at Capitol Records
about them. Gillmore flew up north
and signed them to a contract.

One night at the Purple Onion,
they heard a singer named Tom audi-
tion for the club with “Tom Dooley.”
Although they never did learn Tom’s
last name, they liked the song, and
included it on their first Capital

caprroL e 1OM DOOley
THE KINGSTON TRIO

album, released June 1, 1958. Two
DJs at KLUB in Salt Lake City liked
“Tom Dooley” a lot and started giv-
ing it heavy airplay. Slowly, the song
started to spread to other cities, and
Capitol Records was forced to release
the track as a single.

Dave, Bob and Nick stayed to-
gether until 1961. Unhappy with the
trio’s choice of material and disap-
pointed with their manager and music
publisher, Guard left and formed a
new folk group, The Whiskey Hill
Singers. They recorded one album
and contributed to the soundtrack of
How the West Was Won before
breaking up.

Guard’s replacement in the Kings-
ton Trio was John Stewart, who had
been writing their arrangements and
composing some of their songs. This
second line-up remained together
until 1967. Since then, Bob has car-
ried on the Kingston Trio name with
a couple of different group rosters.
Stewart has had a successful solo
career and has written hit songs for
other artists [see 233—“Daydream
Believer”).

In November, 1981, Tom
Smothers hosted “The Kingston Trio
and Friends Reunion,” taped for the
Public Broadcasting System. Bob
Shane and his current Kingston Trio
members, Roger Gambill and George
Grove, appeared with Dave, Nick and
John. It was the first time Dave had
performed with Bob and Nick since
leaving the group in 1961, and it was
the first time all six Kingtson Trio
members were on stage together.
With guest stars Mary Travers and
long-time Trio fan Lindsey Buck-
ingham, it was an emotional reunion
of old friends.

THE TOP FIVE

Week of November 17, 1958

Tom Dooley
Kingston Trio

2 It's Only Make Believe
Conway Twitty

3 Topsy 11
Cozy Cole

4 It's All in the Game
Tommy Edwards

To Know Him is to Love Him
Teddy Bears
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To Know Him Is to Love Him o scs

THE TEDDY BEARS

Writer: Phil Spector
Producer: Phil Spector

December 1, 1958
3 weeks

PHIL SPECTOR graduated from Fair-
fax High School in June, 1958, and a
month later organized a group called
the Teddy Bears with two friends,
Marshall Leib and Harvey Goldstein.
At the same time, Phil was dating a
girl named Donna, and her best
friend, 15-year-old Annette Klein-
bard, loved to sing. Phil fell in love
with her voice and asked her to join
the group. Before they could record
anything, Harvey departed, leaving
the Teddy Bears a trio.

First they recorded a song Phil
wrote, “Don’t You Worry, My Little
Pet.” Then Phil told Annette he was
going to write a song especially for
her voice. Phil was inspired by a pho-
tograph of his father’s tombstone in
Beth David Cemetery in New York.
The inscription read: “To Know Him
Was to Love Him.”

Annette Kleinbard, who later
changed her name to Carol Connors
(“I had to grow up under Annette
Funicello’s ears...I hated the name
because of her”) and gained fame as a
songwriter (“Hey Little Cobra,
“Gonna Fly Now (Theme from

‘Rocky’),” “With You I’'m Born
Again”), says Phil called her and sang
“To Know Him Is to Love Him” over
the telephone. She told him she didn’t
think much of the song, but agreed to
sing it. They rehearsed in Marshall’s
garage, and it took 20 minutes to re-
cord the song in two takes at Gold
Star Studios in Hollywood, with
Sandy Nelson on drums.

“To Know Him Is to Love Him”
was released in August on a new
Southern California label, Dore, and
broke out in Los Angeles and Min-
neapolis. It debuted on the Hot 100
on September 22, and took 10 weeks
to rise to number one. It was the
first hit for writer/producer Phil
Spector, born in the Bronx on
December 26, 1940. His father died
when he was nine, and he moved to
Hollywood with his mother Bertha,
and his sister Shirley. Phil’s first pub-
lic flirtation with music was a Fairfax
Junior High talent show, where he
performed Lonnie Donnegan’s “Rock
Island Line.” Phil's first group was
called the Sleepwalkers, who dis-
banded before he formed the Teddy
Bears.

He went on to produce hits like
“Corrine, Corrrina” for Ray Peter-
son, “I Love How You Love Me” for
the Paris Sisters, “Pretty Little
Angel Eyes” and “Under the Moon of
Love” for Curtis Lee and “Every

Breath I Take” for Gene Pitney. In
1961, Spector started his own label,
Philles, which flourished with the
“wall of sound” production for artists
such as the Crystals [see 119—“He’s
a Rebel”], the Ronettes, Bob B. Soxx
and the Blue Jeans, Darlene Love
and the Righteous Brothers [see
166—“You've Lost That Lovin’
Feelin’”].

The Teddy Bears disbanded for
several reasons, including Phil's
reluctance to be a performer and
Annette’s car accident, in which she
drove off a cliff and required several
operations for plastic surgery.

Recovering from the terrible acci-
dent, Annette finally changed her
name to Carol and enrolled at UCLA
to study anthropology. “One day I
woke up and said, ‘what do you really
want to do with your life,”” Carol
explains. “I wanted to write songs.”
She quit school and recorded a song
she wrote herself, “My Diary.” In
1963, she formed a group with her
younger sister Cheryl and a friend,
Steve Barri [see 183—“Eve of
Destruction”]. Called the Story-
tellers, they had a local Los Angeles
hit with “When Two People.” At the
same time, Carol and her brother
wrote “Hey Little Cobra,” a song
they brought to Terry Melcher.
Melcher and his partner Bruce
Johnston (a future Beach Boy) were
producing and singing lead vocals for
the Rip Chords, and they took “Hey
Little Cobra” to number four.

“I was the only girl to ever write
a hot rod song,” Carol laughs. “Brian
Wilson said it had to be written by a
girl, because you can’t take your
Cobra out of gear and let it coast to
the line!”

THE TOP FIVE

Week of December 1, 1958
1 To Know Him is to Love Him
Teddy Bears

2 Tom Dooley
Kingston Trio

3 1It’s Only Make Believe
Conway Twitty

4 Beep Beep
Playmates
5 One Night

Elvis Presley
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Writer: Koss Bagdasarian
Producer: Ross Bagdasarian

December 22, 1958
4 weeks

CAN you name the only 1950s act
still popular enough in the 1980s to
have their own weekly Saturday
moxning TV show? Right: The Chip-
munks, “The A-Team” of the
Saturday morning set. Their NBC-
TV series is a consistent time period
winner, knocking off the competition
left and right.

The Chipmunks were created by
Ross Bagdasarian, who as David
Seville Lhad a number one song earlier
in 1958 [see 36—“Witch Doctor”].
The speeded-up voices in “Witch Doc-
tor” had no name or identity; it was
only after that song was a hit that
Bagdasarian came up with the Chip-
munks. He was driving through
Yasemite, California, when a chip-
munk in the road refused to budge
for his automobile. Inspiration struck.

6 THEODORE

The chipmunk survived.

Ross named his three characters
after executives at Liberty Records.
Alvin was named for Al Bennett,
president of the company; Simon was
named after Bennett’s partner, Si
Waronker; and Theodore was named
for Ted Keep, recording engineer.

The role model for the mis-
chievious Alvin was Ross’ youngest
son, Adam, who had a penchant for
asking in September if it was Christ-
mas yet. Bagdasarian figured if his
son was asking about the holiday so
early, other children were probably
doing the same thing.

The song went through three ver-
stons before the Bagdasarian family
approved of Ross’ efforts. Version
one was an instrumental; two was
called “In a Village Park” and
number three was the charm. Within
three weeks of release, the song had
sold more than 2,500,000 copies und
was the fastest selling record of 1958.

At the first annual Grammy
Awards, Bagdasarian walked away
with three awards: Best Recording

LiserTy ssi6s TNE Chipmllnk S()ng

THE CHIPMUNKS WITH DAVID SEVILLE

for Children, Best Comedy Perform-
ance and Best Engineered Record.

The Chipmunks’ popularity did
not abate after “The Chipmunk
Song.” A follow-up, “Alvin’s Harmon-
ica,” peaked at number three in the
spring of 1959. A prime-time ani-
mated series, “The Alvin Show,”
premiered on CBS on October 4, 1961
and ran for a full season. The series
was repeated on CBS’ Saturday
morning schedule for three years,
beginning in June of 1962.

Early in 1964, Liberty released an
album called The Chipmunks Sing
the Beatles, which resulted from Bag-
dasarian seeing the fab four on Ed
Sullivan’s show. But by 1967, Ross
decided to let the Chipmunks retire.
He wanted to be thought of as a
serious songwriter again and not be
known just for his novelty material.

On January 16, 1972, Ross died of
a heart attack. The return of the
Chipmunks in 1980 began with a
radio station playing Blondie’s “Call
Me” at a faster speed and announc-
ing, in jest, that it was by the
Chipmunks. So many requests came
in for the “new” Chipmunks song,
that Ross Bagdasarian Jr. and his
wife, Janice Karman, recorded an
album called Chipmunk Punk.

With Ross providing the voices of
Alvin, Simon and David Seville, and
Janice giving a new dimension to
Theodore, the Chipmunks recorded a
sequel album, Urban Chipmunk.
Ross and Janice created a “live” tour-
ing Chipmunks show and sold a new
series of Chipmunk adventures to
NBC for their Saturday morning
schedule. The program premiered in
September, 1983 and is still going
strong.

THE TOP FIVE

Week of December 22, 1958
1 The Chipmunk Song
David Seville & the Chipmunks

2 Smoke Gets in Your Eyes
Platters

3 To Know Him is to Love Him
Teddy Bears

4 Problems
Everly Brothers

5 Tom Dooley
Kingston Trio
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Smoke Gets in Your Ey% MERCURY 71383

THE PLATTERS

Writers: Otto Harbach
Jerome Kern

Producer: Buck Ram

January 19, 1959
3 weeks

JE,ROME KERN'S widow wasn’t
exactly thrilled to learn that the Plat-
ters had recorded her late husband’s
“Smoke Gets in Your Eyes,” a song
he had written with Otto Harbach for
the 1933 stage musical Roberta. In
fact, she had her lawyer get in touch
with the song’s publisher, Max Drey-
fus, about seeking an injunction
against the Platters to prevent their
recording from being distributed.

What Mrs. Kern didn’t know was
that Dreyfus had pushed for the Plat-
ters to record the song in the first
place. After all, songs don’t make
money unless someone keeps record-
ing them, and publishers are
supposed to keep their inventory
active.

Two things helped change Mrs.
Kern’s mind. Oscar Hammerstein
publicly thanked Buck Ram and the
Platters for reviving a dead song.
And Dreyfus mentioned to Mrs.
Kern's lawyer that the new recording
of “Smoke Gets in Your Eyes” could
sell over a million copies. The idea of
an injunction was dropped.

By the autumn of 1958, the Plat-
ters were an international success,
touring Europe and receiving rave
reviews, especially in Paris and
Athens. In October, the Platters
recorded “Smoke Gets in Your Eyes”
in Paris, to the dismay of Mercury
executive Art Talmadge, who told
Buck the group should be recording
more modern material, like “Short

Shorts,” instead of tired old standards.

The Platters’ reign as the world’s
most popular vocal group was sud-
denly interrupted on August 10, 1959,
when the four male members of the
group were arrested in a Cincinnati
hotel room on morals charges. They
were accused of using drugs and
soliciting prostitutes. The fall-out
from the incident did irreparable
damage to their career. Their records
were dropped from radio playlists
and some venues refused to book
them. Ren Grevatt, writing in the
August 17 issue of Billboard, put the
incident in perspective:

“The story...is a good ilustration
of the kind of pressure any per-
former...is constantly under to avoid
those human failings in which many
people—stars and the common man—
become involved....It has already
been noted that had the four Platters
been four itinerant businessmen and
had an issue of race not been
involved, the matter would not have
become a subject of scrutiny....Is it
fair to let this grievous incirlent
become the source of permanent
damage to the career of the Plat-
ters?”

At their trial, the Platters were
told by the judge that they had a
duty to their fans to keep their rec-
ord clean. The case was dismissed.

What really ended ihe five-year
reign of the Platters was the depar-
ture of lead singer Tony Wiiliams in
1960. The Platters continued with a
new lead singer, Sonny Turner, but
Mercury sued the group and Williams
for breach of contract. Ram, who had
passed the bar but had not become a
lawyer, knew the members of the
Platters were not signed as individu-
als to Mercury. He won, ard from
that point on, record companies
rewrote their contracts sa members
of a group were also signed as indi-
viduals.

Zola Taylor and Paul Robi even-
tually left the Platters, and were

replaced by Sandra Dawn and Nate
Nelson. After a four-year absence
from the Hot 100, the Platters had a
brief resurgence in 1966-1967 with
five records on Musicor, including “I
Love You 1000 Times” and “With
This Ring.”

The Platters name has been
copyrighted all over the world, but
that hasn’t stopped a great number of
ersatz groups from appearing as the
Platters. Ram has been involved in
almost 50 lawsuits against imitation
Platters. There is only one set of real
Platters today, managed by Jean
Bennett. Buck Ram produced a new
album for them in 1984.

Week of January 19, 1959
1 Smoke Gets in Your Eyes
Platters
2 My Happiness
Connie Francis

3 The Chipmunk Song
David Seville & the Chipmunks

4 Donna
Ritchie Valens

5 16 Candles
Crests




1959

Whriters: Lloyd Price
Havrold Logan
Producer: Don Costa

February 9, 1959
4 weeks

ALONG with Fats Domineo, Lloyd
Price is one of the major rock and roll
artists to come out of New Orleans.
His biggest hit was “Stagger Lee,”
but he earned the nickname “Mr.
Personality” from his second biggest
hit, “Personality” (“Cause o-o-over
and over, I'll be a fool for you...”).

Price was born in New Orleans on
March 9, 1933. There were a lot of
musicians in the family, and his
mother, a gospel singer, encouraged
him to sing in the church choir. He
played trumpet in high school and
formed a five-piece band to play for
school dances. As a sophomore, he
got his group a regular job playing
music on radio station WBOK.

Price wrote station-break jingles,
and one of them was so popular, lis-
teners phoned the station to request
it. Price recorded a full-length ver-
sion and took it to Specialty Records.
The song, “Lawdy Miss Clawdy,”
became a number one R&B song in
1952. Price’s idol, Domino, played
piano on the session.

Price had a few more R&B hits,
until he was drafted in 1954. He
formed a military band and toured
bases in Korea and Japan. He was
discharged in 1956, and returned to
live in Washington, D.C. There he
met up with an old friend, Harold
Logan, who became his business
partner. They formed KRC, the Kent
Record Company, and leased their

THE TOP FIVE

‘Week of February 9, 1959

1 Stagger Lee
Lloyd Price

2 16 Candles
Crests

3 Donna
Ritchie Valens

4 Smoke Gets in Your Eyes
Platters

5 All American Boy
Bill Parsons
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masters to ABC-Paramount. The first
one, “Just Because,” was Price’s first
national pop hit, peaking at number
29 in the spring of 1957.

A year later, Price and Logan
took an old folk song, “Stack-O-Lee,”
about the tragic fate of two gamblers,
and rewrote it as an R&B song,
“Stagger Lee.” It went to number
one on the Hot 100, and was a top 30
hit again for Wilson Pickett in 1967
and Tommy Roe in 1971

Price’s most successful year was
1959, with four big hits: “Where
Were You (On Our Wedding Day),”
“Personality,” “I'm Gonna Get Mar-
ried” and “Come into My Heart.”
Four years later, he formed his own
label, Double-L. He had a couple of

LLOYD PRICE

minor hits on the label, which is best
remembered for launching Pickett’s
career.

Price is also indirectly responsible
for the career of another artist. When
Price left Specialty Records, they
hired his valet—Larry Williams. His
hits include “Bony Moronie,” “Short
Fat Fannie” and two songs later
recorded by the Beatles—“Dizzy Miss
Lizzy” (a parody of Price’s “Lawdy
Miss Clawdy”) and “Slow Down.”

After Price’s career slowed down,
he toured the country with a nine-
piece band and established a fund to
provide scholarships for black stu-
dents to attend college. In the early
70s, he opened a night club in New
York City, “Lloyd Price’s Turntable.”




1959

Venus CHANCELOR 1031
FRANKIE AVALON

Whriter: Ed Marshall

Producers: Peter De Angelis
Bob Marcucet

March 9, 1959
5 weeks

FRANKIE AVALON grew up in Phila-
delphia, the same city that nurtured
Bobby Rydell, James Darren,
Chubby Checker, Fabian, Dick
Clark’s “American Bandstand” and
Kenny Gamble and Leon Huff's sound
of Philadelphia International.

Born Francis Thomas Avallone on
September 18, 1939, his first interest
was boxing. That was preempted
after seeing Kirk Douglas in the film
Young Man With a Horn. Avalon
recalls: “It inspired me so much, I
asked my father if I could get a
trumpet. He was elated, being a frus-
trated musician himself. So not
having money to buy me a horn, he
borrowed the money and went to a
pawn shop, where he bought my first
trumpet for $15.”

Avalon became a child prodigy on
the trumpet, recording for RCA Vie-
tor’s subsidiary, X Records, and
appearing on television shows like
“TV Teen Club” hosted by Paul
Whiteman, the man who suggested
the new name of Frankie Avalon,

During summer vacation, Frankie
played the horn for Bobby Boyd and
the Jazz Bums. He was too young to
travel with the band while school was
in session, so he joined a local group,
Rocco and the Saints. There were
already two vocalists with the band,
but Frankie had Rocco’s support to
also sing a song in each set.

One day Frankie received a phone
call from a neighborhood friend he
had known since childhood. “Bob
Marcueci was starting a new record
label. He asked me if I knew of sing-
ers for the label. I told him there
were two singers in our band. He and
his partner came to Mary’s Inn and
listened to the band. The two singers
did their numbers and I did mine. I
asked him, ‘What do you think?” He
said, ‘I want to record you.’”

Despite Avalon’s protests that he
was a trumpet player and not a
vocalist, Marcucei insisted. He signed
the whole band to Chancellor Records
and recorded “Cupid” backed with
“Jivin’ with the Saints.” Marcucei had
the band audition for a film, Disc

Jockey Jamboree. They won a small
role and Avalon’s first solo vocal sin-
gle, “Teacher’s Pet.” camre from the
film. Like “Cupid.” it failed to chart.
Marcucci was certain Avalon
would be a star, but Frankie wanted
to stay with the band. Convinced he
should record one more song before
giving up, Frankie cut a song written
by Peter De Angelis and Mareucei, “I
walked into the studio and thev were
rehearsing it. The rhythm sourded
very stacatto to me, so I started
singing along with it, holding my

* nose. Bob came out and said, “What

are you doing? I said I was having a
good time. They said. ‘Let’s make a
couple of takes like that.’” The
result, a nasal “Dede Dinah,” was
Avalon’s first hit, pezking at number
seven. One of the follow-ups, “Ginger
Bread,” was another “nose joh,” and
it went to number nine.

A ballad, “I'll Wait for You,” fol-
lowed, and established a more
romantic image for Frankie. His next
song was brought io him by writer
Ed Marshall. “He came to my house
and asked if I wouid listen to a
song....He sat down at the piano and
started playing ‘Venus.’ I listened to
it and the first time it just caught me
immediately. I said play it again and
he played it again, and I asked him,
‘Has anybody heard this song? He
said, ‘Al Martino...likes it very much

but thinks it’s a good album eut.’”
Frankie called Marcucei and asked
him to come over immediately. Three
days later Frankie was in a New
York studio, where he recorded it in
nine takes. He waited until 4 a.m. to
get the acetate and returned to Phila-
delphia, where he stayed awuke all
day playing the song. A couple of
days later, while doing a live tele-
phone interview with Clark on
“American Bandstand,” Frankie said
he had just recorded a smash hit sin-
gle. A week later it was released on
Chancellor, and four weeks after it
entered the Hot 100 at number 99 it
had gone all the way to number one.

THE TOP FIVE

Week of March 9. 1959
1 Venus
Frankie Avalon

2 Charlie Brown
Coasters

3 Stagger Lee
Lloyd Price

4 Donna
Ritchie Valens

5 Alvin’s Harmonica
David Seville & the Chipmunks




1959

Writers: Gary Troxel
Gretchen Christopher
Barbara Ellis

Producer: Bob Reisdorff

April 13, 1959
4 weeks

BARBARA ELLIS was born in Olym-
pia, Washington on February 20,
1939. Nine days later, Gretchen
Christopher was born in the same
hospital and for a few days both
babies were in the maternity ward
together. It was the beginning of a
perfect harmony.

When they were five years old,
they lived in the same neighborhood
and played together. Both girls
attended Lincoln Elementary School,
until Gretchen’s father bought a
waterfront farm and the Christophers
moved to the country. Barbara and
Gretchen were reunited at Washing-
ton Junior High School, where they
were both cheerleaders and did some
singing together. But they went to
different high schools until their sen-
ior year, when they were both at
Olympia High. Then Gretchen sug-
gested they sing together again, and
they auditioned several girls to com-
plete a trio. None were suitable, so
they remained a duo and called them-
selves the Saturns, to complement a
local rock group called the Blue Com-
ets.

“We worked up an-arrangement of
‘Stormy Weather,” Gretchen remem-
bers, “and we wanted a blues

pocern 1 (O Sofﬂy to Me

trumpet behind us, so we asked the
Blue Comets if they knew anybody.
They brought in this young man that
we’d never seen before, and he was
pretty arresting looking, with
smouldering dark eyes. That was
Gary Troxel. He tried to play a blues
trumpet behind us, but he couldn’t
play in our key. and we couldn’t sing
in his, so that was the beginning and
end of that.

“He walked me downtown after
school that day, and we were stand-
ing on the corner waiting for my
mother to pick us up and he began
humming this, ‘Dum dum, dum-bee-
doo-wah,’...and I could tell it was
based on the same chord progression
as a song I had been writing, ‘Come
Softly.’ I said, ‘Let’s do it for Bar-
bara, and if she likes.it we’ll
incorporate the song and you into the
group'! » )

Gary made the group a trio and
they performed “Come Softly” at the
senior class talent assembly. The stu-
dents loved it. “For weeks after, they
came up to me in the halls and said,
‘How does it go, it’s driving me
crazy.” We sang it a second time after
a football game at a school dance.”
This time their friends said they
should record the song. Gretchen was
singing and dancing at a local club,
The Colony, where Pat Suzuki was
starring. The club owner introduced
Gretchen to Pat’s record promoter,
Bob Reisdorff, who told her to make
a tape.

Barbara and Gary met Gretchen
at her parents’ farmhouse and

THE FLEETWOODS

-I
recorded the song a cappella.

Gretchen boarded a Greyhound Bus
by herself and took the tape to
Reisdorff in Seattle, who loved it
enough to start his own label, Dol-
phin Records.

Recording started right after high
school graduation in June, and took
six tedious months to complete.
Reisdorff thought the title too sug-
gestive and extended it to “Come
Softly to Me,” although those words
are never heard in the lyrics. He also
didn’t care for the group’s name, Two
Girls and a Guy. In the days before
all-digit dialing, the three members
had the same telephone exchange,
FLeetwood, and during a long-dis-
tance phone conversation with
Gretchen, Bob suggested they call
themselves the Fleetwoods.

The single was released and
started doing well in the Pacific
Northwest. Gretchen was attending
Whitman College, and Barbara called
one day to tell her she’d have to
leave school to go on tour. “I called
Bob and begged him to let me stay in
school. He said he would on one con-
dition, that I would leave with no
argument if the song hit nationally.”
As the record climbed higher and
higher, Gretchen’s hopes for college
sunk lower and lower.

The Fleetwoods flew to New York
to appear on the April 11, 1959 edi-
tion of “The Dick Clark Saturday
Night Beechwood Show.” Gretchen
recalls, “It was morning when we
arrived, and the theater was dark.
Out of the shadows stepped Frankie
Avalon, He stuck out his hand and
said, ‘Congratulations. “Come Softly
to Me” has just knocked “Venus” out
of the number one spot.””

THE TOP FIVE

B quk of April 13, 1959
1 Come Softly to Me
Fleetwoods

2 Venus
Frankie Avalon

3 Pink Shoelaces
Dodie Stevens

4 It’s Just a Matter of Time
Brook Benton

5 Tragedy
Thomas Wayne
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The Happy Organ

DAVE “BABY” CORTEZ

[
52

Writers: Dave “Baby” Cortez
Ken Wood

Producer: Dave “Baby” Cortez

May 11, 1959
1 week

¢

THE Haprpy ORGAN" was a happy
accident for Dave “Baby” Cortez,
who wrote the song under the title
“The Dog and the Cat.” It was meant
to be a vocal accompanied by piano,
but fate stepped in. “The vocal didn’t
come off, I didn’t like it,” Dave
explains. In the studio, he needed to
add a melody. “I saw an organ in the
corner, and said, Hey, let me try the
organ.’ People thought of the organ
as a church instrument. [ was the
first to use the organ commercially.”

It was unusual to hear an organ in

a rock or R&B song, and Cortez
helped popularize the electric organ
beyond the jazz field, where people

CLOCK 1009

like Jimmy Smith were using it. Dave
still plays the organ today, but the
original Hammond organ which he
used to record “The Happy Organ” is
resting in his father’s home in
Detroit, “gathering dust.”

Before he signed with Clock
Records and recorded “The Happy
Organ,” Cortez was a studio musi-
cian, playing keyboards for many
artists, including Gladys Knight and
the Pips, the Isley Brothers and the
Chantels. He was touring with Little
Anthony and the Imperials, earning
$200 a week, when “The Happy
Organ” was released. “We had the
radio on all night long, a little tran-
sistor radio, and I heard ‘The Happy
Organ,’” says Dave. “The disc jockey

said it was fast becoming a number
one record.” Sure enough, Dave’s
agent called him in Washington,
D.C,, to tell him that the song had
gone to number one on Billboard’s
Hot 100. He told Anthony that he

was leaving the tour.

Billboard’s review of the single
called it a “snappy reading of a tune
based on ‘Shortnin’ Bread.”” Asked
about this, Dave replied, “I don’t
know. People have been telling me
for years it's got to be ‘Shortnin’
Bread:’ I really don’t know!”

Born David Cortez Clowney on
August 13, 1938 in Detroit, Michigan,
he became interested in the piano
because his father enjoyed playing.
As a child, Dave was taken to a Duke
Ellington show and remembers being
impressed. An older brother played
drums, a younger brother played
trumpet, and soon Dave was taking
piano lessons. It was too early for
Detroit to be an important musical
center—Berry Gordy’s Motown was a
few years away—so Dave headed for
New York with a singing group, the
Pearls. He preferred to just play
piano, but he was told he had to sing
second tenor as well. The group
signed with Aladdin Records, then
Atco, and had some R&B hits.

The follow-up to “The Happy
Organ” was called “The Whistling
Organ,” but it didn’t duplicate the
success of the original, peaking at
number 61. After Clock records
folded, Dave recorded an organ
instrumental, “Rinky Dink” on his
own label. Al Silver, owner of Herald
Records, advanced him $400 for it,
but decided not to release it. Leonard
Chess bought it for Chess Records,
and it soared to number 10. Silver
sued Chess Records, and the label
made a token payment to Silver for
the single.

THE TOP FIVE

7Week of May 11, 1959

1 The Happy Organ
Dave (Baby) Cortez

2 Sorry,I Ran All the Way Home
Impalas

3 Come Softly to Me
Fleetwoods

4 Kookie, Kookie
(L.end Me Your Comb)
Edward Byres with Connie
Stevens

5 A Fool Such as |
Elvis Presley




Writers: Jerry Leiber
Mike Stoller

Producer: Bohby Robinson

May 18, 1959
2 weeks

ONE of the earliest songs written by
Jerry Leiber and Mike Stoller was
“Kansas City,” a 1952 composition
that they recorded with Texas blue-
sman Little Willie Littlefield on
Federal Records. Pioneer R&B pro-
ducer Ralph Bass thought the initials
“K.C.” were hipper, and changed the
title to “K.C. Lovin’,” to Leiber and
Stoller’s disappointment.

Seven years later, while produc-
ing the Coasters, Leiber and Stoller
were told by King Curtis that he had
just been at a recording session
where someone’s friend did a hot ver-
sion of “Kansas City.” The friend was
Wilbert Harrison.

Harrison was born January 6,
1929, in Charlotte, North Carolina.
He won first prize in a Miami ama-
teur talent contest in 1953 singing
“Mule Train.” Four years later, he
moved to Newark, New Jersey,
where he told Herman Lubinsky of
Savoy Records that he wanted to re-
cord “K.C. Lovin’.” Lubinsky sent
Harrison to Bobby Robinson at Fury
Records, and Wilbert recorded the
song under its original title of “Kan-
sas City” in March, 1959.

On March 27, Leiber and Stoller
called Teddy Reig, producer of Joe
Williams at Roulette Records, to see
if he’d be interested in recording
“Kansas City.” They couldn’t get hold
of Reig, and on Monday, Billboard
gave a spotlight pick to five different
versions of the song. The review said:
“The song is a finger-snappin’ blues
with a highly contagious sound.”

Contagious was a good word.
Wilbert Harrison’s record was the
top pick, followed by versions from
Hank Ballard and the Midnighters, a
re-issue of Little Willie Littlefield,
Rocky Olson and Rockin’ Ronald and
the Rebels. The following week, a
sixth version by Little Richard was
reviewed.

Olson, Ballard and Little Richard
all managed to chart on the Hot 100,
but Harrison bested them all. It
didn’t look that way at first—Har-
rison’s version is the first song ever
to enter the chart in the anchor posi-

tion—number 100—and still go all the
way to number one.

Harrison became a virtual one-
man band, playing guitar. drums,
harmonica and piano. After “Kansas
City,” he didn’t have another chart”
record for 10 years. His “Let’'s Work
Together” went to nuinber 32 in early
1970, and was covered later by
Canned Heat and Bryan Ferry (as
“Let’s Stick Together”).

“Kansas City” has achieved a
degree of immortality, thanks to the
Beatles, who recorded it for the Brit-
ish Beatles for Sale album. They had
been performing the song in a medley
with Little Richard’s “Hey, Hey, Hey
Hey” since their days in Hamburg,
Germany. But the recording of the
song only identifiled Leiber and
Stoller as the writers and did not
include the title of Little Richard’s
song.

The mistake was noticed by Doro-
thy Rupe, vice president of Venice
Music, when she was reading the
book All Together Now, which indi-
cated the song had really been a
medley. Venice Music, the publisher
of “Hey, Hey, Hey, Hey” had not
received any royalties from the Beat-
les’ recording.

Rupe quickly contucted Capitol

rory 0 KANSAS Clty
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Records in the United States and
EMI in Britain. “There was never
any question of disputing the validity
of the claim,” Laurie Hall, EMI busi-
ness manager said in Rolling Stone.
“It was just an oversight. It never
came to a question of court proceed-
ings. It’s just a matter of figuring out
a realistic figure.”

It's estimated that Little Richard
eventually received over $30,000 in
royalties for the Beatle’ recording of
“Kansas City/Hey, Hey, Hey, Hey.”

THE TOP FIVE

Week of May 18, 1959

1 Kansas City
Wilbert Harrison
2 Sorry,I Ran All the Way Home
Impalas
3 The Happy Organ
Dave (Baby) Cortez
4 Kookie, Kookie
(Lend Me Your Comb)

Edward Byrnes with Connie
Stevens

5 A Teenager in Love
Dion and the Belmonts




1959

The Battle of New OrleanS COLUMBIA 41339

JOHNNY HORTON

Writer: Jimmy Driftwood
Producer: Don Law

June 1, 1959
6 weeks

ON the eighth of January in the year
1815, Andrew Jackson and his men
defeated the British forces of Com-
mander Pakenham at New Orleans.
Tt was the final battle of the War of
1812, which had officially ended two
weeks earlier. Celebrating the vie-
tory was a folk song soon played by
fiddlers all over the United States:
“The Eighth of January.”

It wasn’t until the vear 1955 that
Jimmy Driftwood, a teacher from
Snowball, Arkansas, wrote lyrics for
that song and retitled it “The Battle
of New Orleans.”

Four years later, country singer
Johnny Horton recorded it and took
it to number one, making New
Orleans the second American city to
be immortalized in the title of a
number one single during the rock
era (the first had been “Kansas City,”

only a week before).

The popularity of “The Battle of
New Orleans” helped keep the “saga
song” alive, a trend that began with
the Kingston Trio’s “Tom Dooley.”
Demands for Driftwood’s songwriting
grew so strong that he had to resign
his teaching job and devote all his
time to the music business.

The song was also the first pop hit
for Horton, who had been recording
country songs since he signed with
Cormac Records in 1951. He signed
with Columbia Records in 1956, after
working for the Mercury and Abbott
labels.

The date and place of his birth
vary in different sources, but a
majority agree that John Gale Horton
was born in Los Angeles on
November 30, 1929. His family
moved to Tyler, Texas, when he was
a child. His parents did migrant farm
work, and Johnny’s mother taught
him to play the guitar. He excelled at
basketball and received an athletic
scholarship for Baylor University, He
was attending the University of Seat-
tle when he decided to drop out and

move to Alaska, where he worked in
the fishing industry. He became a
proficient fisherman and designed his
own equipment, a talent that would
earn hin the nickname “the singing
fisherman.”

In 1950, Johnny moved back to
Los Angeles and, at the urging of
friends, entered a talent contest at
the Harmony Park Corral. He won,
leading to a guest spot on Cliffie
Stone’s “Hometown Jamboree™ on
KLAC and his own radio show on
KXLA in Pasadena. A year later, he
was signed to a regular spot on the
“Louisiana Hayride Radio Show” on
KWKH in Shreveport.

“The Battle of New Orleans” won
two Grammys: one for Song of the
Year and one for Best Country and
Western Recording. Billboard ranked
it as the number one single of 1959,
Horton followed it with other saga
songs, including “Sink the Bismarck”
and “North to Alaska,” the title song
for the John Wayne movie.

Horton was invited to the pre-
miere of the film in Alaska, but was
having premonitions of his own
death, and cancelled plans to go. He
refused to fly on airplanes and
rescheduled appearances.

On the fifth of November in 1960,
he was performing at the Skyline
club in Austin, Texas—the same club
where Hank Williams made his final
appearance before his death. Driving
home to Shreveport on foggy U.S.
Highway 79, Horton was killed in a
head-on collision that also took the
life of his guitarist, Gerald Tomlin-
son. In a sad coincidence, Horton’s
widow, Billie Jean, had once been
married to Hank Williams.

THE TOP FIVE

~ Week of June 1, 1959
1 The Battle of New Orleans
Johnny Horton

2 Kansas City
Wilbert Harrison

3 Dream Lover
Bobby Darin

4 Quiet Village
Martin Denny

5 Personality
Lloyd Price




1959

Writer: Paul Anka
Producer: Don Costa

July 13, 1959
4 weeks

BY 1959, Paul Anka was one of the
youngest, most successful singer/
songwriters in the business. He fol-
lowed his number one single “Diana”
[see 25] with several hits, including
“You Are My Destiny.” He was
internationally famous, travelling all
over the world. But success was not
everything. When he was 17, a trag-
edy made him realize that in some
ways, he truly was a “Lonely Boy.”
Paul had always been particularly
close to his mother. She was the one
who lent him her car to drive to
another province to enter a talent
contest. She was the one who lis-
tened to his songs in the basement
of their home before he would play
them for others. And Paul, a loving
son, bought her a new house, a new

car and did anything he could for her.

He was in Pittsburgh when he was
informed via telephone that she had
died of a liver ailment. She was only
39.

Paul sang “Lonely Boy” in the
film Girls Town, in which he starred
with Mamie Van Doren and Mel
Torme. Directed by Charles Haas, it
was the story of a “bad girl” sent to
prison for a crime she didn’t commit.
It was Paul's second movie, following
Let’s Rock in 1958. “Lonely Boy” also
became the title of an award-winning
documentary about Anka.

After “Lonely Boy” went to
number one, Paul had two number
two hits: “Put Your Head on My
Shoulder” and “Puppy Love.” The
latter was written about a crush he
had on Annette Funicello. They
worked on an album and toured
together, but Paul's feelings for her
were frowned upon by Disney
officials, who couldn’t see their prime
female attraction falling in love with
a young pop star. Paul was told he
was just experiencing puppy love,
which inspired the song.

On November 13, 1961, ABC-Par-
amount Records announced they had
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PAUL ANKA

agreed to early termination of Anka’s
contract. A week later, RCA Victor
signed Paul to a worldwide deal.
Anka stayed with RCA through the
end of the sixties and returned for a
brief association in 1978.

Although he never had his own
top ten single while signed to RCA,
he did write some very big hits for
other people. His success as a song-
writer for others was foreshadowed
in 1958 when he wrote “It Doesn’t
Matter Anymore” for his friend,
Buddy Holly [see 26—“That’ll Be the
Day”]. The song charted less than
three weeks after Holly was killed in
an airplane crash on February 3,
1959.

In 1971 Anka wrote Tom Jones’
biggest hit, “She’s a Lady.” The song
he will always be remembered for
writing was adapted from a French
ballad he heard in 1968, “Comine
d’Habitude.” Paul bought the rights
to the melody, wrote new words to it
and gave it to Frank Sinatra to re-
cord under its new English title: “My
Way.”

Paul also wrote the music for the
film “The Longest Day.” He had a
small role in the movie, and asked
producer Daryl Zanuck if he could
write the score. Zanuck said there
would be no music in the film, but
when he heard Anka’s proposed com-
positions, he relented.

Another Paul Anka theme is
heard five times a week and brings in
over $30,000 a year in royalties: the
theme for NBC-TV’s “The Tonight
Show Starring Johnny Carson.”

THE TOP FIVE

Week of July 13, 1959

Lonely Boy
Paul Anka

The Battle of New Orleans
Johnny Horton

Personality
Lloyd Price

4 Waterloo
Stonewall Jackson

5 Lipstick on Your Collar
Connie Francis




1959

A Big Hunk Love xcazen

ELVIS PRESLEY

Writers: Aaron Schroeder
Sid Jaxon

Producers: Steve Sholes
Chet Atkins

August 10, 1959
2 weeks

WHEN Elvis Presley was inducted
into the United States Army, RCA
was desperate for him to record
enough material to provide them with
songs to release during his military
stay. But Col. Tom Parker had other
plans—he purposefully kept Elvis
away from the studio to let the sur-
plus of material dry up. Col. Parker
wanted the public to be hungry for a
new Elvis release when he got out of
the Army in 1960; it'’s possible he also
wanted leverage in contract negotia-
tions due that year as well.

Elvis only had one recording ses-
sion during his two-year Army hitch,
He returned home to Nashville on his
first furlough in June, 1958. He was
in good physical condition from his
basic training, and the vocal chords
weren’t in bad shape, either. It was
June 10 when he went into RCA’s
Nashville studios for a two-day
recording session.

Most of Elvis’ regular musicians
were there, except for Scotty Moore
and Bill Black. Scotty was working
for Fernwood Records in Memphis,
but would work with Elvis again. Bill
would not. He formed The Bill Black
Combo and signed with Hi Records,
scoring 17 chart entries on the Hot
100 between 1959-1965. He was 39
years old when he died on Oct. 21,
1965, four months after surgery for
removal of a brain tumor.

Elvis recorded five songs during
the two days: “(Now and Then
There’s) A Fool Such As I,” “Ain’t
That Lovin’ You Baby,” “I Got
Stung,” “I Need Your Love Tonight”
and “A Big Hunk O’ Love.”

On Sept. 19, Elvis set sail for Ger-
many. The press conference he gave
before leaving was recorded and
released as an EP in March, 1959,
“Elvis Sails.” The USS General Ran-
dall arrived at Bremerhaven on
October 1 and Elvis was taken to the
Army base at Friedburg, just north
of Frankfurt, where he would become
a jeep driver.

“A Fool Such As I” was released

in March, 1959, and only went to
number two. “A Big Hunk O’ Love”
was the only other single released
until Elvis’ discharge. It came out in
June and entered the Hot 100 on July
6. Five weeks later it was number

one.
While “A Big Hunk O’ Love” set-
tled in for a two-week run at the top,
a more important turn of events was
affecting Elvis in Germany. He was
introduced to Priscilla Beaulieu, 14-
year-old stepdaughter of Capt.
Joseph P. Bealieu. They saw each
other often and fell in love; when
Elvis left Germany, Priscilla was one
of thousands of fans waving goodbye
at the airport. He invited her to come
to America and spend Christmas at
Graceland in 1960. The next year,
Elvis called Capt. Beaulieu in Ger-
many and asked if Priscilla could
complete her schooling in Memphis
and live at Graceland under the
supervision of Vernon Presley. She
arrived in May, 1962, and attended

Immaculate Conception High School
until she graduated in June, 1963.
Elvis and Priscilla were married on
May 1, 1967 in Las Vegas. Their
daughter, Lisa Marie, was born nine
months to the day later, on February
1, 1968. Elvis and Priscilla were
divorced on October 11, 1973.

THE TOP FIVE

Week of August 10, 1959
1 A Big Hunk O’'Love
Elvis Presley

2 Lonely Boy
Paul Anka

3 My Heart is an Open Book
Carl Dobkins, Jr.

4 There Goes My Baby
Drifters

5 Lavender Blue
Sammy Turner




1959

Whriters: Jean Villard
Bert Reisfield
Dick Manning

Producer: Chet Atkins

August 24, 1959
4 weeks

3

‘THP, THREE BFLLS" was originally a
French song, “Les Trois Cloches,”
written by Jean Villard in 1945 and
popularized arcund the world by
Edith Piat. Les Compagnons de la
Chanson, also from France, recorded

it as well, and when Bert Reisfield
added English lyries in 1948, they
recorded that version, too. They per-
formed it in England in 1951 and in
America a year later, on Ed Sul-
livan’s show.

Watching at home that Sunday
night in Pine Bluif, Arkansas, was
high school senior Jim Ed Brown. He
loved the song, and not just because
the hero was named Jimmy Brown.
His high school choir added the song
to their repertoire.

After graduation, Jim Ed entered
a talent show on a dare from his sis-

>
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THE BROWNS

ter, Maxine. He won first prize and
called her up to the stage to sing a
duet. That night, Little Rock radio
station KLRA signed them to per-
form on the “Barnyard Frolies” show.
They were signed as regulars for the
“Louisiana Hayride” show in
Shreveport, and younger sister Bon-
nie joined them to make the Browns
a trio.

They signed with RCA Victor in
1956 and recorded a top ten country
song, “I Take the Chance.” The fam-
ily’s voungest sister. Norma, was
called to fill in for Jim Ed Brown
while he served in the Army. Contin-
ued success proved difficult, and in
1959 the family travelled to RCA’s
offices in Nashville to announce the
break-up of the act.

They recorded what they thought
would be their final song—"The
Three Bells,” which they had wanted
to cut since their high school days.
The song was six minutes long, so
with the help of Chet Atkins and
Anita Kerr, they edited it down to
three minutes for single release.

“The Three Bells” entered the
Hot 100 at number 63 on July 27,
1959, and was number one four weeks
later, putting an end to any plans for
breaking up the trio.

Instead, they had two more top 20
hits—*"“Scarlet Ribbons (For Her
Hair)” and “The Old Lamplighter”—
and continued to record together
until 1967. On October 10 of that
vear, they made their final
appearance at the 42nd anniversary
of the Grand Ole Opry. Maxine and
Bonnie retired and Jim Ed began a
very successful solo career, which
finds him still signed to RCA as a
country artist today.

THE TOP FIVE

Week of August 24, 1959
1 The Three Bells
Browns

2 Sea of Love
Phil Phillips

3 Lavender Blue
Sammy Turner

4 A Big Hunk O’Love
Elvis Presley

5 My Heart is an Open Book
Carl Dobkins, Jr.
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Sleepwalk CANADIAN-AMERICAN 103

SANTO AND JOHNNY

Writers: Santo Furina
Johnny Farina
Ann Farina

Producer: Not Known

September 21, 1959
2 week's

TV\'PI.\"[’Y-THREE instrumental songs
have made it to number one during
the rock era. More than half of them
occured between 1955-1962, followed
by a five-year gap in which no instru-
mentals made it to the top. And only
ore lone instrumental theme has
made it to number one so far in the
1930s.

The final instrumental number one

of the fifties was “Sleepwalk,” a
guitar duet by two brothers from
Brooklyn who recorded for Canadian-
American, a label that made its debut
earlier in 1959.

Santo Farina was born on October
24, 1937, and his younger brother
Johnny was born on April 30, 1941.
Santo learned to play the steel guitar
when he was nine years old, and he
taught Johnny how to play. Johnny
mastered the rhythm guitar when he
was 12, and the two brothers were
popular in school, where they played
for dances and parties.

Santo and Johnny wrote “Sleep-
walk” with their sister Ann and
recorded it at Trinity Music in Man-
hattan. In February of 1959, Gene

Orndorf of Minot, North Dakota,
started a new label with offices in
New York and Winnipeg, Manitoba,
Canada. The label was appropriately
named Canadian-American Records,
and they leased the Santo and Johnny
track. It entered the Hot 100 on July
27, and eight weeks later it was
number one.

For the next three years, Santo
and Johnny toured North America
extensively, travelling over 100,000
miles. They continued to have chart
records on Canadian-American
through the beginning of 1964.

“Sleepwalk” was released in
Europe, but there were more than 20
cover versions on the continent as
well, including “Grido” by Niki Davis
in Italy, “Loa” by Wim Van De Velde
in Belgiun and Holland, and “Shada”
and “Nuit Bleu,” both by Caterina
Valente, in Germany and France,
respectively. Despite British cover
versions by the Sleepwalkers, the
Johnny Boys and Ken Kakintosh,
Santo and Johnny’s version went to
number 22 in the United Kingdom.

“Sleepwalk” was the sixth number
one instrumental of the rock era.
Although 1959 was a good year for
instrumentals, the best year was
1962, when three instrumentals went
to number one [see 110—“Stranger
on the Shore,” 112—“The Stripper”
and 121—“Telstar”]. But then no
instrumentals went to the top of the
chart in the years 1963-1967. The
drought was broken in 1968 by Paul
Mauriat [see 237—“Love Is Blue”].
In another five-year period,
1980-1984, the only number one
instrumental was Vangelis’ “Chariots
of Fire,” the main title theme from
the Oscar-winning Best Picture.

THE TOP FIVE

Week of September 21, 359

1 Sleep Walk
" Santo and Johnny

2 The Three Bells
Browns

3 TI'm Gonna Get Married
Lloyd Price

4 (‘Til) I Kissed You
Everly Brothers

5 Sea of Love
Phil Phillips




Writers: Kurt Weill
Berthold Brecht
Marc Blitzsiein

Producer: Ahmet Ertegun

October 5, 1959
9 weeks

113

l‘D like to be a legend by the time
I'm 25 years old,” Bobby Darin told
Shana Alexander in Life magazine. It
was a quote used against him to prove
his arrogance and conceit. Few under-
stood that Bobby felt he had to
achieve greatness by the time he was
25; he didn’t believe he would still be
alive at 30.

Darin was well on his way to legend-
ary status in the fall of 1959 when
“Mack the Knife” topped the Hot 100
for nine weeks. But he knew his time
was limited. As a child, he suffered
from rheumatic fever attacks, and as
an adult, he had a history of heart
trouble. On December 10, 1973, he
called for an ambulance to take him to
Cedars-Sinai Medical Center in Los
Angeles. Suffering from congestive
heart failure, he slipped into a coma
on December 18 and died two days
later.

Darin was born Walden Robert Cas-
soto on May 14, 1936. His mother,
Nina, was 17 years old. When she
returned home from the Foundling
Hospital for unwed mothers, she as-
sumed the role of her child’s “sister,”
and her mother, Polly, raised the boy
as her own son. It wasn't until Febru-
ary, 1968 that Nina revealed their true

relationship.

As a teenager, Darin graduated
from the Bronx School of Science.
After dropping out of Hunter College,
he wrote some songs with another
Bronx Science student, Don Kirshner.
They brought one of their tunes to
Connie Franci§ manager, George
Scheck, who arranged for Bobby to
sign with Decca Records. The label
released four singles that failed and
dropped Darin, but Kirshner told his
friend Ahmet Ertegun at Atlantic
Records about this new singer, and
Bobby was signed to the company’s
Atco subsidiary.

Three more failures foilowed, and
Darin recorded what looked like his
final single for Atco, a song with a
title suggested by the mother of DJ
Murray the K. The first single re-
corded on Atlantic’s new eight-track
machine, “Splish Splash” went to
number three.

Unfortunately, Bobby had caleu-
lated it would not be a hit, and
assuming his contract with Atco
would not be renewed, recorded
“Early in the Morning” for Brunswiek
Records as “the Rinky Dinks.” When
“Splish Splash” became a hit,
Brunswick released their single. Atco
retaliated and demanded Brunswick
recall the record. Brunswick com-
plied, but had Buddy Holly record
the song to compete with Darin's ver-
sion.

In a September 1, 1958 interview
in Billboard, Darin stressed his
desire to not ke known just for sing-
ing rock and roll: “It’s the only way

arcosr Mack the Knife

BOBBY DARIN

to build a future in this business. In
night clubs I lean to other things...I
even do ‘Mack the Knife’ from The
Threepenny Opera.”

Inspired by Louis Armstrong’s
recording of that Kurt Weill-Berthold
Brecht song, Darin included it in his
album “That’s All.” Darin didn’t want
it released as a 45, but Atco issued it
anyway, resulting in Darin’s biggest
hit ever and two Grammy Awards,
for Best New Artist of 1959 and Best
Vocal Performance by a Male.

Darin left Atco for Capitol
Records in 1962, but returned to
Atlantic in 1966, when he scored with
Tim Hardin’s “If I Were a Car-
penter.” Robert Kennedy’s death
deeply affected him, causing him to
drop out of show business for a year
and retire to Big Sur. He came back
in 1969 with a thoughtful album of
self-written songs on his own label.
His final label affiliation was with
Motown in 1972-1973.

In his lifetime, Darin excelled not
only in records, but in motion pic-
tures (receiving an Oscar nomination
for Best Supporting Actor for his role
in Captain Newman, M.D. in 1963),
television (starring in his own NBC
prime time variety series in the sum-
mer of 1972 and the winter of 1973)
and personal appearances (headlining
in Las Vegas at age 23).

Numerologists may want to take
note: “Mack the Knife” is the 59th
number one single of the rock era; it
entered the Hot 100 at number 59,
and it was Billboard’s number two
single of the year 1959.

“Mack the Knife’s” nine-week run
at number one was interrupted on
November 16, 1959 by the Fleet-
woods.

THE TOP FIVE

Week of Octobef 3, 1959

1 Mack the Knife
Bobby Darin

2 Put Your Head on my Shoulder
Paul Anka

3 Sleep Walk
Santo and Johnny

4 (‘Til) I Kissed You
Everly Brothers

5 The Three Bells
Browns




1959

Mr. Bllle DOLTON 5
THE FLEETWOODS

Writer: Dewayne Blackwell
Producer: Bob Reisdorff

November 16, 1959
1 week

113

MR. BLUE” was the Fleetwoods’
second number one single, but lead
singer Gary Troxel didn’t think it
would be a big hit. Producer Bob
Reisdorff, who had assured the group
it would be very difficult to find a
song that would do as well as “Come
Softly to Me” [see 51], was convinced
“Mr. Blue” would sell a million. He
was willing to let Gary drive his Cor-
vette for two weeks if the song went
to number one. When it did, Gary
borrowed Bob’s Corvette and then
bought one for himself.

He didn't get to drive it around
his native Olympia, Washington, for
very long. Before the Fleetwoods re-
corded “Come Softly to Me,” Gary
had signed up for the Naval Reserves
in high school. After the success of
their two number one singles, the
group had offers to tour Europe and
Australia, but had to turn them
down. “Gary was always 30 days
away from the gallows,” Gretchen
Christopher notes.

Finally, he had to serve. He was
stationed in San Diego, and Gretchen
and Barbara Ellis would meet him in
Los Angeles when he was on leave to
record new singles and albums. Tour-
ing was out, but they made an
appearance at the Hollywood Bowl.

“Mr. Blue” was written for the
Platters by Dewayne Blackwell, but
he didn’t know how to get the song to
them. Blackwell, a songwriter who
performed with his brother and sis-

THE TOP FIVE

Week of November 16, 1959

1 Mr. Blue
Fleetwoods

2 Mack the Knife
Bobby Darin

3 Don’t You Know
Della Reese

4 Put Your Head on my Shoulder
Paul Anka

5 Heartaches by the Number
Guy Mitchell

ter, met a record promoter in
Washington state who knew
Reisdorff. Accompanied by his fam-
ily, Dewayne met the Fleetwoods in
a hotel roon: to play his songs for
them.

He sang “Mr. Blue,” and Gretchen
recalls: “We said, 'it’s a great song,
why don’t you recerd it yourselves?
and he said, ‘if we ever record it, it'll
never be heard of. If the Fleetwoods
record it, every DJ in the country
will play it automatically.”” A few
days later, Blackwell received a tele-
‘gram from the group, telling him
they were recording “Mr. Blue” as
the “A” side of their new single.

It was the biggest hit of Black-
well's songwriting career, although
he had several more chart records,
including the Everly Brothers’ “The
Ferris Wheel” (written with his
brother), Bobby Vee’s “Hickory, Dick
and Do¢” and Sam the Sham and the
Pharaohs’ “Oh That's Good, No
That’s Bad.”

The Fleetwoods continued to
chart on Dolton Records (the original
label name, Dolphir, was changed
because of a conflict, with a publishing

company using that name) until 1963.
Their final hit, a cover version of
“Goodnight My Love,” featured Bar-
bara as lead singer. Gary had been
lead singer on most of their tracks, a
source of irritation for the two
women in the Fleetwoods, and
“Goodnight My Love” was only
meant to be an album track, until
radio airplay forced its release as a
single. .

The Fleetwoods parted ways in
1966, but reunited in 1971 for four sold-
out shows at the New York Academy
of Music. They continued to perform
through 1973. They came back to-
gether to appear at the Bumbershoot
Festival in Seattle with Dolton label-
mates the Ventures. Liberty Records,
which distributed and eventually
bought Dolton, unearthed a cache of
unreleased masters, and Gretchen
helped edit them into a new album,
Buried Treasure, released in 1983.
While Barbara chose to spend time at
home with her family in Southern
California, Gary and Gretchen con-
tinued to tour as the Fleetwoods with
the addition of partner Cheryl
Huggins.
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Writer: Harlan Howard
Producer: Mitch Miller

December 14, 1959
2 weeks

Gm‘ MITCHELL'S biggest hit, “Singing
the Blues” [see 16], was originally
recorded by Marty Robbins for the
country market; lightning struck
twice when Guy recorded Ray Price’s
country hit “Heartaches by the
Number” and turned that into a
number one pop hit, too.

Mitchell’s follow-ups to “Singing
the Blues” were not big hits. “Knee
Deep in the Blues” did go as high as
16, and “Rock-a-Billy” even went to
10—but it was “Heartaches by the
Number’ that put him back on top.

Mitchell pursued dual careers dur-
ing the fifties and sixties. All the
time he was having hits on the
charts, he was also working full time
as an actor. His first film role was in
Paramount’s Those Redheads from
Seattle, starring Rhonda Fleming,
Gene Barry and Teresa Brewer. Guy
had a hit song from the film, “Chicka
Boom.”

A year later, he starred in Red
Garters with Jack Carson, Rosemary
Clooney and Barry again. From this
movie came another hit song for Guy,
“A Dime and a Dollar.”

Guy became a television star, too.
“The Guy Mitchell Show,” a half-hour
variety series, premiered on ABC on
October 7, 1957 and ran for three
months at 8 p.m. on Monday nights.
He was also cast as Detective George
Romack in “Whispering Smith,” an
NBC series starring Audie Murphy
that was supposed to debut in the fall

THE TOP FIVE

Week of December 14, 1959

1 Heartaches by the Number
Guy Mitchell

2 Mr. Blue
Fleetwoods

3 Mack the Knife
Bobby Darin

4 In the Mood
Ernie Fields

5 Why
Frankie Avalon

corommna s Heartaches by the Number

of 1959. After seven episodes were
filmed, Guy broke his shoulder and
the series’ premiere was postponed
until May 15, 1961. It ran for only
four months.

Guy also became a big star in
Britain, where his version of “Singing
the Blues” battled a cover version by
English actor Tommy Steele. At one
point, both versions held the top two
positions on the British chart, with
Mitchell at number one.

He made three whirlwind tours of
England. In 1952, he filled in for an
ailing Jack Benny at the London Pal-
ladium and sold out every seat of his
two-week stand. Two years later, he
was invited, along with Frankie
Laine, to sing for Queen Elizabeth 11
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GUY MITCHELL

at the Royal Command Performance.
He was a guest star in the first show-
ing of ITV’s “Sunday Night at the
London Palladium,” and had his own
one-hour British TV special.

Mitchell’s last appearance on the
Hot 100 was in 1960. Two years later,
Columbia Records dropped him from
the label. He released some singles
on the Joy label and then recorded
briefly for Reprise before signing
with Starday Records in Nashville.
When that label folded, he released-a
couple of singles on his own GMI
label.

He toured Australia in 1979 and in
early 1982 went to Nashville to re-
record his old hits for a Dutch record
company.
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Why CHANCELLOR 1045
FRANKIE AVALON

Writers: Bob Marcucci
Peter DeAngelis

Producers: Bob Marcucci
Peter DeAngelis

December 28, 1959
1 week

THE final number one song of the
fifties was “Why,” the shortest title
yet of any chart-topping song. It was
the second number one for Frankie
Avalon, the South Philadelphian
singer discovered by Bob Marcucci.

Marcucei’s life story was fiction-
alized in the 1980 motion picture The
Idobinaker, starring Ray Sharkey.
Marcucei was technical advisor to the
film, which told of a frustrated per-
former who discovers two teen idols.
In reality, Marcueci discovered and
managed Avalon, who then told his
manager about a 15-year-old student
who looked like a cross between Elvis
Presley and Ricky Nelson—Fabiano
Forte, better known as Fabian.

Marcucei and his partner Peter
DeAngelis wrote “Why” for Avalon.
“I was always a firm believer in the
team of Marcucci-DeAngelis because
I think they had a real good feel for
writing songs,” Frankie says. “I
thought ‘Why’ was a nice song—not a
number one song, but they thought it
was.”

As “Why” climbed to the chart
summit, Frankie was embarking on
an acting career. Marcucci told him to
diversify, so he took acting and voice
lessons. He won a part in Guns of the
Timberland with Alan Ladd and fol-
lowed that with a role in The Alamo

THE TOP FIVE

Week of December 28, 1959

1 Why
Frankie Avalon

2 El Paso
Marty Robbins

3 The Big Hurt
Toni Fisher

4 It’s Time to Cry
Paul Anka

5 Way Down Yonder
in New Orleans
Freddy Cannon

starring John Wayne. Avalon says he
couldn’t take full advantage of the
success of “Why””; “While it was rid-
ing the chart, I was on location for
four months in the middle of Racket-
ville, Texas, riding a horse.”

Avalon’s concentration on movie
work detracted from his recording
career. “Why” was his seventh and
final top 10 song, and none of his sub-
sequent singles were able to break
through to the top 20. His final chart
single was a disco version of his first
number one record, “Venus,”
recorded for De-Lite Records in late
1975.

Frankie’s motion picture credits
include Voyage to the Bottom of the
Sea, The Carpetbaggers, and Panic
in the Year Zero with Ray Milland.
The latter film was a turning point in
Avalon’s film career because he
developed a good relationship with

the production company, American
International Pictures. With his man-
ager, his agent and the screenwriter
of Panic in the Year Zero, Avalon
developed the idea for AIP’s beach
party movies. They all thought Frank-
ie’s one-time girlfriend, Annette
Funicello, would be the perfect female
lead, and Disney Studios agreed to
loan her out. The films are still popu-
lar on television, and Frankie and
Annette starred in a 1987 update:
Back to the Beach.

In 1978, Frankie had a cameo role
in the highest-grossing movie musical
of all time, Grease. Appearing in a
fantasy sequence, he sang “Beauty
School Dropout.”

Avalon has given up Philadelphia
for the suburbs of Los Angeles. He
lives in the San Fernando Valley with
his wife and eight children—four sons
and four daughters.




1960

Wiiter: Marty Robbins
Producer: Don L

January 4, 1960
2 weeks

I always wanted to write a song about
El Paso. because traditionally that is
where the West begins....Had | been
born a little sooner, the cowboy life is
the kind of life I'd have liked to have
lived.

—M.arry ROBBINS

“E ) )

L PAs0” is a landmark song in
many ways. It was the first number
one single of the sixties, the first
country song to win a Grammy and
the longest singie to go to number
one to daze. At five minutes, it was
so long that Columbia Records
rejected Robbins’ request to release
“El Paso” as a single. Instead, he and
the label mutually agreed to put it on
an album titled Gunfighter Ballads
and Trail Songs. The album was in
release for four weeks when the
requests for a single of “El Paso”
became s0 strong, company execu-
tives relented and decided to release
a 45 despite its unusual length.

The cowboy/hero who sings “El
Paso” dies at the end, but a resurrec-
tion was attempted in 1977 in a
sequel, “El Paso City.” That song
may not be on the tip of your tongue,
but “El Paso” is and probably always
will be the definitive song about the
Texas city. Despite that, the song
has never been considered for the
city’s official song. According to the
Los Angeles Times, on October 14,
1980, the city council of El Paso
adopted a song written by resident
Leona Washington. The city clerk did
not know the name of the song, nor
could he find it in the municipal
records.

Marty Robbins said he had been
fascinated with the city and its name
ever since he was a child, growing up
in a state that borders El Paso: Ari-
zona. Born September 26, 1925 as
Martin D. Robinson, he was raiced in
Glendale, Arizona. His family moved
to Phoenix when he was 12,

Robbins learned to play the guitar
during his three-year hitch in the
Navy. After his discharge he
returned to Phoenix and worked as a
ditch digger, a truck driver and
labored in the oil fields. He hated all

/

of it, and one night filled in when a
guitarist failed to show up for a
friend’s band. When the lead singer
hecame sick, Marty took over those
duties, too.

Robbins and his band were work-
ing for radio station KPHO when
Columbia Records artist Little Jimmy
Dickens guest starred on the “Car-
avan” show with Marty. Dickens was
so impressed, he told his label to sign
Robbins. After his first single, “Love
Me or Leave Me Alone.” Marty guest
starred on Nashville’s “Grand Ole
Opry” and became a regular in Feb-
ruary, 1953. On March 1, 1958, after
an argrinent with WSM station man-
ager Robert Cooper, Robbinus was
fired from the Opry, but five days
later, after apologies on hoth sides,
he was hired back. Robbins remained
with the Opry through four decades,
and was both the last person to per-
form in Ryman Auditorium and the
first person to appear on stage at the
QOpry’s new home, Opryland.

He had several pop hits between
1956-1962, including “A White Spors
Coat (And a Pink Carnation),” “Don’t

COLUMEIA 4151 El,PaSO
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Worry” and “Devil Woman.” He con-
tinued to have hits on the country
charts until his death on December §,
1982. He had suffered a heart attack
in 1969 «nd underwent arterial heart
surgery. but recovered and returned
to recoriing and performing. He was
having a quadruple bypass operation
at St. Thomas Hospital in Nashville
when he died of a heart attack.

THE TOP FIVE

Week of January 4, 1960

1 El Paso
Marty Robbins

2 Why
Frunkie Avzlon
3 The Big Hurt
Toni Fisher

4 Running Bear
Johnny Preston

5 Way Down Yonder
in New Orleans
Freddy Cannon




1960

Running Bear sc.cu n

JOHNNY PRESTON

Writer: J.P. Richardson
Producer: J.P. Richardson

January 18, 1960
3 weeks

WHEN Buddy Holly was killed in a
plane crash [see 26—“That’ll Be the
Day”], he left behind a collection of
songs that has made him a legendary
figure in rock music. Two other art-
ists died in the fateful accident,
Ritchie Valens and J.P. Richardson,
better known as “The Big Bopper.”
While they have not been as influen-
tial as Holly, their careers were too
short for us to know what heights
they may have reached. All that's left
is speculation, based on the brief
amount of time they spent with us.
Jape Richardson was a singer, a
songwriter and a disc jockey. He was
born October 24, 1930, in Sabine
Pass, Texas. Not fond of his given
name, he used J.P. Richardson on the
air at KTRM in Beaumont, Texus,

and recorded rockabilly songs as “The
Big Bopper.” When Mercury Records
executive Shelby Singleton came to
Texas looking for new talent, he
signed Richardson and his protege,
Johnny Preston.

The Big Bopper’s big hit was
“Chantilly Lace,” which peaked at
number three on November 3, 1958.
He had only one more chart record
before he was killed on February 3,
1959, and he did not live long enough
to see his song “Running Bear” by
Johnny Preston go to number one on
January 18, 1960.

John Preston Courville was born
August 18, 1939 in Port Arthur,
Texas. He sang in the high school
choir and organized a band, the
Shades, which became popular in
southern Texas. The Shades were
playing at a club in Beaumont when
Richardson and a friend, record pro-
ducer Bill Hall, spotted Preston and
liked his singing enough to approach
him about recording.

Preston’s first session did not go

well at all. The teenager was too ner-
vous to sing well, and the results
were too poor to even be considered
for release. Richardson still believed
in the young singer, and wrote a song
for him that was inspired by a com-
mercial for Dove soap. He asked him
to record again, but wouldn’t tell him
anything about the new song. Accom-
panied by singer George Jones,
Preston drove to Houston where J.P.
played “Running Bear” for him.

Johnny was not impressed. But
Richardson insisted, and Preston
agreed to record the song.
Richardson, Jones and Bill Hall sang
the “oom-pah-pah” Indian chant in
the background while Johnny sang
about the Indian brave Running Bear
and his love for little White Dove.

Mercury was ready to release the
single when Richardson was killed.
After his death, label execs decided
to postpone issuing the song. It
finally came out in the autumn of
1959, debuting on the Hot 100 on
October 12. Amazingly, it faltered
and actually fell off the chart. It re-
entered the survey on November 23,
becoming the first song to exit the
chart, then re-enter and go all the
way to number one.

Preston had two more hits, “Cra-
dle of L.ove” and a cover version of
Shirley and Lee’s “Feel So Good,”
retitled “Feel So Fine.” He had two
more chart entries, including a ver-
sion of Little Willie John’s “Leave My
Kitten Alone” (a song also recorded
by the Beatles). But without his men-
tor, Preston couldn’t sustain his
career and had his last chart record
in 1961.

THE TOP FIVE

Week of January 18, 1960

1 Running Bear
Johnny Preston

2 Why
Frankie Avalon
3 El Paso

Marty Robbins
4 The Big Hurt
Toni Fisher

5 Way Down Yonder
in New Orleans
Freddy Cannon




1960

Writer: Jean Swrrey
Red Surrey

Producer: Jim Vianeau

February 3, 1969
2 weeks

IF rock and rol' records were filed by
the Dewey Decimal System, there
would be a sepurate classification set
aside for tragedy songs. There have
been some classics over the years,
like Ray Petersor’s “Tell Laura |
Love Her,” the Everly Brothers’
“Ebony Eyes” and J. Frank Wilson’s
“Last Kiss,” but preceding all of them
was Mark Dinning’s “Teen Angel.”

Mark was surrounded by music
while growing up in Grant County,
Oklahoma, although his future
seemed set when he won first prize in
his local 4H club for raising turkeys.
His father was an evangelist minis-
ter, his buby sitter was Clara Ann
Fowler (later to be knawn as Patti
Page) and three of his sisters formest
a vecal group in the 1940s, the Din-
ning Sisters (they had a top 10 single
in 1948 with the Oscar-winning “But-
fons and Bows”).

At 17, Mark took up the electric
guitar and appeared in local clubs
with his brother Ace. It was goodbye
turkey farming, heilo rock and roll.
He was drafted after graduating from
nigh school, and made a decision
while serving in the army that he
would sign a recording contract when
he was discharged.

Back in eivilian life in 1957, Mark
awlitioned for publisher Wesley Rose
in Nashville. Rose liked what he
heard and telephoned his friend Mitch
Miller at Columbia Records in New
York. Miller had signed a new
recording artist that verv day—his
name was Johnny Mathis—and wasn't
looking for any other new male sing-
ers. Within six weeks. Rose had
signed Mark to MGM Records.

Mark’s sister Jean, one of the
three performing Dinning sisters,
was reading a megazine articie in
1959 about juvenile delinquency. The
author suggested that good kids
needed a name, and offered “teen
angels.” “Being & songwriter, [ said
that’s a title, what can I do with it?”
Jean explains. She wrote half of the
song, then woke up in the middle of
the night and, as if seneone had
handed her a lyric, suddenly knew
what the rest of the words would be.

At a family dinner at her parents’
farm in Tennessee, Jean played sev-
eral demos, including “Teen Angel”
for Mark while he was eating. He
asked to hear “Teen Angel” again,
and before the dinner dishes could be
cleared a microphone and tape
recorder were set up on the table se
he could record it, “We had some 45s
made,” says Jean. “We mailed one to
Mark, and waited a month ta hear
from him. We finally called and he
said he hadn’t opened the package
yet because he didn’t have a record
player.”

Jean told him to take it to the
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nearest record store and play it
immediately. A crowd gathered
around the listening booth and asked
where they could buy the record, and
Mark excitedly took the demo to
Rose. Wesley became hooked on it,
and Felice Bryant sugyested chang-
ing “are you flying up above” to “are
vou somewhere up above.” Wesley
called Jean in Chicago and invited her
to the recording session to sing back-
ing vocals, but she had just given
birth to her daughter and couldn’t
make the trip.

Many radio stations were relue-
tant to play the song, but Howard
Miller in Chicago was a Dinning Sis-
ters fan, and was the first to play it.
Jean was listening at home when
Miller asked his audience to phone in
their reaction to the tragic storyline,
and the approval was overwhelming.
On February 8, 1960, Jean received a
phone call from her sister Lou in Cal-
ifornia, telling her to grab a copy of
Billboard, because “Teen Angel” had
gone to number one.

Despite its success, some radio
stations still refused to play the song.
Jean still remembers a headline in a
British trade paper, “Blood Runs in
the Grooves.”

A footnote about the writing cred-
its on “Teen Angel”: Jean made an
agreement with her husband at the
time, Red Surrey, that both their
names would go on any songs either
one of them wrote. “When we were
divorced, ‘Teen Angel’ was turned
back over to me as part of the settle-
ment. It didn’t seem like a hot
property at the time and was past its
peak. Not long after, a friend called
and said ‘Teen Angel was in a
movie...American Grafitti.”

THE TOP FIVE

Week of Felruary 8, 1960

1 Teen Angel
Mark Dinning

2 Running Bear
Johnny Preston

3 Where or When
Dion & the Belmonts

4 El Paso
Marty Robbins

Handy Man
Jimmy Jones
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PERCY FAITH

Writer: Max Steiner
Producer: Percy Faith

February 22, 1960
9 weeks

THE most successful instrumental sin-
gle of the rock era is “Theme from ‘A
Summer Place’ ” by Percy Faith. It
was number one on the Hot 100 for
nine weeks, ranking it well above the
other 24 instrumental songs that have
topped the chart since July, 1955. It
was also Billboard’s number one single
of 1960.

Max Steiner composed the score
for the 1959 film A Summer Place,
which starred Dorothy McGuire,

Richard Egan, Sandra Dee, Troy
Donahue and Arthur Kennedy.
Critics likened it to a steamier
Peyton Place, released the year
before.

Faith had already experienced
success with recording film themes; in
1953, his “Song from Moulin Rouge”
was the best-selling single of the
year. He duplicated that feat with
“Theme from ‘A Summer Place,’” the
number one single of 1960.

Faith was born April 7, 1908, in
Toronto, Canada. He learned to play
the violin when he was seven. At 11,
he was already working, playing
piano at a silent film theater. He
gave his first concert recital at 15, at
the Toronto Conservatory of Music.

A tragic accident occured when he
was 18. His sister’s clothing caught
fire, and Faith stamped out the
flames with his hands. His burns
were so severe that doctors told him
he could not play the piano for five
years.

He turned to composing and con-
ducting, and seven years later was
hired by the Canadian Broadcasting
Company to be staff arranger and
conductor. His radio show, “Music by
Faith,” became popular all over Can-
ada, and after two years, the Mutual
Broadcasting System picked it up for
America.

Faith moved to the United States
in 1940 to conduct “The Carnation
Contented Hour,” and by the end of
the decade he had become an Ameri-
can citizen. Mitch Miller hired him to
be director of popular music for
Columbia Records in 1950, where he
arranged other artists’ material and
recorded his own songs.

Aside from “Song from Moulin
Rouge,” his biggest pre-rock era hits
were “Delicado” (also number one), “I
Cross My Fingers,” “All of My Love”
and “On Top of Old Smokey,” with
Burl Ives. In 1955, Faith was nomi-
nated for an Oscar for scoring Love
Me or Leave Me.

“Theme from ‘A Summer Place’”
was not an immediate hit. It was
reviewed in the September 28, 1959
issue of Billboard, but didn’t enter
the Hot 100 until January 11, 1960.
Six weeks later it began its nine-
week run at number one.

Percy recorded a disco version of
the song in 1976. On February 9 of
that year, he died, a victim of cancer.

THE TOP FIVE

Week of February 22, 1960

1 Theme from ‘A Summer Place’
Percy Faith

2 Teen Angel
Mark Dinning

3 Handy Man
Jimmy Jones

4 He’ll Have to Go
Jim Reeves

5 What in'the World’s
Come Over You
Jack Scott
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Writers: Aaron Schroeder
J. Leslie McFarland

Producer: Steve Sholes

April 25, 1960
4 weeks

(}w March 1, 1960. Elvis Presley’s
Army unit threw a farewell party for
the world’s most famous G.I. By an
odd coincidence, the party was organ-
ized by Cuapt. Marion Keisker—the
woman who was Sam Phillips' assis-
tant when Elvis wandered into the
Memphis Recording Company in 1953
to record two songs for his mother.

She had left Sun to join the military,
and was working with the Armed
Forces Television Network in Ger-
many.

Elvis arrived at Fort Dix, New
Jersey in the middle of a blizzard. He
was discharged on March 5 and RCA
couldn’t wait to get him into a record-
ing studio. Anticipation of a new
Elvis single was so great that, with-
out knowing what the song title
would be, RCA had racked up
advance orders of 1,275,077—the
highest advance sale of any single to
date.

The catalog number 7740 was
already assigned to this greatly-
awaited single when Elvis went into
RCA’s Nashville studios on March 20.
The two-day session produced six
songs: “A Mess of Blues,” “Soldier
Boy,” “It Feels So Right,” “Make Me
Know It,” “Fame and Fortune” and
“Stuck on You.” The last two became
Elvis’ first post-Army single, and his
first to be released in stereo.

reao StCk on You
ELVIS PRESLEY

On March 26, Elvis was a guest
star on “The Frank Sinatra-Timex
Show,” taped in the Grand Ballroom
of the Hotel Fontainebleu in Miami
Beach. Col. Parker negotiated a sal-
ary of §125,000 for the appearance,
Elvis’ last on television for eight
vears. Elvis sang both “Stuck on
You” and “Fame and Fortune,” and
performed Sinatra’s “Witcheraft”
while Sinatra sang “Love Me
Tender.” The Billboard review pre-
ferred Frank’s other guest stars:
“The impression lingers...that Pres-
ley has much to learn before he can
work in the same league with pros
like Sinatra, Joey Bishop and espe-
cially Sammy Davis Jr.”

“Stuck on You” entered the Hot
100 on April 4, and was number one
three weeks later, where it remained
on May 12, the date the Sinatra spe-
cial was telecast.

In addition to resuming his
recording career, it was time for
Elvis to go back to work in Holly-
wood. He reported to Paramount
Studios to star in his fifth movie, G.I.
Blues, directed by Hal Wallis. Back-
ground footage had already been shot
while Elvis was in Germany, and the

plot paralleled his ariny career. He

portrays Tulsa McLean, a soldier
based in West Germany who starts a
musical group with some Army bud-
dies. The cast includes Juliet Prowse,
James Douglas and Robert Ivers.

The eritics, the fans and even
Elvis were disappointed with G.1I.
Blues. The thin characters, see-
through plot and innocuous songs
didn’t prevent the film from grossing
over four million dollars, but Elvis
told the Colonel to find a better role
for his next movie.

THE TOP FIVE

Week of April 25, 1960
1 Stuck on You
Elvis Presley

2 Greenfields
Brothers Four

3 Sink the Bismarck
Johnny Horton

4 Theme from A Summer Place’
Percy Faith

5 He'll Have to Go
Jim Reeves
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EVERLY BROTHERS

Writers: Don Everly
Phil Everly

Producer: Wesley Rose

May 23, 1960
5 weeks

AF’I‘ER nine consecutive hits on
Archie Bleyer's Cadence Records, the
Everly Brothers signed a 10-year,
$1,000,000 contract with a brand-new
label based in Burbank, California:
Warner Brothers. Their very first
single for their new company,
“Cathy’s Clown,” became their big-
gest U.S. hit ever. It was also their
most successful British single—of
their five number ones there, it was
on top the longest (seven weeks). It
was also the first single to be number
one simultaneously in America and
Great Britain.

The break with Archie was a
result of disagreements about royalty
paynients and the direction their
music would take. The Warner
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Brothers offer meant financial secur-
ity for a decade—not to be taken
lightly when no one knew if rock and
roll would survive longer than the
five years it had dominated the music
business.

“Cathy’s Clown” was written just
after a tour. Home in Nashville, Don
and Phil were under pressure from
Warner Brothers to come up with a
first single. They had recorded eight
songs already, but didn’t feel that
any of them were right. Phil was liv-
ing with his parents, and one day he
got a call from Don to come over to
his house and finish a song. Phil
helped Don write the verses, and two
days later they recorded “Cathy’s
Clown.”

The Everlys had six more top ten
songs on Warner Brothers, including
“When Will I Be Loved,” “Ebeny
Eyes” and “Crying in the Rain.” But
after “That’s Old Fashioned (That’s
the Way Love Should Be)” in 1962,
they never made the top 30 again.
They joined the Marine Corps

Reserves that year and were on
active duty for six months. When
they returned to civilian life, they
were never able to regain their
momentum.

They continued to record and per-
form together, and in 1970 they
hosted a summer replacement show
for Johnny Cash, a weekly one-hour
TV series called “Johnny Cash Pre-
sents the Everly Brothers Show.”

One of the saddest days in their
career was Friday, the 13th of July in
1973. They were performing together
on stage at the John Wayne Theater
in Knott’s Berry Farm in Buena
Park, California, when Phil threw his
guitar down and stormed off stage,
leaving Don to tell the stunned audi-
ence that the Everly Brothers were
through, forever.

During the next ten years, they
did not perform together, and the
press reported that they did not even
speak to each other. Both recorded
solo material, and Phil had a top ten
single in England—a duet with Cliff
Richard called “She Means Nothing
to Me.”

Their emotional reunion concerts
took place September 22 and 23, 1983
at the Royal Albert Hall in London.
Singing together in perfect harmony
again, it was as if no time had passed
at all. A live double album of the
concert was released, and Home Box
Office broadcast a two-hour video of
the show. Don and Phil connected
with Dave Edmunds, who produced
their first new studio album in a dec-
ade. And Paul McCartney, who with
John Lennon once referred to them-
selves as the “Foreverly Brothers,”
wrote their comeback single, “On the
Wings of a Nightingale.”

THE TOP FIVE

Week of May 23, 1960

1 Cathy’s Clown
Everly Brothers

2 Stuck on You
Elvis Presley

3 Good Timin’
Jimmy Jones

4 Greenfields
Brothers Four

Night
Jackie Wilson
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Whriters: Jack Keller
Howard Greenfield

Producer: Not Known

June 27, 1960
2 weeks

lF someone asked you to name a
Connie Francis song, yvou'd be more
likely to think of “Who’s Sorry Now,”
“Stupid Cupid” or “Where the Boys
Are” before you would name any of
her three number one songs. The
first was the country-flavored
“Everybody’s Somebody’s Fool,” and
't was an international hit, thanks to
Connie’s decision to record it in many
other languages, starting with German.

Howard Greeenfield had already
written hits for Connie with his reg-
ular partner, Neil Sedaka [see 114—
"Breaking Up is Hard to Do”] when
Connie telephoned him to write a
special type of song. “I called Howie
and asked him to write me a country
song,” explains Connie. “A couple of
months later, when I came back from
Europe, I was looking specifically for
a country song to put foreign lyries to.

Connie asked Greenfield if the
song was ready. “He suid, ‘Well, it’s
not country—we wrote a kind of Law-
erne Baker-type blues ballad.’ I said
forget about that—just take your
ballad and play it uptempo like
‘Heartaches by the Number.””

“Everybody’s Somebody’s Fool”
was completed in two takes and
became Connie’s first number one
song. But it was a long road to the
top, and Connie almost quit before
she got there.

She was born Concetta Rosa
Maria Franconero on December 12,
1938 in Newark, New Jersey. Her
father, George, was a roofing contrae-
tor who played the concertina for a
hobby. When his daughter was three,
he gave her a 12-bass accordion and
soon she was singing at church bene-
fits, family gatherings, hospitals and
clubs. She appeared on “Arthur God-
frey’s Talent Scouts” and Godfrey
suggested the name change to the
more Americanized Connie Francis.

At age 11, she and her father
went into Manhattan to get Connie
on a children’s television show, “Star-
time.” Connie remembers: “We
flagged down the producer of the
show, George Scheck, who was hail-
ing a taxi cab, and my father said to
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CONNIE FRANCIS

him, ‘Would you listen to my
daughter Connie sing.” He said, ‘I'm
up to here with singers, I can’t use
singers,” and that’s when the accor-
dion saved my life.” Connie’s father
said his daughter played the accor-
dion and Scheck handed them his
card and said he would give the
voung girl an audition. Connie was on
“Startime” for four years.

But she got rid of the accordion
right away. Ted Mack told her to
drop it; Godfrey said she should lose
it and even Scheck, who became her
manager, agreed. “So I said 150
Americans can’t be wrong, this
thing’s got to be a loser...in 1967
there was a big flood in my basement

- and the accordion died. I
ww> threw a real big party.”
= Her recording career
s> started by singing demos

for music publishers. She
would have to sound like Patti
Page, or Kay Starr, or'Jo Stafford—
anyone but Connie Francis. “When |
was 16 years old, a music publisher
by the name of Lou Levy put up
about $5,000 necessary for me to re-
cord my first very own session. They
brought it around to every recording
company in the business and every-
where they heard the same story—
they were turned down. I remember
Mitch Miller at Columbia said, ‘Save
your money, this girl's got nothing.’
Thanks, Mitch. And finally over at
MGM Harry Myerson signed me to
my first recording contract.”

Connie’s first single for MGM was
“Freddy.” “That dippy song proved
to be a stroke of good luck for
me...the reason I got signed to the
contract in the first place by Myerson
was not because he thought I would

be the hottest thing on wax, but
because he had a son by the name of
Freddy, and he thought it would be a
cute birthday present...talk about
luck!”

Yes, talk about luck...Connie
didn’t have any for her first ten sin-
gles. Not a one made the chart. She
was selecting songs for her final
MGM recording session—the label
had lost interest in her and she
decided to accept a scholarship to
New York University and give up

THE TOP FIVE

Week of June 27, 1960

Everybody’s Somebody’s Fool
Connie Francis

Cathy’s Clown
Everly Brothers

Alley-Oop
Hollywood Argyles

Burning Bridges

Jack Scott the record business—when her father

s came up with a suggestion Connie
Because They're Young considered much too square: a 1923
Duane Eddy

song, “Who’s Sorry Now.”
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THE HOLLYWOOD ARGYLES

Writer: Dallas Frazier

Producers: Kim Fowley
Gary S. Paxton

July 11, 1960
1 week

THE HOLLYWOOD ARGYLES have the
reputation of being one of the rock
era’s one-hit-wonders. They had one
number one single, “Alley-Oop,” then
never made the chart again. Actually,
when “Alley-Oop” was recorded,
there were no Hollywood Argyles.
Gary Paxton, who had scored two
hits (“It was 1,” “Cherry Pie”) as the
latter half of Skip and Flip, had been
advised that he was still under con-
tract to his former record label,
Brent Records, when he came to Hol-
lywood and recorded “Alley-Oop.” To
avoid any legal hassles, he made up a
fictitious group named after the
street in Hollywood that intersected
Sunset Boulevard where the studio
was located: Argyle.

It was only later that Paxton
found out he was no longer under
contract to Brent. Had he known that
at the time, he explains, he would
have recorded “Alley-Oop” under his
real name of Gary Paxton instead of
dreaming up the Hollywood Argyles.

Gary was attending the Univer-
sity of Arizona in Tucson when he
formed his first group, the Pledges,
with fellow student Clyde Battin.
Battin was working as a disc jockey
at local radio station KMOP, and
later became Skip to Gary’s Flip.
Personal differences broke up the
duo, and Gary moved to Washington
and Oregon before deciding to try his
luck in Hollywood.

THE TOP FIVE

Week of July 11, 1960

1 Alley-Oop
Hollywood Argyles

2 I'm Sorry
Brenda Lee

3 Everybody’s Somebody’s Fool
Connie Francis

4 Because They’re Young
Duane Eddy

5 Mule Skinner Blues
Fendermen

WOL
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“I’'m coming down the freeway
and I didn’t know where Hollywood
was,” Paxton explains. “I pulled off
at Universal (studios) and drove into
a filling station at two in the morn-
ing. There were two guys sitting on
top of a desk at this all-night station. I
asked, You know where Hollywood is?"”

One of the two men was song-
writer Dallas Frazier. He recognized
Gary from his Skip and Flip days.
“They said, ‘We’ll lead you to Hol-
lywood when we get off work at six
in the morning.” ”

In Hollywood at last, Gary found
an apartment for $7.50 a week at the
corner of Selma and EIl Centro. There
he met record producer Kim Fowley,
and they started hanging out at a
Chevron Station at the fateful corner
of Sunset and Argyle. They formed a
music publishing company, Maverick
Musie, and used the pay phone at the
station for their business number.
Through Fowley’s friend Terry
Melcher [see 178—“Mr. Tambourine
Man”], Gary met the owner of Lute
Records, Al Kavlin.
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Gary recorded Frazier's song
“Alley-Oop” for Lute. Because there
were problems with finding a dis-
tributor in New York, Larry Uttal,
President of Manhattan-based,
Madison Records, released a cover
version of the song by Dante and the
Evergreens. They gave Paxton some
competition, especially in the New
York area, but they only reached
number 15 on the Hot 100 while the
Hollywood Argyles went to number
one. After the song was a hit, Gary
put together a Hollywood Argyles
band to make personal appearances,
but after one album he felt he hadn’t
been paid what he was due and left
the label.

Paxton started his own label, Gar-
pax, and produced a number one
single for Bobby ‘Boris’ Pickett [see
118—“Monster Mash”]. In the '80s
Paxton and his wife had a daily Chris-
tian radio talk show in Nashville. He
has recorded gospel albums, and spent
several months working on a brand-
new Christian Youth Center for
Nashville.
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Writers: Ronnie Self
Dub Albritton

Producer: Owen Bradley

July 18, 1960
3 weeks

“

SHE liked music even when she
was a baby,” said Brenda Lee's
mother, Grace Tarpley, in a 1966
Billboard interview. “When she was
eight months old, she loved to listen
to music on the radio.” By the time
she was three, Brenda could hear a
song twice and sing part of it back.
“She was a very smart child. Before
she was five she could sing a song all
the way through. I'm sure it was a
God-given talent.”

Brenda Mae Tarpley, born
December 11, 1944, in Atlanta, Geor-
gia, put that talent to use early. She
was just five when she sang “Take
Me Out to the Ball Game” at a talent
and beauty contest for her school dis-
trict. She was the first student from
Conyers Elementary School to ever
win a prize; she placed first in talent
and second in beauty. As a result,
Brenda was invited to sing every Sat-
urday on “Starmakers Revue,” a
weekly Atlanta radio show. A year
later, while watching a local televi-
sion program called “TV Ranch,”
Brenda told her mother she’d like to
be on the show.

The producer, who had never
hired a child singer, reluctantly
granted an audition. An hour-and-a-
half after singing Hank Williams’
“Hey, Good Lookin’” for him, she
appeared on the show.

Brenda continued to appear on
“TV Ranch” with the full support of
her mother and her father, carpenter
Ruben Tarpley. Brenda was just nine
when her father was fatally injured in
a tragic on-the-job accident.

A year later, Peanut Faircloth, an
Augusta DJ, signed Brenda to appear
on his television series. It was a
fateful move. In early 1956, country
singer Red Foley and his manager,
Dub Albritton, came to Augusta.
Faircloth cornered them and insisted
they listen to Brenda sing. They con-
sented to let Brenda open for Foley
and were so impressed, they signed
her to appear on Foley’s ABC-TV
show, “Ozark Jubilee.” Hearst colum-
nist Jack O’Brien caught her on the
show, and a column praising her

resulted in a booking on Perry
Como’s television program. Before
making her first record, she had also
appeared with Ed Sullivan and Steve
Allen.

Brenda’s recording career began
later in 1956, when Albritton signed
her to Foley’s long-time label, Decca
Records, At her first session, held
July 30 in Nashville, Brenda recorded
“Jambalaya” and “Blgelow 6-200.”
Billboard reviewed the single in the
September 22 issue. saying she “has
the projection, voice and sincerity
that can skyrocket her to great
heights, not only in the country field
but in the pop field as well.”

Brenda’s first chart entry was
“One Step at a Time” in 1957, but by
1959 she was still without a hit rec-
ord. Albritton decided a trip to Paris
might increase her popularity at
home. She was set to open at the
Olympia Music Hall in Paris on
March 18, 1959, until the promoter
suddenly realized she wasn’t the
adult he thought she was. Albritton
saved the day by planting a story in
the French newspapers that Brenda
Lee was a 32-year-old midget. He
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then denied the stories, and the
resulting controversy made her so
newsworthy, the promoter had no
choice but to go on with the show.
Brenda was a smash and Le Figaro
said, “Never before since Judy
Garland has anyone caused as much
clapping of hands and stamping of
feet.”

Brenda was held over for five
weeks at the Olympia and then
toured Germany, Italy and England,
returning home an international star.
Before 1959 was over, she toured
South America and received a similar
reception. The worldwide acclaim
finally paid off with a hit record at
home: “Sweet Nothin’s” went to
number four in early 1960.

“I'm Sorry” was cut at the tail
end of a session, with just five min-
utes of recording time left. Producer
Bradley said in a Billboard interview:
“‘I'm Sorry’ was one of the first ses-
sions in Nashville to use strings. We
used four strings—now we use 10—
and you might sum it up by saying
that everybody faked it but the fiddle
players.... We decided to let the fid-
dles answer—when Brenda sang ‘I'm
Sorry,’ the fiddles would answer ‘I'm
Sorry.’”

Brenda loved the recording, but
Decca executives were concerned
that a 15-year-old teenager was too
young to be singing about unrequited
love. It was several months before
the label decided to release the bal-
lad, and when they did, it was
considered to be the flip side of the
more uptempo “That’s All You Gotta
Do.” Both sides made Billboard’s top
10, but “I'm Sorry” was the clear
winner, climbing to number one on
July 18, 1960.

THE TOP FIVE

Week of July 18, 1960

1 I'm Sorry
Brenda Lee
2 Alley-Oop

Hollywood Argyles

3 Everybody’s Somebody’s Fool
Connie Francis

4 Only the Lonely
Roy Orbison

5 Because They’re Young
Duane Eddy
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BRIAN HYLAND

Writers: Paul Vance
Lee Pockriss

Producer: Richard Wolfe

August 8, 1960
1 week

l’[‘SY BITSY TEENIE Weenie Yellow
Polka Dot Bikini is a true story.
Paula Vance, two-year-old daughter
of songwriter Paul Vance, was ca-
vorting on the beach in her yellow
polka dot bikini and inspired her
father to write a song about her
antics. Vance asked a songwriting
friend of his, Jack Siegal, to co-write
the tune, but Siegal said it wasn’t his
kind of song. So Paul turned to col-
laborator Lee Pockriss, and together
they wrote the song and recorded a
demo.

“T usually sang on our demos, but
I thought it would sound cuter with a
female vocal,” Vance recalls. A ses-
sion singer named Sandy recorded it,
and publisher Geroge Pincus dropped
by the studio when the demo was
being recorded. He liked the song
and insisted on publishing it. Vance
and Pockriss were planning on pub-
lishing it themselves, but they
figured the song was a novelty and

would not be the hottest copyright in
their catalogues. Based on his enthu-
siasm, they agreed to let Pincus have
100 percent of the publishing.

Pincus took it to Dave Kapp [see
11—“The Wayward Wind”), founder
of Kapp Records. The label was
known for its middle-of-the road art-
ists like Jane Morgan and Roger
Williams [see 4—“Autumn Leaves”].
Jay Lasker, currently the president
of Motown Records, was vice presi-
dent in charge of sales for Kapp at
the time. Lasker remembers that
Dave “didn’t like rock and roli, nor
did he want to be associated with it.”
Lasker did convince Kapp to set up a
budget of $10,000 to make some rock
and roll records. “We couldn’t let
them be (released) on Kapp Records.
He didn’t want to lower the image of
the label.”

A subsidiary was invented,
Leader Records. “My father had a
cousin from Brooklyn named
Leader,” explains Mickey Kapp, now
working in special projects at Warner
Brothers Records.

The song was to be recorded by a
new, 16-year old singer who had just
signed with Kapp. Brian Hyland was
a student at Franklin K. Lane High
School in Brooklyn when he showed
up to record “Itsy Bitsy Teenie

Weenie Yellow Polka Dot Bikini”
Worried that record producer
Richard Wolfe would not handle his
novelty song properly, Vance went to
the recording session.

After hearing what Wolfe had
done to his song, Vance protested. It
didn’t sound close enough to the
demo, and he insisted it be recorded
over. Wolfe objected. Although there
were a couple of mistakes in the
recording—an incorrect note on bass
guitar and a wrong word sung by one
of the singers—the producer thought
the take felt right.

Before the record was a hit,
Vance received a call from Dave
Kapp. He was concerned about the
song being too risqué. Vance
explained that the girl wearing the
yellow polka dot bikini was two years
old, and the lyrics were perfectly
innocent. Kapp not only released the
single, he moved it over to the Kapp
label when it became a huge hit.

Brian recorded one more single
for the company, a Vance-Pockriss
tune called “(The Clickity Clack
Song) Four Little Heels.” It ambled
up to number 73, and then Brian, still
a minor, disavowed his contract. He
signed with ABC-Paramount Records
and had a couple of medium-sized hits
with “Let Me Belong to You” and
“Ginny Come Lately.” In the summer
of 1962, he had a top three song,
“Sealed With a Kiss.”

He subsequently recorded for Phi-
lips and Dot, but his next top three
hit didn’t come until he signed with
Uni Records in 1970 and released a
cover version of the Impressions’
“Gypsy Woman,” produced by Del
Shannon [see 88—“Runaway”|.

THE TOP FIVE

Week of August 8, 1960

1 Itsy Bitsy Teenie Weenie
Yellow Polka Dot Bikini
Brian Hyland

2 I’'m Sorry
Brenda Lee

3 It’s Now or Never
Elvis Presley

4 Only the Lonely
Roy Orbison

5 Alley-Oop
Hollywood Argyles




1960

Writers: Aaron Schroeder
Wally Gold

Producers: Steve Sholes
Chet Atkins

August 15, 1960
5 weeks

“

l'l"S NOW OR NEVER" is Elvis Pre-
sley’s biggest-selling single, with
total international sales topping 20
million, according to The Guinness
Book of Recorded Sound. It was
number one for eight weeks in Brit-

ain, a longer run than any of his U.K.

charttoppers, and it replaced “Don’t
Be Cruel” as Elvis’ personal favorite
of all his songs.

It also marked a distinct change in

style for Elvis. He had sung ballads
before, but “It’s Now or Never” had
a more adult, operatic sound than
anything he had ever recorded. That
may be because the song was based
on “O Sole Mio,” an Italian song
written in 1901 by G. Capurro
(words) and Eduardo di Capua
(music) and made popular by Mario
Lanza. Tony Martin sang an English
adaptation in 1949, “There’s No
Tomorrow,” and Aaron Schroeder
and Wally Gold wrote new English
lyries for Elvis.

Elvis recorded “It's Now or
Never” at a productive, marathon
two-lay session at RCA’s Nuashville
studios that began April 3, 1960.
Many of the songs recorded during
this session were for the first post-
G.1. album, Elvis Is Back, released
later in April. “It’s Now or Never”
and the flip side, “A Mess of Blues,”
were held for release until July. The

THE TOP FIVE

Week of August 15, 1960

1 It’s Now or Never
Elvis Presley

2 Itsy Bitsy Teenie Weenie
Yellow Polka Dot Bikini
Brian Hyland

3 I'm Sorry
Brenda Lee

4 Only the Lonely
Roy Orbison

5 Walk, Don’t Run
Ventures

record, Elvis’ second post-Army sin-
gle, debuted on the Hot 100 on July
18, 1960 at number 44, and took four
more weeks to clinib to number one.

“It's Now or Never” was released
much later in Britain, due to
copyright disputes over the original
“0 Sole Mio.” RCA needed to release
a follow-up to “Stuck on You” in Eng-
land, so they put “A Mess of Blues”
on the “A” side and backed it with
“The Girl of My Best Friend,” a 1961
American hit for Ral Donner. It went
to number two in Britain, and kept
British fans happy until “It's Now or
Never” could be released in
November. By the time it finally
came out. the anticipation was so
high that it became Elvis’ second sin-
gle to enfer the British chart at
number one, and, according to Bill-
board, the fastest-selling single in the
country’s history. Reports from
London said that dealers were having
trouble coping with the demand for
the single, z2nd one shap closed for
two hours on a Saturday te all cus-
tomers except those wanting to buy
the Presley record.

“It’s Now or Never” opened new

rearr IS Now or Never

ELVIS PRESLEY

doors for Elvis in America, where
many easy listening stations found
they could play a Presley single for
the first time. This helped create a
wider adult audience for the King, as
did two other factors. His Army stint
gave him more respectabilitv—he
was no longer just a rock and roll
singer who swivelled his hips; he was
an American who had served his
country instead of choosing an easy
way out just because he was famous.
And many of the teenagers who were
screaming for Elvis in 1956 were now
becoming adults themselves.

Just before “It's Now or Never”
debuted on the American chart,
E'vis’ father Vernon remarried. He
had met Davada “Dee” Stanley in
Germany during Elvis’ army stint,
when she was married to a Master
Sergeant who had been Gen. Patton’s
bodyguard during World War I1.
After her divorce, she and Vernon
visited Elvis in the hospital in June of
1959 to discuss their marriage (Elvis
was having his tonsils out). Vernon
and Dee were married on July 3,
1960. Elvis, who was in Hollywood
filming G.I. Blues, did not attend.
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CHUBBY CHECKER

Writer: Hank Ballard
Producer: Kal Mann

September 19, 1960
1 week

January 13, 1962
2 weeks

lN terms of chart performance, “The
Twist” by Chubby Checker is the
most suecessful single of all time. It
is the only record to go to number
one in two separate chart runs—first
in September, 1960, for one week,
and again in January, 1962, when it
was number one for two weeks. It
was on the Hot 100 for a cumulative
total of 38 weeks, longer than any
other number one single. Not bad for
a former chicken plucker from Phila-
delphia.

The phenomenon of “The Twist”
started in 1958 with a Detroit group,
Hank Ballard and the Midnighters.
Best known for a big R&B hit that
was banned by many radio stations in
the early 50s (“Work With Me
Annie”), the group’s first pop hit was
“Teardrops on Your Letter.” The flip
side of that single was a song Ballard
had written after seeing some teen-
agers do a new dance in Tampa,
Florida: “The Twist.”

But DJs played the “A” side and
“The Twist” went mostly unnoticed,
until the dance spread across the
country. When it became the hottest
dance on Dick Clark’s “American
Bandstand,” Clark suggested that

Danny and the Juniors record a cover

version. When they didn’t come up
with anything, Clark called some
friends at Philadelphia’s most suc-
cessful record company, Cameo-
Parkway, and made a suggestion of
who should record the song.

It had been December of 1958
when Clark and his then-wife Bobbie
went to Cameo Records to find some-
one to record an audio “Christmas
card” they could send to their
friends. Cameo had a new artist,
Ernest Evans, who impressed Dick
with his ability to impersonate other
singers, especially Fats Domino.
Evans recorded a song called “The
Class,” whieh Dick used for his
Christmas card. Evans had been
nicknamed “Chubby” by a friend who

THE TOP FIVE

Week of September 19, 1960

Twist

Chubby Checker
My Heart Has

a Mind of Its Own
Connie Francis
It’s Now or Never
Elvis Presley

Mr. Custer

Larry Verne
Chain Gang

Sam Cooke

came into the produce market where
he used to work, and Bobbie Clark
added the last name “Checker” as a
take-off of “Fats Domino.”

“The Class” was such a hit with
Clark’s friends, that Cameo-Parkway
released it as a commereial single in
the spring of 1959. The novelty
recording was Chubby’s first Hot 100
entry, peaking at number 38.

So Chubby Checker was recruited
to record a new version of “The
Twist.” It took him 35 minutes to do
three takes, backed by a vocal group
known as the Dreamlovers. He made
several appearances on “American
Bandstand,” giving “Twist” lessons
and promoting his single. On August
1, 1960, “The Twist” entered the Hot
100 at number 49.

Hank Ballard was floating in a
swimming pool in Miami, Florida the
first time he heard Chubby’s song on
the radio. It was so carefully copied
note for note from the original ver-
ston that Hank thought he was
listening to himself on the radio.
While many people thought Ballard
was cheated out of a hit record by
the cover version, he has since
expressed his gratitude to Chubby
and Dick Clark—as the writer of the
song, Ballard’s royalties over the
vears have amounted to a nice sum.

As the twist faded from the dance
seene and was replaced by the slop,
the mashed potato, the fly and the
popeye, Chubby went on to record
other dance songs. But while the
twist was passe for teenagers, it was
Jjust catehing on with adults. Society
columnist “Cholly Knickerbocker”
mentioned that Prince Serge
Obolensky was seen dancing the twist
at Manhattan’s Peppermint Lounge,
and suddenly it was a worldwide sen-
sation; drawing the elite to
discotheques to twist the night away.

Because of the dance’s new found
acceptance, Chubby was invited to
sing “The Twist” on Ed Sullivan’s
show on October 22, 1961, prompting
a re-release of the single. A full-page
ad in Billboard said it all: ““The
Twist’ dance rage explodes into the
adult world!” This time around it was
the grown-ups buying Chubby’s sin-
gle, and they bought enough copies to
return it to the Hot 100 on November
13, and send it all the way to number
one again just after the new year.
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Whriters: Howard Greenfield
Jack Keller

Producer: Connie Francis

Sept. 26, 1960
2 weeks

WHEN “My Heart Has a Mind of Its
Own” displaced Chubby Checker’s
“The Twist” from the top of the
chart, Connie Francis became the
first female singer to have two con-
secutive singles go to number one.

It was a dramatic turnaround
from her first ten singles, all of which
failed to make Billboard’s chart [see

69—“Everybody’s Somebody’s Fool"].

When Connie chose material to rec-
ord at what was going to be her final
MGM session, she played the songs
for her father. “He said, ‘They stink.
Here’s your hit, dummy.’” And he
handed her “Who’s Sorry Now.”

“I reluctantly did that song and
squeezed it in as the last song on a
four-hour recording session, and we
did it in about 15 minutes.” Released
by MGM, the song lingered for three-
and-a-half months without any signs
of becoming a hit.

“It was going nowhere,” Connie
recalls. “And then it was January lIst
of 1958, and about four o’clock in the
afternoon we were all seated down to
one of those monstrous Italian meals
with all the family there. I got up,
and like 8.5 million other American
teenagers, I tuned my black-and-
white TV set to ‘American Band-
stand.” And I heard Dick Clark
mention something about a new girl
singer and that she was going right

THE TOP FIVE

Week of September 26, 1960

1 My Heart Has
a Mind of Its Own
Connie Francis
2 Twist
Chubby Checker
3 Chain Gang
Sam Cooke
4 Mr. Custer
Larry Verne

A Million to One
Jimmy Charles

(o3

MGM 12923 My Heart Has a Mind of Its Own

to the top and I said, ‘well, good luck
to her—sour grapes—and then all of
a sudden he played ‘Who's Sorry
Now.’ It was an incredible feeling
because it was such a surprise. 1
sereamed...and [ said, ‘Dad, Dick
Clark is playing ‘Who’s Sorry Now.’
(And dad said) ‘Naw, it can’t be, the
thing’s dead’ with his usual opti-
mism.”

It wasn’t dead, it was finally
showing signs of life. It became Con-
nie’s first chart record, peaking at
number four in America and going all
the way to number.one in Britain.

Her first American number one,
“Everybody’s Somebody’s Fool,” was
written by Howard Greenfield and
Jerry Keller, and for the follow-up,
Connie asked them for another song
in the same country vein. “Howie
used to call me up in the middle of
the night and throw titles out at
me...if I love the title, I almost
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CONNIE FRANCIS

always record the song. And when he
called me up and said, ‘My Heart Has
a Mind of Its Own,’ I said, ‘That’s a
smash! Great title!’ ‘You haven't
heard the song yet, he said. ‘Doesn’t
matter, it's a great title!"”

A few months after “My Heart
Has a Mind Of Its Own” was number
one, Connie made her film debut in
MGM's Where the Boys Are. She
found it difficult to convince Hol-
lywood film executives that two New
York songwriters, Neil Sedaka and
Howard Greenfield, should write the
title song. Connie called Greenfield
anyway, and told them they had four
days to come up with a suitable tune.
He said it was impossible, but four
days later he and Neil had written
two songs called “Where the Boys
Are.” One they loved and one they
hated. Producer Joe Pasternak picked
the latter and it went to number four
on the Hot 100.
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LARRY VERNE
Writers: Fred Darian
Al DeLory
Joe Van Winkle
Producers: Fred Darian
Al DeLory
Joe Van Winkle
October 10, 1960

1 week

On Sunday, June 25, 1876, thirty
years of warfare between the white
man and the red man came to an end.
The climactic battle was fought at
Little Big Horn, where 700 U.S.
Cavalry troops under the command of
General George Custer fought 3,000
Sioux Indians loyal to Chief Sitting
Bull. Within a half-hour of Custer’s
attack, he and all of his troops lay
dead.

Eighty-four years, three months
and 15 days later, Larry Verne’s nov-
elty song, about a soldier’s comical
plea to Mr. Custer that he didn’t
want to fight, was the number one
song in America.

The song was developed by three
friends who worked in the music
industry in Hollywood. Fred Darian,
Al de Lory and Joe Van Winkle were
dubbing a song at Gold Star studios
one night when de Lory came up
with, “Mr. Custer, I don’t want to
go” and “Forward, ho!” and someone
else made the sound effect of an
arrow piercing the air. “‘Mr. Custer’
was not a song you just sat down and
wrote,” explains Darian. “It was a
succession of incidents that brought it
about. It just developed as we were
going along. We came up with a
phrase we thought was funny, we
rolled over and slapped each other on
the back, and as time went on the
thought provoked us to try and do
something with the idea.”

The three writers first met at Cof-
fee Dan’s, a Hollywood hang-out that
was close to Wallich’s Musie City at
Sunset and Vine. They formed a
vocal group, the Balladeers, and had
a small office on Sunset, for which
they paid $40 a month rent. Down
the hall was a photographer’s studio,
where a young man named Larry
Verne worked in the darkroom devel-
oping pictures. He spoke with a
drawl, and Van Winkle asked him to
sing lead vocal on a demo of “Mr.
Custer.” Did he know Verne could

sing? No, but they required an actor,
not a singer.

The song was only in outline form
until they took Verne into the studio,
where a two-hour session with guitar,
bass, drums, background vocals and
noises by the three writer/producers
resulted in a four-and-a-half minute
track.

“Everybody turned it down,” Van
Winkle reveals. “I mean everybody. I
don’t think we missed any of the
majors. Then we hit the independ-
ents. The crowning disappointment
came when we went into a storefront
that someone had taken over to make
a record company. We went in the
back and there was an old woman
and a thirty-ish guy. They had a little
record player sitting on a table. They
put ‘Mr. Custer’ on and listened.
They never smiled, never said a
word. When it was over they gave
the record back and she said, ‘That’s
the most horrible thmg I ever heard
in my life.’”

Finally, Bob Keene of Del-Fi
Records gave them a $300 advance so
he could release the record. After
waiting an interminable amount of
time, Darian called and asked
when it would be coming
 out. “He said, ‘You know,
I don’t think it’s so funny
anymore.’”

The original dub was
wearing out from airplay,
so they went back to Gold
Star to cut a new one. Herb
Newman, owner of Era Records,
listened in the hallway and asked if
they wanted him to put it out. Ten
months after it was recorded, a
shortened version of “Mr. Custer”
was released. Darian credits the late
Bob Crane, a Los Angeles DJ at the
time, with being the first to play the
song on the radio.

THE TOP FIVE

Week of October 10, 1960

1 Mr. Custer
Larry Verne

2 Chain Gang
Sam Cooke

3 My Heart Has
a Mind of Its Own
Connie Francis

4 Save the Last Dance For Me
Drifters

5 Twist
Chubby Checker




Whriters: Doc Pomus
Mort Shwoman

Praducers: Jerry Leiber
Mike Stoller

October 17, 1960
3 weeks

THERE have been 30 different singers
who, at one time or another, were
members of the group known as the
Drifters, and there have been two
campletely different sets of Drift-
ers—the original group, which
formed in 1953, and a new group
which came together in 1959 to re-
card “There Goes My Baby.”

The original Drifters formed
around Clyde McPhatter, lead tenor
of Billy Ward’s group the Dominoes,
who had an early R&B hit in 1951
with “Sixty Minute Man.” When
Clyde left the Dominoes in 1953 (to
be replaced by Jackie Wilson), he was
signed ta Atlantic Recoxds by Ahmet
Ertegun. McPhatter recruited mem-
bers of a gospel singing group. the
Civitones, to form a new outfit, and
because they had all drifted in and
out of different groups, they called
theniselves the Drifters.

Hit- like “Money Honey' and
“Honey Love” did well on the R&B
charts, but in 1954 McPhatter was
drafted into the armed forces. He
recorded with the Drifters when he
was on leave, but he also did some
5010 sessions, and when he was dis-

1960

charged in 1956, he decided to leave
the group and pursue a solo career.
He only had two big hits on his own
(“A Lover’'s Question” and “Lover
Please”), and he died on June 13,
1972. at the age of 38.

There were six different lead sing-
ers after McPhatter, and the group
continued recording until 1958, when
disagreements with manager George
Treadwell led to the entire group
being fired. Treadwell owned the
Drifters' name, but he had one small
problem: in 1954, he signed a contract
with Harlem’s Apollo Theater stipu-
tating that the Drifters would appear
there twice a year for ten years.
Now. there were no Drifters.

Treadwell was at the Apollo one
night when he saw a group called the
Five Crowns. They were low on the
bill, but he was impressed with their
lead singer, Benjamin Nelson. With
help from Atlartic’s Jerry Wexler,
Treadwell persuaded the group to
change their name to the Drifters.

Nelson changed his name, too, to
Ben E. King. Atlantic Records put
producers Jerry Leiber and Mike
Stoller in charge of the Drifters’
recording sessions, ard their first sin-
gle, “There Goes My Baby,” is
considered to be the first rock and
roll single to have a full orchestral
backing.

After writing a couple of hits for
the Drifters, Leiber and Stoller
turned to other songwriters for mate-
rial, including Doc Pomus and Mort

ATLANTIC 2071 Save the Last Dance f0r Me

THE DRIFTERS

Shuman. Pomus and Shuman had
already written songs for the Five
Crowns and knew King’s voice: they
fashioned “This Magic Moment” for
him, and then “Save the Last Dance
for Me.” Many Phil Spector fans
believe he assisted Leiber and Stoller
with “Save the Last Dance for Me.”
The truth may never be known, but
Phil was apprenticed to them at the
time, and the production sounds
enough like early Spector to lend cre-
dence to this legend.

Spector did work closely with Ben
E. King when he left the Drifters
right after “Save the Last Dance for
Me,” co-writing and co-producing
“Spanish Harlem.”

Rudy Lewis replaced King as lead
singer of the Drifters, beginning with
“Some Kind of Wonderful.” He’s also
the lead voice on “Up on the Roof”
and “On Broadway,” but he suffered
a fatal heart attack in 1964. Johnny
Moore, who had been in the earlier
incarnation of the Drifters (from
1955-1957), assumed lead vocal duties
beginning with “Under the Board-
walk.”

After Treadwell died in 1965, his
widow, Faye, took over management
of the group. She signed them with
Bell Records in the United Kingdom
in 1972, and they had a succession of
British-only hits over a four-year
period, including “Like Sister and
Brother,” “Kissin’ in the Back Row of
the Movies” and “There Goes My
First Love.”

“Save the Last Dance for Me”
went to number one on October 17,
1960 for one week, and returned to
the top for two more weeks on
October 31.

THE TOP FIVE

Week of October 17, 1960

1 Save the Last Dance For Me
Drifters

2 My Heart Has
a Mind of Its Own
Connie Francis

3 Chain Gang
Sam Cooke

4 1 Want to be Wanted
Brenda Lee

5 Twist
Chubby Checker
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BRENDA LEE

Writers: Kim Gannon
Pino Spotti
A. Testa

Producer: Owen Bradley

October 24, 1960
1 week

%

l WANT T0 BE WANTED” was far
away from Brenda Lee’s country-gos-
pel roots. About five thousand miles
away. The song came from Italy,
where it was included in the original
production of Never on Sunday.
When Brenda first heard it, there
was only a melody, and she had to
contact the writers in Italy to have
the lyrics sent to her.

“I Want to Be Wanted” was
Brenda’s second number one single
[see T1—“I'm Sorry”]. She followed it
with a succession of top 10 songs,
including “Emotions,” “Dum Dum”
and “Fool #1,” a song Loretta Lynn
wanted to record as her first single
for Decca. Brenda’s producer, A&R
man Owen Bradley, wanted to sign
Loretta to Decca but didn’t think that
song was right for her. Brenda got
the song, Loretta got a contract and
everyone was happy.

The top 10 hits kept coming:
“Break It to Me Gently,” “All Alone
Am I” and “Losing You,” a song that
was moving up the Hot 100 when
Brenda married Charles Ronald
Shacklett, son of a Nashville city
councilman, on April 24, 1963. After
an eight-day honeymoon, she flew to
New York to open at the
Copacabana. Billboard gave her a
rave review: “Brenda has the fire,

the drive, the movement and the
vocalistics that led one ringsider to
characterize her as a teen-aged
Sophie Tucker.”

In July, 1963, Decca announced
that Brenda had signed a 20-year
pact, guaranteeing her $35,000 a
vear. The new contract included a
two-picture deal with Universal.
Although she didn't reach the top 10
again after “Losing You,” she held
her own during the British invasion
with top 20 hits like “The Grass Is
Greener” and “As Usual.” She
recorded in London with producer
Mickie Most and came up with
another top 20 hit, “Is It True?” Her
last major hit was “Coming On
Strong,” which peaked at number 11
in 1966. It was a song that inspired
Dutch rockers Golden Earrirg to
mention Brenda in the lyrics of their
1974 hit “Radar Love” (“Brenda Lee

THE TOP FIVE

Week of October 24, 1960

1 I Want to be Wanted
Brenda Lee

2 Save the Last Dance For Me
Drifters

3 Twist
Chubby Checker

4 My Heart Has
a Mind of Its Own
Connie Francis

5 Chain Gang
Sam Cooke

is coming on strong...”).

Brenda’s final Hot 100 entry was
“Nobody Wins,” a Kris Kristofferson
song that went to number one on the
country charts. In 1977, Brenda
asked to be released from her con-
tract, six years before its expiration
date. Loretta Lynn’s manager, David
Skepner, arranged for her to sign
with Elektra Records. She recorded
one single for Elektra, then returned
to MCA (which had absorbed its sub-
sidiary, Decca Records) in 1979. That
vear, she said in a Billboard inter-
view:

“I want to let people know I'm
still very much alive and active. A lot
of people think that just because
they've seen me and heard my
records for sp many years, I must be
a 60-year-old invalid by now. They
forget that I started my singing
career when I was only 10.”
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Writers: Hoagy Carmichael
Stewart Gorrell

Producer: Sid Feller

November 14, 1960
1 week

QUL\'CY JONES said of Ray Charles:
“Ray doesn’t follow others. He’s an
innovator.” Time magazine confirmed,
“There is no modern singer who has
not learned something from him.”

When the people whose business
it is to make music are asked who
had the most influence on them, no
individual singer is mentioned more
often than Ray Charles. Through his
career, he blended jazz, blues, soul,
country and pop until the divisions
that normally separate these catego-
ries of musie dissolved. All that was
left was the music.

His first number one single was
the 1930 standard, “Georgia on My
Mind.” His driver, Tommy Brown,
suggested he record it because he
was always singing it on the road
anyway. Ray thought that was a
good idea and asked Ralph Burns,
Woody Herman’s pianist, to handle
the arrangement. The song was
recorded in New York in four takes,
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less than the usual 10-12 takes Ray
was used to.

He was born Ray Charles Robin-
son on September 23, 1930 in Albany,
Georgia, but he grew up in Green-
ville, Florida. His father, Bailey, was
a handyman who did odd jobs, and
his mother, Aretha, took in washing.
His early life was beset by tragedies.
When Ray was four years old, his
younger brother George fell into a
wash basin in the front yard and
drowned before Ray could summon
his mother for help.

At age five, Ray began to have
problems with his eyes. His vision
slipped away in increments, and the
family was too poor to afford an eye
specialist. By the time he was seven,
Ray was completely blind. Years
later, doctors analyzed the problem
as glaucoma, but Ray is not sure. He
remembers being fascinated with the
sun and staring into its red-hot mass.

Ray also remembers his mother’s
words: “You're blind, not stupid. You
lost your sight, not your mind.” He
was 10 when his father died. Ray
went to St. Augustine’s School for
the Deaf and Blind in Orlando, Flor-
ida, and when he was 15 he received
the news that his mother had passed
away.

RAY CHARLES

His teachers at St. Augustine’s
taught him classical musie, but he
loved to play boogie woogie like the
music he heard as a three-year-old
from his neighbor, Wylie Pittman,
who had an old beat up piano on his
front porch that he used to let Ray
play.

Shortly after he was orphaned,
Ray left school to go to Jacksonville,
Florida, where he played in a hillbilly
band and a group called the Honey-
dippers. Three years later, he was
ready to leave the south behind. He
asked a friend to take a map and find
the furthest point away from Florida
that would still be in the United
States. New York was five inches
away, but too intimidating. Los
Angeles was seven inches away, but
Ray wasn’t ready for L.A. Seattle
was eight inches away, and Ray
arrived there with $600 in his pocket.

He was hired to play at a club,
the Rockin’ Chair, where he
impressed audiences with his vocal
similarity to Nat “King” Cole and
Charles Brown. People kept telling
Ray how much he sounded like them
until he tired of the “compliments”
and decided to sing in his own voice.
That landed him a deal with a Los
Angeles label, Swingtime, and he
recorded “Confession Blues,” But
there was a musicians’ strike, and
Ray violated it by recording the
song. He was fined his entire $600
and left penniless.

Other musicians violated the
strike, but claimed they recorded
their tracks before the strike began.
“I only made one mistake,” he said,
years later. “I was so stupid I didn’t
know I was supposed to lie.”

THE TOP FIVE

Week of N ovember 14, 1960

1 Georgia on my Mind
Ray Charles

2 Poetry in Motion
Johnny Tillotson

3 You Talk Too Much
Joe Jones

4 I Want to be Wanted
Brenda Lee

5 Save the Last Dance For Me
Drifters




1960

Stay HERALD 552

MAURICE WILLIAMS AND THE ZODIACS

Writer: Maurice Willians

Producers: Phil Gernhard
Johnny McCullough

November 21, 1960
1 week

ONE of the early classics of rock and
roll was “Little Darlin’” by the Dia-
monds, a quartet of four white males
who kept the song at number two for
an amazing eight weeks. Most people
who can still sing the distinctive “Yi-
yi-yi-yi” don’t realize that the song
was written and originally recorded
by Maurice Williams, with his group
the Gladiolas. It was not unusual for
white artists to cover black records
to make them acceptable to pop radio
in the 1950s, and the Diamonds’ cop-
ied Williams’ record note-for-note.

Unhappy at having his record
“stolen” from him, Williams got finan-
cial backing in Columbia, South
Carolina, to record new songs. “Stay”
was recorded in a defunct television
studio. Producers Phil Gernhard and
Johnny McCullough took the song to
New York and started knocking on
record company doors. They were
turned down everywhere. Jerry Wex-
ler at Atlantic said the song didn’t
have a plot line and warned them it
was a tough business.

Finally, they walked into the
offices of Al Silver at Herald
Records. Silver was on the telephone
and sent his A&R man, Bill Danell,
to meet with them. After listening to
several songs, Darnell picked out
“Stay” for Silver to listen to. He

wanted it, but there were two problems.

First, the song wasn't recorded at
a level high enough for
quality reproduction.
“None of us knew what
the hell we were doing,”
Gernhard admits. “He
drew a VU meter for us

and said, ‘go back and rerecord it,
and keep the needle up in this area.’
We took the piece of paper with us.”

Second, “It had a line in it that
was objectionable,” Phil says. “It
said, ‘Let’s have another smoke.” He
said radio wouldn’t play anything that
encouraged young people to smoke
cigarettes.”

The group returned to Columbia
and recorded the song again, keeping
the VU needle where the drawing
indicated and changing the offensive
line. When the single was released,
southern stations favored the flip
side, “Do You Believe.” “Stay” finally
broke north of the Mason-Dixon line,
in Detroit. It entered the Hot 100 at
number 86 on October 3, 1960. When
it topped the chart seven weeks
later, it became the shortest number
one single of the rock era, clocking in
at one minute and 37 seconds.

“Stay” has proven to be an ever-
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green, hitting the top 20 two more
times. The Four Seasons took it to
number 16 in 1964, and Jackson
Browne’s version peaked at number
20 in 1978. In Britain, the Hollies
recorded it in 1963.

Maurice Williams was born April
26, 1938 in Lancaster, South Car-
olina. He sang in church, and
organized his first group, The Royal
Charmers, while in high school. They
raised money from their parents and
local business owners to finance a trip
to Nashville so they could audition
for Excello Records. At the last
moment, the lead singer’s mother
said he couldn’t go—which upset
Williams, as he had written “Little
Darlin’” especially for his voice.
When they auditioned for the head of
the label, Ernie Young, Williams had
to sing “Little Darlin,”” and that was
the song Young picked for their first
release. He also gave them their new
name, the Gladiolas. When they left
the label, Young insisted on retaining
the name, forcing the group to choose
a new one. The bass player saw an
automobile at a repair shop called a
Zodiac and suggested they use that.

THE TOP FIVE

Week of November 21, 1960
1 Stay
Maurice Williams & the Zodiacs

2 Are You Lonesome Tonight?
Elvis Presley

3 Poetry in Motion
Johnny Tillotson

4 Last Date
Floyd Cramer

seorgia on my Mind

Ray Charles
~

~N




1960

Writers: Roy Turk
Lou Handman

Producers: Steve Sholes
Chet Atkins

November 28. 1960
6 weeks

“

ARE You Lonesome Tonight,” a
song written in 1926 that was first
recorded by Al Jolson, and made pop-
ular again in 1959 by Jaye P. Morgan,
became Elvis Presley’s 14th number
one single in America. It was
recorded April 4, 1960, at the same
two-day marathon session that pro-
duced “It's Now or Never.” Like that
more adult-oriented song, “Are You
Lonesome Tonight” received airplay
on easy listening stations that were
unaccustomed to playing Elvis Pres-
ley songs.

“Are You Lonesome Tonight”
entered the chart at number 35,
higher than any other Elvis Hot 100
record to date. Two weeks later, it
was number one. It topped the Brit-
ish chart on January 26, 1961 for four
weeks, his sixth number one in the
United Kingdom.

No doubt the song’s popularity
was boosted by a long, spoken narra-
tion by Elvis in the middle of the
song, which paraphrased Shake-
speare’s sentiments on all the world
being a stage. The song inspired a
flood of answer records, including
four female versions of “Yes I'm
Lonesome Tonight” by Dodie Ste-
vers, Linda Lee, Ricky Page and
Thelma Carpenter. Jeanne Black
released another arswer, “Oh How I
Miss You Tonight.”

Just a little aver three weeks
before “Are You Lonesome Tonight”
made the American chart, G.I. Blues

rea-so Are You Lonesome Tomght

ELVISPRESLEY

was released. At the same time,
Elvis was already filming his sixth
motion picture, Flaming Star, which
was released December 20—in time
for Christmas vacation. It was Elvis’
first western, and his first dramatic,
non-singing role. There was no
soundtrack album, just an EP with
the title song and three other non-
movie songs, including “Are You
Lonesome Tonight” and “It’s Now or
Never.”

Elvis starred as half-breed Pacer
Burton, a role that had been turned
down by Marlon Brando. Don Siegal,
who directed the original Invasion of
the Body Snatchers and would one
day direct Clint Eastwood in the
Dirty Harry series, was the film’s
director. The cast included Barbara
Eden, Dolores Del Rio, Richard
Jaeckel, John Mclntyre and Steve
Forrest.

Col. Tom Parker did not consider
the film a suceess. The box office was
lower than most Elvis films, and the
idea of an Elvis film without songs
appealed to the Colonel as much as it
appealed to most Elvis fans—not at
all. Flaming Star would be the last
non-singing role until the 1969
attempt at a spaghetti western,
Charro.

His next film, Wild in the Coun-
try, was already in production,
however. Like Flaming Star, it was
meant to show off Elvis the actor,
not Elvis the singer. Hope Lange,
Tuesday Weld, Gary Lockwood,
Rafer Johnson, Millie Perkins and
John Ireland were also in the cast. It
was Elvis' final film for 20th Century
Fox, and he recorded five songs for
the soundtrack on the studio lot in
October, 1960.

THE TOP FIVE

AWeek of November 28, 1960

1 Are You Lonesome Tonight?
Elvis Presley

2 Last Date
Floyd Cramer

3 Stay
Maurice Williams & the Zodiacs

4 Poetry in Motion
Johnny Tillotson

5 A Thousand Stars
Kathy Young and the Innocents




1961

Wonderland by nght DECCA 31141

BERT KAEMPFERT

Writers: Klauss-Gunter Neuman
Lincoln Chase

Producer: Bert Kaempfert

January 9, 1961
3 weeks

BERT KAEMPFERT is the only numbe:
one artist who was involved with the
careers of the Beatles, Elvis Presley
and Frank Sinatra. Presley and Sin-
atra both recorded songs written by
Kaempfert: Presley sang “Wooden
Heart” [see 95] in G.I. Blues, and
Sinatra recorded an English transla-
tion of “Strangers in the Night” [see
202].

Kaempfert played a more crucial
role in the Beatles’ history. He pro-
duced the first session they ever
recorded, which resulted in “My Bon-
nie Lies Over the Ocean” and “When
the Saints Go Marching In” for
singer/guitarist Tony Sheridan as
well as the Beatles’ own “Ain’t She
Sweet” and “Cry for a Shadow.”

Kaempfert was born in Hamburg,
Germany, on October 16, 1923. He
studied at the Hamburg School of
Music, and became proficient on the
piano, accordion, clarinet and sax-
ophone. After World War II he
formed his own band, which became a
popular attraction in West Germany.
He was hired by Polydor Records as
a producer, and had two big hits in
1959, “Morgen” by Ivo Robic and
“Die Gitarre und Das Meer” by
Freddy Quinn.

“Wunderland bei Nacht” was the
instrumental title theme for a film
that told of the dark side of Ger-
many’s “economic miracle.”
Kaempfert arrived in New York in

THE TOP FIVE

Week of January 9, 1961

1 Wonderland by Night
Bert Kaempfert

2 Are You Lonesome Tonight
Elvis Presley

3 Exodus
Ferrante & Teicher
4 Last Date

Floyd Cramer

5 Will You Love Me Tomorrow
Shirelles

October, 1959, to place the song with
an American publisher. After several
rejections, Hal Fein at Roosevelt
Music bought the tune. The song was
a hit in Germany as well as Japan
before it met with success in the
United States. By the end of Sep-
tember, 1960, Fein telephoned
Kaempfert in Hamburg to predict the
song would be a million-seller.

Under its English title, the song
entered the Hot 100 on November 14,
1960—the same month that a club
called the Top Ten opened in Ham-
burg, featuring British vocalist Tony
Sheridan. On January 9, 1961, “Won-

‘derland by Night” was the number

one song in America. Three months
later, the Beatles were booked to
play at the Top Ten, alternating sets
with Sheridan’s band. One night,
Kaempfert came to the club to check
out Sheridan’s act, and signed him to
Polydor. The British singer sug-
gested his friends the Beatles be
hired as his backing band, and
Kaempfert agreed.

At the recording session, John
Lennon and Paul McCartney asked

Bert to listen to some songs they had
written, but he didn’t think they
were ready to record their own mate-
rial yet. As a favor, he consented to
let them record two songs after Sher-
idan completed his tracks. John sang
lead on a song they performed at the
Top Ten, “Ain’t She Sweet.” George
had an instrumental that was meant
to be a parody of Britain’s most popu-
lar instrumental group, the Shadows.
It was recorded under the title “Cry
for a Shadow.”

Kaempfert didn’t think the name
Beatles would mean much in Ger-
many, so he renamed them the Beat
Brothers and paid them a flat fee for
their work—300 marks each, worth
about $125 in 1961.

Kaempfert had 10 more chart
entries after “Wonderland by Night,”
all instrumentals. Among them were
two of his own compositions, “Red
Roses for a Blue Lady” and “Spanish
Eyes,” released under the title “Moon
Over Naples.”

Kaempfert was 56 when he died
on June 21, 1980, in Zug, Switzer-
land.




1961

Writers: Gerry Goffin
Carole King

Producer: Luther Dixon

January 30, 1961
2 weeks

THE SHIRELLES were the very first
girl group to have a number one sin-
gle. Other girl groups had made the
top 30, like The Chantels (“Maybe,”
“He’s Gone”) and the Chordettes
(“Born to Be With You,” “Lollipop”),
and others would follow into the
number one spot, like The Mar-
velettes, The Crystals, The Supremes
and The Shangri-Las. But the
Shirelles got there first.

Shirley Owens and Addie “Micki”
Harris were grammar school friends
in Passaic, New Jersey. They met
Doris Kenner and Beverly Lee in
junior high and while Shirley and Bev
were baby-sitting, they decided to
start a singing group. They asked
Micki to join them, and after hearing
Doris sing in the school choir, they
asked her to complete the quartet.
Their classmate Mary Jane Green-
berg wanted them to audition for her
mother Florence, who had a small
record company called Tiara Records.

The girls were not interested, but
Mary Jane pursued them for two
years. She was so insistent, that
eventually the girls would hide when
they saw her coming. After winning a
school talent contest with a tune they
composed, “I Met Him on a Sunday,”

scerrer iz Wl You Love Me Tomorrow

they finally agreed to meet Mary
Jane’s mother. Florence loved them
and signed them up immediately—
with their parents’ permission.

Unhappy with the group name the
Poquelios (Spanish for little birds),
Florence suggested the Honeytones.
The girls thought it was corny and
said no. Florence told them they had
to have a name by the following day
for label copy on their first release.
In the taxi cab on the way home from
the office, they mused over names
that would be similar to their favorite
group, the Chantels. They considered
the Chanels, but it was too close.
Shirley says no one can remember
who first came up with the Shirelles,
and the other girls deny they named
themselves after Shirley (who was
not lead singer at this point—Doris
was), but it was the name they unani-
mously chose.

“I Met Him on a Sunday” was
released on Tiara, but Florence felt
she couldn’t promote the song like a
major label could, so she leased it to
Decca. The song went to number 49
in the spring of 1958.

Two follow-ups on Dececa did not
chart, so Florence took the girls back
for her own label, now renamed
Scepter Records. She signed Luther
Dixon, a former member of the Four
Buddies, to write and produce the
Shirelles. For their first single, the
girls brought Florence a song they
said they had written. When it came
time to sign the songwriters’ con-
tract, they had to admit they did not

THE SHIRELLES

write “Dedicated to the One I Love.”
[t was written by two members of
the group they heard performing it at
the Howard Theater in Washington,
D.C., The Five Royales.

“Dedicated” faltered at number
83. Their next single, “Tonight’s the
Night,” was written by Shirley and
Luther, and it fought off a cover ver-
sion by the Chiffons to peak at
number 39.

For their next single, Dixon told
the girls he owed songwriters Gerry
Goffin and Carole King a favor, and
had promised to record one of their
tunes. Shirley heard Carole’s demo of
“Will You Love Me Tomorrow” and
hated it. She thought it sounded like
a country and western song and dis-
liked it all through rehearsals.

But during the recording session
she changed her mind. Dixon’s pro-
duction had changed it into a pop
song, and Carole, unhappy with one
of the musicians, played kettle drums
herself. The result was not only the
first girl group number one, but the
first chart-topper for the songwriting
team of Goffin and King.

“Will You Love Me Tomorrow”
has proven to be a timeless song, re-
corded by artists like the Four
Seasons, Melanie, Laura Branigan,
Carole herself on 1971's legendary
Tapestry album and most recently,
Dionne Warwick.

Dionne rose to fame in the early
60s on the Scepter label, and she
begins her version, produced by
Luther Vandross, with a spoken
intro: “Some things I'll never let go
of, like friends. My friends like Doris,
Beverly and Shirley:...” And then
Shirley sings the first few lines of
“Will You Love Me Tomorrow.”

THE TOP FIVE

Week of January 30, 1961

1 Will You Love Me Tomorrow
Shirelles

2 Calcutta
Lawrence Welk

3 Exodus
Ferrante & Teicher

4 Wonderland by Night
Bert Kaempfert

5 Shop Around
Miracles




1961

Calcutta DOT 16161

LAWRENCE WELK

Writers: Heino Gaze
Paul Vance
Lee Pockriss

Producers: Randy Wood
George Cates
Lawrence Welk

February 13, 1961
2 weeks

THREE weeks after Bert Kaempfert’s
“Wonderland by Night” was number
one, another German instrumental
topped the American chart. Written
in 1958 by composer Heino Gaze as
“Tivoli Melody,” it was retitled “Take
Me Dreaming,” then “Nicolette” and
in 1960 the Werner Muller Orchestra
recorded it in Germany as “Kalkutta
Liegt am Ganges.” When Randy
Wood, the president of Dot Records,
brought the song to Lawrence Welk
to record, it received its fifth title:
“Calcutta.”

The Welk version added a
harpsichord, which complicated
recording in the studio. A microphone
was placed inside the instrument
while harpsichordist Frank Scott
wore earphones to hear what he was
playing. The rest of Welk’s orchestra
couldn’t hear the harpsichord, but it
was recorded in one take. The song
was intended to be the flip side of
“My Grandfather’s Clock,” until radio
stations started playing “Calecutta.”

Welk was born on March 11, 1903,
in Strasburg, North Dakota, where
his parents (Ludwig and Christina)
fled after escaping Bismarck’s Prus-
sian invasion of Alsace-Lorraine in
1878. They left with the clothes they
were wearing and one family posses-
sion, handed down from father-to-son

THE TOP FIVE

Week of February 13, 1961

1 Calcutta
Lawrence Welk

2 Will You Love Me Tomorrow
Shirelles

3 Shop Around
Miracles

4 Calendar Girl
Neil Sedaka

5 Exodus
Ferrante & Teicher

for three generations: an antique
accordion.

In America, Ludwig and Christina
had eight children. One son, Law-
rence, showed interest in the
accordion, and by the time he was 13
was playing well enough to entertain
at community dances and church
socials. His parents bought him a
“mail-order” accordion, but Welk was
strong from farm work, and the frag-
ile instrument could not stand up to
his hours of practice. Lawrence
promised he would remain on his par-
ents’ farm until he was 21 if they
would loan him $400 to buy a new,
professional accordion.

When he turned 21, Lawrence
paid his parents back and left home—
against their better judgment, bu
with their blessing. At first he was a
solaist, but in Aberdeen, South
Dakota, he formed his first orchestra.
They were invited to appear on a

daily radio show on WNAX, a
pioneer midwest station. By 1927,
Welk's orchestra was well-known on
the east eoast, where a friend in
Pittsburgh said their music had a
“bubbly, frothy quality.” “Champagne
Music” was born.

Welk headed west and, in 1951,
was hired for a six-week engagement
at the Aragon Ballroom in Pacific
Oceun Park, California. It was
extended to 10 years, and, in 1961, he
moved to the Hollywoaod Palladium.
In 1952, Welk made his TV debut on
KTLA, a local Les Angeles station,
and on July 2, 1955, the show was
picked up by the ABC network.

Welk’s first single to make the
charts was “Don’t Sweetheart Me” on
Decca Records in 1944. He recorded
for Coral from 1953-1959 and as that
cantract was ready to expire, Welk
and all of his musicians and vocalists
signed with Dot.




1961

Whriters: Don Covay
John Berry

Producer: Kal Mann

February 27, 1961
3 weeks

THE man who immortalized “The
Twist” had his biggest hits with
songs about dances. The limbo, the
popeyve, the fly, the hucklebuck were
all subjects of Chubby Checker
songs, and so was the pony, in his
second number one single, “Pony
Time.”

And like his first number one [see
74—“The Twist”], “Pony Time"” was
a cover of the original version. Don
Covay, who wrote the song with John
Berry, recorded it as a member of
the Goodtimers in late 1960. The song
was adapted from “Boogie Woogie,” a
1928 composition by Clarence
“Pinetop” Smith. Chubby’s version
debuted on the Hot 100 the same
week as the Goodtimers, but he took
it all the way to number one, while
they stalled at number 60.

Chubby was born Ernest Evans
on October 3, 1941, in South Carolina.
With his parents and two brothers
(Spencer and Tracy), he moved to
Philadelphia, where he decided, by
age five, that someday he would be a
big singing star. His mother, a
strongly religious woman, discour-
aged that notion, but Ernest formed
his own singing group when he was
eight years old.

In high school, Ernest played the
piano and drums, and learned to do
vocal impressions of famous singers.

THE TOP FIVE

Week of February 27, 1961

1 Pony Time
Chubby Checker

2 Calcutta
Lawrence Welk

3 There’s a Moon
Out Tonight
Capris

4 Surrender
Elvis Presley

5 Don’t Worry
Marty Robbins

Before and after classes, he worked
in a local poultry market, where he
was a chicken plucker. He often sang
for the customers, and the market
owner, Henry Colt, was impressed
enough to take his young employee to
meet Kal Mann and Dave Appell,
producers at Philadelphia’s Cameo-
Parkway Records.

“Pony Time” went to number one
five months after “The Twist” topped
the chart for the first time. But
Chubby wasn't finished with the
twist. In the summer of 1961, he had
a top 10 hit with “Let’s Twist Again.”
During the second chart run of “The
Twist,” the flip side, “Twistin’
U.S.A,” also received airplay. In the
spring of 1962, Chubby recorded a
duet with labelmate Dee Dee Sharp
called “Slow Twistin’,” which went to
number three. And finally, in the
summer of 1963, he made the top 30

PARKWAY 818 Pony Time
CHUBBY CHECKER

with “Twist It Up.”

Chubby charted with two more
dance records, although neither was a
big hit. “She Wants T"Swim” was
released in the summer of 1964, but
Bobby Freeman made the dance his
own with “C’'mon and Swim.” The fol-
lowing vear, Chubby sang “Let’s Do
the Freddie,” but he couldn’t beat
Freddie and the Dreamers at their
own game.

Chubby’s next-to-last chart entry
was a cover version of the Beatles’
“Back in the U.S.S.R,” a song they
never released as a single. In 1981 he
signed with MCA Records, and had a
hit on the dance chart with “Run-
ning.”

In 1964, Chubby married
Catharina Lodders, a Dutch beauty
queen who was Miss World in 1962.
They have three children and are still
happily married today.




1961

Surrender RCA 7850
ELVIS PRESLEY

Writers: Doc Pomus
Mort Shuman

Producer: Steve Sholes

March 20, 1961
2 weeks

“

lT‘S Now orR NEVER" was Elvis
Presley’s biggest-selling single, so it
was no surprise that he turned to
another beginning-of-the-century Ital-
ian song for his 15th number one
single. “Surrender” was based on
“Torna a Sorrento” (“Come Back to
Sorrento”), written in 1911 by
Ernesto and B.G. de Curtis. Doc
Pomus and Mort Shuman wrote Eng-
lish lyrics, and the song entered the
Hot 100 at number 24 on February
20, 1961. It became the highest new
entry on the Hot 100 of any Elvis
song to date, beating the record set
by “Are You Lonesome Tonight.”

Elvis returned to RCA’s Nashville
studios on October 30 and 31, after
recording in Hollywood for six
months. “Surrender” was the only
secular song recorded during these
two days; the rest of the time was
devoted to cutting 13 gospel songs.
Twelve of these were released on the
religious album His Hand in Mine in
December, 1960. “Crying in the
Chapel” was held back until 1965,
when it broke a dry spell and went to
number three.

While “Surrender” was number
one, Elvis appeared live in concert in
Hawaii—his final live performance for
the next seven years. It was Col.
Tom Parker’s plan to have Elvis
release three films a year with accom-
panying soundtrack albums and

THE TOP FIVE

Week of March 20, 1961
1 Surrender
Elvis Presley

2 Pony Time
Chubby Checker

3 Don't Worry
Marty Robbins

4 Where the Boys Are
Connie Francis

5 Dedicated to the One I Love
Shirelles

singles, but to stay off the live cir-
cuit, s0 as to keep the public hungry
for Elvis.

On February 25, Elvis did a bene-
fit concert in his hometown, and
raised $51,000 for the Memphis Char-
ities. Exactly one month later, he did
another charity show, this time at
Bloch Arena in Pearl Harbor to raise
money for the USS Arizona Memorial
Fund. Jimmy Stewart and Minnie
Pear!] also appeared, and they raised
$53,000. Elvis sang 17 songs, conclud-
ing with “Heund Dog.” He wouldn’t
sing another live note on stage until
1968.

While in Hawaii, Elvis shot some
footage for his next movie, originally
titled Hawaii Beach Boy. By the
time it was released on November 14,

1961, the title had been changed to
Blue Hawaii. Angela Lansbury
played Elvis’ domineering mother,
who wants him to go into the family
pineapple business instead of marry-
irg his girlfriend, played by Joan
Blackman.

It was Elvis' eighth movie, and
set the pattern for most of the films
that would follow. The plot was light-
weight and the songs were plentiful:
14 in all, including “Can’t Help Fall-
ing in Love.” Like its predecessor,
“(Marie’s the Name) His Latest
Flame™ backed with “Little Sister,” it
failed to go to number one, but made
the top five. When Elvis finally
returned to performing, “Can't Help
Falling in Love” replaced “Hound
Dog” as his finale.




1961

Writers: Richard Rodgers
Lorenz Hart

Producer: Stu Phillips

April 3, 1961
3 weeks

WHEN Rodgers and Hart wrote
“Blue Moon” in 1934, their wildest
dreams couldn’t have produced the
1961 version by the Marcels. It’s
doubtful that lyricist Hart would
have added “Dang-a-dang-dang, ding-
a-dong-ding” to any of his songs.

“Blue Moon” was the only song by
Rodgers and Hart to become a hit
without originating in a stage or
screen musical. Actually, “Blue
Moon” was the third revision of a
song that was intended to be in a
show. After writing successful Broad-
way shows like The Garrick Gaieties
(1925), A Connecticut Yankee (1927)
and Present Arms (1928), Richard
Rodgers and Lorenz Hart moved to
Hollywood in 1931 to write a score for
Paramount. They stayed for three
vears. In 1933, they wrote several
songs for a movie starring Jean
Harlow, including “Make Me a Star.”
Harlow and the song were dropped
from the film. Hart wrote new lyrics
for Rodgers’ melody, and the song
became “The Bad in Every Man.”
The song was given to MGM for
Manhattan Melodrama, but was
rejected. But MGM had their own
publishing company, Robbins Music,
and Jack Robbins liked the melody,
too. He asked for new lyrics, and
within one day he had “Blue Moon”
on his desk.

The song was a hit, and appeared in
several motion pictures, including
Words and Music in 1948, Malaya in
1949, East Side, West Side in 1950 and
With a Song in My Heart in 1952.
Elvis Presley recorded a standard
version of it in 1954, seven years
before the Marcels released their ver-
sion on Colpix.

The Marcels were a quintet from
Pittsburgh. The group, named after a
popular hair style, consisted of lead
singer Cornelius Harp, first tenor
Ronald Mundy, second tenor Gene
Bricker, baritone Dick Knauss and
bass singer Fred Johnson.

Their repertoire consisted of 1950
R&B songs when they met Colpix
staff producer Stu Phillips. Stu had

orders to devote all his time to
another new artist on the label, but
he believed in the Marcels enough to
defy his boss and bring them into the
studio at 8 p.m., after everyone else
had gone home.

The Marcels had three songs to
record and needed one more. Phillips
didn’t like any of the other songs the
group chose, except for one excerpt
from a song that had the same chord
changes as “Heart and Soul” and
“Blue Moon.” Stu asked them if they
knew “Heart and Soul,” and they
didn’t, but one of the Marcels knew
“Blue Moon.” “So I gave him an hour
to teach it to the others,” Stu says.

The group learned the middle sec-
tion of the melody wrong, but they
recorded it anyway. The excerpt Stu
liked became the intro to “Blue
Moon.” There were eight minutes of

COLPIX 186 Blue MOOH
THE MARCELS

studio time left when the group
recorded it. It was completed in two
takes, both without stopping.

A new Colpix promotion man
heard the tape and asked for a copy.
Stu obliged, not realizing it would be
given to Murray the K at WINS
radio in New York. He loved it and
played it 26 times on one show. The
next day Stu was called in to his
boss’ office to explain how Murray
the K had an “exclusive” on the Mar-
cels.

“Blue Moon” went to number one
in America and Britain. In 1980, pro-
ducer/director Jon Landis used all
“moon” songs in the soundtrack of An
American Werewolf in London.
Bobby Vinton’s “Blue Moon” was
heard over the opening credits, and
the Marcels’ version over the closing
credits.

THE TOP FIVE

Week of April 3, 1961

Blue Moon
Marcels

Apache

Jorgen Ingmann

Surrender
Elvis Presley

Pony Time

Chubby Checker
Dedicated to the One I Love

Shirelles
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Runaway BIG TOP 3067

DEL SHANNON

Writers: Charles Westover
Max Crook

Producers: Harry Balk
Irving Micahnik

April 24, 1961
4 weeks

D(-:L SHANNON was the first person to
take a John Lennon-Paul McCartney
song into the Hot 100. Shannon was
appearing at London’s Royal Albert
Hall with the Beatles in 1963, while
“From Me to You” was the number
one single in Britain. Shannon told
Lennon he was going to record
“From Me to You” for America, and
John responded, “That’ll be fine.” But
just as John went on stage, he turned
to Del and said, “Don’t do that!” Del
thinks John must have realized the
consequences of other artists compet-
ing against the Beatles with their
own songs.

Despite John's last-minute com-
mand, Del recorded “From Me to
You” before he left London. Del’s
version was released in America just
as Vee Jay issued the Beatles’ origi-
nal. Shannon bested the Beatles,
debuting on the Hot 100 on June 29.
The Beatles would not enter the
American chart until January, 1964
[see 143—“I Want to Hold Your
Hand”].

Del Shannon was born Charles
Westover in Coopersville, Michigan
on December 30, 1939. The first
instrument he played was a kazoo,
providing melody for a neighbor
accordionist. His mother taught him
to play “Doodlee-Doo” on the ukulele,
and he soon graduated to guitar. “I
wanted to play so bad, my fingers
used to bleed,” he confesses.

There weren’t too many people in
Coopersville who could teach him to
play the guitar, so young Charles
would go to clubs on Saturday nights
and observe guitarists in country
bands, transposing what he saw from
the point of view of the audience. “If
they knew you were watching, they'd
turn their backs.”

He started singing in school. “My
first introduction to echo was in the
men’s shower room.” A sympathetic
school principal would let him prac-
tice his guitar in the gym a couple of
hours a day, and he’d sing Ink Spots
songs at pep rallies (“that’s where 1
got the falsetto”).

Drafted after high school, he
entertained troops for five months
until a general changed the law about
how long a soldier could be in special
services. After his discharge, he
returned to Battle Creek, Michigan.
He played guitar in a ctub for a
singer who drank too much, and
ended up taking his place. When one
of his band members quit, drummer
Dick Parker suggested Max Crook as
a replacement. Crook’s specialty was
playing the “musitron,” an electronic
organ that was a forerunner of the
synthesizer.

They played the Hi-Lo club as
Charlie Johnson and the Big Little
Show Band, but Westover wasn't
happy with that name. A Hi-Lo
patron who dreamed of becoming a
professional wrestler wanted to call
himself Murk Shannon, and Charles
liked that last name. During the day,
he sold carpets, and the store owner
owned a Cadillac Coupe de Vilie,
which inspired the first name of Del.

Ollie McLaughlin, a black DJ from
WGRYV in Ann Arbor, heard Del play
and took him to Detroit, where he
introduced him to Harry Balk and
Irving Micahnik. They signed Del to
Big Top Records, and sent him to
New York to record a couple of
songs. Ollie thought they were too
slow to be singles, and suggested Del

find an uptempo tune. Back at the
Hi-Lo, Crook hit an unusual chord
change on the organ one night, going
from A-minor to G, and Del stopped
the show and told him to play it
again. The next day, Del telephoned
Max from the carpet shop and told
him to bring a tape recorder to the
Hi-Lo that night to record a new
song he had written using-those
chord changes, “Runaway.”

They performed it for the next
three months, then drove back to
New York in 10°F weather with a
broken heater so they could record
“Runaway.” “I just said to myself, if
this record isn’t a hit, I'm going to go
into the carpet business.”

By the time the single was selling
80,000 copies a day, Balk told Del to
quit selling carpets and come to
Brooklyn for a gig at the Paramount
Theater, where he would earn more
than he made in a year at the carpet
shop.

Del’s next hit, “Hats Off to
Larry,” was a title he always thought
would make a good Everly Brothers
song. He signed with Amy Records
in 1964, and recorded hits such as
“Keep Searchin’ (We'll Follow the
Sun”) and “Stranger in Town.” In the
late sixties, he discovered the group
Smith with Gayle McCormick and
arranged their version of the
Shirelles’ “Baby It’s You.” He also
produced Brian Hyland’s version of
“Gypsy Woman.”

In 1981, Tom Petty produced an
album for Del with the Heart-
breakers as backing band. A single,
“Sea of Love,” was his first top 30 hit
in 16 years. Del signed with Warner
Brothers in late 1984 and went to
Nashville to record new material.

THE TOP FIVE

Week of April 24, 1961

1 Runaway
Del Shannon

2 Blue Moon
Marcels

3 Mother-In-Law
Ernie K-Doe

4 ButI Do
Clarence “Frogman” Henry

5 On the Rebound
Floyd Kramer




1961

Writer: Allen Toussaint
Producer: Allen Toussaint

May 22, 1961
1 week

“The word is poison, I know.”*

LET the record show that the
Mothers-in-Law of America never
expressed their appreciation to singer
Ernie K-Doe or writer/producer Allen
Toussaint for making “Mother-in-
Law” the number one song in the
land. Little wonder, considering it
was the ultimate mother-in-law joke,
suggesting she was “sent from down
below.”

Nevertheless, the song earned a
place in rock history by spreading the
gospel piano of the New Orleans
sound, as championed by Toussaint.
He was the head of A&R for Minit
Records, a label formed in 1960. In
March of that year, Minit scored with
Jessie Hill's “Ooh Poo Pah Doo,”
which peaked at number 28.

Before “Mother-in-Law,” Ernie K-
Doe was Ernest Kador Jr. Born in
New Orleans on February 22, 1936,
he was the ninth of 11 children. His
father was the Reverend Ernest
Kador, Sr., a Baptist minister, and
young Ernest began singing in his
father's New Home Baptist church
choir at age seven.

His mother lived in Chicago, so
Ernie was raised by his aunt in New
Orleans. By the time he was 15, he
was entering local talent shows and
singing in nightelubs while finding
time to letter in football, basketball
and track at Booker T. Washington
High School.

THE TOP FIVE

Week of May 22, 1961

1 Mother-In-Law
Ernie K-Doe

2  Runaway
Del Shannon

3 Daddy’s Home
Shep and the Limelites

4 One Hundred Pounds of Clay
Gene McDaniels

5 Travelin’ Man
Ricky Nelson

Ernie visited his mother in Chi-
cago, where she signed permission
slips for him to sing in clubs. After
two years in the Windy City, he
returned to New Orleans and joined
the Blue Diamonds. They released
one single on Savoy Records and per-
formed at the city’s famed night spot,
the Club Tijuana. It was the same
club where artists like Johnny Ace,
Chuck Willis and Little Richard had
performed.

Talent scouts from record com-
panies often checked out the
performers at the Tijuana, and one of
them signed Ernie to Specialty, the
same label that had Little Richard
under contract. Ernie recorded his
first solo single, “Do Baby Do,” the
same day Little Richard recorded
“Tutti Frutti.” After another single
on Ember, Ernie signed with Minit, a
label owned by Joe Banashak. It was
Banashak who suggested Kador was
too difficult to pronounce, and the
phonetic K-Doe would be a better
stage name. Later, Ernie would
legally change his name to K-Doe and

MINIT 623 M()ther-in'Law
ERNIE K-DOE

copyright it as well.

Ernie found “Mother-in-Law” in
Toussaint’s trash—it was a song he
had written and thrown away. Emnie
was having marital problems at the
time and thought his mother-in-law
was responsible for some of them, so
he told Toussaint he wanted to record
the discarded song.

The irresistable hook in the song
is Benny Spellman’s deep bass voice
intoning “mother-in-law” after K-Doe
pauses at the appropriate places.
Ernie returned the favor the follow-
ing year by singing on Spellman’s
“Lipstick Traces (On a Cigarette).”

“Mother-in-Law” was K-Doe’s
only top 50 hit. His final chart entry
was “Popeye Joe” in February, 1962.
He continued to record for Minit until
it was sold to Liberty in 1965, and
then signed with Duke Records.
After three years, he returned to
producer Toussaint, but without pro-
ductive results. K-Doe still sings in
New Orleans nightclubs, and appears
at the annual New Orleans Jazz and
Heritage Festival.

* Lyries copyright 1961, Minit Music. Used with permission.
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RICKY NELSON

Writer: Jerry Fuller
Producer: Ricky Nelson

May 29, 1961
2 weeks

¢

‘TRAVELIN' MAN" was a comeback
record of sorts for Ricky Nelson, who
had eight consecutive top 10 singles
between 1957-1959, including his first
number one [see 40—“Poor Little
Fool”]. After “Just a Little Too
Much” in the summer of ’59, Ricky
failed to make the top 10 with his
next four releases. In 1961, the two-
sided smash “Travelin’ Man” and
“Hello Mary Lou” broke the spell.

“Travelin’ Man” was written by
Jerry Fuller while he was waiting for
his wife in a park. He had a world
atlas with him, and picked out differ-
ent locales around the world to write
about. He wrote the song for Sam
Cooke, and recorded a demo with
Glen Campbell and Dave Burgess of
the Champs [see 34—“Tequila”| back-
ing him. Fuller took the completed
demo to Cooke’s manager, J.W. Alex-
ander, whose office was adjacent to
Lou Chudd’s, head of Ricky’s label,
Imperial Records.

Alexander played the demo,
thanked Fuller, and threw the tape
away as soon as he had gone. But
Nelson’s bass player, Joe Osbourne,
was in Chudd’s office and heard the
song. He went in and asked Alexan-
der if he could hear that song again.
Cooke’s manager pulled it out of the
garbage and gave it to him. Fuller
heard the song on “The Adventures
of Ozzie and Harriet” one night, as
Ricky continued his tradition of sing-

THE TOP FIVE

Week of May 29, 1961

1 Travelin’ Man

Ricky Nelson
2 Daddy’s Home

Shep and the Limelites
3 Runing Scared

Roy Orbison
4 Mama Said

Shirelles

5 Mother-In-Law
Ernie K-Doe

e .

ing a song at the end of every
episode.

The flip side of “Travelin’ Man"”
was written by Gene Pitney, who had
already recorded it himself with no
success. “Hello Mary Lou” peaked at
number nine.

After “Travelin’ Man,” Ricky had
several more big hits on Iinperial,
including “Young World,” “Teenage
Ido!” and “It’s Up to You.” His con-
tract with Imperial was set to expire
at the end of 1962, and a major bid-
ding war erupted. The ultimate
winner was Decca Records, owned by
MCA, which offered Ricky one mil-
lion dollars over a 20-year-period.

There were only two major hits
on Decca, “Fools Rush In” and “For
You.” America had seen Ricky grow
from a precocious eight-year-old noy
to a happily married adult (his real-
life wife, Kris Nelson, played his wife
on the series) on television. and when
the series ended in 1966, Ricky—now
known as Rick—found his recording
career in a slump.

In 1969, a more mature Rick
Nelson returned to the charts with a
version of Bob Dylan’s “She Belongs
to Me,” backed by the Stone Canyon
Band. Three years later, he headlined
one of Richard Nader’s rock und roll

revival shows at Madison Square
Garden. After playing some of his
biggest hits, Rick turned to his
newer material. The audience turned
too, against him. Their ungrateful
reaction resulted in the song “Garden
Party,” in which Rick vented his
frustration at his fans who wanted
him to remain in an early sixties time
warp. The song went to number six
on the Hot 100.

After his 20-year pact with MCA
ended, Rick recorded an album for
Epie in 1977 2nd one for Capitol in
1981. He continued his acting career,
starring as the principal in an NBC-
TV movie, “High School, U.S.A.,” in
1983. His secretary was played by his
mother, Harriet. Rick also performed
in concert frequently, sometimes
doing up to 200 dates in one year. On
December 30, 1985, Nelson and his
band played at PJ's Lounge in Gun-
tersville, Alabama. The next day they
were en route to Dallas for a New
Year's Eve show at the Park Suite
Hotel. Their chartered twin-engine
DC-3 crashed at 5:15 p.m. CST ina
hayfield near De Kalb, 135 miles east
of Dallas. Rick Nelson was killed
along with his fiancée, Heien Blair,
four members of his band and one of
his road crew.




1961

Writers: Roy Orbison
Joe Melson

Producer: Fred Foster

June 5, 1961
1 week

ALONG with Elvis Presley, Carl
Perkins and Jerry Lee Lewis, Roy
Orbison recorded for Sam Phillips’
Sun Records in Mempbhis. Like his
label-mates, he is one of the most
influential figures of the rock era.
Devotees of Orbison’s music include
the Beatles, Bob Dylan and Bruce
Springsteen.

Many of Orbison’s songs are based
on personal experience. A self-
confessed introvert, Orbison and his
writing partner, Joe Melson, wrote
“Running Scared” in five minutes,
just slightly longer than it takes to
sing the song. But they had spent
several non-productive writing ses-
sions working on it.

Orbison almost gave his first
national hit, “Only the Lonely,” to
Elvis and the Everly Brothers before
recording it himself. After writing
the song with Melson, the two collab-
orators took “Only the Lonely” to
Memphis to play it for Presley. But
they arrived from Texas at 6:00 a.m.
and found people at Graceland still
sleeping.

Elvis suggested they meet later
that day in Nashville. Orbison and
Melson drove there, but instead of
waiting for Elvis, they played it for
Phil Everly (the Everly Brothers had
recorded Orbison’s “Claudette,” a
song he had written about his wife).
Too shy to tell Phil he wanted him to
record “Only the Lonely,” Orbison

THE TOP FIVE

Week of June 5, 1961

1 Running Scared
Roy Orbison

2 Travelin’ Man
Ricky Nelson

3 Daddy’s Home
Shep and the Limelites

4 Mama Said
Shirelles

5 I Feel So Bad
Elvis Presley

MONUMENT 438 Rllnmng Scared

patiently listened while Phil
responded by playing one of his new
songs. Finally, Orbison just decided
to record the song himself. It went to
number two in America and number
one in Britain.

Roy Kelton Orbison was born on
April 23, 1936, in Vernon, Texas and
raised in the town of Wink. His
father, Orbie, worked in the oil fields
and his mother, Nadine, was a nurse.
His father gave him a guitar when he
was six years old, and by the time he
was eight he was playing on a Sun-
day morning country show on
KVWC, a radio station in Kermit,
Texas. At 13, he formed his own
group, the Wink Westerners, with
members of his high school
band. In the next two
years, he came to real-
ize he was a better
singer than a guitarist
and started writing
songs for himself.

ROY ORBISON

At North Texas University, he
was inspired by the success of fellow
student Pat Boone. Roy liked a song
written by two college fraternity
brothers, “Ooby Dooby,” and took his
new group, the Teen Kings, to Nor-
man Petty’s studios in Clovis, New
Mexico, to record it. It was released
on Petty’s Je-Wel label, but it didn’t
fare well. Meanwhile, Orbison hosted
a local television show and met
Johnny Cash, who suggested Roy
contact Sam Phillips at Sun Records
in Memphis.

Roy was signed to Sun and
recorded a stronger version of “Ooby
Dooby,” which was his first chart
entry. But Phillips wanted Roy to
record rock and roll like the rest of
the Sun artists, and Roy preferred to
sing ballads. Through the Everly
Brothers, Orbison came under the
management guidance of Wesley

Rose, who secured a recording
contract with RCA. After a brief
association with the label and pro-
ducer Chet Atkins, Rose took
Orbison to a brand-new label: Fred
Foster’'s Monument Records.
Although his first two recording ses-
sions for Monument weren’t very
successful, it was at the third session
that he cut “Only the Lonely,” the

first of nine top 10 songs he would
record for Monument.
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MO(Xiy River vor ez

PAT BOONE

Writer: Gary Bruce
Producer: Randy Wood

June 19, 1961
1 week

%

M)ODY RIVER" may hold the record
for the number one single that made
it from the recording studio to the
airwaves in the shortest amount of
time.

Randy Wood, Pat Boone’s pro-
ducer and the owner of Dot Records,
remembered the country version of
“Moody River” by Chase Webster
and thought it could be a pop hit for
Pat. While Boone's movie and televi-
sion careers were going great guns,
his luck on the record charts had
diminished considerably. After two
number one singles and many top ten
hits, Pat was finding it difficult in
1959-1960 to match his earlier suc-
cess. In fact, of his last 13 chart
records, only two had cracked the
lower regions of the top 20.

Pat reminisces about the record-
ing session for “Moody River”: “We'd
done it in a very high key, cause
Randy wanted me to sound really in
pain, and I was, trying to sing that
high. I went from the studio to a
friend’s house to pick up my wife—
she had been visiting for a little
while. We were about to go home.
They had their radio tuned to a top
40 station, and we were about to
walk out the door when I heard...the
intro to either my record or Chase
Webster’s. I turned it up just in time
to hear the disc jockey say over the
intro, ‘And now our brand new pick

hit of the week, Pat Boone’s “Moody

River.
“I'm not home from the studio
from recording the song yet, and it’s
already pick hit of the week on a

major top 40 radio station!

“What had happened was Randy
believed in it so much, he had ar
acetate made from the master tape.
went right over to the radio studio,
met the program director, said ‘here’s
the song Pat just recorded, what do
you think? and the guy said, ‘you
know, it's time for a new pick hit of
the week, let’s just put it right on the
alr., ”

Pat was with Dot Records for 13
years. By the time he left, Randy

THE TOP FIVE

Week of June 19, 1961
1 Moody River
Pat Boone

2 Travelin’ Man
Ricky Nelson

3 Quarter to Three
Gary U. S. Bonds

4 Stand by Me

Ben E. King Wood had sold the label to Para-
. mount, which in turn was sold to Gulf
5 Raindrops + Western. Boone went to Capitol,
Dee Clark

and then to Tetragrammaton
Records, a label owned by comedian

Bill Cosby ‘and Roy Silver. When
they closed their doors, Boone went
with Mike Curb at MGM and through
him later signed with Motown’s coun-
try label, Melodyland. His daughters,
recording as the Boones, also signed
with Motown.

Then Pat and his daughters
signed with Warner/Curb Records.
Cherry, Lindy, Debby and Laury
released some more singles until
Debby tried one on her own {see
475—“You Light Up My Life”).

Pat also became an author. He
recorded a song named after his first
book, Twixt Twelve and Twenty, a
guide for teenagers. All royalties
were donated to the Northeastern
Institute of Christian Education.

While his recording activities are
now limited, he is still an active tele-
vision personality. hosting a weekly
show that is nationally syndicated.
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LEGRAND 1008 Quarter to Three
GARY U.S. BONDS

Whriters: Barge

Frank Guida
Gary Anderson
Joe Royster

Producer: Frank Guida

June 26, 1961
2 weeks

G»\ Ry U.S. BONDS was playing a New
Jersey club called the Red Baron in
1978, when he thought he’d give a
local kid who seemed fairly popular a
break by bringing him up on stage.
Although he didn’t know who the guy
was, the audience liked the idea, so
Gary introduced Bruce Springsteen.
The reaction overwhelmed Bonds, as
he sang a duet on “Quarter to Three”
with this “new kid.” It was only later
that Gary found out just who Bruce
Springsteen was, and that “the Boss”
usually sang “Quarter to Three” as an
encore number in his own act.

After that incredible evening,
Springsteen asked Gary if they could
work on an album together. It took

two years for Bruce to complete his
own album, The River, but when it
was done he and Miami Steve Van
Zandt produced the Dedication album
that gave Gary his first hit in 19
years, “This Little Girl.”

The Gary U.S. Bonds story starts
on June 6, 1939, when Gary Anderson
was born in Jacksonville, Florida. His
family moved to Norfolk, Virginia,
where Gary formed a group, the
Turks, and sang doo-wop on street
corners. He was discovered by Frank
Guida, owner of the Norfolk Record-
ing Studios. Guida and a shoe
salesman named Joe Royster had
written a country and western sound-
ing song, “New Orleans,” and asked
19-year-old Gary to record it. Gary
changed the arrangement by adding a
chorus and a drum beat. When the
record was released. Gary was sur-
prised to find out his name wasn't
listed as the artist—the label read
“U.S. Bonds.”

There was a logical explanation. A
delicatessen was located next door to
the studio, and the owner was a

strong believer in Uncle Sam. He had
posters in the deli that reminded cus-
tomers to buy savings bonds, and
Gary speculates that Guida was
inspired one day while eating a
pastrami sandwich.

It was too late to go back to Gary
Anderson, so future releases listed
his name as Gary U.S. Bonds, confus-
ing fans who thought U.S. Bonds was
a group name.

Celebrating the success of “New
Orleans,” which went to number six,
Gary was in the studio with the mem-
bers of another Legrand recording
act, the Church Street Five. Their
instrumental single, “A Night with
Daddy G,” wasn’t doing very well,
and after everyone had more than
enough to drink, Daddy G (Barge)
asked Bonds to write lyrics for it.
Ten minutes later Gary had come up
with some words and the band
started jamming on the arrangement.

Although many rock historians
claim the resulting song, “Quarter to
Three,” was recorded accidentally,
Bonds has said in interviews that he
turned on the tape recorder.

Over the next 15 months Gary had
a few more hits, including “School Is
In,” “School Is Out,” “Dear Lady
Twist” and “Twist, Twist Senora.”
After reaching the lower rungs of the
chart with “Copy Cat” in the summer
of 1962, Bonds was out of the picture
until “This Little Girl” hit in the
spring of 1981.

Bonds recorded two albums with
Springsteen and Van Zandt for EMI-
America Records, then left the label
and his two “mentors” to produce his
own album, Standing in the Line of
Fire for the independent Phoenix
label.

THE TOP FIVE

Week of June 26, {961
1 Quarter to Three
Gary U. S. Bonds

2 Raindrops
Dee Clark

3 Moody River
Pat Boone

4 Tossin’ and Turnin’
Bobby Lewis

5 Travelin’ Man
Ricky Nelson
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BOBBY LEWIS

Writers: Ritchie Adams
Joe Rene

Producer: Joe Rene

July 10, 1961
7 weeks

“

Tossm' AND TURNIN',” Billboard’s
number one single of 1961, is one of
the most successful singles by a solo
male singer in the entire rock era.
The only solo male singers who have
bested Bobby Lewis’ seven week run
at number one are Elvis Presley, Guy
Mitchell, Bobby Darin and “Ten-
nessee” Ernie Ford. Marvin Gaye,
Michael Jackson and Andy Gibb have-
all tied the seven week mark.

Bobby Lewis was born February
17, 1933 in Indianapolis, Indiana. He
grew up in an orphanage, where his
musical talent was recognized early.

At five years old, Bobby was given
piano lessons and during school he
sang with the glee club and in class
productions. He was adopted at age
12 and went to live with his new fam-
ily in Detroit. Before he was 16, he
worked as a janitor, an ice man, a
truck driver and a hotel clerk, none
of which satisifed him as much as
playing music.

He sang in a downtown nightclub
and became friendly with Jackie
Wilson, whose manager introduced
him to the head of Parrot Records, a
Chicago-based label. In 1956, Bobby
recorded “My Love Is Solid as a
Rock,” for Parrot, his first single
release. Returning to Detroit, Bobby
appeared on Soupy Sales’ local late-
night variety show and was asked
back on a regular basis. In 1958,
Bobby recorded “Mumbles Blues” on
the Spotlight label, but it suffered

the same fate as his Parrot release.

Jackie Wilson was having great
success, and urged Bobby to go to
New York. Bobby declined, but his
wife suggested he would never be
more successful if he remained in
Detroit. When Wilson wired money
for a train ticket to Manhattan,
Lewis accepted.

Jackie and his manager tried to
help Bobby, but he was turned down
by many record companies. Bobby
continued to knock on doors and sing
in clubs. He played a week at the
Apollo Theater, where he gave
encouragement to a nervous group of
white singers, the Fireflies, who had
a hit in 1959 with “You Were Mine.”

Three weeks later, Bobby was
making more rounds of labels when
he found Beltone Records. He liked
the name immediately, because he
had sung in a gospel group called the
Belltones. He asked for an audition,
and sat down at the piano when he
recognized a familiar face—the lead
singer of the Fireflies, Ritchie
Adams. Surprised to see him, Bobby
learned that Adams was signed to
Beltone. He and label owner Joe
Rene listened to some of Bobby’s
songs, and then Ritchie pulled out a
song he had written and asked Bobby
to try it. When Bobby sang, “I
couldn’t sleep at all last night,”
Ritchie knew he had found the right
person to record “Tossin’ and
Turnin’.”

Bobby had one more top 10 single,
“One Track Mind.” Two more singles,
including “I'm Tossin’ and Turnin’
Again,” made the lower region of the
Hot 100 before Lewis disappeared
from the chart forever.

THE TOP FIVE

Week of July 10, 1961
1 Tossin’ and Turnin’
Bobby Lewis

2 Boll Weevil Song
Brook Benton

3 Quarter to Three
Gary U. S. Bonds

4 Raindrops
Dee Clark

5 The Writing on the Wall
Adam Wade




1961

Writers: Bert Kaempfert

Kay Twomey

Fred Wise

Ben Weisman
Producer: Shelby Singleton, Jr.

August 28, 1961
1 week

Ox THE DAY before Joe Dowell was
to record his first four songs in
Nashville for Mercury Records’
Sinash label, producer Shelby Sin-
gleton, Jr., went to see a screening of
Elvis Presley’s fifth movie, G. 1.
Blues [see 6T7—“Stuck On You”]. One
of the songs Shelby heard in the
movie was “Wooden Heart (Muss [
Denn),” a part-English, part-German
adaptation of a German folk song,
“Muss I Denn zum Staedele
Hinaus." Singleton was already
familiar with the song because he had
been watching a version by Gus Bac-
chus move up the German pop chart.
Elvis Presley had another single
climbing the Hot 100 (“I Feel So
Bad"), so it seemed unlikely that
RCA would release “Wooden Heart”
by Elvis. Shelby decided to record a
cover version of the song with
Dowell.

Joe arrived for the session at 11
AM and was given three hours to
learn the song. “A man named Eddie
Wilson came in to the office to teach
me to sing ‘Wuss I Denn, Muss I
Denn.’ 1 didn’t have any idea what I
was singing; [ learned the song pho-
netically,” Joe recalls.

Elvis' version of the song featured
tuba and organ. Joe réemembers how
Singleton came up with a more com-
mercial sound: “Jerry Kennedy
mimicked the tuba with a bass guitar,
and Ray Stevens [see 274 —“Every-
thing is Beautiful”] played an organ,
mimicking ar accordion.” Dowell's
version of "Wooden Heart” was
rushed out in three days and he was
sent on a one-month “barnstorming
tour.” There were four other cover
versions of “Wooden Heart” plus the
Elvis original competing with his
recording, but Joe's promotional tour
helped win airplay for his own ver-
sion. Joe's “Wooden Heart” entered
the Hot 100 at number 93 on June 26.
1961, and moved to number one nine
weeks later.

In Britain and throughout
Europe. Elvis’ “Wooden Heart” was

SMASH 1708 WOOden Heart (MUSS [ Denn)

already a single. In the United King-
dom, it was number one for six
weeks. “It’s Now or Never” and
“Are You Lonesome Tonight,” Elvis’
previous two singles, had also gone to
number one, making Presley the first
artist to score three chart-toppers
with consecutive British releases.

“Wooden Heart” was adapted by
Bert Kaempfert [see 82—“Won-
derland by Night”], Kay Twomey,
Fred Wise, and Ben Weisman. The
German folk song is sung in the
dialect of the Hessian state, and a
translation of the German line that
Dowell sang would read something
like, “I have to leave our little town
and you, my darling, have to stay
behind.”

Joe Dowell was born on January
23, 1940, in Bloomington, Indiana.
The family moved a vear later when
Joe's father, an executive with the
Boy Scouts of America, was offered a
better job in Bloomington, Illinois.
When he was 13, Joe bought a ten-
dollar guitar and wrote his first song,
“Tell Me.”

He was in the ninth grade when
he made his first public performance,
singing “Unchained Melody” at an
amateur talent show. He competed in
country fair talent contests while
majoring in radio and television at
the University of Illinois. *I listened
to WLS radio after and during home-
work,” Joe says. “I tried to envision
that I would be en the radio. I eould

JOE DOWELL

actually hear my own voice on WLS.”
With that dream in mind, he went to
Nashville on a semester break, three
weeks before his twenty-first birth-
day, to find a record company that
would sign him.

He borrowed a friend’s VW and
drove to Nashville, where he rented
a room for three dollars a night at
the YMCA. A week of knocking on
doors proved fruitless. On his last
day in Nashville, he went to the
office of Teddy and Doyle Wilburn,
regular singers on the Grand Ole
Opry show. They liked his voice and
introduced him to a gentleman in an
adjoining office. That was Shelby Sin-
gleton, Jr., of Mercury Records, who
was impressed with Dowell’s voice
and his “all-American Jack
Armstrong look.”

Joe resumed his studies, then
returned to Nashville by train the fol-
lowing May for his first recording
session. He followed “Wooden Heart”
with two more singles on Smash,
“The Bridge of Love” (number 50)
and “Little Red Rented Rowboat”
(number 23), then was dropped from
the label at age 23. He had completed
his degree in radio-television, and
found a new career writing commer-
cials. At first he had his own radio
show in Illinois and wrote jingles for
his sponsors, then moved on to being
a spokesperson for financial institu-
tions.

He gave up the world of advertis-
ing in 1980 to devote time to writing
a book, which he completed in 1985.
He has also written a new song,
“Homeward on the Wind,” and plans
to record it with producer Al
DeLory.

THE TOP FIVE

Week of August 28, 1961
1 Wooden Heart (Muss I Denn)
Joe Dowell

2 Tossin' and Turnin’
Bobby Lewis

3 Michael
Highwaymen

4 Last Night
Mar-Keys

5 You Don’t Know What You've
(GGot (Until You Lose It)
Ral Donner
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THE HIGHWAYMEN

Writer: (Traditional) Dave Fishe

Producer: Dave Fisher

September 4, 1961
2 weeks

THE five members of the High-
waymen were all freshmen from the
same fraternity at Wesleyan Univer-
sity in Middletown, Connecticut.
They got together to perform at a
campus party in 1959, and were so
well-received, they decided to keep
the act going. The result was interna-
tional success, giving them a number
one single in America (the first for
the Unifed Artists label) and, one
month later, in Britain as well.

The song was a traditional folk
song, sung in the 19th century by
slaves who lived on the islands off the
coast of Georgia and travelled to
work on the mainland each day by

boat.

Dave Fisher, who adapted
“Michael,” organized the group. He
played the banjo and was first tenor,
as well as arranging their songs. The
other four members were: Bob
Burnett, the college’s pole vault
champion, who sang tenor and played
bongos and maracas; Steve Trott, the
fraternity’s president, who played
guitar and sang third tenor; Steve
Butts, a polio vietim as a chkild who
was the sportscaster for the campus
radio station and sang bass; and Chan
Daniels, a baritone who played a
South American instrument called a
charango, made from the shell of an
armadillo.

The group performed folk songs
from many different countries, often
singing 1n French, Spanish, Hebrew
and other languages as well as Eng-
lish. They rehearsed in the basement
of their frat house and were very suc-

cessful on a local basis, when
someone suggested they get in touch
with talent agents in New York.
They met Ken Greengrass in
November of 1960. He became their
manager and set up an audition with
United Artists Records.

One of the songs they recorded
for their first album was “Michael.” It
was released as a single in January,
1961, but nothing happened for six
months. Finally, Dick Smith, a DJ at
WORC in Worcester, Massachu-
ssetts, started playing the record,
and it entered Billboard’s chart at
number 100 on July 10, 1961.

The quintet had many offers to
tour, but turned a majority of them
down to pay attention to studying.
They had one more top 20 hit, “Cot-
tonfields,” in early 1962. But when
Burnett and Trott graduated that
year, they left the group and the rec-
ord business. The group added Gil
Robbins and became a quartet, until
Burnett returned in 1963. A year
later, the Highwaymen disbanded.
ABC Records bought the name, and
put together an entirely new group to
become “the Highwaymen.”

The original members reunited in
the latter half of the 1970s to record
an updated version of “Michael,” but
it wasn't a hit. Fisher has concen-
trated on his songwriting. Robbins
went into acting, while Butts became
an administrator at a college. Burnett
became an attorney and Trott joined
the Los Angeles District Attorney’s
staff. Daniels earned a graduate
degree from Harvard and worked at
MGM Records until he died of pneu-
monia on August 2, 1975.

THE TOP FIVE

Week of September 4, 1961

1 Michael
Highwaymen

2 Wooden Heart (Muss I Denn)
Joe Dowell

3 Tossin’ and Turnin’
Bobby Lewis

4 You Don’t Know What You've
Got (Until You Lose It)
Ral Donner

5 School Is Out
Gary U.S. Bonds




1961

Writers: Gerry Goffin
Carole King

Producer: Snuff Garrett

Septemnber 18, 1961
3 weeks

THE year was 1959. and 15-year-old
Robert Velline was excitedly looking
forward to the first-ever rock and roll
concert to come to his home town of
Fargo, North Dakota. Velline was a
guitarist himself, and just two weeks
before the big concert, he formed a
band with one of his older brothers
on drums and a friend on bass. That
didn’t seem important on the morning
of February 3. All that mattered was
that night, he would see the greatest
rock stars in the world: Dion and the
Belmonts, the Big Bopper, Ritchie
Valens and Velline’s idol, Buddy
Holly.

Velline came home from school for
lunch and heard the terrible news. A
plane had crashed in a cornfield in
Iowa. All the passengers had been
killed. Buddy Holly, Ritchie Valens
and J.P. Richardson, the Big Bopper,
were dead. -

Fargo’s top 40 station. KFGO, put
out a call for help. Was there a local
group that could play that night?
Bobby’s group volunteered.

They bought matching ties and
sweaters, came up with the name the
Shadows and rehearsed the Buddy
Holly songs they knew. With nervous
anticipation, they showed up at the
auditorium. They were second on the
bill and they were a hit. A local pro-
moter, Bing Bingstrom, was

THE TOP FIVE

Week of September 18, 1961

1 Take Good Care of My Baby
Bobby Vee

2 Michael
Highwaymen

3 My True Story
Jive Five

4 (Marie’s the Name)
His Latest Flame
Elvis Presley

5 Crying
Roy Orbison

userry ssss 1aKe Good Care of My Baby

impressed enough to start booking
them.

Velline, now Bobby Vee, wrote a
Holly-inspired song called “Suzy
Baby” and recorded it on June 1. [t
was a local hit in Minneapolis and San
Diego. The Shadows thought about
hiring a piano player, and inter-
viewed an 18-year-old kid who had
played with Conway Twitty. He
called himself Elston Gunn, but his
real name was Robert Zimmerman.
He didn’t work out for the Shadows,
but did nicely on his own later, as
Bob Dylan.

Bobby Vee and the Shadows were
signed to Liberty Records under the
guidance of producer Snuff Garrett.

After a few flops, Garrett took
Vee to Norman Petty’s studio in
Clovis, New Mexico, where Buddy
Holly recorded his hits. One of the
songs he recorded was an old R&B
tune by the Clovers, “Devil or
Angel,” and it became Vee’s first
national hit, peaking at number six.
Vee’s next hit, “Rubber Ball,” was
written by Aaron Schroeder and
Gene Pitney (under his mother’s
name) and it also peaked at six.

In 1961, Garrett made one of his
many trips to New York to find
material for Bobby to record. Meet-

BOBBY VEE

ing with publisher Don Kirshner at
Aldon Music, Garrett heard a demo
of Carole King singing “Take Good
Care of My Baby,” a song she had
written with her husband, Gerry
Goffin. Garrett told Kirshner he
wanted it, but the publisher knew
that Garrett didn’t want material that
had already been recorded by some-
one else. Kirshner told him someone
else had already recorded it.

Garrett asked who, and was
informed that Dion had cut it, but
wasi’t going to release it. Garrett
wanted it anyway, but he felt the
song needed an introductory verse
and sat down with Carole to work
out, “My tears are falling, cause
you've taken her away...”

The song became Vee’s only
number one record, and the second
for the Goffin-King team [see 83—
“Will You Love Me Tomorrow”].
Dion’s original version, without the
introduction, was eventually released
as an album track on Runaround
Sue. In 1972, Bobby re-recorded
“Take Good Care of My Baby” as a
ballad. It appeared on the album
“Nothin’ Like a Sunny Day” by
Robert Thomas Velline, with no men-
tion of “Bobby Vee” anywhere to be
found.
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RAY CHARLES

Writer: Percy Mayfield
Producer: Sid Feller

October 9, 1961
2 weeks

Ray Chavrles is the only genius in our
business.
—PRANK SINATRA
1 believe genius is a higher category.
And I don’t believe Ray Charles is
even near it.
—RAY CHARLES

RAY CHARLES recorded “Hit the
Road Jack,” his second number one
single, after his good friend, the late
songwriter Percy Mayfield, brought it
to him. Mayfield said the song would
work on two levels. Some people
would think it was funny, and for
others, it would be real. Ray thought
it was cute and liked the “call-and-
response” that featured so strongly in
his first big hit, “What'd I Say.”

That song was released on Atlantie
Records, a New York label that was
the leader in the R&B field in the
fifties. They bought Ray’s contract

from Swingtime Records in 1954, and
a vear later Ray called Atlantic
executive Jerry Wexler and said he
was ready to record a song called “I
Got 2 Woman.” Wexler met Charles
in Atlanta and the song was recorded
at a radio station so small that while
they were recording, an announcer
was doing a news broadecast from the
control room, preventing them from
playing anything back.

“I Got a Woman” introduced the
genius of Ray Charles to white audi-
ences, but it was “What'd [ Say” that
gave him his first top 10 single. The
song originated at a dance one night
when Ray had played everything he
knew and the audience wanted more.
He told his seven-piece band to follow
him, and his quartet of back-up sing-
ers, the Raelets, to repeat what he
said when he paused. The result was
so popular he had to repeat the spon-
taenous song the next night.

On June 26, 1959. Ray recorded a
country song, “I'm Movin’ On.” The
title proved prophetic, for ABC-Para-
mount Records offered him a contract
that was so rewarding he found it
impossible to reject. In fairness to his
friends at Atlantic, he approached
them and told them if they would
match ABC, he would stay with
them. Unable to meet ABC’s gener-
ous offer, Atlantic gave Ray blessings
to leave. It was an amiable but sad
parting, and even when he was
signed to ABC, Ray was always able
to call on Atlantic for support. The
label even allowed then-engineer Tom
Dowd to come to California and help
build Ray’s recording studio.

ABC assigned Sid Feller to pro-
duce Ray, and their first collaboration
took place in Hollywood on December
29, 1959. The label’s faith in Ray was
well-rewarded. His second release,
“Georgia on My Mind,” shot to
number one. He recorded jazz for
ABC's subsidiary label, Impulse, and
had a top 10 song with the instrumen-
tal “One Mint Julep” in 1961. But
Ray’s most successful recording proj-
ect was still a year away.

THE TOP FIVE

Week of October 9, 1961
Hit the Road Jack
Ray Charles

2 Crying
Roy Orbison

3 Take Good Care of My Baby
Bobby Vee

4 Runaround Sue

Dion

Bristol Stomp
Dovells




Writers: Dion DiMucci
Ernie Marseca

Producer: Gene Schwartz

October 23, 1961
2 weeks

HEARING a Dion song from the early
1960s summons up an image of fough,
cool doo-wop singers on a Bronx
street corner. They really weren’t
that teugh and cool, but Dion didn’t
admit until years later that his real
feelings and emotions had been
bettled up inside while he projected
the right image for his neighborhood.

He sure didn’t tell his friends that
he enjoyed listening to his father’s Al
Jolson records, or that he accidentally
found a country music station on the
radio, and had fallen in love with the
songs of Hank Williams, which he
played on the Gibson guitar his par-
ents hought him when he was eight
years old.

Dion was in a neighborhood gang,
the Fordham Baldies, when he
recorded four songs (including Fats
Domino’s “Rosalie” and Carl Perkins’
“Boppin’ the Blues”) as a Valentine’s
Day gift for his mother. She played
them for all her friends, including one
who knew someone at a small label,
Mchawk Records. As a result, Dion
went into the recording studio to cut
“The Chosen Few” with a backing
track by a vocal group he never met,
the Timberlanes. Dion describes them
as sounding “counterfeit.” “I told

them, if you really want to hear some
singing, I'll bring some guys down
here.” Dion searched the pool halls,
candy stores and streets of several
Bronx neighborhoods and found
Angelo D’Aleo, Freddie Milano and
Carlo Mastrangelo. who named them-
selves after Belmont Avenue in the
Bronx.

Dion and the Belmonts recorded
two more singles for Mohawk, includ-
ing “Tag Along,” written by Gene
Schwartz. “There was one guy in the
company who thought we sang flat,
and we got into a disagreement,”
Dion recalls. “That’s how Laurie
Records got started.” Schwartz
started the Laurie label and signed
the group. Their first release, “I
Wonder Why,” peaked at 19, and
they had seven more hit records
(including the top three “Where or
When”) before Dion decided to go
solo.

Dion’s higgest hit was “Run-
around Sue,” a song he wrote with
Ernie Maresca, who went on to have
his own hit, “Shout! Shout! (Knack
Yourself Out).” Although Dion mar-
ried a woman named Sue, he
remembers the song being written
about a girl named Roberta. “The
song was put together in a school-
yard. We used to hang out and just
bang on cardboard boxes and get
these riffs going that you could sing
to. That, was one of those things that
worked and I put some words to it.”

The Del Satins were the un-
credited backing vocal group on

Lavkie e RUNaround Slle
DION

“Runaround Sue” and Dion’s next hit,
“The Wanderer.” After four more
hits on Laurie, including “Lovers
Who Wander” and “Little Diane,”
Dion signed with Columbia Records,
where he was influenced by A&R
man John Hammond, Sr., to record
more country, folk and blues songs
like “Ruby Baby,” “Be Careful of
Stones That You Throw” and “Drip
Drop.”

Dion was living in Miami in 1968
when Gene Schwartz at Laurie asked
producer Phil Gernhard to bring him
Dick Holler’'s “Abraham, Martin and
John.” Reluctant at first to record a
song about assassinations, Dion
changed his mind when he saw the
positive message in the song. It went
to number four, but the reunion with
Laurie was brief. They released an
edited version of Dion singing Joni
Mitchell's “Clouds,” and he felt they
had destroyed the meaning of the
song. He signed with Warner Broth-
ers and recorded the critically
acclaimed “Your Own Back Yard,”
which dealt honestly with the drug
addiction he had suffered since being
a teenager, and his kicking the habit.

For years, Dion had been turning
down invitations to appear on oldies
shows, but in 1972 he had a one-
night-only triumphant reunion with
the Belmonts on stage at Madison
Square Garden. In 1975, a Dion
album produced by Phil Spector was
released in Britain only. Dion’s most
recent songs reflect his turn toward
Christianity. His last four gospel
albums, including the 1985 release
Kingdom in the Streets, have
received very favorable reviews from
the secular press.

THE TOP FIVE

Week of October 23, 1961

1 Runaround Sue
Dion

2 Bristol Stomp
Dovells

3 Big Bad John
Jimmy Dean

4 Hit the Road Jack
Ray Charles

5 Sad Movies (Make Me Cry)
Sue Thompson
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JIMMY DEAN

Writer: Jimmy Dean
Producer: Don Law

November 6, 1961
5 weeks

THE 100th number one single of the
rock era was written in an hour-and-
a-half on a plane ride to Nashville by
a man who introduced many future
country stars to the nation on his
weekly television series.

Jimmy Dean was born Seth Ward
on August 10, 1928, in Plainview,
Texas. His mother taught him to play
the piano, and he soon took up the
harmonica and accordion. When he
was 18, he left home to join the Air
Force and was stationed at Bolling
Air Base near Washington, D.C.

Some of the men at the base
worked after hours playing music at a
local nightelub. When the fiddle
player took ill, they asked Dean to sit
in with them and play the accordion
in exchange for a fourth of the tips.
When the fiddle player tried to
return, the band said they wanted to
keep Dean instead.

Once out of the Air Force, Dean
got a job on WARL radio in
Arlington, Virginia playing country
music. That led to work with the
ABC-TV affiliate in Washington and,
in 1958, a job with the CBS radio
network in New York.

Jimmy was also pursuing a
recording career. He released his
first single, “Bumming Around,” in
1953 on the Four Star label. He
signed with Columbia Records in
1957.

In 1961, Jimmy was flying to a
recording session in Nashville with

THE TOP FIVE

Week of N ove‘m{)er i 1261 -

1 Big Bad John
Jimmy Dean

2 Runaround Sue
Dion

3 Bristol Stomp
Dovells

4 Hit the Road Jack
Ray Charles

5 Fool #1
Brenda Lee

only three songs to record. “At that
time, you recorded four sides a ses-
sion,” he recalls. “I had to do

something. I had worked with a guy

in summer stock named John Mentoe.

He was six-foot-five and skinny as a
rail, but he was the only guy in the
troupe taller than me, and I used to
call him Big John. It had a powerful
ring to it. So I put him in a mine and
killed him on a plane going to
Nashville. It took me an hour-and-a-
half to write.” .

Dean thought the “A” side of his
new single would be “I Won't Go
Huntin’ With You Jake, But I'll Go
Chasin’ Women.” He was wrong.
Dise jockeys went for the “B” side,
“Big Bad John.” The song became an
immediate hit, but there was one
slight problem with Columbia
Records.

“Their legal department had not
renewed my contract because I
wasn't selling records,” Jimmy
explains. “A&R didn’t know so they
released this sucker. Well, I didn’t

know it either, but I found out in a
hurry...by the time we got around to
signing another contract with Colum-
bia, it was one of the better ones
they had ever issued.”

Dean had several more hits with
Columbia, including “Cajun Queen,”
which resurrected Big John against
Dean’s better judgment. “I hated
that when I recorded it,” Jimmy
admits. The million-selling “I.0.U.”
in 1976 was a sentimental ode to his
mother, which Jinmy doesn’t sing
since she passed away.

Dean’s major contribution to coun-
try music was his prime time variety
series, which ran for three seasons on
ABC (1963-1966). He introduced acts
like Roger Miller and Roy Clark, and
gave network exposure to Jim Hen-
son’s Muppet hound, Rowlf. Today
Jimmy still performs occassionally,
and has many business interests,
including The Jimmy Dean Meat
Company, which produces pork sau-
sage, and a chain of family-style
restaurants.
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Writers: Brian Holland
Robert Bateman
William Garrett
Georgia Dobbins

Producers: Brian Holland
Robert Bateman

December 11, 1961
1 week

1

P LEASE MR. POSTMAN” took longer
to reach the number one position
than any record that had come
before—but it didn’t matter to Berry
Gordy, Jr., the founder of the
Motown Record Corporation. It was
the first number one single for the
Detroit label and a sure sign to the
world that Motown was here to stay.

In the early 1950s, Gordy was
running a record shop in Detroit that
specialized in jazz. When his business
went bankrupt, he turned to writing
and producing records.

He was going to name his first
label after Debbie Reynolds’ hit song
“Tammy,” but because of copyright
changed it to Tamla. His first act to
chart was The Miracles, and their
“Shop Around” went all the way to
number two.

It was a female quintet from the
Detroit suburb of Inkster that gave
Gordy his first number one single.
They formed a group while attending
Inkster High School, and called them-
selves the Casinyets, a contraction of
“can’t-sing-yet.” In 1961 they entered
the school talent contest, knowing the
winners would get an audition with
Motown. They came in fourth.

ravasios Please Mr. Postman

But their teacher, Mrs. Sharpley,
thought they sounded too good to
lose. She asked the principal if the
girls could go with the top three acts
to the auditions at Motown, and he
agreed. Strongly influenced by The
Chantels and the Shirelles, the Cas-
inyets sang “He’s Gone” and “I Met
Him on a Sundzy” at the audition.
Motown was impressed, but told the
girls to come up with some original
material.

Group member Georgia Dobbins
asked a songwriter friend, William
Garrett, if he had anything for them.
He offered a blues song called
“Please Mr. Postman.” Georgia asked
it she could take the song and work
on it, and overnight wrote completely
new lyrics, saving only the title. She
told the group’s organizer, Gladys
Horton, to learn how to sing it,
because Georgia was dropping out of
the group to take care of her ill
mother.

Gladys’ search for a replacement
led her to Wanda Young, a nursing
student who had already graduated
from Inkster High. She agreed to
join the group, and with Gladys and
Katherine Anderson, Georgeanna
Tillman and Juanita Cowart went
back to Motown to play their new
song for producers Brian Holland and
Robert Bateman.

Holland and Batemnan loved it.
They rehearsed for two weeks and
then recorded it (with 22-year-old
Marvin Gaye playing drums), Berry
re-named the girls The Marvelettes,
and the song began its climb up the
Hot 100. It inched up to 79 and fell to

THE MARVELETTES

81. It surged again. It reached 30 and
fell to 33. Then it jumped to 19 and
began its climb to number one, reach-
ing the apex on Dec. 11, 1961, 15
weeks after it entered the chart.

The Beatles recorded “Please Mr.
Postman” and so did the Carpenters,
[see 390], who took the song to
number one again in January, 1975.
It is one of only six songs to be
number one by different artists.

The Marvelettes had hits with
“Playboy” and “Beechwood 4-5789” in
1962, and enjoyed a resurgence of
popularity when Smokey Robinson
wrote and produced “Don’t Mess
With Bill” and “The Hunter Gets
Captured by the Game” in 1966-67.
Gladys and Wanda had always shared
lead singing duties, with Gladys sing-
ing most of the early hits and Wanda
singing Smokey’s songs.

Juanita quit the group in the early
60s, and Georgeanna left to marry
Billy Gordon of the Contours. On
Jan. 6, 1980, she died after a long
illness. Wanda married Bobby Rogers
of the Miracles and took a brief leave
of absence to give birth to the first of
their three children. Katherine mar-
ried Joe Schaffner, road manager for
the Temptations. In 1968, Gladys
departed after the birth of her first
son, Sammy. She was replaced by
Anne Bogan.

Gladys has attempted to reunite
the group, but Katherine is a Girl
Scout leader and has other priorities.
Wanda prefers to live in Detroit
rather than come to Los Angeles and
start a new career. Still, Gladys is
writing songs and talking to
Motown...s0 who knows, there may
yet be another return of the Mar-
velettes.

THE TOP FIVE

Week of December 11, 1961

1 Please Mr. Postman
Marvelettes

2 Big Bad John
Jimmy Dean

3 Goodbye Cruel World
James Darren

4 The Twist
Chubby Checker
5 Walk On By

Leroy Van Dyke

101
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THE TOKENS

Writers: Hugo Peretti Albert Stanton
Luigi Creatore Paul Campbell
George Weiss Roy Ilene
Producers: Hugo Peretti
Luiyi Creatore
December 18, 1961
3 weeks

IN the summer of 1959, Phil Margo
worked as a piano player at a club in
the Catskills. When he returned
home to Brighton Beach, Brooklyn,
in the fall, he got together with Hank
Medress and Jay Siegal, two friends
who were in a group called Daryl and
the Oxfords, and recorded an instru-
mental track. Though nothing came
of it, they decide to write some songs
together. Working at the Margo
home, Hank learned that Phil’s 12-
year-old brother Mitch was a mean
harmony singer. The first time Hank,
Phil and Mitch sang together was
December 7, 1959, the date the
Tokens came into being.
In July, 1960, Phil
and Hank took a day
off from work and
stayed home with
Mitch to write
“Tonight I Fell

L e
THE TOP FIVE

Week of December 18, 1961
The Lion Sleeps Tonight
Tokens

Please Mr. Postman
Marvelettes

3 Run to Him
Bobby Vee
4 The Twist

Chubby Checker

5 Walk On By
Leroy Van Dyke

in Love.” They asked Jay to join the
group and sing lead on the track, and
when it was finished, signed with
Morty Kraft’s Warwick label. When
Kraft wavered on releasing it, the
group confronted him. He said he
would put it out, but he needed a
group name. “We wanted to call our-
selves ‘Those Guys,’ but that was
unheard of in 1960. It had to be ‘the
somethings,’” says Phil. Hank had
been in a high school group called the
Tokens with Neil Sedaka [see 114—
“Breaking Up Is Hard to Do”], so he
chose to use that name again.

“Tonight I Fell in Love” went to
number 15 on the Hot 100, and the
Tokens went to producers Hugo Per-
etti and Luigi Creatore to get a deal
with RCA Records. They auditioned
with a South African folk song called
“Wimoweh,” which had been sung by
Miriam Makeba in Zulu a decade ear-
lier. The Weavers, an American folk
group, sang the song in their act as
well.

Hugo and Luigi decided to add
new lyrics to the song, and had the
Tokens record it under the title “The
Lion Sleeps Tonight” at their second
RCA recording session in May, 1961.
“We were embarassed by it,” recalls

Phil, “and tried to convince Hugo and
Luigi not to release it. They said it
would be a big record and it was
going out. They released it October
17, 1961

While listening to Murray the K
one day soon after, Phil was sur-
prised to hear him play “Tina,” a
Portugese folk song they had
recorded for the flip side. Someone at
RCA had decided to push “Tina.” It
was Dick Smith, a DJ at WORC in
Worcester, Massachussets, who
played “The Lion Sleeps Tonight”
and started the record on its climb to
number one.

While roaring up the charts on
RCA, the Tokens signed a production
deal with Capitol Records. Over the
next 12 years, members of the
Tokens were responsible for produc-
ing the Chiffons [see 127—“He’s So
Fine”], the Happenings, Tony
Orlando and Dawn [see 287—*“Knock
Three Times”] and Robert John, who
went to number three with a new
version of “The Lion Sleeps Tonight”
in 1972.

In the summer of 1973, Phil,
Mitch and Jay recorded as Cross
Country. They made one album for
Atco and had a top 30 single with an
adult contemporary version of Wilson
Pickett’s “In the Midnight Hour.”
They had little taste left for touring
and performing, and disbanded after
a year.

The Tokens had gone out with a
whimper, gradually dissolving
because of ego problems. The bang
didn’t come until October 3, 1981,
when Phil, Mitch, Jay and Hank were
reunited on stage at Radio City
Music Hall for a final performance as
the Tokens. “It was just the nicest
way to go out,” says Phil, who has
spent the last few years acting and
writing screenplays. “We never had a
proper curtain. Now I can bury that
part of my life.”

After “The Lion Sleeps Tonight”
had a three week run at the top, a
unique event in the rock era took
place. For the first and only time, a
song that had been number one 17
months earlier returned to the
number one position. Thanks to
renewed interest in the popular
dance, Chubby Checker’s “The
Twist,” which had topped the Hot 100
on September 19, 1960 [see 74], went
back to number one for two more
weeks.




1962

Writers: Joey Dee
Henry Glover

Producer: Henry Glover

January 27, 1962
3 weeks

F IFTEEN years before Studio 54
attracted the trendy set, the place to
dance in New York was the Pepper-
mint Lounge on West 45th Street.
The house band was a New Jersey
outfit known as Joey Dee and the
Starliters, and in 1961 they recorded
their own twist song, the “Pepper-
mint Twist.”

ROULETTE 4401 P eppermmt Twist - P art 1

JOEY DEE AND THE STARLITERS

Dee was born Joseph DiNicola on

June 11, 1940 in Passaic, New Jersey.

At Passaic High, he studied the clar-
inet and played in the school band.
His classmates included the Shirelles,
and like them, Dee signed with Flor-
ence Greenberg’s Scepter Records,
for which he recorded four songs (the
Shirelles sang background on one).

Joey put together The Starliters,
who were Carlton Latimor, Willie
Davis, Larry Vernieri and David
Brigati. They played weddings, Bar
Mitzvahs, proms and high school
dances all over northern New Jersey.
One night at a club called Oliveri’s,
an agent from New York offered
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them a job at the Peppermint
Lounge. The club gained worldwide
publicity when some socialites came
in to dance the Twist. The next day,
the newspapers were full of stories
and pictures about the Peppermint
Lounge.

Thanks to the media coverage,
four record labels offered Dee a
recording contract. He chose Rou-
lette Records, because they promised
to speed the release, and Dee knew
timing was crucial before the Twist
craze faded.

Dee starred in two films. First
was Hey, Let's Twist with Gary
Crosby and Teddy Randazzo, and
second was Two T'ickets to Paris with
Charles Nelson Reilly and Kay Med-
ford. A song from the film’s
soundtrack, “What Kind of love Is
This,” written by Johnny Nash [see
322—*“ Can See Clearly Now”], was
a top 20 hit for Dee in 1962.

Joey worked with several soon-to-
be famous acts. A female trio that
was part of his revue at the Pepper-
mint Lounge became the Ronettes.
In 1964, after Dee opened his own
New York club, The Starliter, his
band consisted of Felix Cavaliere,
Gene Cornish and Eddie, the younger
brother of original Starliter David
Brigati. They later became The
Young Rascals [see 197—“Good
Lovin’”]. A year later, when Dee
sold the night club and began tour-
ing, his guitar player was named Jimi
Hendrix.

Today Joey lives in the Bronx,
and with his keyboard player, Joey
Dee, Jr., often appears in “Dick
Clark’s Good OI' Rock ‘n’ Roll”
shows.

THE TOP FIVE

ng of January 27, 1962
1 Peppermint Twist-Part I
Joey Dee & the Starliters

2 The Twist
Chubby Checker

3 I Know
Barbara George

4 Can’t Help Falling in Love
Elvis Presley

5 Norman
Sue Thompson
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GENE CHANDLER
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Writers: Bernice Williams
Eugene Dixon
Earl Edwards

Producer: Carl Davis

February 17, 1962
3 weeks

EUGENE DixoN was born July 6, 1937
on the south side of Chicago, where
he grew up listening to doo-wop
groups like the Spaniels and the El
Dorados. In high school, he per-
formed with a group called the
Gaytones, and they won a talent con-
test at Chicago’s Trianon Ballroom
which resulted in a singing job on a
local radio program. Another neigh-
borhood group, the Dukays, asked
Dixon to be their lead singer and he
appeared with them at local night
clubs.

He left the Dukays to join the
armed forces in 1957, and returned to
the group after a three-year stint.
One night, a woman named Bernice
Williams came to see them perform,
and approached the group about man-
aging them. She took the group to
Bill “Bunky” Sheppard, who signed
them to Nat Records. Williams wrote
“The Girl’s a Devil” and “Night Owl]”
for them, and both songs made the
Hot 100.

Dixon had written a song that
began with “doo doo doo,” going up
the scale. It turned into “duke, duke,
duke” and he added the name of one
of the Dukays, Earl, to come up with
“Duke of Earl,” which was recorded
at the same session as “Night Owl.”
Dixon had been reluctant to record it,
because he wanted strings on the
track and the budget didn’t permit
that extravagance. But the group and
producer Carl Davis liked the song so
much, they insisted on recording it.

Nat Records didn’t like the song,
according to Gene, and released
“Night Owl” instead. Another promi-
nent Chicago label, Vee Jay, owned
the publishing for “Night Owl,” and
their A&R man, Calvin Carter, was
so0 excited about “Duke of Earl” that
he telephoned label president Ewart
Abner in Paris to get the okay to
purchase the recording from Nat.
Abner didn't want to hear the song—
he told Carter that if it was impor-
tant enough to call him in France, it
had to be great.

Small problem. Eugene Dixon was
signed to Nat Records as a member
of the Dukays. But as a selo artist,
he could record for another label, so
Dixon decided to go out on his own.
Davis shortened his first name to
Gene and borrowed a new last name
from his favorite actor, Jeff Chandler.

“Duke of Earl” became the first
million-seller far Vee Jay Records,
and Chandler took on the identity of
the Duke, dressing up in cape, top
hat and monocle for public
appearances and a role in the movie
Don’t Knock the Twist. His follow-up
single, “Walk on With the Duke,” and
The Duke of Eurl album were
released under the name Duke of
Earl instead of Gene Chandler. In the
album’s liner notes, Chandler is only
thanked in fine print for “his talent
and eooperation in behalf of this
a’bum.”

Chandler reverted to his “real”
name for his late 1962 double-sided
hit, “You Threw a Lucky Punch” (an
answer record to Mary Wells’ “You
Beat Me to the Punch”) and “Rain-
bow” (written by Curtis Mayfield).

When Abner left Vee Jay in 1963
and formed Constellation Records,
Chandler went with him and had nine
chart singles. He then recorded for
Brunswick Records and in 1970
moved to Mercury, where he had the
second-biggest hit of his career,
“Groovy Situation.” He also recorded

an album with label-mate Jerry But-
ler for Mercury.

Chandler became a label executive
himself by running Bamboo Records
and forming the Mr. Chand label For
the former, he produced a top 10 sin-
gle, “Backfield in Motion” by Mel and
Tim. In the late 70s, e became
executive vice president of Carl
Davis' Chi-Sound Records, and
recorded a few songs for the label.

Chandler had several hits in Brit-
ain, but “Duke of Earl” was not one
of them. He first charted in the
United Kingdom in 1968 with “Noth-
ing Can Stap Me.” “Duke of Ear™
was a British hit by the Darts, who
took it to number six in the summer
of 1979.

THE TOP FIVE

Week of February 17, 1962
1 Duke of Earl
Gene (Duke of Earl) Chandler
2 Peppermint Twist-Part I
Joey Dee & the Starliters
3 The Twist
Chubby Checker

4 Norman
Sue Thompson

5 The Wanderer
Dion




1962

Whriters: Margaret Cobb
Bruce Channel

Producers: Major Bill Smith
Marvin Montgomery

March 10, 1962
3 weeks

WI’I‘H “Hey! Baby™ at the top of the
American charts and in second place
in Britain, Bruce Channel toured
England in 1962. One of the stops on
the tour was the Castle in New
Brighton, near Liverpool. While
Bruce was busy talking to the press
before the show, his harmonica
player, Delbert McClinton, wandered
over to the dressing room of one of
the acts that was lower on the bill—
the Beatles. McClinton spent about
15 minutes with them, and John Len-
non was particularly impressed with
his distinctive harmonica introduction
to “Hey! Baby.” John asked Delbert
to show him how to play it, and a
year later the Beatles released “Love
Me Do,” with a harmonica solo that
was “inspired” by “Hey! Baby.”
Bruce Channel was born in Jack-
sonville, Texas, on November 28,
1940. His parents worked in a tomato
packing warehouse, and music was a
popular hobby in their home. Bruce’s
father played harmonica and his two
brothers played guitar. A cousin who
came to live with them when Bruce
was four taught him some chords.
The family moved to Dallas during
World War II, when Bruce’s father
became a machinist. When Bruce was
a teenager the family moved 30 miles
away to the more rural setting of
Grapevine in east Texas. His father

THE TOP FIVE

Week of March 10, 1962

1 Hey! Baby
Bruce Channel

2 Duke of Earl
Gene (Duke of Earl) Chandler

3 Midnight in Moscow
Kenny Ball

4 Don’t Break the Heart
That Loves You
Connnie Francis

5 Let Me In
Sensations

presented him with a new Gibson
guitar and said they should go to
Shreveport to see about appearing on
the “Louisiana Hayride” radio show.
They drove 200 miles the following
weekend to get there, and Bruce’s
father asked producer Tillman Franks
to listen to his son. Franks liked
what he heard and asked if Bruce
was prepared to go on the show that
night. He was, and he stayed with
the show for six months.

Bruce’s favorite voeal group at
this time was the Platters, and he
wrote a song he wanted to give to
them, “Dream Girl.” He also collabo-
rated with a woman he knew,
Margaret Cobb, and together they
wrote “Hey! Baby.” Margaret intro-
duced Bruce to her friend Marvin
Montgomery, who suggested they
take their songs to a retired major in
the air foree, a record producer
named Bill Smith in Fort Worth who
had a taste of chart success with
“Peanuts” by Rick and the Keens.

Major Bill wanted to cut an
answer record to Ray Charles’ “Hit
the Road Jack” [see 98], and when
Bruce approached him, he asked the
young singer to record a demo of
“Come Back, Jack.” Then Major Bill
asked Bruce what else he had to re-
cord, and Bruce showed him “Dream
Girl” and “Hey! Baby.” Major Bill
didn’t like the guitar intro on the lat-
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BRUCE CHANNEL

ter, so he asked McClinton to play

harmonica on the track, which was
cut immediately. It took 15 minutes
to record three takes.

Major Bill took the completed
tape to a disc jockey convention in
Nashville, where deals were usually
signed. He cornered an important
record company representative and
asked him to listen to Bruce's tape.
“I was going to play him ‘Dream
Girl,"” but the tape started at the end
of ‘Hey! Baby,’” the Major remem-
bers. The rep was so excited and
wanted to buy it on the spot, but
Major Bill took it and pressed his
own copies on the LeCam label. The
Major sent a copy to Mercury
Records and got no response. When
it started to get airplay on LeCam,
the Major had a phone call from
Irwin Steinberg of Mercury, who
wanted to buy the master for their
Smash Records subsidiary. The
Major asked how much front money
he was willing to pay, and Irwin said
$500. The deal was made, and later
that night the Major had a phone call
from Randy Wood of Dot Records,
who said “Hey! Baby” was hot and he
wanted it. He offered $10,000. The
offer was generous, but a few hours
too late. Major Bill had given his
word to Mercury Records and they
released the song in the closing
weeks of 1961.
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Don’t Break the Heart That Loves You e soss

CONNIE FRANCIS

Writers: Benny Davis
Ted Murray

Producer: Connie Francis

March 31, 1962
1 week

APrER George Franconero told his
daughter to record the 1923 ditty
“Who's Sorry Now” and it became
her first hit, she trusted his opinion.
So when George discovered that long-
time songwriters Benny Davis and
Ted Murray (“Baby Face,” “I'm
Nobody’s Baby” and “There Goes My
Heart”) had written new songs, he
recognized their hit potential and told
his daughter to record “Don’t Break
the Heart That Loves You.” It
became her third number one single.
Connie continued her acting
career while recording songs. She fol-
lowed her first film, Where the Boys
Are, with three other MGM movies:
Follow the Boys, Looking for Love
and When the Boys Meet the Girls.

Looking back on her motion pictures,
Connie is clear that acting will never
replace singing for her.

“If you've ever seen any of my
movies, you know I'm not an
actress....I was amateurish....I just
never cared about (the films)....I used
to keep a book of all the bad reviews
because they were hilarious.” When
producer Allan Carr remade Where
the Boys Are in 1984, he asked Con-
nie to be in it, but she declined after
reading the script.

By 1962, Connie’s audiences con-
sisted of adults as well as teenagers.
While her first few hits established
her popularity with younger people,
it was songs like “Mama” that made
her popular with older audiences. But
the latter half of the sixties was a
difficult time for Connie. Her last sin-
gle to make the top 50 came in 1965,
and since 1969 she hasn’t made the
chart at all.

The most difficult period of all was
still to come. On November 8, 1974,
she was appearing at the Westbury

Music Fair in New York. Shortly
after returning to her second-floor
room at the Howard Johnson’s motel,
Connie'was the victim of a rapist.
The attack made headlines all over
the world, and an emotionally shat-
tered Connie Francis found she
couldn’t sing anymore.

It took six years to recuperate,
but in the fall of 1978, Connie made a
successful comeback on “Dick Clark’s
Live Wednesday,” singing a medley
of her hits. What the audience didn’t
know is that Clark had her pre-tape
the songs so she could lip synch to
them. It was the only way she could
get through the performance.

In March, 1981, another tragedy
struck. Connie’s brother was mur-
dered at his New Jersey home. The
press called it a gangland slaying.

“I really had to pull myself up by
the boot straps for a change,” Connie
says. “I had been wallowing in self-
pity and...fear...for seven years and I
just decided (to go) back to work.”

Connie’s autobiography, Who's
Sorry Now, was published in Sep-
tember, 1984. “After my brother’s
death, I decided that was something
I wanted to do. I set about writing it
with two ghost writers to begin with,
and then I just felt what they wrote
wasn't me, and no one would be able
to tell the story the way I could, so I
decided to write it myself.

“It was very cathartic in many
ways. It helped me analyze my rela-
tionship with my father, which I
really had never done fully before. It
helped me put to bed my fear about
the rape—it helped me to confront
my brother’s death.”

THE TOP FIVE

Week of March 31, 1962

1 Don’t Break the Heart
That Loves You
Connie Francis

2 Hey! Baby
Bruce Channel

3 Johnny Angel
Shelley Fabares

4 Dream Baby
Roy Orbison

5 Midnight in Moscow
Kenny Ball




1962

Writers: Lee Pockriss
Lyn Duddy

Producer: Stu Phillips

April 7, 1962
2 weeks

lN the late 50s-early 60s, one of the
most popular family situation come-
dies was “The Donna Reed Show.”
Anyone who didn’t want to be a part
of the Anderson or Cleaver families
surely wanted to live with the Stones
in Hilldale.

Dr. Alex Stone and his wife
Donna had two children, Mary and
Jeff. After the show’s second season,
producer Tony Owen (Reed’s then-
husband) told the two actors who
played the Stone offspring they
would record songs that would be
written into the series’ third season
seripts, and Colpix, the record arm of
Columbia Pictures, would release
those songs.

Shelley Fabares and Paul
Petersen were not thrilled. “Both
Paul and I said it was a great idea,
but we couldn’t sing. I was adamant.
I'm not a singer. I was a very good,
very sweet little girl who was not
raised to say no, so it took a lot for
me to say I can’t do that.”

Owen wasn't prepared to take no
for an answer. He arranged for Stu
Phillips to make demos for Shelley
and Paul, and Shelley was convinced
hers was so bad the idea would be
dropped. It wasn’t. Shelley recorded
two solo songs, “Johnny Angel” and
“Where's It Going to Get Me.” She
recalls being absolutely terrified dur-

THE TOP FIVE

Week of April 7, 1962

1 Johnny Angel
Shelley Fabares

2 Don’t Break the Heart
That Loves You
Connie Francis

3 Good Luck Charm
Elvis Presley

4 Slow Twistin’
Chubby Checker

5 Dream Baby
Roy Orbison

ing the session. What she remembers
most is the calibre of the musicians
(peaple like Glen Campbell and Hal
Blaine) and the *gorgeous” voices of
her backing vocalists, the Blossoms,
led by Darlene Love [see 119—"“He’s
a Rebel”].

“Johnny Angel” was written into a
seript of “The Donna Reed Show,” as
was Paul Petersen’s song, “She Can’t
Find Her Keys.” Both actors had
several follow-ups; Petersen fared
best with “My Dad,” which went to
number six and Shelley’s only other
hit was “Johnny Loves Me,” which
peaked at 21.

In June, 1964, Shelley married
record producer Lou Adler. She
departed “The Donna Reed Show”
and Paul’s sister, Patti, joined the
show as an adopted, younger
daughter. In 1965, Shelley was the
first artist to release a record on the
new Dunhill label, which was partly
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SHELLEY FABARES

owned by Adler.

After “The Donna Reed Shew,”
Shelley co-starred in three Elvis
movies and Ride the Wild Surf with
Fabian. In 1971, she starred as the
wife of the terminally ill football star
Brian Picolo in TV’s “Brian’s Song.”
She has since starred in five series:
“The Little People” as Brian Keith’s
doctor-daughcer, “The Practice” as
Danny Thomas’s daughter-in-law,
“Forever Fernwooud” as Tom
Hartman's love interest after Mary
left town, “Highcliffe Manor” as
Helen Straight Blacke and “One Day
at a Time,” as Bonnie Franklin’s busi-
ness partner.

She was born Michele Fabares on
January 19, 1944, and her family
called her Shelley. Her aunt Nanette
suggested she spell her last name
Fabray, but she preferred the family
spelling despite problems with pro-
nuneiation (Fah-bear-ay is correct).

I
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(0od Luck Charm s roo:

ELVIS PRESLEY
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Writers: Aaron Schroeder
Wally Gold

Producers: Steve Sholes
Chet Atkins

April 21, 1962
2 weeks

ELVIS PRESLEY had a number one
single every year between 1956 and
1962, the only artist aside from the
Beatles to top the charts for seven
consecutive years (Lionel Richie
duplicated this feat as a writer, with
hits by the Commodores, Kenny
Rogers, Diana Ross and himself).

“Good Luck Charm,” Elvis’ 16th
number one, was one of five songs
recorded on October 15 and 16, 1961,
at RCA’s studios in Nashville. It
went to number one just ten days
after the premiere of Elvis’ ninth
film, Follow That Dream. It was to
be his last number one song until
1969.

The hits didn’t stop coming ‘imme-
diately. He continued to chart in the
top 10, with hits like “She’s Not
You,” “Return to Sender” and

“(You're the) Devil in Disguise.”
After “Bossa Nova Baby” went to
number eight at the end of 1963,
Elvis only had one top ten single in
the next five-and-a half years (“Cry-
ing in the Chapel” went to number
three in 1965).

A majority of the singles released
between 1964-1968 were either from
motion pictures, or were unreleased
tracks from the early 60s.

By 1968, Elvis was considered a
relic of an earlier period. The Beatles
were the top recording act in the
world, the Supremes were the most
successful American group and the
charts were dominated by artists as
diverse as the Monkees, the Doors
and Simon and Garfunkel. A new
Elvis single meant nothing to radio
station music directors; Presley had
very little airplay on his new releases
between 1965-1968.

A one-hour television special on
NBC changed everything. Col. Tom
Parker announced in January, 1968,
that Singer Sewing Machines would
sponsor the special, to be produced
and directed by Steve Binder.

Parker and Binder had different

ideas of how to showcase Elvis. Park-
er envisioned a seasonal program
designed around Christmas songs.
Binder, who was responsible for “The
T.A.M.I. Show,” a videotaped rock
concert featuring everyone from the
Beach Boys to James Brown to the
Rolling Stones, saw it differently. He
felt it was Elvis’ last chance to
rejuvenate his career. He wanted a
one-man show of Elvis performing
live before an audience at the NBC
studios in Burbank. He wanted big
production numbers, with Elvis’
name in lights 20 feet high. And he
didn’t want to end the show with a
traditional Christmas song like Park-
er suggested, he wanted something
with a message that people would
remember long after the telecast.

During the months of pre-
production, Binder won Elvis’ confi-
dence and was able to mount the
special his way. Dressed in a black
leather suit, Elvis performed his
greatest hits—and then some—before
invited audiences inside Studio 4 at
NBC-Burbank on June 29. There
were two performances, one at 6
p.m. and one at 8 p.m., and the final
telecast combined segments from the
two as well as other pre-taped num-
bers. The show closed with “If I Can
Dream,” a song written specifically
by Earl Brown for the closing spot.
The special was telecast December 3
and it did everything for Elvis that
Binder wanted it to. “If I Can
Dream” entered the Hot 100 at
number 100 the week before the tele-
cast. Five days after the airdate, it
was number 40. By February 1, 1969,
it had peaked at 12, the highest-
charting Elvis single in almost four
years.

THE TOP FIVE

- W_eelgf April 21, 1962
1 Good Luck Charm
Elvis Presley

2 Johnny Angel
Shelley Fabares

3 Mashed Potato Time
Dee Dee Sharp

4 Slow Twistin’
Chubby Checker

5 Young World
Rick Nelson




Writers: Luther Dixon
Florence Greenbery

Praducer: Luther Dixon

May 5, 1962
3 weeks

THE SHIRELLES had two very suc-
cessful follow-ups to their first
number one single [see 83—"Will You
Love Me Tomorrow”]. Florence
Greenberg, owner of Scepter
Records, still believed in their 1959
song “Dedicated to the One I Love”
and re-released it. This time it sur-
passed its original chart peak of 83
and soared to number three. It
remains a classic to this day, and was
given a totally different arrangement
by the Mamas and Papas in early
1967 (they bested the Shirelles by
taking the song to number two).

Then came “Mama Said,” which
went to number four and was used in
1984 i & commercial for Mercury's
Topaz automobile. The next single,
“A Thing of the Past” only went to
41, but remains Shirley’s favorite
Skirelles song.

In late 1961 Luther Dixon found a
Burt Bacharach-Hal David song
called “I’ll Cherish You” that he liked
for the Shirelles, but he asked Bach-
arach for new lyries. The song
became “Baby It's You,” and it was
recorded so quickly that Shirley sim-
ply added her vocals to Bacharach's

1962

instrumental demo. The other
Shirelles were not at the recording
session, and the male backing vocal
heard on the track is Bacharach. The
song peaked at number eight.

Their next single was recorded
when they had five minutes of studio
time left at the end of a session.
Dixon and Greenberg wrote a song
on the spot and the group recorded it
in one take. The song was “Soldier
Boy,” and it not only went to number
one, it surpassed “Will You Love Me
Tomorrow” to become their biggest
seller.

Scepter Records flourished,
thanks to the Shirelles, and added a
subsidiary label, Wand. The artist
roster expanded to include Dionne
Warwick, Chuck Jackson, Maxine
Brown and the Isley Brothers.
Despite this success, Dixon decided
to leave the company for Capitol
Records.

The Shirelles only had one top 10
hit, “Foolish Little Girl,” after
Dixon’s departure. With Dixon gone
and the onslaught of British artists in
1964, The Shirelles’ hit-making days
were over. The Beatles covered two
Shirelles songs, “Baby It’s You” and
“Boys,” and Manfred Mann had a hit
with their “Sha La La,” but that was
of little help to the Shirelles.

When they turned 21, they
expected to receive trust fund money
from Scepter. They didn’t, and law-
suits ensued for several years, with
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THE SHIRELLES
the girls prevented from recording
for any other label. When all was set-
tled in 1967, the group recorded
“Last Minute Miracle” for Scepter,
but it was not a hit, and it marked
the end of their association with the
label.

Doris (now Mrs. Doris Jackson)
took a temporary retirement in 1968,
reducing the group to a trio. As
Shirley and the Shirelles, they had a
brief, unsuccessful stint with Bell
Records. Shirley (now Mrs. Shirley
Alston), Micki and Beverly then
recorded two albums for RCA.

Shirley left in 1975 to pursue a
solo career. The group had signed a
contract in 1961 which stipulated that
any group member who left could not
use the name Shirelles. So when
Shirley billed herself as Shirley of the
Shirelles, the other group members
sued her. The judge permitted her to
bill herself as the “former lead singer
of the Shirelles.”

Doris re-joined, and with Micki
and Beverly continued to perform all
over the country in concert. In a 1980
interview with Wayne Jones in Gold-
mine, Micki said, “We were four
young ladies who respected and loved
each other. We were the only family
we had for a long, long time. So,
there is nothing I would really
change other than I wish the four
originals were still together.”

On June 10, 1982, following a per-
formance in Atlanta, Micki Harris
was going out to dinner with Doris
and Beverly when she collapsed and
died of a massive heart attack. The
funeral was in Atlanta and a service
was held for the family in Passaie,
New Jersey.

THE TOP FIVE

Week of May 5, 1962
1 Soldier Boy
Shirelles

2 Mashed Potato Time
Dee Dee Sharp

3 Johnny Angel
Shelley Fabares

4 Stranger on the Shore
Mr. Acker Bilk

5 Good Luck Charm
Elvis Presley
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MR. ACKER BILK

Stra.nger on the Shore rcoe

Writer: Acker Bilk
Producer: Dennis Preston

May 26, 1962
1 week

TWEN'I'Y months before The Beatles
invaded the United States and
opened the floodgates for British acts
to monopolize U.S. radio playlists and
sales charts, a jazz clarinetist from
Somerset, England became the first
British artist to go to number one in
America.

One hundred and fifteen British
singles have hit the top spot on Bill-
board’s weekly chart, but before the
Beatles, Herman’s Hermits, the Roll-
ing Stones, Lulu, Elton John, the
Police, Culture Club and Wham there
was Mr. Acker Bilk and “Stranger on
the Shore,” the first British number
one in the States.

A number of British artists who
were very popular at home were hav-
ing minor success in America. Cliff
Richard, who has had 10 number one
songs in England (third only to The
Beatles and The Rolling Stones),
made the American top 30 in 1959
with “Living Doll,” and had five more
minor chart hits until finally breaking
through in 1976 with “Devil Woman.”

Actor/singer Anthony Newley
managed to hit the lower regions of
the chart four times between 1960-62,
and Lonnie Donnegan, a skiffle band
singer from Scotland, had two
impressive top 5 hits with “Rock
Island Line” (1956) and “Does Your
Chewing Gum Lose Its Flavor (On
the Bedpost Over Night)” (1961).
Marty Wilde, Helen Shapiro, Frank
Ifield and Matt Monro also made

THE TOP FIVE

Week of May 26, 1962

1 Stranger on the Shore
Mr. Acker Bilk

2 Soldier Boy
Shirelles

3 Mashed Potato Time
Dee Dee Sharp

4 1 Can’t Stop Loving You
Ray Charles

5 Old Rivers
Walter Brennan

minor breakthroughs in America
before the Beatles. but many artists,
including Billy Fury, John Leyton,
Eden Kane and Susan Maughan did
not.

Considering the heavier rack
sound of most of the 115 British hits
that followed it, “Stranger on the
Shore” is an unlikely cortender for
the title of “Farerunner of the British
Invasion.” But it’s adult contempo-
rary sound made if a perfect song to
top the American chart in 1962.

The song was written and
recorded by Bilk for an album com-
missioned by Atco Records cailed
Sentimental Journey. It was origi-
nally titled “Jenny,” after one of
Bilk’s children. The BBC wanted Bilk
to play the title tune for a new chil-
dren’s TV series, “Stranger on the
Shore,” so “Jerny” was renamed and
became the main theme for the pro-
gram.

Released as a single in the United
Kingdom, it did very well—peaking
at number two. It fared even better
in the States, although it did not give
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Bilk a long-lasting American career.
It is the only one of his four U.S.
singles to penetrate the top 50.

Bilk was born January 28, 1929 as
Bernard Stanley Bilk (his nickname
Acker is rural slang for “mate”™). His
father was a preacher and his mother
played the organ in church. In 1947,
he fell asleep while on guard duty in
Egypt and was sentenced to prison
for three months. While incarcerated,
he learned to play the clarinet. He
formed a group, the Paramount Jazz
Band, in 1958, and three years later
starred on the “BBC Beat Show.” He
was easily recognized by his bowler
hat.

It's appropriate that the British
band Squeeze paid homage to Brit-
ain’s first American chart-topper with
a track on their 1982 album, Sweets
Jfrom a Stranger. It was one of the
rare times that the title of @« number
one song was totally (and deliber-
ately) incorporated into another song.
Side one, track four of the album is
called “Stranger Than the Stranger
on the Shore.”
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Writer: Don Gibson
Producer: Sid Feller

June 2, 1962
5 weeks

PRODUCER Sid Feller wasn’t sure
what Ray Charles was up to when he
called and asked to hear the greatest
country songs from the past 20 years.
But Feller gathered material and nar-
rowed the field down to 150 songs,
which he forwarded to Ray.

One of those songs had been com-
posed and recorded by Don Gibson in
1958. It had been written in a house
trailer in Knoxville, Tennessee on a
hot afternoon. Gibson had no air con-

ABCPARAMOUNT 10530 | Ca.n’t Stﬂp LOVlng You

ditioning—he also didn’t have a
microphone stand, so he fixed up a
wire coat hanger. First he wrote “Oh
Lonesome Me” (which became a top
10 song) and then he started writing
a ballad without a title. The lyrie “I
can't stop lovin’ you” stood out, so
that’s what Gibson called it. He had
intended to give “Oh Lonesome Me”
to George Jones and keep “I Can’t
Stop Loving You” for himself, but his
publisher felt Gibson should record
them both.

The same lyric stood out to Ray
Charles four years later. After he
heard the first two lines, Ray says he
didn’t have to hear the rest. He knew
he would include the song on his
album Modern Sounds in Country
and Western Music.

RAY CHARLES
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In a 1973 interview with Ben-
Fong Torres for Rolling Stone,
Charles said: “...with ABC we had
people saying, ‘Hey man, gee whiz,
Ray, you got all these fans, you can’t
do no country-western things. Your
fans—you gonna lose all your fans.’
Well, I said, ‘...I'll do it anyway."...]
didn’t want to be a Charlie
Pride...I'm not saying there’s any-
thing wrong with that. I'm just
saying that was not my intent. I
didn't want to be a country-western
singer. I just wanted to take country-
western songs. When I sing ‘I Can’t
Stop Loving You,” I'm not singing it
country-western. I'm singing it like
me.”

In fact, Larry Newton, an ABC-
Paramount Records executive, has
been quoted as saying, “When he
wanted to record his first country and
western album, we said to him, ‘don’t
do it.” Even when the distributors got
it, they said, ‘what is this? A joke?””

The distributors may have
thought the album was a joke, but it
sold more than a million copies and
became the first gold album ABC-
Paramount had ever released. It was
so popular that Charles recorded
Modern Sounds in Country and
Western Music, Vol. 2.

In 1983, Charles signed with CBS
Records in Nashville and recorded a
country album, Wish You Were Here
Tonight. He told Billboard’s Kip
Kirby that the LP “encompasses tra-
ditional country, and I've never really
done that before. In the 60s, I did a
lot of country songs, but I always
made them sound contemporary. I'd
add strings, give them a pop feel, so
that way I got a lot of people into
country for the first time.”

THE TOP FIVE

Week of June 2, 1962
1 I Can’t Stop Loving You
Ray Charles

2 Stranger on the Shore
Mr. Acker Bilk

3 Soldier Boy
Shirelles

4 Lovers Who Wander
Dion

5 Mashed Potato Time
Dee Dee Sharp




1962

The Stripper sov s

DAVID ROSE AND HIS ORCHESTRA

Writer: David Rose
Producer: Jesse Kaye

July 7, 1962
1 week

DAVID ROSE was scoring a television
show called “Burlesque” in 1958, star-
ring Dan Dailey and Joan Blondell.
Just before going on the air with a
live broadcast, the producer sug-
gested that a scene where the two
stars argued behind a closed dressing
room coor needed something going on
in the background. Rose said there
should be a stripper on stage, as it
was a burlesque house. “So I wrote
eight measures of strip music and for-
got about it,” Rose explains.

Soon after, Rose was in the
recording studio to make a string
album. He had hired a brass section,

Week of July 7, 1962

The Stripper
2 David Rose & His Orchestra

2 Roses are Red
Bobby Vinton

I Can’t Stop Loving You
Ray Charles

4 Palisades Park
Freddy Cannon

5 It Keeps Right on A-Hurtin’
Johnny Tillotson

too, and at the end of recording, with
ten minutes of studio time remaining,
he had the musicians play “a funny
piece of music with no title.” He told
them to elown around with it, and he
had a recording made of it for each
person in the orchestra to take home
and show their family the beautiful
“string album” they had been work-
ing on.

“It was all tongue-in-cheek, and 1
kept it at home and used to play it
for people,” Rose remembers.
Friends said he should record and
release it, but MGM Records said no.
Label executives felt Rose was
known for strings and could never
release anything “as terrible as that.”

Four years later, Rose was asked
by MGM to quickly record a new ver-
sion of the song “Ebb Tide” to help
promote the MGM film Sweet Bird of
Youth, starring Paul Newman and
Geraldine Page. Rose recorded the
song so fast there was no time to do
a second track for the “B” side, so
someone at MGM pulled an obscure,
unreleased cut from the master files
and scheduled it for the flip.

“Ebb Tide” may have been a
pretty song, but Los Angeles disc
jockey Robert Q. Lewis thought it
would be funnier to play the other

side. He thought it
was so funny, that
he played it over
and over for 45

minutes. “Whoever would call and
request a number, he said, ‘coming
right up’ and instead of their request
he would play this,” says Rose.

That stunt helped make “The
Stripper” the number one song in Los
Angeles even before it debuted on
the national chart. Rose still per-
forms the song today at his many
concerts around the world. “I played
it in London at the Albert Hall. It
had no place at all, but they yelled
out for it, so I played it but I apolo-
gized to the Albert Hall.”

Rose was born in London on June
15, 1910, and his family moved to Chi-
cago when he was seven (Rose later
became an American citizen). Rose’s
parents made him study the piano
when he was a child. He joined his
high school’s dance orchestra and
attended the Chicago College of
Music, although he considers himself
to be self-taught. He went to work
for NBC Radio in Chicago as a
pianist and arranger. In 1938, he
formed an orchestra for the Mutual
Broadcasting System in Hollywood,
but at the last moment the orchestra
was cut. He was left with only a
string section. He decided he'd better
learn to write for strings, and in
1944, recorded his first million-selling
record, “Holiday for Strings.”

In the 1950s Rose became a pro-
lific composer of television theme
songs, and at one time there were 22
series on the air with his music. He
won Emmys for the music he wrote
for the 1958 special “An Evening
With Fred Astaire” and for
“Bonanza.”

Michael Landon asked him to be
the musical director for “Little House
on the Prairie” and a 1975 episode of
that program marked Rose’s 1000th
television score. In 1984, Landon
asked Rose to write the music for the
“Highway to Heaven” series.

With all his musical success, there
is one thing that could make Rose
abandon his present career—his
passion for trains. He received a toy
locomotive at age seven that inspired
this life-long love. His home in Cal-
ifornia’s San Fernando Valley has a
thousand feet of track and 10 loco-
motives that burn coal and are
capable of transporting 20-30 people.
Sharp-eyed viewers would have spot-
ted Rose playing a train engineer in a
1981 episode of “Little House on the
Prairie.”
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Whriters: Paul Evans
Al Byron

Producer: Bob Morgan

July 14, 1962
4 weeks

BOBBY VINTON (born April 16, 1935
in Canonsburg. Pennsylvania) wanted
to be a big band leader, like his
father. He formed his own band in
high school and while attending
Duquesne University played at local
dances and nightclubs. In the Army,
he played trumpet in a military band
and after leaving the service,
appeared with a new band in an NBC
variety show. In 1960, a Pittsburgh
disc jockey named Dick Lawrence
told Bobby that End Records was
interested in him, and recorded Vin-
ton singing “I Love You the Way
You Are.” Lawrence liked it so much

sricesos ROSES Are Red (My LOVG)

he took it to CBS instead, and the
label, not wishing to oifend an impor-
tant DJ, signed Bobby to their
subsidiary, Epic Records.

“They werer’t really interested in
my songs ar me,” says Bobby. “They
just signed me and Lawrence held on
to the tape.” Bobby did recora two
albums of big bard music for Epic,
but they failed to sell. At a meeting
with label executives, Bobby was told
he was being dropped from the label.
“I said ‘no, no, you owe me two more
sides,” and the lawyers looked at each
other and they szid, ‘Excuse us, we
have to go to the ether room to dis-
cuss something.’

“They were figuring out how to
get rid of me. I saw a pile of records
that said ‘reject pile,” and they still
weren’t back. I naticed the record
player was turning, so I started to
listen to some of the records they
were throwing out and all of a sudden

|
I heard, ‘Roses are red, my love, vio-
lets are blue.’

“When they came back, they said
the band just wasn’t making it. I
said, ‘I can sing a little, and there’s a
song you're throwing away that
really sounds like something I would
hear on the radio.” They did owe
Bobby another session, and agreed to
let him cut two more songs, including
“Roses Are Red.”

Bobby recorded it as an R&B
song. “It was the worst sounding
thing you ever heard in your life,” he
remembers. “I'm not really a country
singer, but I said we should do it
country, and on the strength of the
song I got a second shot at ‘Roses
Are Red.”” Epic agreed to another
recording session and brought in new
arrangements, strings and a vocal
choir.

The single went to number one,
the first for the Epic label. When the
record sold a million copies, Bob Mor-
gan became the first record producer
to officially receive a gold record for
acknowledgment of his contribution.

Bobby was hoping for another
number one single with the follow-up,
“Rain Rain Go Away,” but hadn’t
counted on his old friend, Dick Law-
rence. After the success of “Roses
Are Red,” Lawrence sold “I Love
You the Way You Are” to a smaller
label, Diamond Records, which
released it to compete with “Rain
Rain Go Away.” Vinton found himself
calling DJs around the country and
asking them not to play his older rec-
ord so his newer single would chart
higher. “Rain Rain Go Away” peaked
at 12, but there would be more
number one singles for Vinton.

BOBBY VINTON

THE TOP FIVE

Week %]u[y II;LIﬁQ B
1 Roses are Red
Bobby Vinton

2 The Stripper
David Rose & His Orchestra

3 I Can’t Stop Loving You
Ray Charles

4 The Wah-Watusi
Orions

5 Sealed With a Kiss
Brian Hyland




Breakmg Up Is Hard to Do <exsos

NEIL SEDAKA

Writers: Neil Sedaka
Howard Greenfield

Producers: Al Nevins
Don Kirshner

August 11, 1962
2 weeks

WHO would have guessed that
“Comma, comma, down-doo-be-doo-
down down,” would be one of the
immortal phrases of rock and roll?

Probably not Mac and Eleanor
Sedaka’s neighbor, Mrs. Greenfield,
who heard 13-year old Neil play piano
in the lobby of the Kenmore Lake
Hotel in Livingston Manor, New
York. He had started to study the
piano at age nine, and three years
later was accepted as a student at the
Juilliard Preparatory Division for
Children. Mrs. Greenfield suggested
that Neil collaborate on a song with
her son, a 16-year-old poet named
Howie.

Neil said he didn’t know how to
write songs, but Mrs. Greenfield had
Howie knock on the Sedakas’ door
the next week anyway. After a few
days, they had come up with their
first composition: “My Life’s Devo-
tion.” It was not a classic, but it had
enough merit for Neil and Howie to
continue writing together,

In 1952, Neil and his high school
girlfriend Carol Klein (later to
become Carole King) [see 294—“It’s
Too Late / I Feel the Earth Move”]
heard a song on a pizza parlor
Jjukebox. It was the Penguing’ “Earth
Angel,” and it led Neil to suggest to
Howie they write a rock and roll
song. Howie was more into Lorenz
Hart than doo-wop, but he went
along with Neil and they wrote “Mr.
Moon.” Neil sang it at a high school
talent show and describes the reac-
tion in his biography, Laughter in the
Rain:

“As I finished, the crowd went
wild—the students exploded into
something resembling a large-scale
riot....For a few moments the sissy
was a hero.”

About a year after that, Neil
teamed up with some high school
friends to form a vocal group—the
Tokens. They had a local New York
hit, “I Love My Baby,” before going
their separate ways [see 102—“The
Lion Sleeps Tonight”].

In his senior year, Neil won a
piano competition judged by Arthur
Rubinstein. Afier graduation, torn
between classical and rock music, he
enrolled at Juilliard. Still, he contin-
ued to write with Howard Greenfield,
and they had several songs recorded
by R&B singers, ircluding Clyde
McPhatter, Lavern Baker and the
Clovers.

In 1958, Sedaka and Greenfield
wrote a song called “Stupid Cupid.”
After being rejected by Hill and
Range Music, they ran into song-
writers Doc Pomus and Mort
Shuman. They suggested Sedaka and
Greenfield try a new publishing com-
pany, Aldon Music, owned by Al
Nevins (a former member of the
Three Suns) and a young man named
Don Kirshner. Nevins and Kirshner
were impressed enough to sign the
two new songwriters to exclusive
contracts.

Connie Francis [see 69—“Every-
body’s Somebody’s Fool”] was hot on
the charts with her first hit, “Who's
Sorry Now,” and Kirshner convinced
her to listen to some Sedaka-
Greenfield songs. Neil and Howie vis-
ited her New Jersey home and played
some ballads, but she seemed disin-
terested. In desperation, Neil played
a song already promised to the Shep-
pard Sisters. Connie loved it, said
she would record it and asked Neil to
play piano on the track—*“Stupid
Cupid.”

The song peaked at number 14 on
Billboard’s Hot 100, but songwriting
was not enough for Neil. He wanted
to record his own material. He was
unhappy with how Little Anthony
and the Imperials recorded his song
“The Diary,” and Nevins suggested
they take the song to RCA with Neil
as the vocalist. Within a few days of
meeting Steve Sholes, the same man
who signed Elvis Presley to RCA,
Neil was in a recording studio. “The
Diary” matched “Stupid Cupid” by
peaking at number 14,

Nine more chart singles followed,
including “Oh! Carol” (written for
Carol Klein), “Calendar Girl” and
“Happy Birthday, Sweet Sixteen.”
Then Neil heard “It Will Stand,” a
paean to rock and roll by The Show-
men. It inspired him to write a song
that he says felt predestined. He
came up with a title and brought it to
Greenfield, who was not excited. A
week later, Neil tried again and got a
better reception. A recording session
was arranged for “Breaking Up Is
Hard to Do.”

The night before, Neil couldn’t
sleep. He felt something was missing
from the song. Then he suddenly had
the missing part. He telephoned his
arranger, Allan Lorber, at 12:30 in
the morning to sing the newly dis-
covered line: “Down-doo-be-doo-
down-down, comma, comma...”

Neil was in England playing at
the London Palladium when the song
was released. His wife, Leba, sent
him telegrams to inform him of the
song’s sales and chart progress. Then
came a final cable, telling him the
song had gone all the way to number
one.

THE TOP FIVE

Week of August 11, 1962

1 Breaking Up is Hard to Do
Neil Sedaka

2 Roses are Red
Bobby Vinton

3 The Wah-Watusi
Orions

4 Loco-Motion
Little Eva

5 Ahab the Arab
Ray Stevens




Writers: Gerry Goffin
Carole King

Producer: Gerry Goffin

Aungust 25, 1962
1 week

ONE of the pepular inyths of rock
and roll is that Carole King and
Gerry Goffin came hame one day and
found their babysitter, Eva, pushing
a broom around the kitchen singing
“The Loca-Motion.”

“The fact of the matter is we
knew she could sing when she came
to work far us, and it was just a
matter of time before we were gaing
to have her sing on some of our
demos,” Carole explaing in her “One
to One” video.

Little Eva was born Eva Nar-
cissus Boyd on June 29, 1945. in
Belhaven, North Carolina. She
moved to Brooklyn, New York and
met a former IBM employee, Earl-
Jean McCree, who was warking with
ker friends Dorothy Jones and Mar-
garet Ross as background singers for
many of the top artists of the day,
including Nei: Sedaka, Tony Orlando,
Mel Torme and most of the artists
who worked with songwriters Goffin
and King.

Gerry and Carole were churning
out hits for Aldon Music, the publish-
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ing firm owned by Al Nevins and Don
Kirshner. Goffin and King had given
birth ta their first daughter, Louise,
in 1960, and now they were taking
her to recording sessions where she
wouid sit in a playpen and rock and
roll while her parents worked (it
must have rubbed off—Louise is still
rock and roll'ng. She’s recorded three
albums so far). Realizing they needed
a full-time babysitter, they asked
their background singers if they had
any friends who might like the job.
Earl-Jean recommended her friend,
Eva Boyd.

When Gerry and Carole wrote
“The Loco-Motion,” they asked Eva
to sing on the dema, but not with the
intent of releasing a record by her.
The song was pitchad to Dee Dee
Sharp, who had just had scored with
another danee song, “Mashed Potato
Time.” Her producers at Cameo
Records turned “The Loco-Motion”
down, but Kirshner liked Eva’s sing-
ing enough to release her version. It
was the very first single on
Kirshner's new label, Dimension
Records.

Gerry produced the session and
Carole did all the arrangements. She
also sang backing vocals along with
Dorothy, Margaret and Earl-Jean,
who had been responsible for Eva's
$35 a week job as the Goffin-King
babysitter. Soan, the entire country

DIMENSION 1000 The LOCO-MOﬁOﬂ
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LITTLE EVA

was dancing the loco-motion. They
certainly weren't doing it before the
record came out. “There never was a
dance called the loco-motion until
after it was a number one hit rec-
ord,” says Carole. “Everyone said,
‘how does this dance go,’ so Little
Eva had to make up a dance.”

Little Eva’s chart career was
short-lived. Her next single, another
Goffin-King production, was called
“Keep Your Hands Off My Baby” and
peaked at 12. “Let’s Turkey Trot” did
not inspire a national dance craze but
did go to number 20. She recorded a
duet with Big Dee Irwin, the stand-
ard “Swingin’ on a Star,” that made
the Top 40 in early 1963. Her final
chart single was “Old Smokey Loco-
motion” in June, '63. A few more
Dimension singles like “What 1 Gotta
Do” followed, and in later years Eva
recorded for the Amy and Spring
labels. Her sister, Idalia Boyd, had
one release on Dimension, “Hula
Hoopin’,” that failed to chart.

After the international success of
“The Loco-Motion,” Little Eva’s
backing group, the Cookies, recorded
their own songs under Goffin and
King’s supervision. Their first hit,
“Chains,” went to number 17 and was
later recorded by the Beatles, who
admitted being influenced by Gerry
and Carole’s songwriting. The follow-
up, “Don’t Say Nothin’ Bad (About My
Baby)” went to number seven in the
spring of 63.

“The Loco-Motion” was recorded by
the group least likely to sing it, Grand
Funk, in early 1974. Incredibly
enough, it also went to number one
[see 364], making it one of only six
songs to go to number one by two
different artists.

THE TOP FIVE

~ Week of August 25, 1962

1 Loco-Motion
Little Eva

2 Breaking Up is Hard to Do
Neil Sedaka

3 Things
Bobby Darin

4 You Don’t Know Me
Ray Charles

5 Sheila
Tommy Roe
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Sheila ABC-PARAMOUNT 10329
TOMMY ROE

Writer. Tommy Roe
Producer: Felton Jarvis

September 1, 1962
2 weeks

THOMAS Davip ROE was born in
Atlanta, Ga. on May 9, 1942. Among
his boyhood friends were Joe South,
Billy Joe Royal, Mac Davis and Ray
Stevens. With fellow students at
Brown High School, Tommy formed a
band, the Satins, and played frater-
nity parties at the University of
Georgia and Georgia Tech. When he
was 16, he signed a two-year contract

with a local southern company, Judd
Records. In 1960 the label released a
song called “Sheila” that Roe had
written when he was only 14. Unfor-
tunately, the label didn’t have the
resources to pull off a national hit.

While in the 11th and 12th grades,
Tommy and his band played sock
hops for a prominent Atlanta dise
jockey, Paul Drew (the man who
would become the influential chief
programmer for the RKO radio chain
in the late 60s). Drew introduced
Tommy to Felton Jarvis, who liked
Tommy’s singing and signed him to
ABC-Paramount Records.

Tommy played some of the songs

he had written, and Jarvis liked the
Buddy Holly-influenced “Sheila.” Jar-
vis produced the session (with Jerry
Reed on guitar), and, two years after
it was a single on Judd, it was
released on ABC-Paramount.

Meanwhile, Tommy had graduated
from Brown High, and was earning
$70 a week soldering wires for Gen-
eral Electric. He was still employed
by G.E. when “Sheila” went into
Billboard’s top 10. He had a call from
ABC-Paramount executives, asking
him to go on the road to promote
“Sheila.” Tommy said he couldn’t give
up his seniority, a chance for promo-
tion and $70 a week. ABC advanced
him $5,000 and Tommy hit the road.

“Sheila” went to number three on
the British charts, so Tommy toured
the United Kingdom. One of the sup-
porting acts was the Beatles. On the
flight home, Tommy was inspired to
write “Everybody,” which hit the
American top 10 in late 1963,

Then Tommy joined the army,
and was inactive while the Beatles
and other British groups held Ameri-
can artists at bay. By the time he
returned to civilian life in 1966, he
was ready for another top 10 hit.

That was “Sweet Pea,” a song
Tommy says many people assume has
hidden meaning. One radio station
even ran a contest to have their lis-
teners guess what the song was
about, but Tommy says it’s just a
basic little story. His next single,
“Hooray for Hazel,” went even
higher, peaking at number six.

Then, in the later 1960s, bub-
blegum music took over the charts,
and Tommy was due for another
number one song.

THE TOP FIVE

Week of September 1, 1962
1 Sheila
Tommy Roe

2 Loco-Motion
Little Eva

3 Breaking Up is Hard to Do
Neil Sedaka

4 You Don’t Know Me
Ray Charles

5 Party Lights
Claudine Clark




Writer: Bob Gaudio
Producer: Bob Crewe

September 15, 1962
5 weeks

TO many, “Sherry” seemed like an
overnight success for the Four Sea-
sons. In four short weeks the group’s
chart debut climbed to the tap of the
Hot 100, makirg an impressive leap
from 11 to one. In truth, lead singer
Frankie Valli had been working for
10 years before “Sherry” became a
hit, and he formec the nuclens of the
Four Seasons as early as 1955.

Valli, born Francis Castelluccio on
May 3, 1937, started working clubs in
kis native Newark, New Jersey in
1952. A year later he released his
first solo single, “My Mother’s Eyes,”
under the name Frankie Valley. Two
years after that he joined with three
members of the Variety Trio—Nick
and Tommy DeVito and Hank
Majewski—and farmed the Vari-
atones. A year kter, they changed
their name to the Four Lovers and
hit the charts with “You're the Apple
of My Eye,” a song they performed
on Ed Sullivan’s show.

Subsequent releases did not chart.
Valli recorded a solo effort in 1958
titled “I Go Ape,” significant because
it introduced him to the songwriter,
Bob Crewe. who would become the
Four Seasons’ producer and eo-
writer. That same year, another New
Jersey group, the Royal Teens, had a
top three hit with “Short Shorts.”
Both groups appeared on a Baltimore
TV show the same day, and that’s
how Valli raet Royal Teen Bab
Gaudio.

“We both happened to be from
New Jersey, so we struck up a eon-
versation,” Gaudio remembers. “We
didn’t see each other for a ccuple of
vears. I departed the Royal Teens
and took a job in a printing factory as
a compositor. I got real nervous,
because some people lost a few fin-
gers, so I left. A mutual friend of a
friend mentioned the Four Lovers
were looking for a keyboard player,
so I auditioned and started working
with them.”

DeVito was replaced by Charles
Calello who was replaced by Gaudio;
Majewski was replaced by Hugh Gar-
rity who was replaced by Nick Massi.
The Four Seasons line-up that would
record “Sherry” was in place by 1961,

VEE JAY 456 ShelTy
THE FOUR SEASONS

The group had been recording singles
under a wide variety of pseudonyms
and singing backing vocals for pro-
ducer Crewe (for artists like Bobby
Darin, Freddy Cannon and Danny
and the Juniors).

An audition for a lounge in a New
Jersey bowling alley didn’t get them
a job, but resulted in an important
change. “We figured we’ll come out of
this with something,” Gaudio says,
“so we took the name of the bowling
alley. It was called the Four Sea-
sons.”

The first single released under the
new name was “Bermuda” on George
Goldner’s Gone Records in 1961. It
failed to chart, but the group signed
with the Chicago-based Vee Jay
label, and their fortunes turned.

“Some songs come quickly and
some songs take forever,” Gaudio
explains. “‘Sherry’ was a quickie. It
took 15 minutes. I was ready to leave
for a rehearsal we were having, and I
sat at the piano and it just came out.
Not having a tape recorder in those
days, the only way I could remember
it was to put a quiek lyric to it and
remember the melody and the words
together. I drove down to rehearsal
humming it, trying to keep it in my
mind. I had no intention of keeping
the lyrics. To my surprise, everybody
liked the lyries so we didn’t change
anything.”

Gaudio also recalls the first time
he heard “Sherry” on the radio: “I
was driving on the Westside High-
way (in Manhattan) and I had to pull
off the road. It was kind of a shock.
At first I didn’t associate it with our
record. The first ten seconds just
sounded interesting, then the bell
rang!”’

THE TOP FIVE

Week of September 15, 1962

1 Sherry
Four Seasons

2 Sheila
Tommy Roe

3 Ramblin’ Rose
Nat King Cole

4 Loco-Motion
Little Eva

5 Green Onions
Booker T & the MG's




1962
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BOBBY ‘BORIS’ PICKETT AND THE CRYPT-KICKERS

Whriters: Bobby Pickett
Leonard Capizzi

Producer: Gary S. Pazxton

October 20, 1962
2 weeks

BOBBY PICKETT was a big Elvis
Presley fan, so he was delighted when
a friend of his who knew Elvis told
him that the King had heard his hit
single, “Monster Mash.” Bobby asked
his friend Melody what Elvis thought
of his novelty song. “Well, he hates
your record, Bobby,” she told him.
“He thinks it’s the stupidest thing he
ever heard.” Bobby could only sputter,
“Whoever liked Elvis anyway?!” Look-
ing back on it, Bobby reconsiders. “I
don’t think he knew who Boris Karloff
was, to tell the truth”

Bobby, born February 11, 1938, in
Somerville, Massachusetts, first
learned about Boris Karloff when he
saw the actor’ films. As a child,
Bobby went to the movies a lot—his
father managed a movie theater. In
high school, Bobby was a jock.

After a stint in Korea as part of the
Signal Corps, Bobby went home to
Somerville. “I would enter these tal-

ent contests. I did this shtick about
Boris Karloff . . . and every time I'd
do it, I'd win” Bobby stayed in Somer-
ville for a year before moving to
Hollywood to pursue an acting career.
Soon after, his friend Lenny Capizzi
also moved to California with three
other Italian boys from Somerville.
They formed a singing group, the
Cordials, and asked Bobby to join.

“I asked Lenny if it would be O.K. if
during the monologue of ‘Little Darlin’
I would do Boris Karloff. That in-
spired Lenny to say that would be a
great voice for a novelty record.” But
Bobby wanted to act. He quit the
Cordials and signed with an agent.
Two weeks later, the agent died of a
heart attack.

So Bobby called Lenny and sug-
gested they do that novelty song after
all. They met one Saturday to write.
Bobby'’s original title was “Monster
Twist,” but Lenny thought the “Mon-
ster Mashed Potato” would be more au
courant. “It came very easily and very
fast,” Pickett recalls. “In less than two
hours we had the whole thing. We did
it on a Wollensak tape recorder.

Lenny took the reel over to Gary
Paxton, and he said, ‘We'll call it the
“Mean Monster Mashed Potato”’ We

decided that was too much”

Paxton produced the record. He
created the sound of a coffin opening
by putting a rusty nail in a 2" by 4"
and pulling it out slowly with a ham-
mer. The bubbling sounds came from
blowing into a straw in a glass of
water. The chains were dropped onto
plywood planks on the floor. “When I
reached the studio, on the corner of
Highland and Franklin, we were
booked just after a guy named Herb
Alpert,” says Bobby. “The Crypt-
Kickers were Gary Paxton, a writing
partner of his named Johnny McCrae
and Ricki Paige, who was a session
singer.” The song was recorded in one
take with one pick-up. “I was very
prepared for it. I'd gone over it in my
head. I guess I'd done it out loud in
front of a mirror a couple of times. I
walked in and felt real comfortable.
Leon Russell was playing piano.”

Paxton took the record to four ma-
Jor labels and was turned down by all
of them. “I had no idea it would ever
get played on the radio or be a hit,”
Bobby declares. Paxton pressed a
thousand copies himself and drove
around California, dropping off copies
at radio stations. “By the time he
drove back, they had played it. The
phones lit up and he knew he had a
hit. One of the labels that turned him
down, London Records, called and
said, ‘We made a mistake’ And he
made a deal with London?”

“Monster Mash” proved to have
amazing longevity. It re-entered the
Hot 100 eight years later, on August
29, 1970, and peaked at 91. Almost
three years after that, on May 5, 1973,
it made a second re-entry, and this
time went all the way to number 10.

THE TOP FIVE

Week of October 20, 1962

1 Monster Mash
Bobby (Boris) Pickett
& the Crypt Kickers

2 Sherry
Four Seasons

3 Do You Love Me
Contours

4 He’s a Rebel
Crystals

5 I Remember You
Frank Ifield
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Whriter: Gene Pitney
Producer: Phil Spector

November 3, 1962
2 weeks

THE CRYSTALS are credited with
recording six top 20 hits for Phil
Spector [see 46—“To Know Him Is to
Love Him”] on his Philles label. It’s
one of the many ironies of rock musie
that their voices are not heard on
their biggest hit, “He’s a Rebel.”

Philles Records was created in
1961 when, after success with the
Paris Sisters’ “I Love How You Love
Me,” producer Spector took up record
executive Lester Sill's offer to finance
a new label.

While in the offices of Hill and
Range Publishing in New York, Phil
met five teenage girls from Brooklyn:
Dee Dee Kennibrew, Barbara Alston,
Patricia Wright, LaLa Brooks and
Mary Thomas. They were high school
students who had been singing just
for fun when they met songwriter
Leroy Bates. They took their name
from Bates’ daughter, Crystal. They
took their songs from Bates too,
including “There’s No Other (Like
My Baby)” which Spector recorded as
the “B” side of their first Philles sin-
gle, “Oh Yeah Maybe Baby.”

“There’s No Other” proved to be
the “A” side, peaking at number 20.
For their next single, Spector talked
songwriters Barry Mann and Cynthia
Weil into giving him a song that had
been written for Tony Orlando, who
was hot with “Halfway to Paradise”
and “Bless You.” With a few changes
in lyrics for gender, The Crystals
recorded “Uptown” and it peaked at
number 13.

Next, Phil recorded a Carole
King-Gerry Goffin song for The
Crystals, “He Hit Me (And It Felt
Like a Kiss).” With lyries like “He hit
me, and I was glad” the song was
destined for failure. But perhaps this
record served another purpose—Phil
wanted complete control of Philles
Records for artistic as well as com-
mercial reasons, and he wanted to
win the label away from Sill and part-
owner Harry Finfer. That may be
why, in 1962, he signed a deal with
Snuff Garrett at Liberty Records to
be head of east coast A&R for the
label.

PHILLES 106 He’S a Rebel

THE CRYSTALS

Darlene Love, Fanita James and
Gracia Nitzsche (Jack's wife) sang the
vocals on “He’s a Rebel.”

Phil’s version soared up the Hot
100 and Vikki Carr didn’t make her
chart debut until 1967, with “It Must
Be Him.” Phil bought out his other
partners, and as part of the deal,
promised they would share in the
profits of the next two Crystals sin-
gles. The first, “He’s Sure the Boy I
Love,” was also recorded by the
Blossoms, and it went to number 11,
The second was recorded by the real
Crystals (now a quartet after Mary’s
departure), but Spector had the last
laugh. It was called “(Let’s Dance)
The Screw” and was a five-minute
sexually provocative song punctuated
by Phil's lawyer saying, “Do the
serew.” It received no air play, was
not commerecially pressed and thus
resulted in zero profits. Spector was
now sole owner of Philles.

The authentic Crystals had two
more top 10 hits, “Da Doo Ron Ron”
and “Then He Kissed Me.” But by
the summer of 1963, Phil was work-
ing with another female group, the
Ronettes (whose lead singer, Ver-
onica, he would later marry) and
many believe he lost interest in The
Crystals.

Darlene Love and Fanita James
recorded with Bobby Sheen as Bob
B. Soxx and the Blue Jeans and had
a top 10 single with a Spectorized

While at Liberty, Phil heard a “Zip-A-Dee Doo Dah.” Darlene also
song written by an old friend, Gene recorded solo, and made the top 40
Pitney, that Garrett was planning to  twice, with “(Today I Met) The Boy
record with Vikki Carr. Phil abruptly I'm Gonna Marry” and “Wait Til' My
resigned and headed for the west Bobby Gets Home.”
coast with Pitney’s demo. At Gold
Star studios, he assembled arranger

Jack Nitzsche, engineer Larry Levine
and outstanding session musicians THE TOP F IVE
like drummer Hal Blaine, guitarist Week of November 3, 1962
Larry Knechtel, percussianist Sonny ,
Bono [see 181—“I Got You Babe”] 1 He’s a Rebel
and saxophonist Steve Douglas—all Crystals
the musicians who would become the 2 Only Love Can Break a Heart
core of Spector’s famous “Wall of Gene Pitney
Sound” production.

The only people he didn’t have 3 Do You Love Me
were the Crystals, who were still in Contours
New York. But it was a race against 4 Monster Mash
time, with the Vikki Carr version Bobby (Boris) Pickett
already completed and about to be & the Crypt Kickers
released on Liberty. Phil recruited a
trio of backing singers well known in 5 All Alone Am I
the industry, the Blossonis [see 107— Brenda Lee

“Johnny Angel”]. Lead singer
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l
m THE FOUR SEASONS

Writers: Bob Crewe
Bob Gaudio

Producer: Bob Crewe

November 17, 1962
5 weeks

uB‘
G GIRLS DON'T CrRY"” was a
phrase uttered by Clark Gable in a
movie, and it inspired songwriters
Bob Crewe and Bob Gaudio to write
the follow-up to “Sherry,” the Four
Seasons’ first number one single.
Five weeks after “Sherry” slipped
from the top of the chart, “Big Girls
Don’t Cry” was in its place.
Actually, both songs were
recorded at the same session, and it
was a toss-up as to which would be
released first. As it turned out, it
didn’t matter. They both established
Frankie Valli’s falsetto voice and
the danceable rhythms
of the group as the
definitive East Coast
sound, with its roots in

4

doo-wop and R&B music of the fifties.

The Four Seasons may have the
distinction of recording under more
pseudonyms than any other group.
During their struggling years, from
1956 to 1961, both the group and

Frankie as a solo act recorded under

more than 13 different names. Here

is a chronological list of some of those

pseudonyms:

Variatones
Frankie Valli and the Travelers

Frankie Love and the Four Lovers

The Four Lovers

Frankie Tyler

Frankie Vally

Frankie Valle and the Romans

THE TOP FIVE

Week of November 17, 1962
1 Big Girls Don’t Cry
Four Seasons

2 Return to Sender
Elvis Presley

3 He’s a Rebel
Crystals

4 All Alone Am I
Brenda Lee

5 Next Door to an Angel
Neil Sedaka

I. '
/

Billy Dixon and the Topics
Village Voices

The Topics

Eric Anthony

Turner Di Sentri (Bob Gaudio)
Alex Alda (Bob Gaudio).

Ever after they were considered
to be America’s most successful
group, they resorted to a false name
one more time. In 1965 they released
a version of Bob Dylan's “Don’t Tkink
Twice” under the name The Wonder
Who?, featuring an even higher-
pitched than usual Frankie Valli.

“Big Girls Don’t Cry” was very

similar to “Sherry,” but that didn’t
hurt its chances for success at all—in
fact, the similarity no doubt contrib-
uted to its number one status.

“I didn’t feel it was the freshest
follow-up,” Gaudio confesses. “After
the success of ‘Sherry,” we had to fol-
low it up with something vaguely
similar. The harmonies were struc-
tured differently, a little bigger.”
With their adrenalin flowing, the
group became a little cocky, by their
own admission. With twa number one
songs under their belt, could they do
it again? It would not take very long
to get an answer.
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Writer: Joe Meek
Producer: Joe Meek

December 22, 1962
3 weeks

ON July 10, 1962, the United States
launched the world’s first communica-
tions satellite, Telstar, designed to
relay television signals between the
United States and Europe. During
the week of December 22, 1962,
London Records launched the first
British group to have a number one
single in America.

Mr. Acker Bilk was the first artist,

from England to go to the top of the
U.S. chart [see 110—“Stranger on
the Shore”}, but the first British
group—and the only British group
until the Beatles—to go to number
one in America was the Tornadoes.
The person most responsible for
the eerie, otherworld sounds of
“Telstar” was writer/producer Joe
Meek. He became interested in radio
and electronics as a child, and when
he joined the Royal Air Force he
worked as a radar technician. Later,
he got a job as a sound engineer at -
IBC Studios in London and then
moved to Landsowne Studios, where
he completely redesigned the studio.
With the royalties he earned from
writing the flip side of a Tommy
Steele hit, Meek opened his own rec-
ord company, Triumph, and produced
his first British hit, Michael Cox’
“Angela Jones.” His first British
number one was “Johnny Remember
Me” by John Leyton. Meek also pro-
duced hits for Mike Berry, who was
backed by a band called the Outlaws.
Drummer Clem Cattini came to audi-

THE TOP FIVE

Week of December 22, 1962

1 Telstar
Tornadoes

2 Limbo Rock
Chubby Checker

3 Return to Sender
Elvis Presley

4 Bobby’s Girl
Marcie Blane

5 Big Girls Don’t Cry
Four Seasons

tion for the Outlaws in 1961. Instead
Meek decided to form the nucleus of
a new instrumental group he wanted
to rival Britain’s Shadows. Lead
guitarist Alan Caddy came from
another backing band, the Pirates.
Then Meek added his protege, a Ger-
man singer named Heinz Burt, who
lived in Southampton and became the
group’s bass player; rhythm guitarist
George Bellamy: and organist Roger
LaVerne.

At first, the Tornadoes were a
backing band for singer Billy Fury,
but in 1962 Meek recorded them on
their own. They cut their first single,
“Love and Fury,” at Meek’s Caledo-
nian Road studios in North London.
It was not a hit. But “Telstar,” their
second single, went to number one in
Britain on October 4, the fifth anni-
versary of the launching of the
world’s first artificial satellite,
Sputnik 1.

The Tornadoes managed a few
more hits in Britain, but not in
America. In 1963, Heinz left for a
solo career as a vocalist. Soon after,
Bellamy left, followed by Caddy and
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LaVerne. Cattini, the only original
member still in the group, finally
quit, and the Tornadoes carried on
with a completely different line-up
from the group that recorded
“Telstar.”

On February 3, 1967, Meek appar-
ently took his own life by shooting
himself at his studio. What happened
that day has never fully been
explained, although friends have
speculated that the date, the eighth
anniversary of Buddy Holly's death,
may not have been a coincidence.
With Meek’s death, the Tornadoes
disbanded.

Four of the original Tornadoes (all
except Caddy) recorded an updated
version of “Telstar” in 1975, but it did
not lead to a revival of the group.
Bellamy has been running an inde-
pendent record company, Caddy is in
management, LaVerne works in
advertising in Mexico, Cattini is a
session musician who pften plays on
the BBC’s “Top of the Pops” and
Heinz, once a grocer’s assistant, has
worked in newspaper advertising and
at a bakery.
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STEVE LAWRENCE

Writers: Gerry Goffin
Carole King

Producer: Al Kasha

January 12, 1963
2 weeks

THE first number one single of 1963
was the fourth chart-topper for the
writing team of Gerry Goffin and
Carole King. This was an especially
good year for Goffin and King, with
over a dozen top 30 singles. Their
biggest hits of the year were “One
Fine Day” by the Chiffons, “Up on
the Roof” by the Drifters, “Keep
Your Hands Off My Baby” by Little
Eva, “Hey Girl” by Freddie Scott
and “Don’t Say Nothin’ Bad (About
My Baby) by the Cookies.

Four of Goffin and King's top 30
hits were recorded by Steve Law-
rence, a popular television
personality who had a trio of top 10
singles in 1960-1961. “Go Away Little
Girl” was his first single on Columbia
Records, and his only number one
hit.

He was born Sidney Leibowitz on
July 8, 1935 in Brownsville, an under-
privileged section of Brooklyn. His
father, Max, was a cantor and by age

eight, young Sidney was singing in
his father’s synagogue. His voice
began to change at 11, and his father
suggested he stop singing. Over the
next three years, he studied piano
and saxophone and started writing
songs. He started singing again at
assemblies and in the glee club while
attending Thomas Jefferson High
School. He came to the attention of
local DJ Ted Brown, who sent him to
work with the vocal coach who had
trained Eddie Fisher and Kitty
Kallen.

His first professional work was
not singing, but accompanying his
vocalist brother Bernie on the piano.
When Bernie was drafted, Sidney
decided to become a singer himself.
He adopted the names of his
nephews, Steve and Lawrence, and
won first prize on “Arthur Godfrey’s
Talent Scouts”—an opportunity to
appear on Godfrey’s morning radio
show for a week.

Steve signed with King Records
in April, 1952, and made the chart
with his first single, “Poinciana.” His
high school principal allowed him
time off to make personal
appearances, but Steve was so busy
with his career that he left school
before graduating.

In July, 1953, Steve Allen picked
Lawrence over 50 other applicants to
be a regular performer on his local
variety show on WRCA, the NBC
flagship station in New York. When
that show evolved into “The Tonight
Show” on the full network, Lawrence
remained a regular for five seasons.
Those appearances led to a new
recording contract with Coral
Records, and a top five hit in 1957, a
cover version of Buddy Knox’ “Party
Doll” [see 19).

There was one more benefit from
appearing on Steve Allen’s shows.
That's where Lawrence met singer
Eydie Gorme, and after appearing on
TV together for four years, they
were married on December 29, 1957
in Las Vegas. In the July and August
of 1958, they starred in their own
series, a summer replacement for
Steve Allen called “Steve Allen Pre-
sents the Steve Lawrence-Eydie
Gorme Show.”

Steve was drafted in the fall of
1958, and was stationed at Fort
Myer, Virginia as the official vocalist
for the United States Army Band.
While in the service, he had two top
10 hits on ABC-Paramount (“Pretty
Blue Eyes” and “Footsteps”). He
then signed with United Artists
Records and had one more top 10 hit
(“Portrait of My Love”).

He followed “Go Away Little Girl”
with a Barry Mann-Cynthia Weil
song (“Don’t Be Afraid, Little
Darlin’”) and two more Goffin-King
songs (“Poor Little Rich Girl” and
“Walking Proud”). In the summer of
1963, he recorded a duet with Eydie
(“I Want to Stay Here”), also penned
by Goffin and King.

THE TOP FIVE

Week of January 12, 1963

1 Go Away Little Girl
Steve Lawrence

2 Telstar
Tornadoes

3 Limbo Rock
Chubby Checker

4 Hotel Happiness
Brook Benton

5 Pepino the Italian Mouse
Lou Monte
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Writers: Gus Cannon
Hoste Woods

Producers: Erik Darling
Bill Svanoe

January 26, 1963
2 weeks

ERIK DARLING was born in Bal-
timore, Maryland on September 25,
1933. His parents were both artists,
and as a young boy, Erik listened to
all types of music on the radio. At
16, Erik went to live with his mother
in New York City. In Greenwich Vil-
lage’s Washington Square, he heard
groups play the same kind of folk
music he had heard on the Canadian
radio show.

Erik hung out in Washington
Square and learned to play banjo and
guitar. When he was 18, he saw the
Weavers in concert, and wanted to
join a group like that to sing har-
mony. Five years later, Erik put
together a quartet called the Tune
Tellers. They disbanded and reformed
as a trio, the Tarriers, which included

Alan Arkin. The
group was
together for

two years.
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THE TOP FIVE

Week of January 26, 1963

1 Walk Right In
Rooftop Singers

2 Hey Paula
Paul & Paula

3 Go Away Little Girl
Steve Lawrence

Tell Him
Excitors

The Night Has
a Thousand Eyes
Bobby Vee

“Alan got fed up with the scene and
wanted to go back to his original
choice in life, to be an actor,” Erik
explains. Darling left the Tarriers
eventually, but still had a desire to
be in a group. He was one of the few
people in America who knew how to
play the five-string banjo, and when
Pete Seeger left the Weavers in 1958,
Erik was asked to take his place. He
spent four-and-a-half years with the
Weavers before going out on his own.

Then he heard a song on an old
RCA album from 1930 by Gus Can-
non and the Jugstompers, called
“Walk Right In.” “When I heard that
song,” says Erik, “I said to myself,
that's a hit.” He changed some lyrics
(“Everybody’s talking about a two
way woman” became “a new way of
walking”) and recruited two friends
to sing it with him. :

The first was Bill Svanoe, a
guitarist whose style was similar to
Darling’s. The second was Lynne
Taylor, a jazz singer who had per-
formed with Tommy Dorsey and

Benny Goodman.

Lynne already

knew how to
harmonize with
Erik’s voice; she

!
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loved to sing along while listening
to his T'rue Religion album.

Erik wanted to record “Walk
Right In” with two 12-string guitars,
but there weren’t many to be found
outside of pawn shops. He ordered
two from the Gibson Guitar Com-
pany, and waited six months for
them.

The record was a windfall for the
song’s writer, 79-year-old Gus Can-
non, who was living in a little house
by the railroad tracks in Memphis.
He had almost frozen the previous
winter, until he hocked his banjo for
$20 worth of coal. It was the first
time in 50 years his banjo was in
someone else’s hands. Gus not only
earned publishing profits from “Walk
Right In,” but a recording contract
with Stax Records.

The Rooftop Singers had two
more chart entries (“Tom Cat” and
“Mama Don’t Allow”). “We had a cer-
tain problem in that the group was
put together strictly for ‘Walk Right
In,” Erik admits. “There’s wasn’t
anything else that really fit...we
never did come up with anything that
was remotely as good.” Still, they
stayed together for four-and-a-half
vears. Today, Erik is a psychologist
in Denver, interested in opening a
counseling center. Bill is writing
screenplays, and Lynne Taylor
passed away in 1982.

(e
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Hey Paula swies sooss

PAUL AND PAULA

Whriter: Ray Hildebrand
Producer: Major Bill Smith

February 9, 1963
2 weeks

I3

IWAS a college student at Howard
Payne College in Brownwood,
Texas,” says Ray Hildebrand. “I was
a lifeguard at the swimming pool, and
the coach let me live in the gym-
nasium during the summer for free.
For some reason, a song by Annette
Funicello called ‘Tall Paul’ was in my
head. I started writing a song about
a boy named Paul and a girl named
Paula. I worked on it for a couple of
months, and I called it ‘Paul and
Paula.’”

Ray was attending Howard Payne
on a basketball scholarship, and dur-
ing school months he lived in a
boarding house. The owner had a
niece named Jill Jackson, who asked
Ray to sing with her on a radio bene-
fit for the American Cancer Society.
They sang the tune Ray had written
in the gym, and one of the DJs liked
it so much, he taped it to play on his
own show. When requests started
coming in for the song, the DJ told
Jill's mother the “kids” might have
something. A basketball player who
was a friend of Ray’s told them to go
see Major Bill Smith, a Fort Worth
record producer who had just
recorded a number one single for
Bruce Channel [see 105—“Hey
Baby”).

“We walked into this little radio
station, KFJZ, with a recording stu-
dio in the basement,” Ray
remembers. “We waited all day to
see this guy, but he was recording
people all day long. At the last ses-
sion, a black guy named Amos
Milburn, Jr. didn’t show up. We were
standing there, and Major Bill said,
‘What do you kids want?” We said we
had these songs, and we sung them
and he said, ‘Let’s record them. I'm
paying these musicians for some-
thing, we might as well record the
“Star Spangled Banner,” but we're
gonna record something!"”

Jill and Ray recorded “Hey Paula”
in two takes—one would have done
it, but Ray popped his “p's” on
“Paula.” After the recording session,
they went back to their motel and
signed contracts. Major Bill pressed
the record on his own LeCam label,

ard three months later he called Ray
and asked if he had any clothes. “I
said I didn’t, so he sent me $500 and
I went to Neiman-Marcus and sper1
it all on three suits. We took off to
Atianta where the record was star-
ing to break out.”

Shelby Singleton of Mercury
Records was impressed with the sales
ir Atlanta, and bought the master for
their newly acquired Philips Records.
The only change he asked for was in
the artists’ names—he thought “Paul
and Paula” would sell more records
than “Jill and Ray.” The record
entered the Hot 100 on December 29,
1962, and topped the chart six weeks
later.

Ray had originally written “Hey
Paula” as a six-minute song, but part
of it was edited out in the studio
when Major Bill said it would be too
long for a single. Ray took the
deleted material, and with Jill's
mather, turned it into the follow-up,
titled “Young Lovers.”

Despite the national success. Ray
had “internal struggles” with the rec-
ord business. He and Jill were
touring with the “Dick Clark Caravan
of Stars” when he suddenly decided
to leave the tour. Clark had to go on
stage the first night and sing with

Jill: Ray went to Oregon and hauled
hay for a week while he organized his
thoughts. Although he returned to
“Paul and Pauls” briefly, he finally
decided his life as a Christian was of
more value than his life as a singer.
He married his college sweetheart
and raised a family in Kansas City,
where he still lives today. Jill is mar-
ried and lives in the San Fernando
Valley in Southern California. From
time to time she telephones Ray and
asks if he'd like to resume his career.
but he pelitely and firmly declines.

THE TOP FIVE

Week of February 9, 1963

1 Hey Paula
Pau: & Paula

2 Walk Right In
Rooftop Singers

3 The Night Has

a Thousand Eyes
Babty Vee

4 Leap De Loop
Jonhnny Thunder

5 Up on the Roof
Drifters




1963

Writers: Bob Crewe
Bob Gaudio

Producer: Bob Crewe

March 2, 1963
3 weeks

WHEN “Walk Like a Man” topped
the chart on March 2, 1963, the Four
Seasons became the first group in the
history of the Hot 100 to have three
consecutive number one singles*. The
Four Seasons were the most suc-
cessful group in America during
1962-1963, and for the 27-week period
that began September 15, 1962, they
occupied the number one position for
13 weeks.

They were so popular that during
the summer of 1963, an American
disc jockey discussing the British
phenomenon of the Beatles described
them as Britain’s answer to the Four
Seasons.

Riding the wave of success, the
group increased its touring schedule,
giving Bob Gaudio less time to write
songs. As a result, the follow-up to
“Walk Like a Man” was a cover ver-
sion of Fats Domino’s “Ain't That a
Shame.” It sounded like a Four Sea-
sons record, but compared to the
three previous hits, it was a failure,
peaking at 22. The group’s next sin-
gle, “Candy Girl” backed with
“Marlena,” was a two-sided hit, with
the “A” side going to number three.
It was also an “outside” song, written
by Larry Santos.

But trouble was brewing between
the group and their label. Vee Jay.
Until the Four Seasons became such
a hot property, the Chicago-based
label had a roster that primarily fea-
tured black artists. Gene Chandler
gave the label their first number one
single [see 104—“Duke of Earl”], but
at one time or another the label also
featured artists such as Jerry Butler,
Jimmy Reed, the Dells, the Staple
Singers, Gladys Knight and the Pips
and Dee Clark.

Vee Jay was founded in 1953 by
Vivian Carter and her husband,
James C. Bracken. The first artists

* Technically. the Four Seasons' run of three
consecutive number one singles was interrupted
by “Santa Claus Is Coming to Town,” released
after “Big Girls Don't Cry.” It was intended as a
holiday record, however, and its peak position of
23 should not affect the group’s record of having
three of their regular consecutive releases hit
number one.

they signed were the Spaniels and
Jimmy Reed. Vivian’s brother, Calvin
Tollie Carter, was head of A&R and
was responsible for signing many
acts. He lent his middle name to one
of the label's publishing companies
and later, a subsidiary label.

The company’'s west coast sales
manager, Randy Wood, first heard
“Sherry” when Frankie Valli played
him a dub over the phone. He liked
the record and arranged a deal with
the group's producer, Bob Crewe.

Thanks to the immediate success
of “Sherry.” Vee Jay was approached
by EMI Records in England about
one of their hits, “I Remember You”
by Frank Ifield. Vee Jay took the
record and with it, a five-year con-
tract on an unknown EMI group who
had not vet released their first Brit-
ish single. That group was the
Beatles.
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Contractual difficulties between
the Four Seasons and Vee Jay
resulted from disputes about royalty
payments. A shake-up in Vee Jay’s
management, with vice-president
Ewart Abner departing the label, did
not help resolve the matter. From
August to November of 1963 suits
and countersuits were filed. The Four
Seasons recorded a new single,
“Dawn (Go Away),” but it was with-
held from Vee Jay and released on
their new label: Philips Records, dis-
tributed at the time by Mercury in
the United States. “Dawn” hit the
charts on February 1, 1964. During
the first onslaught of Beatlemania, it
held on to the number three position
for three consecutive weeks while the
Beatles, by this time also free of
their Vee Jay committment, held the
top two positions [see 143—*“I Want
to Hold Your Hand”].

THE TOP FIVE

Week of March 2, 1963

1 Walk Like a Man
Four Seasons

2 Ruby Baby
Dion

3 Rhythm of the Rain
Cascades

4 Hey Paula
Paul & Paula

5 You're the Reason
I'm Living
Bobby Darin
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RUBY AND THE ROMANTICS

Writers: Bob Hilliard
Mort Garson

Producer: Allen Stanton

March 23, 1963
1 week

BEFORE RUBY NASH joined the
Romantics as their lead singer, the
four men who made up the group
were known as the Supremes. Allen
Stanton, an A&R man at Kapp
Records who produced their sessions,
told the group on a Friday they
needed a new name, and by Monday
he had come up with Ruby and the
Romantics. It didn’t sit well at first
with the four male members, who
thought that “Romantics” didn’t pro-
ject the right image for them.

Ruby Nash was born in Akron,
Ohio, on June 15, 1934. She grew up
listening to all kinds of music on the
radio, but didn’t start singing until
she was a senior in high school. Then
she formed a group with her sister
and two other girlfriends, and they
entered talent contests in Akron.

Meanwhile, the four male mem-
bers of the group had sung together
in their high school choir. The group
consisted of Ed Roberts, first tenor;
George Lee, second tenor; Leroy
Fann, bass; and Ronald Moseley,
baritone. After graduating from high
school they decided to sing profes-
sionally. They went to New York and
recorded for some small labels, but
weren’t able to come up with any
hits. Fann heard Ruby sing and
thought that a female vocalist might
bring the group some success. He
asked her to join them, and through
arranger Leroy Kirkland, they won
an audition with Kapp.

Ruby remembers the audition
lasting from 5 to 11 PM. “Everyone in
the group sang everything we knew,”
she says. It was Stanton who decided
Ruby should be the lead vocalist.

Stanton first heard the song “Our
Day Will Come” at the home of song-
writer Bob Hilliard. Soon after, Ruby
was in Stanton’s office listening to
material. The song’s co-writer, Mort
Garson, was there, and Ruby heard
“Our Day Will Come.” “I said that’s
gonna be a hit,” Ruby recalls. “Let
us do that song.” Garson told her the
song was going to be recorded by
someone else. “Every day he played
different songs and I kept saying let

us hear that other song again.
Finally, after a week, Mort said we
could do it.” Although Ruby didn’t
know it, Garson and Hilliard were
reluctant to let an unknown group
have their song. Stanton had to
promise the songwriters that if the
Ruby and the Romantics recording of
the song c¢idn’t work out, he would
record it with Kapp artist Jack Jones.

When the group went to cut “Our
Day Will Come,” it was the first time
Ruby had ever been in a recording
studio. Two different arrangements
were recorded: a straight, pop ver-
sion and one with a bossa nova
rhythm. Stanton chose to release the
latter, and Jones never got a shot at
recording the song.

“Our Day Will Come” entered the
Hot 100 on February 9, 1963, at
number 79. Six weeks later it was
number one. Although they never
had another top 10 single, many of
their songs were recorded by other
artists. Eddie Holman changed the
gender of “Hey There Lonely Boy”
and took “Hey There Lonely Girl” to
number two in 1970. The Marvelettes
had a teo 30 hit with “When You're
Young and in Love” in 1967, and 17
years later the Flying Pickets had an
a cappella hit with it in Britain. The
Carpenters released “Hurting Eacn
Other” in 1975 (it went to number
two) and “Your Baby Doesn’t Love
You Anymore” in 1984.

Ruby and the Romantics broke up

in 1971. “I really just got tired of all
the travelling,” Ruby admits. “Plus, I
was married and my husband was
tired of us being separated for so
long. And I wanted to raise a family.”
Today Ruby works for AT&T and still
lives in Akron. She would consider
singing again, but only with a group,
and not until her children are older
(her sons are 16 and 14, and she has an
11-year-o.d daughter).

She keeps in touch with two of
the Romantics, who live in New
York. Ed works in a bank and
George drives a truck. Leroy Fann
was killed in 1973.

“Qur Day Will Come” was a hit
again in 1975, when Frankie Valli
[see 398—“My Eyes Adored You”)
took it to number 11 on the Hot 100.

THE TOP FIVE

Week of March 23, 1963

1 Our Day Will Come
Ruby & the Romantics

2 The End of the World
Skeeter Davis

3 You're the Reason I'm Living
Bobby Darin

4 He's So Fine
Chitfons

5 Walk Like a Man
Four Seasons




1963

Writer: Ronnie Mack

Producers: Phil Margo
Mitch Margo
Hank Medress
Jay Siegal

March 30, 1963
4 weeks

MANY number one songs have been
the subjects of lawsuits, but none
have been as well publicized as “He’s
So Fine” vs. “My Sweet Lord.” The
winner: the estate of Ronnie Mack,
the young composer who died shortly
after “He’s So Fine” went to number
one. The loser: former Beatle George
Harrison, who was told by a judge in
1976 that his number one song, “My
Sweet Lord” [see 286], had been sub-
consciously copied from “He’s So
Fine.”

The Chiffons were four female
friends from Upper Manhattan and
the Bronx. Judy Craig, Barbara Lee,
Patricia Bennett and Sylvia Peterson
often sang in the lunchroom at school,

so when songwriter Ronnie Mack
asked them to record some of his
tunes as demos, they gladly spent an
hour at a midtown Manhattan studio
where they recorded as many of
Mack’s songs as they could in the
allotted time.

Busy with high school graduation
and finding jobs, the girls forgot
about their session with Mack, but he
was visiting every New York record
company he could to secure a con-
tract. One day he was in the Mutual
of Omaha building at Broadway and
54th, when he walked into the office
of Phil Margo, Mitch Margo, Hank
Medress and Jay Siegal. Better
known as the Tokens [see 102—“The
Lion Sleeps Tonight”], the four young
men had signed a production deal
with Capitol Records.

“He walked in right off the street,
played three or four songs, and we
said we must sign him,” Phil Margo
recalls. Their production budget
exhausted, they used their publishing
money to finance a recording session
for the girls, who named themselves

LAURIE 3152 He’S SO Fine
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the Chiffons. Not being able to afford
musicians, the Tokens played all the
instruments themselves. While
recording “He’s So Fine,” the
engineer suggested that the back-
ground singers’ chant of “doo-lang,
doo-lang, doo-lang” was cute and
should come at the beginning of the
song.

Capitol had first option on any-
thing the Tokens produced, but they
passed on the Chiffons. The Tokens
were partial to the song “Oh My
Lover” because it sounded like their
first hit, “Tonight I Fell in Love.”
They tried 13 other labels, including
MGM, Columbia and ABC-Para-
mount, but with no luck. Finally,
they went to a smaller label, Laurie
Records, that had success with Dion
DiMucci [see 99—“Runaround Sue”].
The company’s owners were so taken
with “He's So Fine,” they signed a
deal on the spot.

Shortly after his song went to
number one, Mack collapsed on the
street and was taken to Roosevelt
Hospital. He had been ill with
Hodgkins’ Disease, but had not told
anyone. The Tokens presented him
with a gold record in his hospital
room, and soon after, the talented
young songwriter died.

The Chiffons’ next hit was “One
Fine Day,” written by Gerry Goffin
and Carole King. The Tokens’ heard
the demo and liked it so much, they
wiped the vocal off and recorded the
Chiffons’ over it. Their only other top
10 single was “Sweet Talkin’ Guy” in
1966. After the Harrison trial, the
Chiffons recorded “My Sweet Lord,”
but the novelty was not enough to
win airplay.

THE TOP FIVE

Week of March 30, 1963
1 He's So Fine
Chiffons

2 Our Day Will come
Ruby & the Romantics

3 The End of the World
Skeeter Davis

4 South Street
Orlons

5 You're the Reason I'm Living
Bobby Darin
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LITTLE PEGGY MARCH

Writers: Jacques Plant
J.W. Stole
Del Roma
Arthur Altman
Norman Gimbel

Producers: Hugo Peretti
Luigi Creatore

April 27,1963
3 weeks

PEGGY MARCH was 15 years, one
month and 13 days old when “I Will
Follow Him” went to number one,
making her the youngest female
singer ever to have a number one
single (she edged out Brenda Lee,
who was 15 years, seven months and
seven days old when “I'm Sorry”
topped the chart). Peggy was 410"
tall at the time, inspiring producers
Hugo Peretti and Luigi Creatore to
dub her Little Peggy March. “I said,
‘please don’t do that, please don’t,””
she remembers. “They said it was
cute. The one thing I never liked was
to be made smaller than I was, but I
had no say. When I turned 16, we
officially dropped ‘Little.””

Although her family always called
her Peggy, she was born Margaret
Battavio in Lansdale, Pennsylvania.
Her stage name, which she has since
legally adopted, was taken from the
month of her birth: March. She
started singing at age two. She
remembers watching artists sing on
Perry Como’s television show and
dreaming she would do that one day.
After winning a talent contest at age
five, she began appearing on local
radio and television shows.

She was always asked to sing at
family gatherings, so it was not
unusual that she sang at her cousin’s
wedding. A friend of the family, Rus-
sell Smith, heard her and spoke to
her father about Peggy becoming
professional. “Dad was not too happy
about it. We had a very long talk and
I said, ‘I don’t know if the opportu-
nity will ever come up again, please
let me do this.””

Smith took Peggy to RCA, where
she auditioned for Hugo and Luigi.
Her piano player didn't show up, so
she sang a cappella. She signed with
the label in the spring of 1962 and
released her first single, the title
song from Sid Caesar’s Broadway
show, Little Me. “It was not a song 1
should have recorded,” she says.

- ‘.1‘ F'l ¢

“Shortly after, ‘I Will Follow Hinv’
wound up on Hugo and Luigi’s desk.”

The song was already a big hit in
France, where Petula Clark had
recorded it under the name “Char-
iot.” Arthur Altman and Norman
Gimbel added English lyries and
Peggy recorded it in RCA’s Studio A
on 23rd Street in New York. It was
released on January 22, 1963.

In Lansdale, Peggy listened to
New York radio station WABC'’s
countdown while washing the supper
dishes. “I Will Follow Himn” was
stuck at number two for five weeks.
“Finally, one night it made it to
number one, for cne week. Qur house
was ecstatic, but I do remember
doing the dishes that night.”

“I Will Follow Him” was an inter-
national hit, and Peggy toured
Europe extensively and travelled to
Japan. On her 19th birthday, secre-
taries at RCA took her out for a
three-hour lunch. When she returned
to the office, an angry Arnie Harris
was waiting for her to keep an
appointment she didn’t know she had
with him. He became her manager,
and a year later they married.

In 1969 they moved to Germany,
and stayed tor 12 years. Peggy star-
red in TV shows and stage musicals,
and recorded in German and English.
On January 22, 1974, 11 years to the
day after “I Will Follow Him” was
released, her daughter Sandy was
born.

While competing in a Majorca
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song festival in 1971, 4 man from
France introduced himself and
thanked her for “I Will Follow Him.”
A puzzled Peggy asked why, and
Paul Mauriat |see 237—"Love Is
Blue”] revealed for the first time that
he had written the song as an instru-
mental under the nom-de-plum Del
Roma.

Peggy began songwriting in 1979.
She’s had two European number one
singles: “Manuel Goodbye,” co-writ-
ten and sung by Audrey Landers
(who played Afton Cooper in “Dal-
las”) and “When the Rain Begins to
Fall” by Jermaine Jackson and Pia
Zadora. She and her family moved
back to the States in 1981 and have
settled in southern California, far
away from the cold winters of Lan-
sdale and Munich.

THE TOP FIVE

Week of April 27, _1963
1 1 Will Follow Him
Little Peggy March
2 Can’t Get Used to Losing You
Andy Williams
3 He's So Fine
Chiffons
4 Puff (The Magic Dragon)
Peter, Paul & Mury

5 Baby Workout
Jackie Wilson




1963

Writers: Frank Guida
Carmela Guida
Joseph Royster

Producer: Frank Guida

May 18, 1963
2 weeks

l:\' “Sam Turns the Other Cheek,” an
episode of NBC's “Cheers,” Sam Mal-
one (Ted Danson) is confronted in the
bar after closing time by an irate hus-
band brandishing a gun. He's angry
because Sam has been fooling around
with his wife, and we're not sure how
serious he is about shooting Sam.
Neither is Sam, who eases the irate
man into conversation. When the hus-
band complains his wife is so
beautiful that men are always throw-
ing themselves at her, Sam

S.P.Q.R. 3305

commiserates and tells him it’s just
like the old song says:

“If you wanna be happy for the rest
of vour life,
Never make a pretty woman your
wife,
So for my personal point of view,
Get an ugly girl to marry you.”*

And with that, Sam takes the gun
and puts it in his back pocket, acci-
dentally shooting himself in the rear
end.

“If You Wanna Be Happy” will
probably never be the theme song of
the National Organization of Women,
but feminists weren't well-organized
enough in 1963 to place any formal
protest over the lyrics.

Frank Guida had already pro-
duced two other singers from
Norfolk, Virginia: Gary U.S. Bonds

If You Wanna Be Happy
JIMMY SOUL

CH
[see 93—“Quarter to Three”] and

Tommy Facenda (“High School

U.S.A.”). Guida was a fan of calpyso
music, having been to Trinidad, and
decided to combine it with R&B
music. The result was “Twistin'
Matilda,” a song he wrote in 1962. He
found a local singer, James McCleese,
to sing it, and gave him a new last
name that said it all in one word:
Soul.

In 1963, Frank teamed up with his
wife Carmela and a friend, Joe
Royster, to write a song based on the
calypso melody, “Ugly Woman.” The
result was “If You Wanna Be
Happy.” which Jimmy Soul took all
the way to number one.

Jimmy was born in Harlem in
1942. His parents moved to a farm in
rural North Carolina, where he grew
up listening to the circuit-rider
preachers. When he was seven years
old, Jimmy became a preacher him-
self. The family moved to
Portsmouth, Virginia, and Jimmy
continued to preach and sing with
gospel groups. He toured the country
with the Nightingales, a popular gos-
pel singing group, but once back
home he turned to the secular world
of rock and roll.

He performed at the Azalea Gar-
dens in Norfolk, where a one-week
stand turned into several months’
work. Jimmy was well-known on the
Norfolk scene by the time he and
Guida recorded “Twistin' Matilda.”

Jimmy released “Treat ‘Em
Tough™ as the follow-up to “If You
Wanna be Happy.” It was equally as
enlightened, but the formula didn’t
work again and the song didn’t chart.
Jimmy entered the Army, and never
made the chart again.

THE TOP FIVE

4Week of May 18, 1963

1 If You Wanna Be Happy
Jimmy Soul

2 1 Will Follow Him
Little Peggy March

3 Puff (The Magic Dragon)
Peter, Paul & Mary

4 Surfin’ U.S.A.
Beach Boys

5 Foolish Little Girl
Shirelles

Lyries copyright 1463 Rockmasters Ine. Used with permission.
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LESLEY GORE

Writers.: John Gluck, Jr.
Wally Gold
Herb Wiener

Producer: Quincy Jones

June 1, 1963
2 weeks

THREE DAYS after Lesley Gore cele-
brated her 17th birthday, “It’s My
Party” entered the Hot 100. Four
weeks later it was the number one
song in America, making her the
third youngest solo female artist to
top the chart, behind Little Peggy
March [see 128—*“I Will Follow
Him”] and Brenda Lee [see T1—“I'm
Sorry”].

It was almost an “overnight suc-
cess” for the Tenafly, New Jersey,
high school student who had been
singing for friends and relatives since
she was a small child. “I was one of
those little kids that you put up on a
cocktail table and you didn’t have to
bother winding me up, I just loved to
sing,” Lesley told Dick Clark.

While attending the Dwight
School for Girls, Lesley sang with a
seven-piece band of college students.
They played for a catering house in
Queens, New York, where they
would play a wedding in the morning,
a bar mitzvah in the afternoon and a
“sweet 16” party at night.

The band got their first paying job
in Manhattan, at the Prince George
Hotel. “They didn’t want a girl
vocalist on this particular evening,”
Lesley told Dick, “but I went down
to watch and clap my hands and they
asked me to get up and do one or two
numbers, and it just happened that
Quincy Jones was sitting in the little
cocktail lounge that evening.”

Quincy was a staff producer for
Mercury Records, and label executive
Irving Green liked Lesley’s vocals
well enough to sign her to the label.

In February, 1963, Quincy paid a
visit to Lesley’s home in Tenafly,
armed with over 250 demos so they
could select songs for her to record.
The first one he played for her was
“It’s My Party,” and that song was
one of four she recorded on March 30
at Bell Sound in New York.

“T left the studio and forgot about
the whole thing,” she told Clark. “I
had been warned that most often
when record companies record an art-
ist their record is shelved for maybe

years at a time.”

Six days later, Lesley was driving
home from school when she heard her
recording of “It's My Party” on New
York radio station WINS. “I nearly
drove off the side of the road into a
hydrant, and I stopped at a friend’s
house and called my mother and told
her to try and get it on the radio.”

The reason for the sudden release.
according to Lesley, was that Mer-
cury records had learned the Crystals
[see 119—“He’s a Rebel”] were about
to record the song. Mercury rushed
out test pressings of Lesley’s version
and received immediate airplay.

The record was officially released
at the end of April. Its ascension on
the charts was swift: it debuted at 60
and moved to 26, to nine, to one.

Lesley’s second single continued
the saga of Judy and Johnny: “Judy’s
Turn to Cry” peaked at number five.
“She’s a Fool” also peaked at five,
and her next single came as close as
anyone could to number one: “You
Don’t Own Me” was number two for
three weeks, its mave to the top
halted only by the Beatles first
number one single (see 143—“I Want
to Hold Your Hand”].

“It’s My Party” was the first
number one single for producer
Quincy Jones and for the engineer on
the recording, Phil Ramone.

Lesley released 29 singles on Mer-
cury, and left the label in 1969. She
released three singles on Bob
Crewe's Crewe Records, plus a duet
with Oliver (“Good Morning Star
Sunshine”) under the names of Billy

and Sue. Lesley recorded one album
for Motown’s MoWest subsidiary and
her last recorded product was an
album for A&M in 1976 which
reunited her with producer Quincy
Jones and included the single
“Immortality.”

Lesley has appeared on the Hot
100 since then—but as a writer, not
an artist. She co-wrote two songs on
the Fame soundtrack with her
brother Michael (an Oscar winner for
writing the title song from Fame),
including Irene Cara’s “Out Here on
My Own,” which peaked at number
19 in 1980.

“It’'s My Party” finally went to
number one in Britain, but not by
Lesley, who took the song to number
nine in the United Kingdom in 1963.
Dave Stewart and Barbara Gaskin
updated the song in 1981 and topped
the British chart for four weeks.

THE TOP FIVE

Vl’eek f’f June 1, 1963
1 It’s My Party
Lesley Gore

2 If You Wanna Be Happy
Jimmy Reed

3 I Love You Because
Al Martino

4 Surfin’ U.S.A.
Beach Boys

Da Doo Ron Ron
Crystals
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1963

Writers: Rokusuke E't
Hachidai Nakamura

Producer: Koji Kusano

June 15, 1963
3 weeks

JAPAN is the world’s second largest
record market, but while some Eng-
lish-speaking artists do well in Japan,
few Japanese artists are able to crack
the American charts. In the entire
rock era, only three Japanese artists
have achieved any success at all in
the States. Pink Lady, a female duo
picked for stardom by NBC’s one-
time president Fred Silverman, made
the top 40 in 1979 with “Kiss in the
Dark.” The Yellow Magic Orchestra,
a trio specializing in synthesizer
music, made it to number 60 the fol-
lowing year with “Computer Games.”
But the most successful Japanese art-
ist by far, and the only one to have a
hit sung in Japanese, was Kyu
Sakamoto, who went to number one
in June, 1963 with the mistitled
“Sukiyaki.”

The real title of the song is “Ue O
Muite Aruko,” which translates “I
Look Up When I Walk.” Louis Ben-
jamin, the head of Britain's Pye
records, heard the song while visiting
Japan on business in 1962, and
brought it back for jazzman Kenny
Ball to record. British DJs were not
likely to be able to pronounce the real
title, so Pye released the single under
a Japanese name most people recog-
nized: “Sukiyaki.” As Newsweek
pointed out, it was like releasing
“Moon River” in Japan with the title
“Beef Stew.”

THE TOP FIVE

Week of June 15, 1963

1 Sukiyaki
Kyu Sakamoto

2 It's My Party
Lesley Gore

3 You Can’t Sit Down
Dovells

4 Da Doo Ron Ron
Crystals

5 I Love You Because
Al Martino

Ball’s “Sukiyaki” went to number
10 in the United Kingdom in January,
1963. In America, disc jockey Rich
Osborne of station KORD in Pasco,
Washington, got hold of Sakamoto’s
original version and played it on his
evening show. Audience reaction was
immediate and the station started
playing the song in heavy rotation.
As it spread through Washington
state, Capitol Records picked up dis-
tribution rights and released it under
its British title of “Sukiyaki.” It
became the first song sung in a for-
eign language to top the Hot 100
(“Tequila” may be a Spanish word,
but it doesn’t count).

Kyu Sakamoto was born in the
industrial city of Kawasaki, the ninth
child of a Tokyo restuarant owner.
Kyu started singing in jazz clubs
while still a high school student, and
failed to graduate. In 1959, still a
pimply-faced adolescent, Kyu signed
with a talent company in Tokyo that
was looking for a “boy-next-door”
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KYU SAKAMOTO

type. Toshiba Records signed him to
a recording contract, and he was an
immediate hit. By the time Capitol
released “Sukiyvaki” in the United
States, Sakamoto had 15 singles and
eight albums that were best-sellers in
Japan. He had also appeared in ten
movies and was a regular on seven
different weekly television programs
and two radio shows.

In the spring of 1963, country
singer Clyde Beavers tried to record
an English version of “Sukiyaki,” but
had trouble finding a translation.
After striking out with linguists at
Nashville’s Vanderbilt University, he
headed for the Japanese embassy in
Washington D.C. There, official J.S.
Shima listened to the song and pro-
vided a suitable translation. Beavers
didn’t make the Hot 100, but 18 years
later the black female duo A Taste of
Honey, also signed with Capitol
Records, released an English version
which went all the way to number
three.




1963

THE ESSEX

S

Writers: William Linton
Larry Huff

Producer: Henry Glover

July 6, 1963
2 weeks

I’I‘ was not unusual for singers like
Elvis Presley, Pat Boone, Frankie
Avalon and Gary Troxel from the
Fleetwoods to serve time in the
Armed Forces while their careers
were in full swing. There was even
precedent for a group to form while
in the service—the Dell-Vikings
(“Come Go With Me”) were all in the
Air Force, stationed in Pittsburgh,
Pennsylvania when they had a hit in
1957 with “Come Go With Me.” But
only one group had a number one sin-
gle while all the members were
serving their country. The Essex
were in the Uniter States Marine
Corps at Camp LeJeune, North Car-
»lina when “Easier Said Than Done”
went to number one.

Walter Vickers and Rodney Tay-
lor met while serving in Okinawa in
1961. When they returned to Camp
LeJeune the following year, they met
Rudy Johnson and Billie Hill. The
four Marines started singing
1ogether, but the group wasn’t com-
plete until they keard another
Marine, Anita Humes, singing at the
Non-Commissioned Officers Club.

With Anita sirging lead, the
group was signed by George Goldner,
whose Gone and End labels had been

EaSier Sald Tha.n Done rouwerre s

absorbed by Roulette Records. He
liked the songs on their demo tape, but
asked for some more upbeal material.

They turned to another Marine at
Camp LeJeune, William Linton, who
had been stationed with Vickers and
Taylor in Okinawa. “I was working in
the communications department,”
Linton recalls. “We had a bunch of
teletype machines, and when they
were running all together they had a
beat. The sound of the teletype
machines inspired the beat of ‘Easier
Said Than Done.””

Linton wrote the song with Larry
Huff, and the Essex recorded it—but
they thought it would be the flip side
of their first single, “Are You Going
My Way,” written by Rudy Johnson.
In fact, most of the recording session
was devoted to that song, with
“Easier Said Than Done” rushed
through in the last few minutes. The
take was so short, parts of the song
had to be spliced together to produce
a finished master.

“The group did not like the song,”
Linton reveals. “They were more or
less doing me a favor. There were
other songs they liked better.” As it
turned out, it was Linton who did a
favor for the Essex. “Easier Said
Than Done” entered the Hot 100 at
number 81 on June £, 1963, and took
only four weeks to reach number one.

The Essex made personal
appearances in their Marine uni-
forms, and continued to record while
in the service. Their next single, “A
Walkin' Miracle,” was a soundalike

for “Easier Said Than Done;” it had
the same beat with the chords
reversed. It peaked at number 12,
and only one more song, “She’s Got
Everything,” was able to make the
chart.

When Anita was discharged, she
attempted a solo career. It was diffi-
cult for the Essex to maintain their
career momentum, especially when
they all got out of the service at dif-
ferent times. When all four male
members returned to civilian life,
they tried to carry on with a new
lead singer, but with no success.

Anita re-enlisted in the Army:
Rudy worked as a police officer; Billie
has worked for a university; and
William Vickers lapsed into a diabetic
coma and died several years ago.
“The last time we got together,” Lin-
ton sadly notes, “was at his funeral.”

THE TOP FIVE

Week of July 6, 1963

1 Easier Said Than Done
Essex

2 Sukiyaki
Kyu Sakamoto

3 Blue on Blue
Bobby Vinton

4 Hello Stranger
Barbara Lewis

It’s My Party
Lesley Gore

(4]




1963

Writers: Jan Berry
Brian Wilson

Producer: Jan Berry

July 20, 1963
2 weeks

JAN BERRY (born April 3, 1941) and
Dean Torrence (born March 10, 1940)
became close friends at University
High School in West Los Angeles,
where they discovered the shower
room in the boys’ gym provided a
great echo for singing. They formed a
group called the Barons with several
friends, including first tenor Arnie
Ginsberg. It was Arnie who dis-
covered a stripper in downtown L.A.
named Jennie Lee, and a trip to the
“Follies Burlesk” on Main Street
inspired the song “Jennie Lee,”
recorded in Jan’s garage with two
tape recorders, duplicating the echo
effect of the showers.

While Dean went into the Army
Reserves for six months, Jan signed
with Arwin Records, owned by Doris
Day and her husband, Marty
Melcher. With Dean away, the record
was released by “Jan and Arnie.”
When his active duty was finished,
Dean returned and Arnie went into
the Navy. Through producers Lou
Adler and Herb Alpert, Jan and
Dean signed with Dore Records and
recorded “Baby Talk,” a song that
Beach Boy Mike Love says helped
inspire their first record, “Surfin’.”

After a few hits on Dore and one
on Challenge Records, Jan and Dean
signed to Liberty. They recorded
“Linda,” a song written in 1944 by
Jack Lawrence about the daughter of
a friend, little Linda Eastman, who
would one day grow up and marry
Paul McCartney. “Linda” was a
change in style for Jan and Dean,
their first song to have a “west coast”
sound.

Meanwhile, the Beach Boys and
Jan and Dean met while packaged
together at record hops in southern
California. The Beach Boys were a
self-contained band, and they would
play for themselves as well as back-
ing up Jan and Dean.

Lou Adler, now their manager,
suggested they do some surf songs,
so they asked Brian Wilson, who had
already written “Surfin™ and “Surfin’
Safari,” if he had any material. Dean
remembers Brian playing two songs

for them: “He said, ‘first of all, let me
play you our new single’...and he
plays ‘Sweet Little Sixteen’ but he’s
changed the words and he’s called it
‘Surfin’ U.S.A’ ‘That’s great,” we
said, ‘Brian, why don’t you give that
to us? We weren’t able to talk him
out of that one...but he said, ‘I have
another song...I started this one and
I have a verse and chorus and that’s
about it’ and he plays, ‘two girls for
every boy! He said, ‘it’s called “Surf
City.” and if you want to finish
it...I'll split the writing with you.” We
re-arranged it somewhat and he came
in and helped us sing a lot of the
vocal parts.”

At the same time, Brian gave Jan
and Dean a song they liked even bet-
ter than “Surf City.” Called “Gonna
Hustle You,” it was full of “Papa-
Doo-Ron-Rons.” Although they
recorded it, it wasn’t released
because radio wasn't ready for a song
with “when summer comes, gonna
hustle you” in the lyrics. A year
later, Jan wrote new words and it
became “The New Girl in School,”
the flip side of “Dead Man’s Curve.”

That song, about a fatal
car crash, proved to be
tragically prophetic.
On Tuesday evening,
April 19, 1966, Jan
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JAN AND DEAN

was driving down the Sunset Strip
and lost control of his car, swerving
into a parked truck. He was taken to
UCLA Medical Center in eritical con-
dition, and he remained in a coma for
months. He survived, but suffered
brain damage and went through
years of physical and mental
rehabilitation. While Jan recuperated,
Dean retired from performing and
started a graphic design company,
Kittyhawk Graphies.

Jan continued to make progress,
and in 1973 the duo made an attempt
at a comeback, lip-synching on stage
to a recorded track. The audience
reaction was hostile, dashing any
hopes of resumed careers. Dean went
back to Kittyhawk and Jan recorded
some solo material. In 1974, Dean
and a friend wrote a treatment for a
film biography. It took four years to
get it made, and in 1978 CBS telecast
“Dead Man’s Curve,” starring
Richard Hateh and Bruce Davidson.
Reaction to the film was so positive
that Mike Love asked Jan and Dean
to join the Beach Boys for a tour.
This time, they sang live and it was
warmly received. Since that time,
Jan and Dean have toured every
spring and summer, while Jan
continues to appear in smaller
clubs all year round.

THE TOP FIVE

Week of July 20, 1963 E
1 Surf City
Jan & Dean

2 Easier Said Than Done
Essex

3 So Much in Love
Tymes

4 Tie Me Kangaroo Down, Sport
Rolf Harris

5 Memphis
Lonnie Mack
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THE TYMES

Writers: Billy Jackson
Roy Straigis
George Williams

Producer: Billy Jackson

August 3, 1963
1 week

THE TYMES are a Philadelphia
quintet who had more in common
with the romantic songs of Johnny
Mathis than the typical R&B tunes of
1963. With the seashore sounds of
waves rolling in, birds chirping and
fingers snapping, “So Much in Love”
sailed to the top of the chart in
August, 1963.

The story of the Tymes begins in
1956, when George Hilliard and Nor-
man Burnett met at summer camp. A
few months later they formed a
quartet, the Latineers, with friends
Albert Berry and Donald Banks.
They performed at record hops, local
talent shows and at night clubs. In
1960, they added George Williams as
lead singer and changed their name
to the Tymes.

In April, 1963, the Tymes
appeared on a talent show sponsored
by radio station WDAS. Cameo/Park-
way was Philadelphia’s hottest record
company, and a label executive heard
the group and signed them to Park-
way, the label that featured Chubby
Checker.

George Williams wanted to record
a romantic song called “The Stroll.”
He had written the melody and the
first verse, and producer Billy Jack-
son and arranger Roy Straigis
worked to finish the song. Jackson

THE TOP FIVE

Week of August 3, 1963

1 So Much in Love
Tymes

2 Fingertips-Pt. 2
Little Stevie Wonder

3 Surf City
Jan & Dean

4 (You're the)

Devil in Disguise
Elvis Presley

5 Wipe Out
Surfaris

SO MUCh m Love parxwavsn

came up with the idea of adding the
seashore noises, and changed the title
to “So Much in Love.”

For their next single, Jackson
capitalized on their vocal similarity to
Mathis and recorded Johnny's first
chart record, “Wonderful! Wender-
ful’” Mathis’ version had peaked at
number 14; the Tymes bested hiin by
gaing to number seven. Gae more
single, “Somewhere” (not the West
Side Story song), made the top 20,
but by 1964 the Tymes were off the
charts.

Two years later, the Tymes
started their own Cameo-distributed
label, with songwriters Josin Madara,
Dave White and Leon Huft. Their
label didn’t have any hits, so Billy
Jackson took them ta MGM. When
they failed to make it there, Jackson
changed their image from “Mills
Brothers” music to contemporary
soul. They recorded an updated ver-

sion of “People” from Funny Girl,
and it went to number 39.

Six more years would pass before
they would chart again. At the end of
1973, Jackson took the Tymes into
Philadelphia’s Sigma Sound Studios
and recorded new songs. He took
them to Huff and his partner, Kenny
Gamble, but they turned him down,
so Jackson took the tapes to RCA
Records, and the group was signed to
the label. The first single, “You Little
Trustmaker,” was a worldwide hit,
peaking at number 12 in the States
and’18 in Britain. An album track,
“Miss Grace,” was released as a sin-
gle with the more liberated title of
“Ms. Grace,” and it became their first
and only number one song in Britain.

“So Much in Love” was sung by
former Eagle Timothy B. Schmit on
the soundtrack of Fast Times at
Ridgemont High in 1982. It went as
high as number 59 en the Hot 100.
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LITTLE STEVIE WONDER
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Writers: Henry Cosby
Clarence Paul

Producer: Berry Gordy

August 10, 1963
3 weeks

THEY called him the 12-year-old ge-
nius. And though Stevie Wonder has
grown older, the term “genius” still
applies. The first of his nine number
one singles was “Fingertips (Pt. II),”
the second number one for Berry
Gordy’s Motown Records Corporation.
It was the first live single to go to
number one, and it marked the first
time that a single and the album it
came from were both number one on
Billboard’s charts at the same time.
During the three-week run of “Fin-
gertips (Pt. II)” at the top of the
singles chart, Little Stevie Wonder-
the 12-Year-Old Genius moved to
number one on the album chart.
“Fingertips” had been released
the previous year on a studio album,
The Jazz Soul of Little Stevie. Marvin
Gaye played drums and piano on the
LP, joined by Motown’s top session
musicians: James Jamerson on bass,
Joe Hunter on piano, Earl Van Dyke

on organ, Thomas “Bean” Bowles on
flute and Benny Benjamin on drums.

Stevie’s first three singles (“I Call
It Pretty Music, But the Old People
Call It the Blues,” “Little Water
Boy” and “Contract on Love”) failed
to chart, but his performances on the
company’s Motortown Reviews were
so exciting, Gordy decided to record
him live.

“Fingertips” was seven minutes
long on the 12-Year-Old Genius
album, and wasn’t considered for a
single. But the reaction was so posi-
tive, Gordy decided to divide it into
two parts and release it as a 45. DJs
across America preferred the second
side, including the spontaneous cry of
“What key? What key?” from a con-
fused musician during a reprise.

Steveland Morris was born blind
at birth on May 13, 1950 in Saginaw,
Michigan. His father’s last name was
Judkins, a name Stevie later used as
a songwriter. Along with his mother,
sister and four brothers, Stevie
moved to Detroit, where he sang in
the Whitestone Baptist Church
Choir.

The radio was a big influence on
Stevie, who loved to listen to many of
Detroit’s stations. His first musical

instrument was a six-hole harmonica
given to him by an uncle; later he
would receive a toy set of drums,
which the local Kiwanis Club would
replace with real drums. A neighbor
moved away and left Stevie her
piano, on which he played music that
sounded like his idol, Ray Charles.

By the time he was nine years
old, Stevie had formed a duo with his
best friend, John Glover. John told
his cousin about Stevie’s talent—and
the cousin happened to be Ronnie
White, newly signed to Tamla
Records as one of the Miracles.

After hearing Stevie and John
play, White introduced Stevie to
Brian Holland, one of Motown’s first
staff producers. Holland was
impressed enough to call his boss,
Gordy, and interrupt a steak dinner
to tell him to sign the 11-year-old
singer.

Along with his sister Lucy and
A&R employee Billie Jean Brown,
Berry considered a stage name for
his new artist. “Little” was a popular
prefix for young stars like Little
Willie John and Little Anthony, and
Gordy considered Stevie the Little
Wonder and Stevie Little Wonder
before deciding on Little Stevie Won-
der.

The first song Stevie recorded
was “Thank You (For Loving Me All
the Way),” a tribute to mothers. It
wasn’t released, but it wasn’t long
before he recorded A Tribute to
Uncle Ray, an album of Ray Charles
songs. Then followed his three un-
charted singles and “Fingertips
(Pt. I1),” the first of 27 top 10 singles,
all recorded for Berry Gordy’s record
company.

THE TOP FIVE

Week of August 10, 1968

1 Fingertips-Pt. 2
Little Stevie Wonder
2 Wipe Out
Surfaris
3 (You're the)
Devil in Disguise
Elvis Presley
4 Blowin’ in the Wind
Peter, Paul & Mary
5 So Much in Love
Tymes
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THE ANGELS

Writers: Robert Feldman
Jerry Goldstein
Richard Gottehrer

Producers: Robert Feldman
Jerry Goldstein
Richard Gottehrer

August 31, 1963
3 weeks

LIKE their predecessors the
Shirelles, the Marvelettes, the
Crystals and the Chiffons, the Angels
carried on the tradition of girl
groups. There was only one differ-
ence: the Angels were the first white
girl group to have a number one
record.

The Angels were three girls from
New Jersey. Barbara Allbut (born
September 24, 1940) and Phyllis
“Jiggs” Allbut (born September 24,
1942) were sisters, and their friend
Peggy Santiglia (born May 4, 1944)
was lead singer of the group.

Barbara and Jiggs sang together
in high school and started a group
called the Starlets with a girl named
Linda Jansen from Hillside, New
Jersey. Barbara played piano and
taught the other girls how to sing
harmony. They would travel to New
York to sing backing vocals for other
artists. They also made demos, and
one of them landed on a desk at
Caprice Records. Jiggs dropped out
of college and Barbara left Juilliard to
sign with Caprice, and they recorded
““Til” for the label. They wanted a
new group name, so they thought of
a few and put them all into a hat. Out
came “the Blue Angels,” which was
shortened to the Angels.

“‘Til” proved to be a good debut
song, going all the way to number 14
on Billboard’s Hot 100. The follow-
up, “Cry Baby Cry” went to 38.
After this record, Linda left and was
replaced by Peggy, who had been
appearing on Broadway in Do Re Mi
and recording commercials for radio
station WINS in New York.

Near the end of 1962, the girls
met the writing/producing team of
Robert Feldman, Jerry Goldstein and
Richard Gottehrer. Jiggs dated
Jerry, and the Angels did demo work
for the three producers. Feldman,
Goldstein and Gottehrer wrote “My
Boyfriend’s Back” for the Angels,
who were still under contract to
Caprice. But people from Mercury

Records heard the song and bought
the master for their Smash subsidiary.
“My Boyfriend's Back” entered

the Hot 100 on August 31, 1963 at
number 75, and in four weeks it was
number one. The Angels had only
two follow-ups that made the chart,
“] Adore Him” and "Wow! Wow!
Wee! (He’s the Boy for Me).”

The Angels carried on through the
sixties, with a supper club routine
choreographed by Donna McKechnie,
who would go on to star in Broad-
way’s A Chorus Line. In 1969, the
group started appearing in oldies
shows, and two years later Peggy did
some work as lead vocalist for Dusk,
a sister group to Tony Orlando and

Angels

Allan Sherman
3 Fingertips-Pt. 2
Little Stevie Wonder

4 Candy Girl
Four Seasons

5 Blowin’ in the Wind

Peter, Paul & Mary

THE TOP FIVE

Week of August 31, 1963

1 My Boyfriend’s Back

2 Hello Mudduh, Hello Fadduh

Dawn [see 287—“Knock Three
Times”).

There came a time when Barbara
was ready to eall it quits, so Jiggs
and Peggy have carried on with a
new member, Lana Shan, and are
still appearing at oldies shows.

The Feldman-Goldstein-Gottehrer
team turned recording artists in 1965
and had a hit single, “1 Want Candy,”
as the Strangeloves. While on the
road, they discovered the McCoys
and produced a number one song for
them [see 185—"“Hang on Sloopy"].
Goldstein went on to producer War,
and Gottehrer produced Blondie
before Mike Chapman, as well as
some albums by Robert Gordon.
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Writers: Bernie Wayne
Lee Morris

Producer: Bob Morgan

September 21, 1963
3 weeks

BOBBY VINTON's “blue period” was
1963. In the spring he had a hit with
“Blue on Blue,” and four months later
he had his second number one single
with the standard, “Blue Velvet.”

After his success with “Roses Are
Red (My Love)” [see 113], Vinton
found songwriters bringing their
latest tunes to his office in New
York. A writer by the name of Burt
Bacharach had an appointment to see
Bobby, but before he came in, an
associate of Vinton's suggested
Bobby secure publishing rights to any
songs he recorded. Enter Burt.

*I heard ‘Blue on Blue’ and my
legs started to shake,” Bobby laughs.
“I said to myself, this is a number
one record. But I'm real cool and I
said to Burt, ‘It’s kind of nice, but
I'm not really that excited. Maybe I'll
throw it into an album for you if I-
can own the publishing.” He said,
‘Gee, I'd love to give you the publish-
ing, but I signed it away this
morning to Famous Music and I don’t
think I can get it back. If I had
known you would have liked it, I
would have never given it to them.’
He’s walking out the door, toward
the elevator, and I went running
after him and said, ‘Burt, I was kid-
ding, that’s a great song, I can’t play
games with you.”’

Producer Bob Morgan agreed, and
Bobby remembers Burt being in the
studio during the recording to do the

THE TOP FIVE

Week of September 21, 1963

1 Blue Velvet
Bobby Vinton

2 My Boyfriend’s Back
Angels

3 If I Had a Hammer
Trini Lopez

4 Heat Wave
Martha & the Vandellas

5 Sally, Go 'Round the Roses
Jaynetts

arrangement. The result was a smash
that just missed gaing to number
one—it peaked at three. But it was
so successful that Bobby decided to
do an album of all “blue” songs, and
in a bold move for 1963, ‘decided to
record it in Nashville.

“I picked songs like ‘Blue Moon’
and ‘Blue Hawaii’ and everything
that was blue in the title. Al Gallico,
a well-known music publisher, said 1
ought to do ‘Blue Velvet.” He gave
his secretary a dollar ta rup down to
the musie store and buy the sheet
music.”

An hour later, Bobby recorded

e BIUE Velvet
BOBBY VINTON
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“Blue Velvet” with all-star musicians
like Floyd Cramer, Boots Randolph,
Grady Martin and Charlie MeCoy.
The sung-was done in two takes, and
Bobby considered it a throwaway. He
thought the hit would be “Am I
Blue.”

Epic Records began to get calls
about “Blue Velvet,” and told Vinton
they wanted to release it as a single.
“I said, ‘that’s not going to make it,
we did that in ten minutes and it’s
too sweet and pretty and today the
kids want rock.” They said O.K. and
they put it out anyway. I didn’t mind
being wrong.”
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JIMMY GILMER AND THE FIREBALLS

Writers: Keith McCormick
Faye Voss

Producer: Norman Petty

October 12, 1963
5 weeks

THE number one single of 1963 was
recorded in the same studio where
Buddy Knox and Buddy Holly had
recorded their chart-topping songs in
the 1950s—Norman Petty’s famed
Clovis, New Mexico studio. Petty
managed solo singer Jimmy Gilmer as
well as the instrumental group the
Fireballs, and he suggested they
combine forces.

Gilmer was born in Chicago, but
grew up in Amarillo, Texas, where
he studied music at the Musical Arts
Conservatory. He led a rockabilly
band, the Jimmy Gilmer Combo, that
played at high school and college
dances in a 100-mile radius of
Amarillo. The Combo’s drummer,
Gary Swaffert, also played drums for
the Norman Petty Trio and was
responsible for introducing Gilmer to
Petty.

Jimmy met a band from Raton,
New Mexico at Petty’s studios,
although he didn’t work with them.
They were the Fireballs, and they
had gotten together when they were
seniors in high school. They had two
instrumental hits on the Top Rank
label in 1959-1960 (“Torquay” and
“Bulldog”), and after a major tour,

their lead singer suddenly quit.

“He left them at an awkward
time,” says Gilmer. “They had a tour
scheduled in about two months in the
midwest, and they were in desperate
need of somebody to front the band.
Norman Petty...suggested they con-
tact me.”

Gilmer joined the Fireballs, a
decision that disappointed his parents
because it meant leaving junior col-
lege. Jimmy spent the next two-and-
a-half years touring and recording.
There were still solo releases by
Gilmer as well as records by the
Fireballs. One of the projects they
worked on was supplying new instru-
mental backings for some incomplete
vocals by the late Buddy Holly.

In 1962, Gilmer had come off of a
tour and was looking for new mate-
rial. One source was Keith
McCormack, a singer/guitarist with
another Norman Petty band, the
String-a-Longs. They had a national
hit with a Petty instrumental,
“Wheels,” in 1961, and McCormack
played seven songs for Gilmer. He
chose three he thought would be suit-
able for the Fireballs.

Jimmy worked out arrangements
for the songs and added them to the
group’s repertoire on their next tour.
Over the next six months, one song
in particular got an incredible
response from audiences—the reac-
tion was so great, they played it
twice each show. “Because of the
response we were receiving, we

decided to record it at the next con-
venient time.”

The song was “Sugar Shack,” and
it was released in May of 1963. For
the next four montbhs, it sold well in
Dallas, Albuquerque, and Oklahoma
City, but couldn’t seem to break
through on a national basis. Their
label, Dot, wanted to go with a new
single, but station CKLW on the
Detroit/Canada border started play-
ing “Sugar Shack” and it spread
throughout North America, debuting
on the Hot 100 on September 21 at
number 65. The next week it moved
to 19, then to four and on October 12
it went to number one, where it
remained for five weeks.

The follow-up, “Daisy Petal
Pickin’,” went to number 15. By 1967,
Gilmer was spending time in Green-
wich Village clubs, where he met
songwriter Tom Paxton. He liked
Paxton’s “Bottle of Wine” enough to
record it, but Dot Records didn’t
want to release it. “We believed in it
so much, we asked for our release,”
Gilmer recalls. Randy Wood, presi-
dent of Dot, granted it and the group
signed with Atco Records. Released
under the name “the Fireballs”
because groups were popular, “Bottle
of Wine” made the top 10.

Gilmer left the Fireballs in 1969
with the intention of moving to Los
Angeles and starting a new band.
Instead, he was hired by United Art-
ists Music in Nashville and is now
vice-president of CBS Songs’ south-
ern operations. “It’s given me a
chance to help young writers and art-
ists not make the same mistakes 1
made,” he laughs.

THE TOP FIVE

Week of October 12, 1963

1 Sugar Shack
Jimmy Gilmer & the Fireballs

2 Be My Bahy
Ronettes

3 Blue Velvet
Bobby Vinton

4 Cry Baby
Garnet Mimms & the
Enchanters

5 Sally Go 'Round the Roses
Jaynetts
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Writers: Mitchell Parish
Peter de Rose

Producer: Ahmet Ertegun

November 16, 1963
1 week

OFFEN mistaken for husband and
wife, Nino Tempo and his sister April
Stevens both had successful solo
careers before they teamed up to rec-
ord together. They credit their
mother—a beauty contest winner

whose strict father wouldn’t allow her

to pursue a professional life—with
motivating them to pursue show busi-
ness careers.

Nino was performing in recitals at
age three, and when he was seven.
his mother took him to a Benny
Goodman concert in Buffula, New
York, 30 miles from their Niagara
Falls home. “Peggy Lee had just
done a number...and my mom said,
‘go up there and tell Mr. Goodman
your grandfather bet you five dollars
if you were any good yeu'd sing with
his band.” Nino recalls. An
enchanted Goodman put the boy on a
chair so he could reach the micro-
phone, and he brought the house
down with “Rosetta.” Goodman liked
it so much, he had Nine come back
the next six nights and pull the same
stunt.

The family moved to California,
and April was shopping in Wa'lichs’
Musice City in Hollywood when a man

Atco 6224 Deep Purple

NINO TEMPO and APRIL STEVENS

asked if she was a singer. She
thought he was flirting, but he owned
a small record company and was look-
ing for a vocalist. April recorded “No
No No Not That™ for him, which was
the start of her solo career. She had
a top ten single in 1951, “I'm in Love
Again,” and a hit single in 1959 with
“Teach Me Tiger.” a song the astro-
nauts on board the space shuttle
Challenger requested for a wake up
call on April 6, 1983,

Nino picked up the clarinet after
meeting Goodman, then became a
jazz saxophonist. He was playing on a
Bobby Darin session when he met
Ahmet Ertegun of Atlantic Records.
Ertegun asked if Nino did more than
play sax. and Nino said he was think-
ing of putting an act together with
his sister. Ahmet was a fun of April's
singing, and went to the Tempo home
for a spaghetti dinner—with a con-
tract for them ta sign.

April came up with the idea to
record “Deep Purple,” and Nino did
the arrangement. “Nino was sup-
posed to sing the second chorus by
himself,” explains April. “He didn’t
know the words, so I started speak-
ing them to him.” A friend who heard
the demo thought April's “*narration”
sounded great. “It took me two
months to convince my brother...he
said he didn’t want anyone talking
while he was singing!”

April and Nina went into the
studio to record the standard, “Para-
dise,” and with 14 minutes left of
studio time, told Ahmnet they wanted

to try “Deep Purple.” He said it was
impossible to finish in the time
remaining, but Nino had quick words
with the session musicians (including
guitarist Glen Campbell) and the
female back-up singers. “There was
no rehearsal,” says Nino. “We just
talked about it for 30 seconds and
recorded it. In 14 minutes, we got
two takes.”

A secretary at the studio told
Nino “Deep Purple” would be a
smash. It had some wrong chords,
yodeling and a harmonica he wanted
to replace, but Nino called Ahmet in
New York and said he was sending
the master just the way it was and it
would be a hit. Two weeks passed,
and Ahmet didn’t call back. Finally,
Nino telephoned and asked what he
thought. Ahmet said it was the most
embarassing thing April and Nino
had ever recorded. “Deep Purple”
went on the shelf and “Paradise” was
released. It didn’t make the Hot 100.

“I called Ahmet and said please
give us our contract back,” Nino con-
fesses. “He said, ‘I'll release one
more record, and if it flops, you've
got your contract back.”” Nino
wanted to sign with his friend Phil
Spector, who also thought “Deep
Purple” would be big.

Ahmet agreed to release “Deep
Purple,” although he thought the flip
side, “I've Been Carrying a Torch for
You So Long That I Burned a Great
Big Hole in My Heart” was the hit.
He was wrong. “Deep Purple”
knocked “Sugar Shack” out of
number one, and the “B” side that
Ahmet favored had to settle for being
the longest title of any number one
flip side, a record it would hold for
almost 21 years.

THE TOP FIVE

Week of November 16, 1963

1 Deep Purple
Nino Tempo & April Stevens

2  Sugar Shack
Jimmy Gilmer & the Fireballs

3 Washington Square
Village Stompers

4 P’m Leaving It Up to You
Dale & Grace

5 It’s All Right
Impressions
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DALE AND GRACE

Writers: Don Harris
Dewey Terry, Jr.

Producer: Sam Montel

November 23, 1963
2 weeks

DALE AND GRACE followed April and
Nino into the number one position,
the first time a male-female duet, suc-
ceeded another male-female duet at
the top of the chart. Dale Houston
was introduced to Grace Broussard
by record producer Sam Montel, who
owned his own Montel label for
national releases, as well as three
smaller labels named after his
daughters (Michele, Stephanie and
Debbie) for regional releases.

“Dale was a country and western
piano player-singer from up around
Ferriday, Louisiana,” Monte!
explains. “He was playing in a small
honky-tonk where Jerry Lee Lewis
got started several years earlier. I
went up and introduced myself and
told Dale I had this idea about doing
an old tune originally recorded in
1956 by Don and Dewey.”

Sam found 19-year-old Grace in
her native Prairieville, Louisiana, in
the heart of cajun country. She idol-
ized her older brother, Van, who had
his own cajun band. She was earning
$15 a week singing with Van’s group
when Montel invited her ta come to
his Baton Rouge studio and meet Dale.

At first, Sam tried to record “¥Fm
Leaving It Up to You” as a solo by

I'm LeaVlng It Up to You wonreLmcnzieen

Dale, but it sounded flat. So he
matched them up and they recorded
it as a duet. The record was released
just locally on the Michele label, and
Sam sent promo copies to radio sta-
tions. He received a call from Paul
Berlin, the top disc jockey at KNUZ
in Houston, telling him the record
was the pick of the station’s seven
DJs.

“I said, ‘Wait a minute, Paunl, I'm
going to change the vieling because
they’re recorded in B-matural and
they’re supposed to be B-flat. I made
a mistake.” He said, ‘If you tel! me
you're gonna change anything on this
record after seven experts say this is
gonna be a number one song, you are
crazy—or using reverse psychology.’
I took his advice and never changed
it.”

The record went to number one in
Houston and Sam decided to release
it on his national label, Montel.
Because the record was aiready a
local hit on Michele, the distributor
pressed them on the Montel-Michele
label.

“I'm Leaving It Up to You” went
to number one on the Hot 100 the
week beginning November 17, 1963.
Dale and Grace were on tour with
Dick Clark’s Caravan of Stars at the
time. On Friday of that week, they
were in Dallas, Texas, for an evening
performance.

“In the morning, myself and Dick
Clark, along with Dale and Grace,
Bobby Rydell, Jimmy Clanton and
Brian Hyland stood on the steps of

our hotel, and as President Ken-
nedy’s motorcade turned onto Elm
Street we applauded the President
and his wife. Three blocks later, the
tragedy happened. We went back to
our rooms and didn’t find out about it
until three hours later,” Sam recalls,
sadly. For four days, there was no
music in the land.

For their second single, Dale and
Grace recorded “Stop and Think It
Over,” a song distinguished by its
extraordinarily long pause after the
word “stop.” It reached number eight
and was the duo’s only other hit.

They continued to tour and were
in Fargo, North Dakota, when Sam
received a phone call from Bobby Vee
[see 97—“Take Good Care of My
Baby”]. “They were spending the
weekend with Bobby,” Sam says.
“He said I'd better come up. Dale
was sick, bleeding internally. He and
Grace were arguing a lot, and Bobby
said they weren’t speaking to each
other.”

Sam caught the next plane to
Fargo and found Dale seriously ill.
Dale was hospitalized. Grace told
Montel she missed her family, her
dogs and her home on the bayou. “I
had an agreement with Dale and
Grace that at any time they wanted
to shut it down, all they had to do
was call me. They had my word,”
says Sam.

When Dale recuperated, Sam
recorded some tracks with him back
in Baton Rouge. Grace agreed to re-
cord some solo tracks and have them
overdubbed, but the feeling of a duet
was missing and the idea was aban-
doned. Both singers recorded some
solo tracks for Montel, but without
any national success.

THE TOP FIVE

 Week of November 23, 1963
1 I'm Leaving It Up to You
Dale & Grace

2 Washington Square
Village Stompers

3 Deep Purple
Nino Tempo & April Stevens

4 Sugar Shack
Jimmy Gilmer & the Fireballs

5 [It’s All Right
Impressions




1963

Whriter: Soeur Sourire
Producer: Not Knoun

December 7, 1963
4 weeks

ONE day in 1961, a beat-up Citroen
pulled up in front of the Brussels
office of Philips Records. The
passengers were two nuns, and the
older one spoke to executives at the
record company. She indicated that
her younger companion composed
songs which the sisters would sing in
the evenings at their retreats at the
Fichermont Monastery. The songs
were so popular with the young girls
studying at the convent, the two sis-
ters wondered if they could pay
Philips Records to press a couple
hundred copies of the songs to be
given away as gifts.

It was the Christmas rush season,
and the Philips executives politely
said no. Three months later, the sis-
ters telephoned and asked if this
would be a good time to press up
those copies. Philips agreed to a
brief, non-commercial recording ses-
sion.

Sister Luc-Gabrielle was accom-
panied by a chorus of four nuns and a
new guitar. She recorded more than
a dozen songs. The light, simple,
uplifting melodies so impressed the
Philips executives that they manufac-
tured thousands of albums by “Soeur
Sourire” (Sister Smile) and released
them commercially in Europe.
Because of its success throughout the
continent, Philips released the album
in America under the title “The Sing-
ing Nun.” It didn’t get any reaction
until publisher Paul Kapp decided to
release one of the album’s songs,

Philips 40152 D()minique
THE SINGING NUN

“Dominique,” as a single.

The song, which eulogizes the
founder of the Dominican order, was
written by Sister Luc-Gabrielle for
her Mother Superior’s Saint’s Day.
The Mother Superior approvingly
told Newsweek that the song treated
St. Dominic “with familiarity and a
touch of impertinence.” It made The
Singing Nun an overnight celebrity,
and helped prevent “Louie Louie” by
the Kingsmen from going to number
one.

“Dominique” was so popular, that
the single and album both moved into
the number one position on Bill-
board’s singles and albums charts
simultaneously. It was the first time
in history anyone had accomplished
this.

Sister Luc-Gabrielle appeared on
the January 5, 1964 Ed Sullivan show
from the convent, but only after the
Archdiocese convinced the Mother
Superior of Sullivan’s good intentions.
Despite the national publicity,
“Dominique” was the only hit The
Singing Nun ever had.

In 1966, Debbie Reynolds starred
in a movie about The Singing Nun's
life. It was a critical failure (but it
did mark the first time a number one
artist starred in the life story of
another number one artist) [See 24 —
“Tammy”].

Soon after the film’s release, Sis-
ter Luc-Gabrielle left the convent and
became Jeanine Deckers once more.
The former high school teacher, who
had joined the order in 1959,
returned to Philips records and
recorded songs like “Glory Be to God
for the Golden Pill,” praising the
Lord for birth control pills.

THE TOP FIVE

Week of December 7, 1963
1 Dominique
Singing Nun
2 I'm Leaving It Up to You
Dale & Grace

3 Everybody
Tommy Roe

4 Louie Louie
Kingsmen

5 She’s a Fool
Lesley Gore




There! I've Said It Again c,os

BOBBY VINTON

Writers: Redd Evans
Dave Mann

Producer: Bob Morgan

January 4, 1964
4 weeks

3

‘THERE! I'VE SAID IT AGAIN" by
Bobby Vinton is one of the most sig-
nificant number one singles of the
rock era. Not because of anything
inherent in the song or the artist, but
because it signified the end of an era.
Following it would be a dividing line
almost as thick and inpenetrable as
Bill Haley’s “(We're Gonna) Rock
Around the Clock.” Music would
never be the same again.

The years 1960-1963 were innocent
years. Rock and roll didn’t seem as
rebellious as it had when it first burst
on the airwaves in 1955. Critics of
this new music were less vocal—per-
haps they weren’t as threatened by

“The Loco-Motion” and “Sherry” as
they had been by The Blackboard
Jungle and Elvis shaking his pelvis
on Ed Sullivan’s TV show.

The early 60s marked the rise of
the songwriter, with writers like
Gerry Goffin, Carole King, Neil
Sedaka, Howard Greenfield, Barry
Mann and Cynthia Weil churning out
the hits.

And American artists like Bobby
Vinton dominated the charts. From
“Rock Around the Clock” to “There!
I've Said It Again,” only five number
one songs were by non-American art-
ists. Within six months, that figure
would double. Many artists whose
careers seemed unshakable would
stop having hits all at once. Number
one artists like Connie Francis,
Chubby Checker, Pat Boone and the
Shirelles would never even place a
single in the top 20 again. It wasn’t
that they were doing anything
wrong—there was simply a shift in

the musical world, led by one group,
that made us all look at rock and roll
in a completely different light. The
time of the self-contained musical unit
was coming. The time of lyrics with
social weight and significance was
coming.

For the record, the number one
single that helped mark this dividing
point was the third number one for
Bobby Vinton (an artist whose
career, unlike many others, would
not suffer during the next 12
months). Vinton was appearing low
on the bill at a Cincinatti rock concert
when he saw a long-haired, bearded
DJ he found intimidating.

“He was smiling at me,” Bobby
recalls, “and he was screaming some-
thing as I was walking on to the
stage. His face was red and he said,
‘Come here! I asked, ‘What is it,” and
he said, ‘If you sing “There! I've Said
It Again” you'll have a number one
record.” That just shocked me—I
mean why a DJ on stage before a
concert, especially one looking like he
looked, would even know a song like
“There! I've Said It Again” or be con-
cerned about me...it stayed with me
for a week.

“I still remember that recording
session. It was about ten after seven
and I sang it one time, and it was a
quarter after seven. The session was
supposed to go to ten o’clock and I
said, ‘that’s it. I could sing this all
night, but it’s not going to get any
better. It's a hit just the way it is,
goodnight everybody.”’

“There! I've Said It Again” was
number one for four weeks. Then
came the Beatles, and suddenly,
everything changed.

THE TOP FIVE

Week_of ﬁmuary 4, 1964
1 There! I've Said It Again
Bobby Vinton
2 Louie Louie
Kingsmen
3 Dominique
Singing Nun
4 Since I Fell For You
Lenny Welch

5 Forget Him
Bobby Rydell




1964

Writers: John Lennon
Paul McCartney

Producer: George Martin

February 1, 1964
7 weeks

IT MUST HAVE seemed to manager
Brian Epstein that the Beatles were
never going to make it in America.
For over a year, his charges had
been a British phenomenon, selling
millions of records on EMI’s Par-
lophone label. But Brian just couldn’t
get EMI's American Company, Cap-
itol Records, interested in the
Beatles. Capitol declinecd to release
the Beatles’ first four British singles
because, as a label executive
informec Epstein, “we don’t think the
Beatles will do anything in this mar-
ket.”

“I Want to Hold Your Hand” was
written by John Lennon and Paul
McCartney in the basement of a
house owned by the family of Jane
Asher, Paul's actress girlfriend. The
song was meant to have an American
gospel sound, and it was the record
Brian thought would finally breuak the
Beatles in the United States. “I Want
to Hold Your Hand” was recorded on
October 19, 1963, along with the Brit-
ish flip side, “This Boy.” It was
scheduled for release in the United
Kingdom on November 29.

Brian took a demo copy of the rec-
ord with him when he flew to New
York on November 5, just one day
after the Beatles performed for the
Queen Mother at the annual Royal
Command Performance variety show.

One of Brian’s appointments in Man-
hattan was with Brown Meggs,
director of eastern operations for
Capitol Records. Meggs heard some-
thing in this song that he felt had
been missing in the songs that Cap-
itol had declined to release: “Love Me
Do” [see 148), “Please Please Me,”
“From Me to You” and “She Loves
You” [see 144). An American release
date of January 13, 1964, was sched-
uled.

Before he left New York, Brian
also went to the Delmonico Hotel,
where he had an appointment with a
man he had previously met in
London. The gentieman had come to
Britain to scout talent, and had expe-
rienced Beatlemania first hand, stuck
in a crowd at Heathrow Airport while
the Beatles were returning from a
trip to Sweden. By the time Brian
boarded the plane for the trip home
to England, he had signed a deal with
Ed Sullivan to feature the Beatles on
two consecutive live telecasts, Febru-
ary 9 and 16.

“I Want to Hold Your Hand” had
an advance order of 940,000 copies in
Britain. It entered the chart on
December 5 and went to number one
the following week, where it
remained for five weeks.

America was rot go'ng to wait
until January 13 for Capitol to release
the single. Carroll Baker, a disc
jockey at radio station WWDC ir
Washington, D.C., obteined & British
45 from a BOAC airline stewardess
and became the first American to
broadcast “I Want to Hold Your
Hand.” The reaction was immediate
and spread quickly to Chicago and
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then St. Louis, where other radio
stations obtained copies of the song.
Capitol advanced the release date to
December 26, and increased the press
run from 200,000 copies to one mil-
lion.

Americans saw the Beatles for the
first time eight days later when Jack
Paar featured film clips of them on
his weekly Friday night show. Sud-
denly, there was a media explosion.
Life, The New York Times, CBS, the
Associated Press and The Washing-
ton Post all assigned reporters to file
stories on the Beatles.

Brian Epstein had arranged for
the group to play the Olympia The-
atre in Paris, to try and break them
in France, the only European country
that hadn’t submitted to their
charms. They were ensconced in their
rooms at the George V hotel when
Brian received the news: “I Want to
Hold Your Hand” had gone to
number one in America.

It remained on top of Billboard’s
Hot 100 for seven weeks, the first
single to do so since “Tossin’ and
Turnin’ ” [see 94] by Bobby Lewis in
1961. Today, “I Want to Hold Your
Hand” stands as the biggest-selling
British single of all time, with world-
wide sales hovering near 15 million.

The importance of “I Want to
Hold Your Hand” cannot be over-
estimated. Next to “(We're Gonna)
Rock Around the Clock” [see 1], it is
the most significant single of the rock
era, permanently changing the course
of music. The influence of the Beatles
has been felt by every artist who has
followed them, and it is not difficult to
imagine that as the centuries pass,
their songs will be the classical music
of tomorrow.

THE TOP FIVE

Week of February 1, 1964

—

I Want to Hold Your Hand
Beatles

2 You Don’t Own Me
Lesley Gore

3 Out of Limits
Marketts

4 Surfin’ Bird
Trashmen

5 Hey Little Cobra
Rip Chords
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She Loves YOU SWAN 4152
THE BEATLES

Writers: John Lennon
Paul McCartney

Producer: George Martin

March 21, 196}
2 weeks

SHE LOVES YOU followed “I Want to
Hold Your Hand” into the number
one position, the first time an artist
had two consecutive chart-toppers
since Elvis Presley in 1956 [see 15—
“Love Me Tender”). America was in
the throes of Beatlemania, a phenom-
enon that had manifested itself in
Britain when “She Loves You”
topped the chart there.

The screaming and rioting had
begun on their third national tour of
Britain, with American singer Roy
Orbison [see 91—“Running Scared”].
But the full impact of the Beatles
wasn't felt until they appeared on the
popular television show “Sunday
Night at the London Palladium” on
October 13, 1963, two days after “She
Loves You” was certified gold in the
United Kingdom. The street outside
the theater had been mobbed with
fans all day, and when the Beatles
left the theater with program host
Bruce Forsyth, there were riots as
the police tried to restrain the
crowds. Newspaper photographers
captured the mayhem on film and the
next day, the press called it “Beat-
lemania.”

America wasn’t quite ready to
succumb. You would have had to
read all the way down page 32 of the
September 21, 1963, issue of Bill-
board to notice the listing under
Four-Star Singles (“awarded new sin-
gles with sufficient commercial
potential in their respective catego-
ries to merit being stocked by
dealers”) for a new release by the
Beatles called “She Loves You,”
issued on Swan Records with the cat-
alogue number 4152. Murray the K
played it on radio station WINS in
New York, where it placed third in a
field of five new singles on his weekly
listeners’ poll.

But 1963 was not to be the vear of
the Beatles in America. After EMI’s
American label, Capitol, turned down
“Please Please Me,” manager Brian
Epstein licensed it to Vee Jay
records of Chicago. Released on Feb-
ruary 25, the record was such a high

priority with the label that the art-
ists’ name was misspelled “The
Beattles” on the label.

“From Me to You,” released in
May, fared little better. It received
enough airplay on radio station
KRLA to reach number 31 on the
playlist, but nationally it merely bub-
bled under at number 116. After two
failures in a row, Brian Epstein
leased “She Loves You” to the Phila-
delphia-based Swan Records, but the
label did no better than Vee Jay.

“She Loves You” was first heard
by millions of Americans when Jack
Paar screened film footage of the
Beatles on his television program on
January 3, 1964. The next day, peo-
ple who didn’t recall the name of the
song or the group did remember the
words, “yeah, yeah, veah.”

After Capitol Records broke the
Beatles in America with “I Want to
Hold Your Hand,” Swan Records
reactivated “She Loves You.” The
single entered the Hot 100 at number
69 on January 25, 1964, and suc-
ceeded “I Want to Hold Your Hand”

at number one eight weeks later.

“She Loves You,” featuring John
Lennon and Paul McCartney singing
lead, with George Harrison joining
them on harmony, was recorded at
Abbey Road studios on July 1, 1963.
Paul and John had written the song
in Yorkshire, England, while touring
the country by bus.

John and Paul played the song for
producer George Martin on their
acoustic guitars. It was Martin who
suggested they start with the chorus
of “She loves you, yeah yeah,
yeah . . .” instead of going right into
the first verse. “The idea of having
the sixth chord when it finishes was
George Harrison’s,” Paul has said.
“And George Martin said, ‘That’s
funny, that’s very old fashioned.” And
we said, “Yes, but it’s nice, isn’t it?
and he suid, ‘Yes, okay.””

“She Loves You” charted again in
June, 1964, when Swan Records
released a German version of the
song, “Sie Liebt Dich,” by the Beat-
les. It entered the Hot 100 at 97 and
departed the following week.

Week of March 21, 1964

She Loves You
Beatles

I Want to Hold Your Hand §
Beatles

Please Please Me
Beatles

Dawn (Go Away)
Four Seasons

Fun, Fun, Fun
Beach Boys




1964

Writers: John Lennon
Pawl McCartney

Producer: George Martin

April 4, 1964
5 weeks

“C

AN'T BUY ME LOVE” marks an
incredible high point in Beatlemania,
for it established five remarkable
records that have never been broken
to this day. It is highly unlikely that
they ever will be.

Here are the five achievements
that will stand for all time as testi-
mony to the unprecedented success of
the Beatles:

1. Greatest Monopoly of the Top
Five. With the sudden success of The
Beatles on Capitol Records, their for-
mer labels realized what a goldmine
they had in their catalogs. So many
Beatles records were issued on so
many labels, that on April 4, 1964,
the Beatles held the top five positions
on the Hot 100 (see box). No one had

Capitol 5150

ever done anything even close to this
before, and it is doubtful the condi-
tions will ever exist for anyone to do
it again. The week before, the Beat-
les held the top four positions, and
with the ascension of “Can’t Buy Me
Love” into the number one slot, they
had a hammerlock on the top five.

2. Greatest Monopoly of the Hot 100.
Before the Beatles, the highest
number of concurrent singles by one
artist on the chart was nine. This was
accomplished on December 19, 1956,
by Elvis Presley. That record stood
for seven years. The Beatles sur-
passed Elvis’ total on March 28, 1964,
with 10 singles on the Hot 100. On
April 4, two more Beatles’ songs
debuted, giving them a total of 12.
And on April 11, with “Can’t Buy Me
Love” in its second week at number
one, the Beatles occupied 14 positions
on the chart. This record-breaking
achievement was accomplished thanks
to the following titles, which joined
“Can’t Buy Me Love” on the April 11
survey:

THE TOP FIVE

Weelk: oLApril 4, 1964

Can’t Buy Me Love
Beatles

Twist and Shout
Beatles

She Loves You
Beatles

I Want to Hold Your Hand
Beatles

Please Please Me
Beatles

Can’t Buy Me Love
THE BEATLES

=
2. Twist and Shout

4. She Loves You

7. 1 Want to Hold Your Hand

9. Please Please Me

14. Do You Want to Know a Secret
38. I Saw Her Standing There

48. You Can’t Do That

50. All My Loving

52. From Me to You

61. Thank You Girl

74. There’s a Place

78. Roll Over Beethoven

81. Love Me Do

3. Biggest Leap to Numnber One. In
the history of the Hot 100, only a few
songs have managed to jump to the
number one position from outside the
top 10. No song has ever gone
directly to the top of the chart from
outside the top 20—except for “Can’t
Buy Me Love,” which debuted at
number 27 and pole vaulted to
number one the following week.

4. Most Consecutive Number One
Singles. “Can’t Buy Me Love” imme-
diately succeeded “She Loves You,”
which directly followed “I Want to
Hold Your Hand” at number one.
This broke the record established by
Elvis Presley when he had two con-
secutive number one singles in the
second half of 1956 with “Don't Be
Cruel / Hound Dog” and “Love Me
Tender.”

5. Largest Advance Sale. The condi-
tions were exactly right for “Can’t
Buy Me Love” to rack up the great-
est advance sales order of any single
in history. It was the official Capitol
Records follow-up to *“I Want to Hold
Your Hand,” itself one of the most
successful singles in the history of the
charts. When released on March 16,
1964, “Can’t Buy Me Love” was only
available as a single and wouldn’t be
released on an album until the sound-
track of A Hard Day’s Night was
issued in July. So no one should have
really been surprised when this single
had an international advance order of
2,100,000 copies.

When people are asked what the
greatest Beatles single of all time is,
they usually mention “Hey Jude,”
“Let It Be” or “I Want to Hold Your
Hand.” They do not often think of
“Can’t Buy Me Love.” And yet, for
all the amazing records it established
which have lasted for more than 20
years, perhaps “Can’t Buy Me Love”
should stand as one of The Beatles’
very greatest achievements.
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He“(), DO“Y! Kapp 573
LOUIS ARMSTRONG

Writer: Jerry Herman
Producer: Mickey Kapp

May 9, 1964
1 week

Ifit hadn't been for jazz, there
wouldn't be no rock and roll.
LOUIS ARMSTRONG.

lF you were asked to select the artist
most unlikely to usher the Beatles
out of the number one position after
they had three consecutive records
that held the top spot for a combined
14 weeks, you might name a 63-year-
old jazz trumpeteer from New
Orleans who hadn’t had a top 10 sin-
gle in eight years. You might, but
you'd be wrong.

Incredibly, Louis “Satchmo”
Armstrong, one of the greats of the
jazz world, whose music was as much
a part of the twenties and thirties as
the post-Beatles sixties, is the artist
who brought a temporary halt to the
Beatles’ monopoly of the top of the
charts. In doing so, he became the
oldest artist (at age 63) to have a
number one song.

The song was “Hello, Dolly!” writ-
ten by Jerry Herman for Carol
Channing’s second act entrance in the
Broadway musical of the same
name. It is one of only two songs
from a Broadway
show to become
number one in
the rock era
[see 253—
“Aquarius/Let
the Sunshine In”].

THE TOP FIVE

W_eek oﬁlay 9, 1964

1 Hello, Dolly!
Louis Armstrong

2 Do You Want to
Know a Secret
Beatles

3 My Guy
Mary Wells

4 Bits and Pieces
Dave Clark Five

5 Can’t Buy Me Love
Beatles

The musical opened on Broadway
on January 16, 1964. Armstrong
wasn't even aware of the show when
he recorded the song, brought to him
by someone at Herman’s publishing
company. It was just another track
on an album of show tunes.
Armstrong’s biggest chart hit before
“Hello, Dolly!” was a version of
Berthold Brecht and Kurt Weill’s
“Mack the Knife” from the stage
musical A Threepenny Opera. It was
released in 1956, three years before
Bobby Darin covered it [see 59], and
it made the top 20.

But “Hello, Dolly!” was easily the
best-selling record of his career, and
it popularized not only Armstrong
but the Broadway show. Five years
later, Armstrong was deservedly cast
in the motion picture of Hello, Dolly!
in which he sang his hit tune to the
film’s leading lady, Barbra Streisand.

Armstrong was born on the 4th of
July in 1900 in New Orleans to Willie
and Mary Ann Armstrong. On New
Year's Eve of 1913, Louis celebrated
by firing his daddy’s .38, a shot Louis
believed was responsible for starting
his career. He was arrested and sent
to the Waif's Home for Boys, where
music teacher Peter Davis took an
interest in him. He made Louis the
official school bugler and taught him
to play the cornet.

It was in this school that Louis
earned his lifelong
nickname. The

other kids called him “satchel-mouth”
because of his big mouth, and the
name was later contracted to “Sat-
chmo.”

When he left the school in 1917,
Louis studied with Joe Oliver, a
famous black trumpeteer. When
“King” Oliver left Kid Ory’s Band
two years later, he had Louis replace
him. Armstrong and Oliver were
reunited in 1922 in Chieago, and four
years later Armstrong was a headline
attraction. It was in 1929 that
Armstrong went to New York and
played in “Connie’s Hot Chocolates,”
where he introduced Fats Waller's
“Ain’t Misbehavin’.”

Louis toured Europe in the 1930s,
and his fame spread. In the late 30s,
he started to appear in films, includ-
ing Pennies from Heaven, Cabin in
the Sky and, in 1956, High Society
with Bing Crosby, Frank Sinatra and
Grace Kelly.

Armstrong’s recording career
began in 1923, when he made his first
disc as part of King Oliver’s Jazz Cre-
ole Band. His first chart record was
“That Lucky Old Sun” in October,
1949, which means it took 14 years
and seven months from his first chart
entry until he reached number one.

Louis Armstrong died on July 6,
1971, two days after his Tlst birth-
day. In 1976, a statue of the jazz
great was unveiled at Louis
Armstrong Park in
his hometown of
New Orleans.




Whriter: William ‘Smokey’ Robinson
Producer: William ‘Smokey’ Robinson

May 16, 1964
2 weeks

MARY WELLS established a number
of firsts for Motown. She was the
first artist to record on the Motown
label, the first to have Wiliiam
“Smokey” Robinson of the Miracles
[see 285—“The Tears of a Clown”]
for a writer/praducer, the first to
kave a top 10 song on Motown (“The
One Who Really Loves You™) and the
very first to give the label a number
one song (“My Guy”). She was also
the first major artist to leave the
company, a bittersweet erd to her
Motown career.

Mary Esther Wells was born on
May 13, 1943, in Detroit, Michigan,
the youngest of three children. She
started singing in church when she
was three years old and excelled in
the choir at Jefferson Junior High. At
Northwestern High School, she
became the choir's featured voealist.
She also sang with neighborhood doo-
wop groups and idolized Jackie
Wilson. She started writing songs,
and came up with one she wanted
Wilson to record.

She was just 17 years old when
she asked a friend of a friend,
Motown chief engineer Robert
Bateman, to introduce her to Wilson’s
producer, Berry Gordy. Jr. She had
no intention of becoming an artist
herself, but she couldn’t read or play
musie, so she sang her song for
Gordy. He loved it, but said she

should record it herself, and signed
her to a contract on the spot. Mary
was thrilled to be signed to Tamla,
the record company that was so hot
with the Miracles and the Mar-
velettes. But Gordy told her he was
starting a new label called Motown.
Mary concealed her disappceintment
at being signed to an unknown label.

A few days later she was in the
studio recording “Bye Bye Baby.”
Berry made her do 22 takes and by
the final take her voice was hoarse,
giving it a bluesy, gospel feeling. The
record reached 45 on the Hot 100.

Mary’s sangwriting career came to
a swift end. Gordy teamed her up
with Siokey Robinson, who wrote
and produced three top 10 hits in
1962—“The One Who Really Loves
You,” “You Beat Me tc the Punch”
and “Two Lovers.” The next few sin-
gles did not do as well, and in late
1963 Mary became one of the first
Motown artists to benefit from the
writing and production of Brian Hol-
land, Lamont Dozier and Eddie
Holland. She recorded themwr “You
Lost the Sweetest Boy,” with the
Supremes and Temptations singing
backing vocals. It peaked at 22, and
the Robinson-penned flip, “What's
Easy for Two I3 So Hard for One,”
was close behind at number 29.

Then came the song that would
become Mary Wells’ trademark for
life. It was an instant classic, and
hearing it for the first time, it was
easy to predict that it would go to
number one. The song, written and
produced by Smokey, was “My Guy.”

It managed to go to the top in the
middle of the Beatles’ chart sweep,

MOTOWN 1056 My Guy
MARY WELLS

and it stayed there for two weeks
until the Beatles pushed it out. The
vear was 1964 and Mary Wells, at the
peak of her career, turned 21. It was
time to renegotiate her contract with
Motown.

Mary was now married to a
Motown employee, Herman Griffin.
He advised her to accept a large
advance from 20th Century Fox
Records rather than re-sign for a
lower royalty payment with Gordy’s
company. Mary became the first
major artist to exit Motown, a move
that would not become more common
until the mid-70s.

She had only minor success with
20th Century Fox, and over the next
few years recorded for a number of
labels, including Atco, Jubilee,
Reprise and Epic. But “My Guy” was
her last single to crack the Top 30.

Motown released a duet album
with Marvin Gaye while “My Guy”
was climbing up the charts, but there
was never an official follow-up. A few
years later, Motown released an
album called “Vintage Stock” with
some of the prospective follow-ups,
including “When I'm Gone,” which
was recorded by Brenda Holloway
after Mary left the company.

Mary later married Cecil
Womack, Bobby Womack’s brother,
and they collaborated on some of her
post-Motown work. They divorced in
1977. In the early 80s, Mary had dis-
cussions with Motown about
returning, but no deal was concluded.
Her most recent release was an
album for Allegiance in which she
updated her Motown classics. The
Motown recordings remain the defini-
tive versions.

THE TOP FIVE

Week of May 16, 196

1 My Guy
Mary Wells

2 Hello, Dolly!
Louis Armstrong

3 Love Me Do
Beatles

4 Bits and Pieces
Dave Clark Five

5 Do You Want to
Know a Secret
Beatles
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THE BEATLES

Writers: John Lennon
Paul McCartney

Producer: George Martin

May 30, 1964
1 week

THE CORRECT ANSWER to the ques-
tion, “Did Ringo Starr play drums on
the single version of ‘Love Me Do’?”
depends on where you live. If you are
a resident of Britain, the answer is
yes. If you live in America, the
answer is no.

“Love Me Do” was first recorded
at Abbey Road studios on September
4, 1962. It was the second time the
Beatles had recorded at Abbey Road.
Their first visit to the studio was on
June 6 of that year, a day studio
manager Ken Townsend remembers
vividly.

Townsend was involved in tech-
nical operations at the time. “I’d been
working with George Martin in
Cambridge when he mentioned the
following week he had a group com-
ing in called the Beatles. The session
was booked from six til eight in the
evening, and they were short of staff
that night and asked me if I'd work
on it.”

Townsend and engineer Norman
‘Hurricane’ Smith (who would later
record “Oh, Babe, What Would You
Say?”) were standing in the control
room overlooking the studio when the
four young men with long hair first
walked in. “I remember Norman
turned round to me and said, ‘Good
God, Ken, what the hell we got
here? I didn’t realize that coming in
there was the group that would be
known around the world forever.

“We recorded several songs that
evening. They weren't very brilliant,
quite honestly, and the drummer was
Pete Best. He was replaced the next
time they came in, on the fourth of
September, when Ringo Starr played
the drums. They recorded ‘Love Me
Do,’ and came back a week later on
the 11th of September to record it
again, when Ringo played the tam-
bourine and a session drummer called
Andy White was on drums.”

On the first session, it took 17
takes to record “Love Me Do.” Mar-
tin was unsure about Ringo’s talent
as a drummer. “I didn’t rate Ringo
very highly,” Martin is quoted in
Hunter Davies’ biography The Beat-

SRR o

les. “He couldn’t do a roll—and still
can’t—though he’s improved a lot
since. Andy was the kind of drummer
I needed. Ringo was only used to
ballrooms. It was obviously best to
use someone with experience.”

Ringo didn’t play drums on “P.S.
I Love You” either. He was handed a
pair of maracas while White handled
the drumming. “I thought that’s the
end,” Ringo said in Davies’ biogra-
phy, “they’re doing a Pete Best on
me . . . I was shattered.”

When “Love Me Do” was released
in Britain on October 5, Ringo felt a
lot better—it was the take recorded
September 4, featuring his drum-
ming. The Andy White version was
included on the Please Please Me
album and was also used for the
American single. The track featuring
Ringo on drums wasn’t released in
America until it was included on the
Rarities album in 1980.

The drums weren’t the only
instrument that figured prominently
on the recording of “Love Me Do.”
John played harmonica on the song,
inspired specifically by the work of
Delbert McClinton on a number one
single by Bruce Channel [see 105—
“Hey! Baby”]. When Channel toured
England in 1962, the Beatles were a
support act on the bill. John told
McClinton how much he liked his har-
monica playing on the song, and
asked him to show him how to play
the intro.

“Love Me Do,” written by John
and Paul when they used to skip
classes at Quarry Bank High School
to work on their songs, became the
first Beatles single to enter the Brit-
ish chart on October 11, 1962,
Beatles’ manager Brian Epstein pur-
chased 10,000 copies to help it move
up the survey. The record inched up
the top 40, holding at number 27 until
December, when it finally managed to
peak at number 17.

Martin wanted the group to re-
cord Mitch Murray’s “How Do You
Do It” as a second single, but the
Beatles insisted their own “Please
Please Me” should be the follow-up.
Although he recorded the Beatles
singing “How Do You Do It,” Martin
finally agreed to release “Please
Please Me.” It went to number two.
Martin produced Gerry and the
Pacemakers singing “How Do You Do
It” instead, and their version went to
number one on April 11.

The song that knocked “How Do
You Do It” off the top of the chart
was the Beatles’ first British number
one single. It was their third release,
“From Me to You,” which entered
the British chart on April 18, 1963. It
moved into the number one position
on May 2 and stayed for seven weeks.

In America, “Love Me Do.”
backed with “P.S. I Love You,” first
entered Billboard’s Hot 100 at
number 81 on April 11, 1964, It origi-
nally charted as an import, on the
Capitol of Canada label. By May 9,
Billboard listed the label as Tollie,

a subsidiary of Vee Jay, the company
that had released “Please Please Me”
and “From Me to You” in America
during the summer of 1963.

THE TOP FIVE

Week of May 30, 1964

1 Love Me Do
Beatles

2 Chapel of Love
Dixie Cups

3 My Guy
Mary Wells

4 Love Me With All Your Heart
Ray Charles Singers

5 Hello, Dolly!
Louis Armstrong




1964

Writers: Jeff Barry
Ellie Greenwich

Phil Spector
Producers: Jerry Leiber
Mike Stoller
Jeff Barry
Ellie Greenwich
June 6, 1964
3 weeks

lN the first six months of 1964, only
one American group had a number
one single: the Dixie Cups, three
female singers from New Orleans
who were the first act to release a
record on Jerry Leiber and Mike
Stoller'’s new Red Bird label.
Although it only existed for two
years, Red Bird is a much-collected,
much-admired label for its extremely
high ratio of hits and its talent ros-
ter. Aside from the Dixie Cups, it
included the Shangri-Las [see 160 —
“Leader of the Pack”], the Jelly
Beans and (on the Blue Cat subsidi-
ary) the Ad-Libs and Evie Sands. It
was a haven for the girl group sound.
Leiber and Stoller started their
first label, Spark Records, in 1952. It

lasted three years and provided them
with regional hits at best, but never
a national chart record. With their
final release, “Smokey Joe's Cafe” by
the Robins, they realized they
wanted to create records, not sell
them, so they signed a production
deal with Atlantic Records.

After achieving success with Elvis
Presley [see 14—*“Don’t Be Cruel” /
“Hound Dog”], the Coasters and Ben
E. King, Leiber and Stoller again
decided to start their own label in
1963. They formed Tiger Records,
but had no success and considered
folding the company. Instead, they
brought in experienced label owner
George Goldner as a partner, and
from material already recorded, he
selected the Dixie Cups’ “Chapel of
Love” as the first release for the new
Red Bird label.

The Dixie Cups had been brought
to Leiber and Stoller by Joe Jones, a
New Orleans singer (“You Talk Too
Much”) who became their manager
after seeing them perform at a talent
show. Barbara Ann Hawkins, her sis-
ter Rosa Lee Hawkins and Joan
Marie Johnson were going to be
called Little Miss and the Muffets

Red Bird 10-001 Chapel Of L()ve
THE DIXIE CUPS

until a last-minute name change to
the Dixie Cups. Leiber and Stoller
put them under the guidance of the
husband-and-wife writing team of Jeff
Barry and Ellie Greenwich.

Ellie met Jeff at a Thanksgiving
dinner at her aunt’s house. Her aunt,
through marriage, was Jeff's cousin,
and he was at the dinner with his
first wife. After that marriage was
annulled, Jeff and Ellie started dating
and writing songs together. They
were married on October 28, 1962,
and had an extremely successful year
in 1963, writing with Phil Spector for
the Ronettes and the Crystals, and
recording themselves as the Rain-
drops.

One of the songs they had written
for the Ronettes was “Chapel of
Love,” the final track on the “Pre-
senting the Ronettes” album. Over
Phil's objections, they cut it with the
Dixie Cups. Leiber and Stoller were
listed as producers, although their
role may be better defined as
“executive producers” while Jeff and
Ellie did the main production work
and Joe Jones did the arrangements.

Despite being the only American
group to overcome the British
monopoly and top the charts in the
first half of 1964, the Dixie Cups did
not have staying power. Their next
single, “People Say,” peaked at 12,
followed by two-mid charters, “You
Should Have Seen the Way He
Looked at Me” and “Little Bell.” “Iko
Iko,” a traditional New Orleans song
recorded spontaneously with soda
bottles and a box, reached number
20. When Red Bird folded its wings
in 1966, the Dixie Cups signed with
ABC Records, but never had another
chart entry.

THE TOP FIVE

WeekiofJ une 6, 1964

1 Chapel of Love
Dixie Cups

2 Love Me Do
Beatles

3 My Guy
Mary Wells

4 Love Me With All Your Heart
Ray Charles Singers

5 Hello, Dolly!
Louis Armstrong
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A World Without Love Capitol 5175

PETER AND GORDON
Writers: John L be the first Peter and Gordon single.  Jones after he departed Manfred
TAENS 0 '7 Me Ll It is the first Lennon-McCartney Mann. That project was not suc-
Paul McCartney song not recorded by The Beatles to cessful, but it led McCartney to ask
Producer: Norman Newell g0 to number one. Peter (in 1968) to produce some acts
June 27, 1964 The follow-up, “Nobody I Know,”  for a new label the Beatles were
’ was also a Lennon-McCartney compo- starting. By the time the label—
1 week sition. In 1966 Peter and Gordon Apple Records—was organized, Peter
recorded McCartney’s “Woman,” was head of A&R. The first person
PETER ASHER (born June 22, 1944 in  Written under the pseudonym “Ber- he signed to Apple was James Tay-
London) and Gordon Waller (born nard Webb” as an experiment to see  lor.
June 4, 1945 in Braemaer, Scotland) if it would sell without the Lennon- Peter left when Allen Klein came
met while attending the Westminster ~ McCartney name on it. The song in to run the label and is best known
Boys School in London. They both became a hit before the media today for his excellent production
played guitar and sang, and while revealed McCartney’s involvement. work with Taylor and with the per-
their musical tastes were different— Peter and Gordon’s two other big-  son Peter describes as “the best girl
Peter preferred jazz and folk music gest hits were “Lady Godiva,” a singer in the world,” Linda Ronstadt.
and Gordon liked Elvis Presley and novelty song that Peter is not fond In the 70s, Gordon starred in a
Buddy Holly—they found common of, and “I Go to Pieces,” written by production of Tim Rice and Andrew
ground in their appreciation of the Del Shannon [see 88—“Runaway”). Lloyd Webberts rock musical, Joseph
Everly Brothers. “We were on tour with The and the Amazing Technicolor Dream-
Calling themselves Gordon and Searchers and Del Shannon in Aus- coat. He is now married to an
Peter, they started playing at school  tralia,” Peter recalls, “and Del was Australian woman he met while tour-
parties, moved on to extracurricular playing the song to The Searchers ing down under in the Peter and
engagements and eventually started who he thought should do it and we Gordon days. He hadn’t seen her for
appearing in local clubs. overheard it. They decided not to do 10 years after that initial meeting.
One night at the Pickwick Club in  1t, and we suggested that we should.” They have two children and live in
London, they were asked by EMI The duo broke up in 1967, mostly ~ England. Peter lives in Los Angeles,
recording manager Norman Newell to due to separate ambitions. Gordon but spends at least one month a year
come in for an audition—and two wanted to record a solo album and in London to visit his family. Peter
weeks later they were signed to Peter had more interest in producing  says he still sees Gordon from time to
EMI. other artists, starting with Paul time.

Now they needed songs to record,
so Peter turned to a friend who was
dating his sister, Jane. The friend
was Paul McCartney, who had
already played a song for Peter that
the Beatles didn’t think was right for
them. Paul had also offered it to Billy
J. Kramer, but he decided not to rec-
ord it. Peter said the song needed a
bridge, but Paul never wrote one
until the time came for the first EMI
recording session. That song, “A
World Without Love,” was chosen to

THE TOP FIVE

Week of June 27, 1964

1 A World Without Love
Peter & Gordon

2 1 Get Around
Beach Boys

3 Chapel of Love
Dixie Cups

4 My Boy Lollipop
Millie Small

5 People
Barbra Streisand




1964

Writer: Brian Wilson
Producer: Brian Wilson

July 4, 1964
2 weeks

ON the Fourth of July, 1964, the
Beach Boys topped the Hot 100 with
“I Get Around,” the first number one
single by an American male singing
group in eight months. The timing
was appropriate, for the Beach Boys
were the embodiment of the all-
American singing group, promoting
little deuce coupes, surfin’ U.S.A.
and California girls. It was also pro-
phetic timing—the Fourth of July
would become an important date in
the Beach Boys’ future [see 215—
“Good Vibrations”).

Murry Wilson and Audree Neva
Karthof were married in Los
Angeles. Their first son, Brian
Douglas Wilson, was born June 20,
1942. Murry was a songwriter, and
before Brian was a year old he could
hum along while his dad sang. At
three, Brian could sing on key. By
the time he was five, Brian had two
younger brothers, Dennis (born
December 4, 1944) and Carl (born
December 21, 1946).

The family lived in Hawthorne,
California, and Murry’s sister, Emily
Love, lived about 20 minutes away in
Baldwin Hills. Her son, Mike, was
just six months older than Brian and
was close to all the Wilson brothers.

Brian was a senior in high school
when he became friends with football
teammate Al Jardine (born Sep-
tember 3, 1942, in Lima, Ohio).
Jardine loved music too, especially
the Kingston Trio. Brian invited him
over to the house to sing with his
brothers.

In the fall of 1961, Murry and
Audree took off for a vacation in
Mexico City, leaving the refrigerator
well-stocked and money to buy more
food when it became empty. The food
money was spent on the rental of a
standup bass, drums and a micro-
phone. While their parents were
away, the Wilson brothers, along
with Mike and Al, went to see Hite
and Doreen Morgan, Murry’s music
publishers, about recording a song.
The Morgans were only interested in
original material, and the group
didn’t have any. Dennis, the only one
of the five who surfed, suggested

they write a song about surfing. They
started to write a song right then and
there in the Morgans' office, and took
it home to polish it. Two days later,
they were ready to record “Surfin’.”

The Morgans took the boys to
Keen Recording Studios, where they
cut “Surfin’” and a second song writ-
ten by Brian and Mike, “Surfin’
Safari.” Then the Morgans took the
tapes to Herb Newman [see 11—“The
Wayward Wind”], who owned the
Candix label. He agreed to release
“Surfin’” immediately.

The group needed a name. They
had called themselves Carl and the
Passions at a Hawthorne High School
assembly, but now they were using
the Pendletones, after a southern
California status symbol, Pendleton
shirts. Although many people are
given credit, the Beach Boys have
said that Candix promotion man Russ
Regan was the one who suggested
they call themselves the Beach Boys.

“Surfin’” was a local smash.
Nationally, it peaked at 75. Newman
didn’t care for any of the other songs

3 Memphis

» 5 People

~ Week of July 4, 1964

1 I Get Around
- Beach Boys

2 My Boy Lollipop
Millie Small

Johnny Rivers
4 Don’t Let the Sun

Catch You Crying 1
Gerry & the Pacemakers |

Barbra Streisand

|
CAPITOL 5174 | Get Around 151
BEACH BOYS

the Beach Boys recorded, including
“Surfer Girl,” and declined to release
a follow-up. In the spring of 1962,
Murry brought a new tape of the
Beach Boys to Nick Venet at Capitol
Records. Venet played it for his boss,
Voyle Gilmore, and an hour later
Capitol agreed to sign the group.

“I Get Around” was their seventh
Capitol single, following top ten hits
like “Surfin’ U.S.A.” (a rewrite of
Chuck Berry’s “Sweet Little Six-
teen”), “Be True to Your School” and
“Fun, Fun, Fun.” Brian had already
written a number one single for his
friends Jan and Dean [see 133—*“Surf
City”), but until “I Get Around,” the
Beach Boys had been shut out of the
number one position every time.

During the recording of “I Get
Around,” Brian argued with his
father in the studio about the produc-
tion. The conflict ended with Brian
shoving Murry, who never returned
to the studio. Later, a tearful Brian
would apologize and explain that he
only wanted “I Get Around” to sound
perfect.

“] Get Around” was the Beach
Boys’ first top ten hit in Britain. The
group credits Mick Jagger for their
initial success—after hearing them
on a visit to the States, he went
home and praised the band on
British-television.
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THE FOUR SEASONS

Writers: Bob Crewe
Bob Gaudio

Producer: Bob Crewe

July 18, 196
2 weeks

THE FOUR SEASONS scored their
fourth number one single in the sum-
mer of 1964 with their first hit ballad,
“Rag Doll.” Writer Bob Gaudio
remembers his inspiration for the
song:

“I was coming down the Westside
Highway, near 10th Avenue, where
there is the longest traffie light of all
time. When you stop for the light, a
bunch of kids run out and clean your
windows and get a couple of cents. I
had come in one day going to a ses-

sion and stopped at the light, and this

little girl—I didn'’t realize it was a
little girl right away—came over and
was cleaning my windows.

“I saw her face—just the picture
of her face and the clothes, tat-
tered...with holes in her stockings
and a little cap on her head. She fin-
ished cleaning and was standing by
the window and I started searching
my pockets. I didn’t have any change
at all. I thought, ‘this is terrible,
what am I going to do? I found my
money, and the smallest thing I had
was a five dollar bill.

“There was a split second where I
said, ‘I can’t give her a five dollar
bill,” but I couldn’t give her nothing.
So I gave her the five dollar bill. The
look on her face when I was pulling
away—she didn’t say ‘thank you,’ she
Jjust stood there with the bill in her
hand and I could see her in the rear-

THE TOP FIVE

Week of July 18, 1964

1 Rag Doll
Four Seasons

2  Memphis
Johnny Rivers

3 I Get Around
Beach Boys

4 Can’t You See
That She’s Mine
Dave Clark Five

5 The Girl from Ipanema
Getz/Gilberto

view mirror, just standing in disbelief
in the middle of the street with the
five dollars. And that whele image
stayed with me, a rag doll was what
she looked like.

“I spent a long time with that
song. I did a good portion of it, musie
and lyries, and could not finish it. I
couldn’t wind the story up. I called
Bob Crewe. He and I spent about
two weeks just coming up with a fin-
ish. We ran into a wall. I didn't think
I'd get it at one point. We contem-
plated dumping it and saying it won’t
finish itself, let’s put it away.”

When they finaily did finish it.
Crewe and Gaudio wanted to release
it as their n=xt single instead of an
album track that had been scheduled.
It was Sunday and the group was
leaving town on a tour the next day,
so the song had to be recorded imme-
diately. But they couldn’t get into
their normal studio and had :o reeord
in the basement of a demo studio on
Broadway ir Manhattan.

“We couldn’t get our studio or our
engineer, and were working with
people we had never worked with
before,” says Gaudio. “We almost
didn’t get through with it.”

For the next four years, the
group consistertly hit the top 20,
with songs like “Save it for Me,” “Big
Man in Town,” “Bye, Bye, Baby
(Baby Goodbye),” “Let’s Hang On,”
“Working My Way Back to You,”
“Opus 17 (Don’t You Worry 'Bout
Me),” “I've Got You Under My Skin”
and “C'mon Marianne.” The group
left Philips Records briefly in 1969 to
record one single for Crewe’s own
label, then returned to Philips for a
final single.

There were also personnel
changes. In 1965, Nick Massi
departed and wes replaced tem-
porarily by arranger Charles Callelo
and then by Joe Long. In 1971, Tom
DeVito retired and the following
year, Gaudio left the group: “I just
woke up one morning and realized
I'm not really a performer, I'm a
writer. I never really considered
myself a performer, I never felt good
about it, I never felt I had anything
to offer in that vein.”

But he had offered the Four Sea-
sons a quartet of number one singles,
and he would continue to write and
produce for them until they were
back on top of the chart again.




1964

Writers: John Lennon
Paul McCartney

Producer: George Martin

August 1, 1964
2 weeks

“

lT’s such a period piece now,” Paul
MecCartney responded when asked to
comment on the motion picture A
Hard Day's Night in a 1984 interview
with Jan Etherington of Britain’s TV
Times. “I hate to say it but when you
see the girls in their mini-skirts and
white floppy hats it does look dated.
I think the general opinion is that it
was funny and entertaining, and I'm
still proud of it.”

The eritics found it more than
funny and entertaining. Andrew Sar-
ris, the Village
Voice film critic
called the film
“the Citizen
Kane of juke
box musi-
cals.”

Week of August 1, 1964

A Hard Day’s Night
Beatles

Rag Doll
Four Seasons

The Little Old Lady
(From Pasadena)
Jan & Dean

Everybody Loves Somebody
Dean Martin

Where Did Our Love Go
Supremes

carror sz A Hard Day’S nght

The film’s first working title was
Beatlemania, rejected immediately
by the Beatles. Paul suggested What
Little Old Man?. but the producers
wanted something more distinctive.
Finally, the title was inspired by
Ringo Starr. At the end of a stren-
uous day of filming, he leaned on the
arm of a canvas director’s chair and
exclaimed, “It’s been a hard day’s
night, that was!”

A Hard Day’s Night. written by
Liverpudlian Alun Owen, was meant
to be a fictional account of two days
in the Beatles’ lives, beginning with a
train departure from Liverpool and
ending with a concert the following
night. Director Richard Lester com-
mented in Ray Coleman’s Lennon
biography, “The film was based on
their lives living in small boxes, as
prisoners of their own success. The
concept came from John’s reply to a
question I asked him about a trip
they’d made to Sweden. ‘How did you
like it,” I said. John said: ‘Oh, it was
i room and a car and a car and a
room and a room and a car.’
That became our signal of how
to do A Hard Day’s Night.”

THE BEATLES

Production began March 2, 1964,
on the platform of Paddington Station
in London. On the first day of film-
ing, George Harrison met model Patti
Boyd, who had a small role as a
schoolgirl on the train. It wasn’t until
the third day that Patti agreed to
have dinner with George and
romance blossomed quickly. They
were married in January, 1966.

Lennon and McCartney began to
write the songs for the film score
while they were in Paris [see 143—“I
Want to Hold Your Hand”). They had
a grand piano brought to their suite
at the George V hotel. The film’s title
song, featuring double-tracked vocals
by Lennon, and lead and harmony
vocals by McCartney, was recorded
on April 16. Nine days later, produc-
tion wrapped on A Hard Day’s Night
and the Beatles moved on to other
projects—topping the bill at the New
Musical Express Pollwinners’ Con-
cert at Wembley, and filming a
British television special, “Around
the Beatles.”

On Monday, July 6, more than
12,000 people were jammed into Pic-
cadilly Circus in hopes of catching a
glimpse of the Beatles as they
attended the Royal World Premiere
of A Hard Day’s Night at the London
Pavilion. Princess Margaret and the
Earl of Snowdon attended the screen-
ing and the party afterwards at the
Dorchester Hotel on Park Lane. The
celebration stretched far enough into
the night for Ringo to celebrate his
24th birthday on July 7. By the time
the party ended, the morning news-
papers containing the first reviews
were on the streets. The Daily Mail
said the Beatles were “as funny as
the Marx Brothers,” and the Daily
Mirror eritic, not a Beatles fan,
admitted they were “cheeky, irre-
verent, funny, irresistable.”

On the morning of July 10, the
Beatles departed London by airplane
to return home to Liverpool. The ten-
mile route from the airport to the
city center was lined with almost
200,000 cheering fans. After a recep-
tion at 7 p.m. that night in the
Liverpool Town Hall, the official
Northern Premiere took place at the
Liverpool Odeon.

Two days later, the single of “A
Hard Day’s Night” entered the
American Hot 100 at number 21. In
just two short weeks, the single was
sitting on top of the chart.
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Everybody Loves Somebody REPRISE 0281

DEAN MARTIN

Writers: Irving Taylor
Ken Lane

Producer: Jimmy Bowen

August 15, 1964
1 week

DEAN MARTIN’s recording career had
been cold for six years when, through
a series of unusual circumstances, he
recorded a radically new arrangement
of “Everybody Loves Somebody,” a
song written in 1949 and recorded by
several well-known artists without
success.

In 1962, Dean signed with a brand
new label, Reprise. The owner of the
company was a good friend—Frank
Sinatra. By the time Warner Broth-
ers bought the label in 1963, the
artist roster also included Sammy
Davis, Jr., Trini Lopez, Nancy Sin-
atra (see 194—“These Boots Are
Made for Walkin’”] and Rosemary
Clooney.

Signed to the A&R department
was Jimmy Bowen [see 19—“Party
Doll”], who decided he wanted to pro-

duce Martin himself. He intended to
record an album of contemporary
material, but first Dean wanted to
cut an album called Dream With Me,
featuring the low-key, moody songs
he performed in the lounge of Las
Vegas’ Sands Hotel during the late

hours, after headlining the main room.

Bowen put together a small band
of musicians and set up mood lighting
in the studio to create the proper
atmosphere. After recording 11 songs
for the album, Dean balked at the
twelfth selection. One more tune was
needed to complete the LP, and Ken
Lane, Dean’s conductor and piano
player, suggested “Everybody Loves
Somebody,” a song he had written
with Irving Taylor.

Lane was living in a southern Cal-
ifornia guest house then, and after
kicking around ideas with Taylor,
wrote the song in 20 minutes. “I was
working with Frank Sinatra in those
years, and he recorded it around
1950,” Lane explains. “Dinah Wash-
ington recorded it, Peggy Lee did it
and so did three or four other people.
It was picked as a big song, but it

didn’t make it until Dean recorded it.”

After he found out the song was
15 years old, Bowen found some of
the older versions, including Dinah
Washington’s recording. With
arranger Ernie Freeman, he worked
out the contemporary sound he
wanted and a few days later, Dean
recorded “Everybody Loves Some-
body” a second time.

At first, it looked like Bowen'’s
effort was for naught. There was no
action on the record and Reprise was
ready to stop promoting it. Before
they could take such a drastic action,
radio stations in New Orleans and
Worcester, Massachussetts, started
playing the record. It spread to other
stations around the country, and
entered the Hot 100 on June 27, 1964,
at number 72. Seven weeks later,
Dean Martin displaced the Beatles
from the top of the chart.

A series of hit singles in the same
style followed, including “The Door Is
Still Open,” “Send Me the Pillow You
Dream On” and “I Will.” Lane credits
the success of “Everybody Loves
Somebody” with inspiring NBC to
give Dean a weekly television series.

With “Everybody Loves Some-
body” as its theme song, “The Dean
Martin Show” debuted on Thursday,
September 16, 1965, at 10 p.m., and
ran for nine seasons. Ken Lane was
the only supporting cast member who
appeared on the series for all nine
years.

After the series ended its run,
NBC took one of the show’s popular
segments, the celebrity roasts, and
made a series of specials. After a
brief hiatus, the roasts returned to
the network in 1984, grilling stars
like Joan Collins and Mr. T.

THE TOP FIVE

Week (if Augu_st 15, 196‘44

1 Everybody Loves Somebody
Dean Martin

2 Where Did Our Love Go
Supremes

3 A Hard Day’s Night
Beatles

4 Rag Doll
Four Seasons

5 Under the Boardwalk
Drifters
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Writers: Brian Holland
Lamont Dozier
Eddie Holland

Producers: Brian Holland
Lamont Dozier

August 22, 196}
2 weeks

FOUR young girls growing up in
Detroit wanted to sing. When they
first got together as the Primettes in
1959, no one could have predicted
they would become the most suc-
cessful American singing group of all
time, or that they had four very dif-
ferent destinies. One would quit
almost immediately. One would still
be leading the group 18 years later.
One would die under tragic circum-
stances at age 32. And one would
achieve fame of stratospheric propor-
tions, becoming not just the most
successful female singer of the rock
era, but a world class superstar.

By the time the girls recorded
“Where Did Our Love Go,” they
were a trio [see 159—“Baby Love”]
known as the Supremes—or the “No-
Hit Supremes,” as the other artists
at Motown uncharitably called them.
Diana Ross, Mary Wilson and Flor-
ence Ballard had released eight
singles with poor results, while art-
ists like the Miracles [see 285—“The
Tears of a Clown”] and the Mar-
velettes [see 101—“Please Mr.
Postman”] were burning up the
charts.

The girls were still the Primettes
when they recorded their first song
for the company, “After All.” Two
more numbers (“Who’s Lovin’ You,”
“Play a Sad Song”) were recorded
before the December 15, 1960, session
that produced their first single, “I
Want a Guy.” Before he released it
on the Tamla label, Gordy told the
group to come up with a new name.
Florence Ballard was at the com-
pany’s Grand Boulevard office when a
decision was needed. She was pre-
sented a list of possibilities and chose
the only name that didn’t end with
“ette.” When Ross and Wilson found
out she picked the “Supremes,” they
were horrified. It sounded too mas-
culine for their taste [see 126—“Our
Day will Come”].

“I Want a Guy” did not make the
Hot 100, nor did the follow-up, “But-
tered Popcorn,” featuring Florence
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on lead vocal. For their third single,
they were switched over to the
Motown label—and they went all the
way to number 95 with “Your Heart
Belongs to Me.” Next came the
faster-paced “Let Me Go the Right
Way,” which peaked at 90. A ballad,
“My Heart Can’t Take It No More,”
didn’t chart at all, but “A Breath
Taking Guy” went to number 75 in
the summer of 1963.

During the early part of 1964,
Holland, Dozier and Holland wrote
“Where Did Our Love Go”—but not
for the Supremes. “Actually, ‘Where
Did Our Love Go’ was for the Mar-
velettes, Dozier reveals. “Gladys
Horton, their lead singer, was not
that fond of the song. I played a little
bit of it for her—we had the track
already cut—but she just couldn’t get
into the ‘baby, baby’ and said, ‘no
way am I gonna sing any junk like
that!?”

H-D-H took the song to the
Supremes instead. “They were low on
the totem pole and they wouldn’t give
us any lip because they couldn’t
afford to,” Dozier says. “But Gladys

Where Did Our Love Go

THE SUPREMES

had told Diane, ‘Hey, I wouldn’t do
that, girl, we turned it down.” They
said, ‘Wait a minute, what are we
doing, getting rejects of the Mar-
velettes? It was just one headache
after another, but they did the song
and they were quite disappointed
with the outcome.”

“Where Did Our Love Go” was
recorded April 8, 1964. By the time
the single was released in June, the
Supremes were booked along with
Motown artist Brenda Holloway
(“Every Little Bit Hurts”), Gene
Pitney and the Shirelles on Dick
Clark’s “Caravan of Stars.” Diana,
Mary and Florence didn’t even get
billing when the tour started—they
were bunched in with “and others.”
As the tour progressed, audience
reaction to “Where Did Our Love Go”
grew louder and louder. The single
had entered the Hot 100 at number
77 on July 11. Six weeks later it was
number one, and the Supremes had
moved from “and others” to the car-
avan’s headline attraction. It was just
a hint of what the next five-and-a-half
years would bring.

)

THE TOP FIVE

Supremes
:

Week of August 22, 1964

Where Did Our Love Go

2 Everybody Loves Somebody

Dean Martin

3 A Hard Day’s Night

Beatles

4 Under the Boardwalk

Drifters

5 The House of the Rising Sun

Animals
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House of the Rising Sun o ixs4
THE ANIMALS

Writer: (Traditional) Alan Price
Producer: Mickie Most

September 5, 196}
3 weeks

ERIC BURDON was ten years old when
he first heard “House of the Rising
Sun,” a traditional folk song recorded
by Josh White. He found the melody
haunting, and while the words didn’t
mean much to him, the music stayed
in his mind.

Born Eric Victor Burdon in New-
castle-Upon-Tyne, an industrial city
in the northeast of England, he
developed an interest in black Ameri-
can music at an early age. A
merchant seaman who lived down-
stairs from Eric’s family brought
back Perry Como and Frank Sinatra
records from the United States, but
Eric had heard Wynonie Harris’
“Don’t Roll Those Bloodshot Eyes at
Me” and was more interested in R&B
music. He would ask his neighbor to
bring back Chuck Berry, Bo Diddley
and Wilbert Harrison records.

He didn’t originally intend to turn
his love of music into employment.
Burdon went to college to study set
design, art and graphics. Frustrated
at not finding work in the television
and film industries, he finally decided
to sing professionally.

Alan Price was also born in New-
castle. When he was 11, an illness
kept him out of school for almost a
year, and he spent the time learning
to play his grandmother’s piano. An
early interest in jazz led to skiffle
music which led to rock and roll, and
by 1960 the Alan Price Combo, which
also included lead guitarist Hilton
Valentine, bassist Bryan “Chas”
Chandler and drummer John Steel,

was a popular attraction in Newcastle
clubs.

Burdon joined the combo in 1962
from a group called the Pagans, and
the line-up that would record “House
of the Rising Sun” was in place. The
popular myth is that their audiences
called the group “animals,” resulting
in the name change. Actually, Burdon
and Steel were on the fringes of a
local gang led by a flipped-out army
vet who called himself Animal Hog.
He was a symbol of rebellion to the
lads and they borrowed his name for
the group.

The Animals built up a following
at Newecastle’s Club-A-Go-Go, and
recorded a four-track EP. They
pressed 500 copies and sold all of
them. Record producer Mickie Most
saw them in Newecastle and urged
them to move to London. He got
them a job as the opening act for
Chuck Berry’s United Kingdom tour,
and as a counterpoint to Berry’s rock
and roll they decided to include the
slow, bluesy “House of the Rising
Sun” in their act. Bob Dylan had
recorded a version that refined some
of the bawdy lyrics from the tradi-
tional version, and the Animals used
Dylan’s recording as a guide.

Most signed the group to EMI’s
Columbia label, and while the Berry
was playing Luton, the Animals
loaded their instruments on to British
Rail and went to London to record
“House of the Rising Sun” at a
Kingsway studio in two takes.

Columbia was reluctant to release
the song because it ran over four
minutes, anathema to tightly pro-
grammed radio stations. So the first
single released was “Baby, Let Me
Take You Home,” based on a blues
song called “Baby, Don't You Tear
My Clothes” and also recorded by

Dylan. After it made the British top
30, Most convinced EMI they should
follow it with “House of the Rising
Sun.” It.became their only number
one single in both Britain and America.

After the first American tour,
Price realized he had a fear of flying
and left the group. He put together
the Alan Price Set, hung out with
Dylan and appeared in his film Don’t
Look Back. He also scored the
motion picture O Lucky Man.

Steel left after recording the sin-
gle “Inside Out,” then Chandler quit
and the group officially ended.
Chandler discovered Jimi Hendrix in
a Greenwich Village club, the Cafe
Wha. He brought him back to
London and introduced him to Noel
Redding. Later, Chandler discovered
the British band Slade, which he
managed for 12 years.

Burdon put together a new line-up
of Animals and continued to record
hits like “Help Me Girl” and “San
Franciscan Nights.” At one point, the
new Animals included future Police-
man Andy Summers [see 574—
“Every Breath You Take”].

In 1969, Burdon met up with a
black American group called Nite
Shift. He changed their name to War
and recorded one album with them
(which included the hit “Spill the
Wine”) before they went out on their
own.

The original Animals have had
three reunions. In 1968 they did one
show at Newcastle City Hall. They
recorded an album for Chandler’s
Barn label in 1976, and at a press
conference in 1983 announced they
were reuniting to tour and record
two albums for Miles Copeland’s
I.R.S. label.

THE TOP FIVE

Week of September 5, 1964

1 The House of the Rising Sun
Animals

2 Where Did Our Love Go
Supremes

3 Everybody Loves Somebody
Dean Martin

4 Because
Dave Clark Five

5 C’'mon and Swim
Bobby Freeman
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Writers: Roy Orbison
Bill Dees

Producer: Wesley Rose

September 26, 1964
8 weeks

HERE'S one for the record books: in
a 68-week period that began August
8. 1963, Roy Orbison was the only
American artist to have a number
one single in Britain. He did it twice,
with “It’s Over” on June 25, 1964,
and “Oh, Pretty Woman” on October
8, 1964. The latter song also went to
number one in America, making
Orbison impervious to the chart dom-
inance of British artists on both sides
of the Atlantic.

Orbison was so popular in Britain
that he toured the country in 1963.
His opening act—although some
nights they switched and Orbison
opened the show—was the Beatles.

Many people wonder why Orbison
is always seen wearing dark eye-
glasses. It wasn’t always so, and

MONUMENT 851. Oh, Prﬁtty Woman

pictures of him taken before 1963
show him with clear lenses or no
glasses at all. This “trademark” hap-
pened accidentally. While flying into
Alabama for a performance, Roy left
his regular glasses on the plane. He
didn’t realize he had his sunglasses on
until evening, but by then he had no
choice: he either had to wear the
dark glasses or not see at all. Embar-
rassed, he went on stage wearing the
sunglasses. The next day he flew to
England for the Beatles tour and was
forced to continue wearing dark
lenses so he could see. Photographs
taken of Roy with the Beatles ran in
newspapers around the world.
Although he didn’t plan to have a
new image, he was stuck with one
and has kept it ever since.

“Oh, Pretty Woman” was written
one afternoon while Roy’s wife,
Claudette, was shopping. As she was
leaving the house, Roy asked if she
needed some money. Songwriter Bill
Dees interjected, “A pretty woman
never needs any money,” and thought
that would make a good song title.

ROY ORBISON

By the time Claudette returned, they
had written “Oh, Pretty Woman.”

It was Orbison’s biggest American
hit yet, and many thought there
could only be better things ahead for
the Texas balladeer. Instead, there
was great personal tragedy.

Roy’s string of nine top 10 singles
ended with “Oh, Pretty Woman.” He
left Monument Records in 1965 and
signed with MGM, a label that prom-
ised him more money as well as
motion picture work. He never even
made the top 20 again, and acted in

-only one film, The Fastest Guitar

Alive.

But it was personal tragedy that
would torment Orbison for the next
several years. On June 7, 1966, he
saw his wife Claudette die in a
motoreycle accident. A couple of
years later, a fire destroyed his home
in Tennessee, killing sons Roy Jr.
and Tony. Devastated by the loss of
his family, Roy tried to block out the
pain by constantly touring all over
the world. Although he remarried in
1969 and started a new family, which
included surviving son, Wesley, Roy
did not perform in the United States
again until 1977.

His songs have never gone away.
Linda Ronstadt recorded “Blue
Bayou,” Don McLean sang “Crying”
and Van Halen covered “Oh, Pretty
Woman.” In 1979, Orbison recorded a
new album for Asylum Records, and
a year later he sang a duet with
Emmylou Harris, “That Lovin’ You
Feelin’ Again” on the soundtrack of
Roadie. That song won him his first-
ever Grammy, for Best Country Per-
formance by a Duo or Group.

THE TOP FIVE

Week of September 26, 1964

1 Oh, Pretty Woman
Roy Orbison

2 Bread and Butter
Newbeats

3 The House of the Rising Sun
Animals

4 G.T.O.

Ronny & the Daytonas
Remember (Walkin’
in the Sand)
Shangri-Las




Do Wah Dlddy Dlddy ASCOT 2157

MANFRED MANN

Writers: Jeff Barry
Ellie Greenwich

Producer: Johm Burgess

October 17, 1964
2 weeks

lF Jeff Barry and Ellie Greenwich
could write a song titled “Da Doo
Ron Ron,” what could stop them
from writing one called “Do Wah
Diddy Diddy”?

In early 1963, Jeff and Ellie were
writing a song for the Sensations, the
Philadelphia group that had a hit
with “Let Me In” the previous year.
When they played a demo of the new
tune, “What a Guy,” for Jerry Leiber
and Mike Stoller, the producers sent
it to Jerry Blaine at Jubilee Records,
who offered a recording deal to Jeff
and Ellie. They released the record
as the Raindrops, adding Ellie’s
younger sister to the album cover to
create the illusion of a group.

After two hits (the follow-up was
“The Kind of Boy You Can’t For-
get”), the Raindrops started to lose
steam (their third single, “That Boy
John,” was dropped from radio sta-
tion playlists when President John F.
Kennedy was assassinated, even
though the song was not about him).

“We were in the studio as the
Raindrops taking one last chance at
recording,” explains Ellie. The song
they chose was “Do Wah Diddy
Diddy,” which had failed when the
Exciters (“Tell Him”) recorded it.
“Jeff and I really believed in that
song. We got a call from Leiber and
Stoller at the studio saying, ‘You
ought to forget about it. It was just

THE TOP FIVE

Week of October 17, 1964

1 Do Wah Diddy Diddy
Manfred Mann

2 Dancing in the Street
Martha & the Vandellas

3 Oh, Pretty Woman
Roy Orbison

4 We'll Sing in the Sunshine
Gale Garnett

5 Last Kiss
J. Frank Wilson
& the Cavaliers

shipped by Manfred Mann.” We had
finished recording it, but we never
mixed it.”

Manfred Mann is the name of a
South African jazz pianist born
Michael Lubowitz in Johannesburg on
October 21, 1941. Manfred Mann is
also the name of the British group he
arganized that had numerous person-
nel changes and incarnations through
the 60s, 70s and 80s.

Manfred Mann (the man) moved
to Britain in 1961, after studying at
the Vienna State Academy and the
Juilliard School of Music in New
York. A year later he met drummer
Mike Hugg and guitarist Mike
Vickers, and they formed the Mann-
Hugg Blues Brothers, a group that
worked clubs in the south of England.

They signed with EMI's HMV
label in 1963 as Manfred Mann and
the Manfreds, but by the time their
first instrumental single, “Why
Should We Not?” was released, the
name had been contracted to Manfred
Mann. Before their next single,
“Cock-a-Hoop” was issued, two new
members vere added, both from a
popular London group called the
Roosters (which included future Roll-
ing Stone Brian Jones).

The new recruits were bassist
Tom McGuiness and lead singer Paul
Pond, who changed his name to Paul
Jones. Their first two singles failed to
chart, but their third effort,
“5-4-3-2-1,” was adopted as the theme
song for the British pop music¢ televi-
sion series “Ready Steady Go!”—
which helped propel the single to
number five in the United Kingdom.
After one more hit, “Hubble Bubble
Toil and Trouble,” they released
Barry-Greenwich’s “Do Wah Diddy

Diddy,” which went to number one
on both sides of the Atlantic.

Covering an American tune
worked so well, the group did it
again for their next single, the
Shirelles’ “Sha La La.” During 1965
they recorded “Come Tomorrow,”
“Oh No Not My Baby” (a Gerry
Goffin-Carole King song recorded by
Maxine Brown) and “If You Gotta
Go, Go Now,” one of their first flirta-
tions with Bob Dylan. By the time
the year was over, Vickers had left
to concentrate on playing jazz and
McGuiness tock over lead guitar,
while Jack Bruce joined as bassist.
Bruce left the following year to help
form Cream and was replaced by
Klaus Voorman (the man who
designed the cover of the Beatles’
Revolver album).

Jones struck out on his own in
1966, starred in the film Privilege and
had saome solo hits as well. He contin-
ued his acting career in the early 70s,
and formed the Blues Band with
McGuiness and Hughie Flint in 1980,
His recent stage work includes “Guys
and Dolls” at Britain’s National The-
atre and the West End production of
“Pump Boys and Dinettes.”

Candidates to replace Jones as
lead singer included Rod Stewart,
Long John Baldry and Wayne Fon-
tana, but the winner was Mike D Abo
from Band of Angels. D’Abo handled
the vocal duties on “The Mighty
Quinn (Quinn the Eskimo),” a Dylan
song that topped the British chart.

The group Manfred Mann finally
split in 1969, but there was more
music o come from the South African
keyboardist, who would lead two
more groups in the next decade [see
454—“Blinded by the Light”].
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Writers: Brian Holland
Lamont Dozier
Eddie Holland

Producers: Brian Hollangd
Lamont Dozier

Octoher 31, 196}
4} weeks

FOUR months earlier they had been
the “No-Hit Supremes.” When “Baby
Love” became their second number
one single [see 155—“Where Did Qur
Love Go”], the Supremes catapulted
to the top of Motown’s artist roster.
They were the first of Berry Gordy,
Jr.’s acts to achieve two chart-top-
pers and they did it in just over two
months.

To trace the origin of the
Supremes, one must begin with a
singing group called the Primes.
Eddie Kendricks, Paul Williams and
Cal Osborne had moved from their
native Birmingham, Alabama, to
Cleveland, Ohio, where they were
discovered by manager Milton
Jenkins. He brought them to Detroit
where they were named the Primes
[see 168—“My Girl”].

Jenkins was interested in having a
sister group that he could package
with the Primes for personal
appearances. He knew a 15-year-old
girl who lived in the Brewster Proj-
ects, a government subsidized
housing project. Although she was
interested in becoming a nurse, Flor-
ence Ballard also wanted to sing and
she accepted Jenkins’ offer.

Mary Wilson attended the same
school as Florence, but they didn’t
become friends until they competed
against each other in a talent contest.

Florence recruited Mary into her
new group and together they chose a
third member who was a year older
than they were, Betty Travis. But
popular girl groups of the day like
the Shirelles had four members, so
the Primettes were not complete.
Paul Williams is given credit for
bringing another girl from the
Brewster Projects to Jenkins’ atten-
tion. Diane Ross had to ask her
parents’ permission to join the group.

Diane met with Williams and Ken-
dricks in an apartment near Detroit’s
Flame Show Bar. The first song she
learned was “The Night Time Is the
Right Time.” With rehearsals in full
swing, Betty Travis’ mother thought

her daughter was not devoting
enough time to her studies and pulled
her out of the group. She was
replaced by Barbara Martin, but soon
Florence and Barbara were forced to
leave as well because of bad grades.

Diane and Mary continued as a
duet until Florence and Barbara
could return. The Primettes were a
quartet again when Diane asked her
former neighbor Smokey Robinson
[see 285—“The Tears of a Clown”] if
he would introduce the group to his
boss, Berry Gordy, Jr., at Motown
Records. Smokey invited the girls to
sing for him in the basement of his
girlfriend Claudette Rogers’ home.
They brought along their guitarist,
Marv Tarplin, and sang their hearts
out for Smokey. Robinson thought
the Primettes were promising—but
he liked Tarplin’s guitar work enough
to oiier him a permanent job with
Smokey’s own group.

The Primettes had to find another
way into Motown. They started hang-
ing around Gordy’s Hitsville U.S.A.
offices and won an audition with the
company through Robert Bateman,
who had seen the girls win first prize
at a talent contest in Windsor,
Ontario. Gordy asked them to sing
the Drifters’ “There Goes My Baby.”
But Gordy wasn't that enthused—the
Primettes weren’t even out of high
school yet.

Undaunted, the four girls audi-
tioned for another Detroit record
company, Lu-Pine. Owner Robert
West signed them and had them sing
background vocals for Eddie Floyd,
then recorded two songs with the
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group: “Tears of Sorrow” with Ross
on lead and “Fretty Bahy” featuring
Wilson’s voice.

They earned some local airplay,
but that was all. The Primettes
returned to the company they really
wanted to sign with, but Gordy still
wasn’t ready to take them on. He let
them hang around, and opportunities
were presented: they did the hand-
claps for a Marvin Gaye song, and
the backing vocals for blues singer
Mable John. In J. Randy Tarabor-
relli’s biography Diana. Mable recalls
discussing Diane with Berry: “...back
then he didn’t seem to have any spe-
cial plans for her one way or the
other. We agreed that Diane was the
type of kid who probably knew what
she wanted and how she was going to
get it....he didn’t really want to do
anything with her, but somehow she
made him see that she was destined
for stardom.”

THE TOP FIVE

Week aof October 31, 196,

bt

Baby Love
Supremes

2 Do Wah Diddy Diddy
Manfred Man

3 Last Kiss
J. Frank Wilson & the Cavaliers

4 We'll Sing in the Sunshine
Gale Garnett

5 Dancing in the Street
Martha & the Vandellas
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THE SHANGRI-LAS

Leader of the Pack o sirw 1001

Writers: George ‘Shadow’ Morton
Jeff Barry
Ellie Greenwich
Producers: George ‘Shadow’ Morton
Jeff Barry
Ellie Greenwich
Navember 28, 1964
1 week

13

THERE were two songs in my whole
career that I actually walked out of
the studio and...had a gut feeling
(they) would be number one.” says
songwriter Ellie Greenwich. *“*Chapel
of Love’ [see 149] was one and
‘Leader of the Pack’ was the other.”

The Shangri-Las were two sets of
sisters from Queens, New York.
Mary and Betty Weiss and twins
Marge and Mary Ann Ganser met at
Andrew Jackson High School and
started singing together. They signed
a contract with Artie Ripp and Kama
Sutra Productions, then moved over
to the Red Bird label for their first
hit, “Remember (Walking in the
Sard).”

“Leader of the Pack” was a girl-
meets-boy (she met him at the candy
store), girl-falls-for-boy (he turned
around and smiled at her, you get the
picture?), boy-dies-in-motoreycle-
crash (and now he's gore) epic. Like
the crying of the sea gulls and lap of
the waves in “Remember,” sound
effects were put to their best use in
“Leader of the Pack.” The revving of
the motors, the screeching of the

brakes and the sudden crashing of
two vehicles helped make the single
an unforgettable classic.

“We even had one of the guys in
the studio, an (engineer) named Joey
Veneri, (bring in) his niotoreycle,
which we put into an echo chamber in
the hall and miked it,” Ellie recalls.
“We actually used his stepping on the
gas to get the motor going.”

Jeff and Ellie also remember how
difficult it was for the Shangri-Las to
record the song. Lead singer Mary
Weiss was 16 when she recorded
“Leader of the Pack.” Jeff recalls her
being inhibited by the studio and the
microphone she had to face. “I was
sitting across the mike from her, kind
of mouthing the words with her and
letting her feei free to let it out emo-
tionally. She was crying, you can
hear it on the record.”

“The girls weren’t easy to work
with,” Ellie agrees, adding that it
required “spoonfeeding. mothering,
big sistering and reprimanding to get
them to do it. But they did come
through.”

The Shangri-Las’ records did well
in Britain, and the group was flown
over for a promotional four. Sixteen-
year-old Mary was too young to go,
which may explain why most British
sources cite Betty as lead singer.

The group often appeared in the
States as a trio—at one point an
angry Betty left, and at another time
Marge didn’t appear with them.
Today, the Shangri-Las appear at
rock and roll revival shows as a

trio—Marge died of a drug overdose.

“Leader of the Pack” has z life of
its own. A parody, “Leader of the
Laundromat” by the Detergents (a
nom-de-vinyl for Ron Dante [see
258-"Sugar, Sugar”]), was a top 20
hit. Bette Midler recorded ““Leader of
the Pack” on her first album, The
Divine Miss M. The song is now the
title tune in a Broadway show
devisec¢ around the songs Jeff and
Ellie wrote, including “Da Doo Ron
Ron,” “Maybe I Know” and “River
Deep—Mountain High.” Starring
Ellie, the show played s:x perform-
ances at the Bottom Line in
Greerwich Village in January, 1984,
and through public demand played
there again in April-May. With
Michael Peters as director, the show
opened on Broadway at the Ambassa-
dor Theatre in March, 1985.

THE TOP FIVE

Week of November 28, 196}

1 Leader of the Pack
Shangri-Las

2 Baby Love
Supremes

3 Come a Little Bit Closer
Jay & the Americans

4 She’s Not There
Zombies

5 Ringo
Lorne Greene




1964

Writers: Don Robertson
Hal Blair

Producer: Joe Reisman

December 5, 1964
1 week

LORNE GREENE's face is recognized
by more than half a billion people
around the world. By conservative
estimates, that is the number of peo-
ple in more than 80 countries who
have watched an episode of
“Bonanza,” the classic western televi-
sion series in which Greene starred
as Ben Cartwright, patriarchal owner
of the Ponderosa. The series ran on
NBC for 14 years, and was rated the
number one program for three con-
secutive seasons, beginning in 1964.

Lorne Greene’s voice is recognized
by a lesser number of people, but
only because those living in non-Eng-
lish speaking countries heard the
voice of Ben Cartwright dubbed into
their own language. It was his deep,
powerful baritone voice, once known
as the “Voice of Doom,” that helped
propel “Ringo” to number one on
December 5, 1964.

Greene was only the second Cana-
dian to top the American chart, after
Paul Anka [see 25—“Diana”]. Born in
Ottawa, Ontario, Canada, on Febru-
ary 12, 1915, Greene’s first experience
with music came when he was 10
years old. “I studied violin for five
years to please my mother,” he con-
fesses. “She decided I was going to
be a concert violinist. She dragged
me to concerts . . . . I knew deep in
my heart this was not for me. I
wanted to play with the other kids.”
One day, while playing softball,
Lorne went to catch a ball and fell
over a rock. “Eighteen stitches later,
I was out of the violin business.”

Greene studied drama at Queen’s
University in Ontario, then won a fel-
lowship to the Neighborhood
Playhouse School of the Theatre in
Manhattan. Returning to Canada in
the spring of 1939, he tried to enlist
in the armed forces as World War I1
was breaking out in Europe. The mil-
itary wasn’t interested in him, so he
auditioned for a radio announcing job
with the Canadian Broadcasting Com-
pany. In January, 1940, he replaced
Charles Jennings (father of ABC
news anchor Peter Jennings) as the
chief news broadcaster for the CBC.

For the next three years, his com-
manding voice brought nothing but
bad news to Canadian listeners, earn-
ing him the title “Voice of Doom.”
Finally, at the end of 1942, a suc-
cessful campaign in Africa brought
the first good news of the war and he
was renamed the “Voice of Canada.”

The Canadian Army finally
accepted him in 1943, and after his
discharge he returned to broadcasting
and founded the Academy of Radio
Arts, a broadcasting school whose
students included Leslie Nielsen and
James Doohan (Engineer Montgom-
ery Scott of the starship Enterprise).

His broadcasting experience led
him to invent a stopwatch that
counted backwards, for announcers
who needed to know the time remain-
ing until the end of a program.
During a visit to New York City in
1953 to demonstrate the watch for an
NBC executive, Greene had a ehance
meeting with producer Fletcher
Markle, who cast him in the Ameri-
can television program “Studio One.”
He continued to work in television
and on stage, and made 12 motion
pictures between 1954-1958.

A guest appearance in “Wagon
Train” caught the eye of producer
David Dortort, who asked Greene to
star as Ben Cartwright in “Bonanza.”
The first western series to be tele-*
vised in color, the program made its
debut on September 12, 1959. It sur-
vived a laughable first episode,
damning reviews and two years of
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poor ratings to become America’s
favorite show.

As “Bonanza” reached its peak of
popularity in 1964, a producer at
RCA suggested the Cartwrights re-
cord an album. NBC-TV and RCA
Records were both subsidiaries of
RCA Corporation and a Christmas
LP featuring the voices of Michael
Landon, Dan Blocker, Pernell
Roberts and Greene was issued. “It
wasn't terribly good,” Lorne admits,
“but we sold a lot of copies.” It was
successful enough that RCA signed
Lorne to a recording contract. When
a second Bonanza cast album, Wel-
come to the Ponderosa, was recorded,
Lorne was asked to look over a poem
with six verses. “By the end of the
fourth stanza, I got chills,” Lorne
recalls. He knew before he recorded
it that the story of a sheriff who
saves the life of gunman Johnny
Ringo could be a big hit.

Lorne was emcee for a ceremony
on Prince Edward Island that was
attended by Queen Elizabeth II when
he received an urgent phone call from
RCA in New York. A Lubbock,
Texas, disc jockey had played
“Ringo” from the album and created
such a demand for it, that RCA
pressed 1,200 copies of the song as a
45 and shipped them to Texas. They
sold out in one day.

After “Ringo,” Lorne recorded
seven albums for RCA. “Bonanza”
remained on the air until January 16,
1973. Greene starred in three more
series: “Griff,” “Battlestar Galactica”
and “Code Red.” He was scheduled to
begin work on the TV movie “Bo-
nanza: The Next Generation” when he
died of respiratory complications on
September 11, 1987. He was 72.

THE TOP FIVE

Week of December 5, 196}

1 Ringo
Lorne Greene

2 Mr. Lonely
Bobby Vinton

3 Leader of the Pack
Shangri-Las

4 She’s Not There
Zombies

5 Baby Love
Supremes




1964

Mr. l.onely EPIC 9730

BOBBY VINTON

Whriters: Bobby Vinton
Gene Allen

Producer: Bob Morgan

December 12, 1964
1 week

MANY artists who had been popular
before the Beatles found it impossible
to have hits in 1964, but not Bobby
Vinton. “Mr. Lonely” became his
fourth number one single and pre-
ceded a list of 16 more top ten
records. The man whose “There! I've
Said It Again” had been deposed by
“I Want to Hold Your Hand” believes

the Beatles contributed to his success.

“In a way, they may have helped
me because they wiped out all of my

competition. There were no more
male singers in America. I was lucky
to hold on because I was coming up
with good songs,” Bobby says.

He returned the favor to many
British groups. Bobby’s manager was
Allen Klein. “He was a good investor
and I was saving a lot of money, and
doing very well for a pop artist. So
the English groups would come in
and talk to me.” Klein ended up han-
dling affairs for the Animals and
Herman’s Hermits, then the Rolling
Stones and finally, the Beatles.

As for “Mr. Lonely,” it was a long
time between recording session and
hitting the top spot on the Hot 100.
When Bobby had his do-or-die
recording session that produced his
first number one song [see 113—

“Roses Are Red (My Love)”], he
recorded two songs. The other one
was “Mr. Lonely.”

According to Bobby, executives at
Epic Records didn’t really think he
was a singer just because he had a
hit with “Roses Are Red...” They
still saw him as the big band leader
he had intended to be. They had
another artist, who Bobby prefers
not to name, that they thought was a
great singer.

“I'm driving in my car one day
listening to the radio, and I hear ‘Mr.
Lonely’ the way I wrote it and
arranged it, but it wasn’t my voice, it
was his. So I called Epic Records and
said, ‘That’s my song, it should be
the follow-up to ‘Roses Are Red.’
And they said, ‘Come on, you're not
really a singer and he is. You're hot
now, but this song could kick off a
new artist.”

“Mr. Lonely” was not a hit for
this unnamed artist, but Bobby had
moved on to “Rain Rain Go Away,”
and forgot about “Mr. Lonely” until it
was time to put a greatest hits album
together. He had 11 songs and
needed one more, so he added the
song that he thought should have
been a hit for him. It started to get
airplay and was finally released as a
single.

In 1974, Bobby left Epic and
found it difficult to get a new label
deal with a song he had written that
was partially sung in Polish. Jay
Lasker at ABC Records heard it and
said it would sell a million copies. He
was right. “My Melody of Love” went
to number three and earned a gold
record, and its success led to a syndi-
cated TV series, “The Bobby Vinton
Show,” that aired from 1975-1978.

THE TOP FIVE

}"ieek of l_)ecember 12, 196}

1 Mr. Lonely
Bobby Vinton

2 She’s Not There
Zombies

3 Ringo
Lorne Greene

4 Come See About Me
Supremes

5 1 Feel Fine
Beatles




1964

Writers: Brian Holland
Lamont Dozier
Eddie Holland

Producers: Brian Holland
Lamont Dozier

December 19, 1964
2 weeks

“

C()ME, SEE ABOUT ME* was the
third single from the Supremes’
album Where Did Our Love Go. It
was also the third consecuiive
number one single for the Supremes,
making them the first American
group to pull three chart-toppers
from one LP. “Come See Abcut Me”
was recorded July 13, 1964, and
released on October 27, before “Baby
Love” went to number one. ts early
release didn’t prevent “Baby Love”
from sitting on top of the Hot 100 for
four weeks, the longest run of any
Supremes sirgle.

The sudden release of “Came See
About Me” was ordered when Berry
Gordy, Jr., learned that New York-
based Scepter Records was releasing
a cover version of the song by female
singer Nella Dodds on their Wand
label. Motown had been planning to
issue the song as a 45 anyway, but
they brought forward the reiease
date in time to have the Supremes’
single debut on the Hot 100 the same
week as Dodds’ version. It was never

worowv 1ss COme See About Me
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a contest—the Supremes entered the
chart at number 66 on November 14,
while Dobbs came on at number 87.
A week later, the Supremes jumped
to 31 while Dodds crept to 84. The
following week Dodds peaked at 74
while the Supremes went to number
13. From that position they moved to

eight, to four and then to number one.

The wnting/producing team of
Brian Holland, Lamont Dozier and
Eddie Holland “put their noses to the
grindstone” to come up with material
for the Supremes when they realized
“Where Did Qur Love Go” [see 155]
was going to be such an enormous
hit, according 0 Dozier. “‘Come See
About Me’ and ‘Baby Love’ were
recorded in the same (two) weeks
after we found out “Where Did Qur
Love Go’ was such a big smash.

Brian came up with this melody for
‘Baby Love’” and I came up with
‘Come See About Me.””

The Supremes were hitting the
chart so fast, there was no time to
record demos, Dozier explains. “We
would just cut tracks. I'd come up
with an idea, Brian and I would finish
it off and then run downstairs and eut
the track with the band. A lot of
times we didn't even have a title.
Then we'd bring it back up and Eddie
and I would sit there and bounce
things around and (ask) what is this
track saying? Then we would come
up with a title and finish it off.” At

THE SUPREMES

this point, the Supremes were not
offering any arguments when pre-
sented with a new Holland-Dozier-
Holland song, as they had when they
first heard “Where Did Qur Love
Go.”

The names Holland-Dozier-Hol-
land became as familiar to fans of the
Supremes as Lennon-McCartney and
George Martin were to Beatles fans.
“The chemistry between the three of
us working was just very rare,
because there are a lot of thoughts
and everybody wants to do their own
thing, but somehow we just clicked.
We went into these songs with the
idea of making the best possible
music we could make,” Dozier
remembers.

By the end of 1964, the Supremes
were becoming a very visible act.
Three days after “Come See About
Me” was released, they performed
the song—along with their first two
number one hits at a taping of The
T.A.M.I. Show, a rock and roll
extravaganza that also starred the
Rolling Stones, James Brown, the
Beach Boys, Chuck Berry, the
Miracles, Lesley Gore, Marvin Gaye,
Gerry and the Pacemakers, Billy J.
Kramer and the Dakotas and hosts
Jan and Dean. The electronically
recorded event was released the-
atrically in 1965.

“Come See About Me” spent one
week at number one, then dipped to
number two for three weeks while
the Beatles’ “I Feel Fine” topped the
chart. “Come See About Me” then
returned to number one for an addi-
tional week, During its interim run at
number two, the Supremes made
their first appearance on “The Ed
Sullivan Show” on December 27.

THE TOP FIVE

Week of December 19, 196}

1 Come See About Me
Supremes

2 I Feel Fine
Beatles

3 Mr. Lonely
Bobby Vinton

4 She’s Not There
Zombies

5 Ringo
Lorne Greene
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l Feel Fme CAPITOL 5327
THE BEATLES

Writers: Jokn Lennon
Paul McCartney

Producer: George Martin

December 26, 196}
3 weeks

BETWEEN the weeks of January 18
and October 24, 1964, the Beatles
placed 28 different titles on the Hot
100, more chart entries than any
other artist has ever achieved in a
comparable period. The list includes
their regular Capitol releases, as well
as re-issues on a host of labels: Swan,
Vee Jay, MGM, Tollie, Capitol of
Canada and Atco. The Billboard Hot
100 for the week of October 31 was
the first chart since January 18, when
“I Want to Hold Your Hand”
debuted, not to feature a Beatles sin-
gle (“Matchbox” fell off the chart
from number 52 the week of October
24).

For five consecutive weeks, the
Beatles remained off the Hot 100.
But they had recorded two songs for
single release in early October, and
on December 5, “I Feel Fine” and
“She’s a Woman” entered the Hot 100
at numbers 22 and 46, respectively.
This brought their total number of

chart entries for the calendar year to
30, an all-time record.

The “A” side of the single was “I
Feel Fine,” written by John Lennon
in the studie at Abbey Road. The dis-
tinctive opening, featuring a single
note of feedback, marked the first use
of such a device. Responding to a
question about which Beatle songs
were written by John and which were
written by Paul McCartney, Lennon
told David Sheff about “I Feel Fine”
in a Playboy interview: “That’s me,
including the guitar lick with the first
feedback ever recorded. I defy any-
body to find an earlier record—unless
it is some old blues record from the
twenties—with feedback on it.”

In the Lennor biography, author
Ray Coleman explains, “Lennon’s
musical experiments were encouraged
by George Martin and the other three
Beatles, notably the first recorded
use of feedback on 1964’s '1 Feel
Fine.” Lennon had a small studio at
Kenwood, where he tinkered with
tape recorders and fragments of
songs, the results of which would
manifest themselves the following
year.”

“I Feel Fine,” featuring lead
vocals by John, harmony by Paul and
a lead guitar duet by both of them,

was first played in America by radio
station KRLA in Los Angeles. The
station obtained a copy on November
6 and began airing it once an hour.
Program director Reb Foster told
Billboard: “We've received calls from
Florida, New York, St. Louis, Den-
ver and Cleveland stations, offering
us money and queries about where
we picked up the single. We don’t
feel we are (doing anything illegal) in
breaking the record.” Capitol
Records asked the station to refrain
from playing the single or passing it
on to any other station.

John Rooke at KQV in Pitts-
burgh, Pennsylvania, gave the song
its first East Coast airplay on
November 11, and sent a copy to sis-
ter station WABC in New York.
After its “official” release, “I Feel
Fine” surged up the Hot 100, moving
from 22 to 5 to 2, reaching the top
spot the week of December 26.
Because Billboard charted “B” sides
separately at this time, “She’s a
Woman” moved up the Hot 100 under
its own power, from 46 to 29 to 14 to
number four, making it the highest
charting Beatles “B” side to date.

“She’s a Woman” was also com-
posed in the studio—but by Paul. It’s
an R&B influenced-rocker, somewhat
removed from the ballads many peo-
ple associate with McCartney.

“I Feel Fine” became the Beatles'
sixth number one single in both Amer-
ica and Britain. In the U.K., it was
only available as a single and was
purposely not included in the Beatles
Jor Sale album, released December 4.
In the United States, “I Feel Fine”
and “She’s a Woman” were both avail-
able in the album Beatles ’65, released
on December 15.

THE TOP FIVE

Week of December 26, 196}

1 I Feel Fine
Beatles

2 Come See About Me
Supremes

3 Mr. Lonely
Bobby Vinton

4 She’s a Woman
Beatles

5 She’s Not There
Zombies




1965

Writer: Tony Hatch
Producer: Tony Hatch

January 23, 1965
2 weeks

PETULA CLARK was an international
star, popular in her native Britain as
well as Australia, Canada and all of
Europe. However, she was a virtual
unknown in America when “Down-
town” soared to the the top of the
Hot 100, making her the first British
female of the rock era to have a
number one single in the United
States. (Vera Lynn topped the Amer-
ican chart in 1952 with “Auf
Wiederseh'n Sweetheart”).

Petula had moved to Paris after
marrying Claud Wolff, publicity
director for the French Vogue label,
in 1961. She had a succession of hits
sung in French, including “Ya Ya
Twist” and “Chariot,” which was
later translated into English and
became a number one hit for Peggy
March [see 128—*“I Will Follow
Him”). Tony Hatch, who worked for
Pye Records in Britain, produced
Petula’s French hits, and arrived one
day in 1964 with a batch of new songs
for her to record.

He suggested it was time for her
to record in English again, and she
said she would only if she could find
the right song. Tony had just written
a new melody and played it for Pet-
ula while she went into the kitchen to
make some tea. When she heard the
music, she came running out to the
living room and told Tony it was a
great tune, and if he could write suit-
able lyries to match his title of

THE TOP FIVE

Week of January 23, 1965

1 Downtown
Petula Clark

2 You've Lost That
Lovin’ Feelin’
Righteous Brothers

3 Love Potion Number Nine
Searchers

4 1 Feel Fine
Beatles

Come See About Me
Supremes

2]
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“Downtown,” she would record it.

Released first in Britain, it
became a number two hit. In Amer-
ica, where she had released a number
of unsuccessful singles between
1951-1962, Petula had her first chart
record. “Downtown” entered the Hot
100 on December 19, 1964, at number
87 and was number one five weeks
later.

Petula Sally Olwen Clark was
born in Epsom, Surrey on November
15, 1932. Her parents were both
nurses, but her father harbored
secret ambitions to be an actor and
her Welsh mother, who died at the
age of 38, was a natural singer. At
age three Pet was singing in church
with her mother in Wales, and when
she was nine, her father arranged for
her to sing on a BBC Radio show,
“It’s All Yours.” During a rehearsal
an air raid siren sounded, and the
producers asked if someone would
sing to calm the audience. Young Pet
volunteered and sang “Mighty Like a
Rose,” a song she was asked to sing
again when the show went on the air.

During World War II she

appeared on over 500 radio programs,

and had her own show on BBC,
“Pet’s Parlour.” She began recording
at age 17, and her first record, issued
only in Australia, was a 78 rpm ver-
sion of “Music, Music, Music.” Her
first British release was “Put Your
Shoes on Lucy” in 1949.

The following year she starred in
her first British television series and
signed with the Polygon label. Her
first British chart record came in/
1954, with “The Little Shoe -
maker,” and her first rock
and roll record was
“With All My Heart"/
in 1957. Her y:

PETULA CLARK

first number one single in Britain was
“Sailor,” an English language version
of an Austrian song, “Seemann.”
Lolita, a German singer, had a hit in
Europe with the original version and
went top five with it in America in
1960.

The follow-up to “Downtown” was
another Tony Hatch song, “I Know a
Place.” It went to number three,
making Petula Clark the first female
vocalist in the rock era to have her
first two chart entries make the top
three of Billboard’s Hot 100. It was a
record that would stand until 1984
[see 589—“Time After Time”].




1965

Writers.: Phil Spector
Barry Mann
Cynthia Weil

Producer: Phil Spector

February 6, 1965
2 weeks

Two friends from Orange County in
Southern California gave new mean-
ing to the term “blue-eyed soul.” Bill
Medley and Bobby Hatfield were
called “righteous brothers” by black
marines whe saw them perform at
the Black Derby in Santa Ana. On
their first number one single, Medley
and Hatfield formed a perfect union
with their producer and writers to
create a classic song that will be cov-

ered by singers for centuries to come.

The team responsible for “You've
Lost That Lovin’ Feelin’” consisted
of singers Medley and Hatfield, who
adopted the marines’ “Righteous
Brothers” as their name; husband-
and-wife songwriters Barry Mann
and Cynthia Weil, whe spent their
formative years working for Al
Nevins and Don Kirshner at Aldon
Music; and producer Phil Spector,
often referred to as a “creative gen-
ius” by rock historians, and not
without good reason.

The Righteous Brothers’ roots lie
in two groups: the Paramours, which
featured Santa Ana’s Bill Medley,
and the Variations, which included
Anaheim’s Bobby Hatfield. A mutual
friend, John Wimber, was working in
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Las Vegas and wanted to form a
group that would keep him home in
Califorria. He approached Bill and
his guitar player from the Para-
mours, and Bobby and his drummer
from the Variations. Together they
formed a new version of the Para-
mours.

Medley was a songwriter, and the
group included his “Little Latin Lupe
Lu” in their act. It was so popular at
the Rendezvous Ballroom in Balboa,
Califorria, that a loeal record com-
pany asked Bill and Bobby if they
wanted to record it. Fans who
wanted to buy the record were all
told to go te the same store. Sud-
denly, that shop had sold more than
two thousand copies of the single. By
lucky chance, the store reported its
sales figures each week to Los
Angeles radio station KRLA.
Impressed by such u large sales
repert, the music director asked for a
copy to be sent over immediately.
The station used the song in the
background of a commercial for a rec-
ord hop, and a hit single was born.

The Righteous Brothers signed
with Moonglow Records and had two
more hits: “Koko Joe” (written by
Sonny Bono [see 181—*“I Got You
Babke”]) and “My Babe.” In 1964, they
appeared at the Cow Palace in San
Francisco with ten other acts, includ-
ing the Ronettes. The Ronettes’
producer, Phil Spector, was conduct-
ing the band for the entire show, and
was very impressed with the Right-
eous Brothers. He bought the

remaining two-and-a-half years of
their contract from Moonglow and
signed them to his Philles label.

Phil asked Barry and Cynthia to
fly to California and write a song for
the Righteous Brothers. They
checked in to the Chateau Marmont
on Sunset Strip and rented a piano.
After hearing “Little Latin Lupe Lu”
and “My Babe,” they decided to write
the boys a ballad. Inspired by their
favorite song at the time, “Baby I
Need Your Lovin’” by the Four Tops
[see 177—*“I Can’t Help Myself
(Sugar Pie Honey Bunch)”], Barry
and Cynthia wrote a song with the
dummy lyries “You've lost that lovin’
feelin,” but Phil liked those words
and decided to keep them. The song
was completed at Phil’s house, where
Mann, Weil and Spector wrote the
bridge together.

The first time Barry heard the
completed record, with Medley’s
deep-voiced introduction, was over a
telephone. “When Phil played it for
me over the phone, I said, ‘Phil, you
have it on the wrong speed!” Barry
laughs.

After the success of “You've Lost
That Lovin’ Feelin’,” Bill and Bobby
were signed by producer Jack Good
to join Bobby Sherman, Glen Camp-
bell, Leon Russell and Donna Loren
in the resident cast of ABC-TV’s
“Shindig.”

“You've Lost That Lovin’ Feelin’”
is one of a handful of number one
singles to make the top 20 three sep-
arate times: Dionne Warwick [see
380—“Then Came You”] took the
song to number 16 in 1969 and Daryl
Hall and John Oates [see 457—“Rich
Girl”] went to number 12 in 1980.

THE TOP FIVE

Week of February 6, 1965

1 You've Lost That
Lovin’ Feelin’
Righteous Brothers

2 Downtown
Petula Clark

3 The Name Game
Shirley Ellis

4 This Diamond Ring
Gary Lewis & the Playboys

5 Hold What You've Got
Joe Tex
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Writers: Al Kooper
Bobby Brass
Irwin Levine

Producer: Snuff Garrett

February 20, 1965
2 weeks

THANKS to the guidance of producer
Snuff Garrett and arranger Leon
Russell, Gary Lewis and the Play-
boys put together an enviable string
of hits between 1965-1966 that began
with their only number one single,
“This Diamond Ring.”

Gary Lewis, the son of comedian
Jerry Lewis, was born July 31, 1946,
in New York City. Gary’s fourteenth
birthday gift from his father was a
set of drums. With several friends, he
formed a band, and they successfully
auditioned for Disneyland in 1964.

At this point, Lewis and Garrett
tell different stories of how they met.
According to Gary, Snuff and his
family happened to be in the park one
day and heard the band play. After.
one of their sets, he approached them
about recording for Liberty Records.

Snuff remembers it this way: “I
had two idols growing up. One was
Roy Rogers, who's become like a
father to me. The other one became
my neighbor, Jerry Lewis. I idolized
him in my younger years. One day
Lou Brown, Jerry’s piano player and
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conductor, said Gary’s working at
Disneyland with a group. He said,
‘Would you like to go out and see
them sometime? I said, ‘Not really,
the drive to Disneyland doesn’t thrill
me" ”

A couple of weeks later, Gary and
the band were rehearsing at the Par-
amount lot in Hollywood, and Brown
invited Snuff again. “They weren’t
very good,” Snuff confides. “They
sounded like any other group I've
ever heard. But then I got to think-
ing, if I could do a record with Gary
and get Jerry to help me promote it,
it might do well.”

Snuff, who had produced Bobby
Vee (see 97—“Take Good Care of My
Baby”] for Liberty Records, sug-
gested a song that Vee had turned
down: “This Diamond Ring.” Gary’s
mother used her household money to
finance the recording session, which
featured Russell on keyboards and
Hal Blaine on drums.

“Gary wasn’t a very good singer,”
says Snuff. “I used to mix him with
other singers. When I got through
mixing him, he sounded like Mario
Lanza.” Snuff called dise jockey Mur-
ray the K in New York and asked
him to play “This Diamond Ring.” In
exchange, Snuff promised that Gary
Lewis and the Playboys would come
back and do Murray’s next live con-
cert, The record broke in New York.
Snuff asked Jerry Lewis to call Ed

Sullivan about booking the group on
his show, and Jerry picked up the
phone on the spot and called Ed. A
few weeks later, the group performed
on Sullivan’s show.

At the end of 1966, Gary was
drafted into the United States Army.
He was bitter about having his career
interrupted, and when the military
suggested he form a band and enter-
tain troops, he said he’d rather
handle supplies. He spent two years
in Korea as a clerk/typist.

When he returned to public life,
American musical tastes had
changed. The Playboys had disbanded
and attempts at putting together a
new group were not successful.

THE TOP FIVE

Week of February 20, 1965

1 This Diamond Ring
Gary Lewis & the Playboys
2 You've Lost That
Lovin’ Feelin’
Righteous Brothers
3 Downtown
Petula Clark
4 My Girl
Temptations

5 The Name Game
Shirley Ellis
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THE TEMPTATIONS

Writer: William “Smokey” Robinson
Ronald White

Producers: William “Smokey” Robinson

Ronald White

March 6, 1965
1 week

AFTER recording several singles
written and produced by Motown
founder Berry Gordy, Jr., the Temp-
tations were teamed up with the
leader of the Miracles, William
“Smokey” Robinson [see 285—“The
Tears of a Clown”], who wrote the
song that made the Tempts the first
male Motown group to achieve a
number one single. “My Girl,” one of
the songs that led Bob Dylan to call
Smokey “America’s greatest living
poet,” and a companion piece to Mary
Wells’ “My Guy” [see 147], was also
the first number one for the Motown
subsidiary|that bears Gordy’s|name.

The Temptations were the result
of a merger of two groups: the
Primes and the Distants. Both groups
shared the same manager, Milton
Jenkins, and when each group suf-
fered defections, the survivors were
brought together to form a quintet
named the Elgins.

Eddie Kendricks and Paul
Williams lived near each other in Bir-
mingham, Alabama, where they
organized a group called the Cav-
aliers with friends Cal Osborne and
Willy Waller. They moved to
Cleveland, Ohio, and were discovered
by Jenkins, who suggested they move
to Detroit. Eddie, Paul and Cal made
the move and became the Primes.
Soon after, Jenkins decided they
should have a sister group and helped
form the Primettes [see 159—“Baby
Love”].

Otis Williams, who grew up on a
farm in Texarkana, Texas, as Otis
Miles, moved to Detroit in 1950.
Seven years later, he was singing
street-corner harmony with a friend,
Elbridge Bryant. In 1959, Williams
and Bryant formed a group with a
friend from Northwestern High
School, Melvin Franklin (born David
English), his cousin Richard Street
and Albert Harrell. They called
themselves the Elegants, the Ques-
tions and finally the Distants when
they signed a recording contract with
the Northern label.

Street was the lead vocalist on

their first single, the Otis Williams-
penned “Come On.” After a couple of
records that didn’t fare well, Street
and Harrell departed (Street formed
another Motown group, the Manitors,
and returned to the Temptations in
1971), and Jenkins brought in Ken-
dricks and Paul Williams to form the
Elgins.

The Elgins were signed to Berry
Gordy’s new Miracle label, but before
their first release (“Oh Mother of
Mine”) in August, 1961, Otis Williams
and Motown employee Bill Mitehell
came up with a new group name, the

"Temptations. After one more release

on Miracle, the group was shifted to
the new Gordy label. .

Smokey’s association with the
Temptations began with “I Want a
Love I Can See,” and when that rec-
ord floundered, Bryant decided the
Temptations were never going to
make it. He quit the group and was
replaced by a singer from Meridian,
Mississippi, who was signed to
Motown as a salo artist: David
Ruffin. The new line-up recorded
Smokey’s “The Way You Do the
Things You Do” with Kendricks on
lead vocals, and had their first hit.

_Weekf of March 6, 1965

My Girl

Temptations

This Diamond Ring

Gary Lewis & the Playboys
You've Lost That

Lovin' Feelin’

Righteous Brothers

The Jolly Green Giant
Kingsmen

Eight Days a Week
Beatles

After two more singles featuring
Kendricks (“T'L: Be in Trouble” and
“Girl (Why You Wanna Make Me
Blue)”), Smokey turned to Ruffin for
lead vocal duties on “My Girl.”

The Miracles and the Temptations
were appearing together at the
Apollo Theater in Harlem when
Smokey recorded the rhythm track
for “My Girl.” It was a song he
intended to record with his own
group, but the Temptations heard it
and pleaded with Smokey to cut the
song with them. Smokey finally
agreed and rehearsed the group for a
week in their top floor dressing room.
They returned to Detroit and
recorded “My Girl” on December 21,
1964. The single debuted on Bill-
board’s Hot 100 on January 16, 1965
at number 76 and went to number
one on March 6.

Smokey wrote and produced four
more hits for the Temptations (“It’s
Growing,” “Since I Lost My Baby,”
“My Baby” and “Get Ready”) before
turning aver the reins to Norman
Whitfield, who would produce three
more number one singles for the
Temptations over the next six years
[see 259—*“I Can’t Get Next to You”].
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Writers: John Lennon
Paul McCartney

Producer: George Martin

March 13, 1965
2 weeks

I3

EIGHT DAYS A WEEK” wus the first
British single to go to number one in
America and not make the chart in
its own country. Of course, there was
a good reason—“Eight Days a Week”
was never released as a single in
Britain.

It was only owing to the peculiar
release pattern established in Amer-
ica that “Eight Days a Week” came
out as a 45. The song was recorded
for the Beatles for Sale album in the
United Kingdom, released December
4, 1964. It was considered for single
release, along with “No Reply” and
“I'm a Loser,” but was passed over in
favor of “I Feel Fine” [see 164],
which became the Beatles’ sixth
number one single in both Britain and
America.

Beatles albums in the United
Kingdom and the United States
remained disparate until the 1967
release of Sgt. Pepper’s Lonely
Hearts Club Band. Until then, Brit-

Beatles
My Girl
Temptations

Supremes

Jewel Akens

Week of March 13, 1965

. 1 Eight Days a Week

3 Stop! In the Name of Love

' 4 This Diamond Ring o T
Gary Lewis & the Playboys =«

5 The Birds and the Bees

awerrouson Bight Days a Week

ish albums always contained more
tracks than their American counter-
parts, resulting in enough left-over
material to create interim, patchwork
American LPs.

This pattern began with the very
first Beatles album, Please Please
Me released in the U.K. on March
22, 1963. Vee Jay issued the album in
the United States on July 22, 1963,
with two tracks (“Please Please Me”
and “Ask Me Why”) deleted. During
the first wave of Beatlemania, the
album was re-released, with the two
deleted tracks added and “Love Me
Do” (see 148] and “P.S. I Love You”
discarded instead.

The soundtrack album A Hard
Day’s Night continued the pattern.
The British LP included ull of the
songs from the film, plus five titles
that had been written for the film but
not included in the soundtrack. The
American equivalent, released on the
United Artists label, included instru-
mental versions of Beatles’ songs and
deleted the five extra tracks, which
turned up on Cupitol’'s next album,
Something New, along with some of
the songs from A Hard's Day’s Night.
It made for another patchwork LP.

At this point, there was only one
song that hadn’t appeared on an
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THE BEATLES

American album—*“I’ll Be Back,”
from the British A Hard Day’s Night
LP. A similar release pattern could
have begun at this point, but like
most other British albums of the day,
Beatles for Sale contained 14 tracks,
and the standard count for American
LPs was 12. Beatles’ 65 only con-
tained 11 songs—eight of them from
Beatles for Sale.

Americans who couldn’t obtain an
import copy of Beatles for Sale had to
wait two months to hear the first two
unreleased tracks: “Eight Days a
Week” and “I Don’t Want to Spoil
the Party” were released as a single
and entered the Hot 100 at number
53 on February 20, 1965. “Eight Days
a Week,” featuring a double-tracked
lead vocal by John Lennon and an
unusual guitar fade-in. became the
Beatles’ seventh American number
one single three weeks later, while “I
Don’t Want to Spoil the Party”
peaked at number 39.

The non-release of “Eight Days a
Week” in the U.K. meant British
fans had to wait almost five months
after the release of “I Feel Fine” for
another Beatles single. The long wait
caused complaints that there were
too few Beatles’ records being
released in Britain. Manager Brian
Epstein answered the criticism in
Billboard: “I think that the Beatles
produce as many records as most art-
ists on average. The reason why
more people are asking for more
records is that there is obviously a
greater demand for Beatles’ material.
In my experience many artists have
been damaged by over-exposure on
record.”

Two important events in the lives
of the Beatles took place just hefore
“Eight Days a Week” topped the
American chart. Ringo Starr became
the second Beatle to wed (John Len-
non married Cynthia Powell on
August 23, 1962) when he took
Maureen Cox for his bride. The wed-
ding took place February 11 in
London, with John Lennon and
George Harrison in altendance. Paul
McCartney was on holiday in North
Africa with his girlfriend Jane Asher,
and was informed of the surprise
wedding by reporters.

On February 22,.the Beatles
departed London’s Heathrow Airport
for the Bahamas, the first location for
their second motion picture [see
182—“Help!”].
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THE SUPREMES

Writers: Brian Holland

Lamont Dozier

Eddte Holland
Producers: Brian Holland
Lamont Dozier

March 27, 1965
2 weeks

WHEN the Supremes released “Stop!
In the Name of Love” in February,
1965, their fans were waiting to see if
they could do it again. Could they
foliow three consecutive number ane
singles with a fourth, and become the
first group in the history of the Hot
100 to have four chart-toppers in a
row? The answer came during the
week of March 27: Yes.

Lamont Dozier remembers the
incident that gave him the idea for
the song. “I was arguing with my
girlfriend. (I) said, “Stop in the name
of iove” and we both started laughing
and stopped arguing. I said, ‘What
did I say? and she said, ‘Something
about stop in the name of love.” ”

Personal relationships were just
one source of song ideas, according to
Lamont. “A couple of titles came out
of TV Guide. ‘Ask Any Girl' was an
old movie. I couldn’t have a decent
corversation with anyone because
everything was, ‘What did you say?
People would say, ‘That crazy boy’s

StOp' In the Name of Love orows ons

walking around with songs in his
head all the time; he can’t carry on a
decent conversation because he's
looking for material.” When I went to
the movies, I couldn’t enjoy the
movie for looking for a line. Some-
thing would trigger me and I would
get up to go (find) a piano. It’s almost
a curse.”

The Supremes had recorded
“Stop! In the Name of Love” on Jan-
uary 5, 1965, in Detroit. Soon after,
they were winging their way to
Europe for the first Motortown
Revue to hit the continent.

It was already apparent to Mary
Wilson and Flerence Ballard that the
star of the Supremes was Diana
Ross. Tempers flared, egos con-
flicted, and though the girls loved
each other like sisters, there were
early warning signs of trouble. “We
weren’t even talking to each other by
the time we got to Europe,” Diana is
quoted in J. Randy Taraborrelli’s
biography Diana. “The pace of every-
thing had gotten to us, I think. It
was hard work and we were so young
it sort of surprised us, coming so fast
and all. Berry was on that tour with
us and I decided that we had all bet-
ter sit down and regroup like adults.
Everybody was spreading apart and
doing their own thing. We were hav-
ing misunderstandings and all kinds
of little arguments. We knew that the

A

Supremes would break up someday
just like any other group in the
world, but we had just gotten started
and it was so good. I didn’t want it to
end.”

‘While touring England, the
famous hand movement for “Stop! In
the Name of Love” was invented.
The Supremes were booked for a live
television show but had no choreo-
graphy prepared for their new single.
They ducked into a men’s room with
Paul Williams and Melvin Franklin of
the Temptations and Berry Gordy to
come up with the well-known move
that resembles a police officer halting
traffic.

THE TOP FIVE

Week of March 27, 1965

1 Stop! In the Name of Love
Supremes

2 Can’t You Hear My Heartbeat
Herman's Hermits

3 The Birds and the Bees
Jewel Akens

4 Eight Days a Week
Beatles

5 King of the Road
Roger Miler
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rowee s 1'M Telling You Now
FREDDIE AND THE DREAMERS

Writers: Freddie Garrity
Mitch Murray

Producer: John Burgess

April 10, 1965
2 weeks

THE British Invasion began with the
Merseybeat groups: the Beatles,
Gerry and the Pacemakers and Billy
J. Kramer and the Dakotas. In the
year that followed, the focus shifted
from Liverpool to London (the Roll-
ing Stones, Manfred Mann),
Newecastle (the Animals) and Man-
chester, thrust into the spotlight by
the clown antics of Freddie and the
Dreamers.

The image of Freddie leaping into
the air to “do the Freddie” on televi-
sion’s “Shindig” and “Hullabaloo” is
indelibly stamped on the mind of any
60s teenager.

“I'm Telling You Now” was a two-
year-old hit when it reached Ameri-
can shores. In Britain, Freddie and
the Dreamers made their first chart
appearance in May, 1963, with a,
cover version of James Ray’s 1962
American hit, “If You Gotta Make a
Fool of Somebody,” which charted as
high as number three. The follow-up
was “I'm Telling You Now,” the
group’s biggest United Kingdom hit,
peaking at two.

By the time “I'm Telling You
Now” was released in the U.S.,
Freddie and the Dreamers had
racked up five more British hits.

Freddie Garrity was born in Man-
chester on November 14, 1940.
During the late 50s, Freddie sang
with a local skiffle group, the Red
Sox. He also worked as an engineer
and a milkman. He continued deliver-
ing milk door-to-door while singing
with the John Norman Four and the
Kingfishers, a group that also
included guitarist Roy Crewsdon.
The Dreamers evolved from this
group and eventually also included
bassist Peter Birrell, drummer Ber-
nie Dwyer and guitarist Derek
Quinn.

The group became well known in
Manchester by appearing on radio’s
“Beat Show” in early 1961. In
October, they started to get national
attention when they made their tele-
vision debut on the BBC's “Let’s Go.”
They spent the next few months
touring England, appearing at the
Leyton Baths, the Dreamland in Mar-
gate and Stevenage’s Locarno. In late
1962, they were signed to the (British)
Columbia label, distributed by EMI.

EMT's American label, Capitol
Records, released the group’s singles
in the States on their new Tower
subsidiary. But by the time “I'm Tell-
ing You Now” had an American
release, the band had signed with
Mercury Records in the United
States. While Tower was releasing
old material like “I'm Telling You
Now” and “You Were Made for Me,”
Mercury was simultaneously releas-
ing newer songs, such as “I
Understand (Just How You Feel)”

and “Do the Freddie.”

Freddie and the Dreamers had
their final chart entries in both Brit-
ain and America at the end of 1965.
They worked in clubs and cabarets
for the next few years, and released
a final album in 1970, a children’s LP
titled Oliver in the OQuverworld. The
official split came in 1972, with Fred-
die and Peter moving on to host a
children’s television series, “The Lit-
tle Big Time.”

Freddie and the Dreamers came
back in 1976, with Garrity as the only
original member. They toured Aus-
tralia and America, and continue to
work today throughout Britain, occa-
sionally appearing on television.
Freddie continues to work in pan-
tomime, a British traditional form of
children’s play that draws large fam-
ily audiences each Christmas.

THE TOP FIVE

Week of April 10, 1965

I’m Telling You Now
Freddie & the Dreamers

Stop! In the Name of Love
Supremes

3 Can’t You Hear My Heartbeat
Herman’s Hermits

4 Shotgun
Jr. Walker & the All Stars

5 The Birds and the Bees
Jewel Akens
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WAYNE FONTANA AND THE MINDBENDERS

Whriter: Clint Ballard, Jr.
Producer: Not Known

April 24, 1965
1 week

BEFORE he adopted the name Wayne
Fontana, Glyn Ellis (born October 28,
1945, in Manchester, England) was
advised by a school counselor to find
a secure job, like a train driver. But
it was too late—Ellis was already
hooked on musie, having formed his
own skiffle band, the Velfins.

He dropped out of school and
spent his days as an apprentice tele-
phone engineer, but at night he
performed with his first semi-profes-
sional group, the Jets, in Manches-
ter’s pubs and clubs. He adopted the
name Wayne Fontana not from the
label which would one day sign him,
but from Elvis Presley’s drummer,
D.J. Fontana.

The Jets were playing at Man-
chester’s QOasis Club when the
manager arranged an audition for
them with Jack Baverstock, a pro-
ducer for Philips/Fontana Records.

The night of the audition, only
Wayne and bass player Bob Lang
showed up; certain disaster was aver-
ted when two friends in the audience,
guitarist Eric Stewart and drummer
Ric Rothwell, agreed to help out.
Baverstock liked what he heard and
in early 1963 the group was signed to
Fontana. A horror film playing at the
local cinema inspired Wayne to name
his group the Mindbenders.

Their first British single was
released in July, 1963, and featured
Fats Domino’s “My Girl Josephine”
(retitled “Hello Josephine”) on one
side and Bo Diddley’s “Roadrunner”
on the other. It reached number 46 in
the British chart, but the next two
singles, cover versions of the Coast-
ers’ “Love Potion No. 9” and the
Gladiolas’ “Little Darlin’,” failed to
chart.

They continued to record covers
of American tunes, including Ben E.
King’s “Stop, Look and Listen” and
Gene Chandler’s “Duke of Earl,” but
their first breakthrough at home was
a version of Major Lance’s “Um Um
Um Um Um Um,” which went to
number five in the fall of 1964.

In America, where even musicians
from Manchester were said to have
the “Liverpool sound,” “Game of
Love” was the group’s first single. It
peaked at number two in Britain, but
followed Manchester’s Freddie and
the Dreamers into the number one
spot on the Hot 100 on April 24, 1965.

Together, Wayne Fontana and the
Mindbenders had only one more
stateside hit, the mid-chart single
“It’s Just a Little Bit Too Late.” By
the end of 1965, disagreements over
musical directions caused a split.
Wayne's solo career produced four
U.K. chart entries, including “Pamela
Pamela” which peaked at number 11,
but he never made the Hot 100 again.

The Mindbenders fared better,
recording “A Groovy Kind of Love,”
written by Toni Wine and Carole
Bayer (Sager). It went to number
two in Britain and America. The
Mindbenders appeared in the film and
on the soundtrack of To Sir With
Love, but by the end of 1968 the
group disbanded. Lang has a stereo
equipment business and Rothwell is
an antiques dealer. Stewart did ses-
sion work until he formed Hotlegs
with Graham Gouldman, Kevin God-
ley and Lol Creme. After one hit,
“Neanderthal Man,” the group
became 10cc, who went to number
two in 1975 with “I'm Not in Love.”

Wayne Fontana owns the Mind-
benders name now, and still performs
in England, although he hasn’t
released any recorded material since
the 1976 single “The Last Bus Home.”
He appeared at a concert celebrating
BBC Radio 1's 15th birthday in 1982,
where he sang “Game of Love.”

THE TOP FIVE

Week of April 24, 1965

1 Game of Love
Wayne Fontana &
the Mindbenders

2 Mrs. Brown You've Got
a Lovely Daughter
Herman’s Hermits

3 I’m Telling You Now
Freddie & The Dreamers

4 I Know a Place
Petula Clark

5 Stop! In the Name of Love
Supremes
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Writer: Trevor Peacock
Producer: Mickie Most

May 1, 1965
3 weeks

11

MRS. BrowN YoU'VE GOT A LOVELY
DAUGHTER" entered Billboard’s chari
at number 12, the highest debut on
the Hot 100 for any single to date.
When it went to number one two
weeks later, it completed a Mancu-
nian hat trick, being the third
rumber one single in a row for a
group from Manchester, England.
Liverpool may have produced the
Beatles, but Manchester could lay
claim to native-born groups like the
Hollies, Freddie and the Dreamers
and Wayne Fontana and the Mind-
benders.

Herman’s Hermits were much
more successful in the United States
than at home. In 1965, their chart
domination was so strong, they had
seven new entries on the Hot 100 in
one calendar year. For six weeks,
they had three songs in the top 30.
The rush of Hermits records wasn't
exactly planned; with “Can’t You
Hear My Heartbeat” moving down
the chart, MGM chose to release “Sil-

von s Mrs. Brown You've Got a Lovely Daughter

houettes,” an updating of the Rays’
1958 hit. Radio stations played it, but
there was an even more enthusiastic
response for “Mrs. Brown You've Got
a Lovely Daughter.” a cut from the
album Introducing Herman’s Her-
mits. MGM was forced to issue it as a
single, and it’s pre-release popularity
was so great that the high chart
entry position was assured.

“Mrs. Brown . . .” sounds like it
might have been an old vaudevillian
song from the London music hall
days, but it was written in 1963 by
Trevor Peacock and sung by actor
Tom Courtenay in a British television
play. Despite its enormous American
success, “Mrs. Brown . . " was never
released as a single in Britain.

In 1967, the group starred in ar
MGM film, Mrs. Brownr You've Got a
Lovely Daughter, with actor Stanley
Holloway, who portrayed Alfred P.
Doolittle in My Fair Lady. The
soundtrack included a new version of
the title song.

The lead singer of Herman’s Her-
mits was Peter Noone, born Peter
Blair Denis Bernard Nosne on
November 5, 1947 in Liverpool. His
father was a semi-professional musi-
¢ian who enrolled his son at the
Manchester Schoo! of Music, where
Peter studied music, singing and

HERMAN'S HERMITS

drama. He worked as an actor,
becoming a child star in the United
Kingdom from his roles in the series
“Knight Errant” and “Coronation
Street,” a long-running British soap
opera.

Peter started playing music with a
Manchester band, the Cyclones, who
changed their name to the Heart-
beats. Record producer Mickie Most
saw Peter on “Coronation Street” and
thought he resembled a young John
F. Kennedy. The rest of the Heart-
beats thought he looked more like
Sherman, boy companion to Mr. Pea-
body (of Way-Bac machine fame) on
“The Bullwinkle Show,” and when
producer Most approached them
about recording, they changed their
name to Herman and the Hermits,
and later, Herman’s Hermits.

The group roster changed during
the metamorphosis from Heartbeats
to Hermits, and the line-up that
recorded “Mrs. Brown . . .” included
guitarists Derek Leckenby and Keith
Hopwood, bassist Karl Green and
drummer Barry Whitwam. Most
sources agree that the Hermits didn’t
actually play on their studio record-
ings, where the musical duties were
handled by Jimmy Page and John
Paul Jones, who would one day be
the first two members of Led Zep-
pelin.

Herman's Hermits' first single for
Most was “I’'m Into Something
Good,” a Gerry Goffin-Carole King
tune originally recorded by Earl
Jean, lead singer of the Cookies. It
was the Hermits’ only British number
one single, and also the only British
number one for Goffin and King.

THE TOP FIVE

Week of May 1, 1965

1 Mrs. Brown You've Got
a Lovely Daughter
Herman’s Hermits

2 Game of Love
Wayne Fontana &
the Mindbenders

3 I Know a Place
Petula Clark

4 I'm Telling You Now
Freddie & the Dreamers

5 I'll Never Find Another You
Seekers
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THE BEATLES

Writers: John Lennon
Paul McCartney

Producer: George Martin

May 22, 1965
1 week

SHARP-EYED BEATLE fans received
their first clue to the title of the
Beatles’ second film when they
bought a copy of “Ticket to Ride.”
The fine print under the writing
credit for Lennon- McCartney read,
“From the United Artists Release
Eight Arms to Hold You.”

Someday, someone will write and
record a song called “Eight Arms to
Hold You,” but the Beatles never
did. Instead, John Lennon wrote a
tune called “Help!” [see 182], which
became the film’s title song.

Lennon was responsible for writ-
ing “Ticket to Ride,” a song the
Beatles recorded in February, 1965,
before leaving for the Bahamas to
begin production of the film that
would eventually be titled Help! John
sang lead, with backing vocals by
Paul McCartney and George Har-
rison. “Ticket to Ride” is the first
Beatles single to feature McCartney

on lead guitar, a responsibility usu-
ally handled by Harrison (McCartney
also played lead guitar on “Another
Girl,” included in the Help! sound-
track and recorded around the same
time as “Ticket to Ride”).

Lennon wrote the flip side of
“Ticket to Ride,” titled “Yes It Is,”
and was featured on lead vocals,
accompanied by John and George.

“Ticket to Ride” entered the Hot
100 at number 59 on April 24, 1965.
“Yes It Is” debuted the following
week at number 71. “Ticket to Ride”
stalled on its way to the top, moving
58 to 18 to 3 to 3. It overcame Her-
man’s Hermits’ “Mrs. Brown You've
Got a Lovely Daughter” the week of
May 22 and became the Beatles’
eighth number one single, remaining
on top of the chart for just a solitary
week. “Yes It Is” only managed to
climb as high as number 46.

Three weeks after “Ticket to
Ride” was number one, Queen Eliz-
abeth II celebrated her birthday, an
event marked by the annual
announcement of new Members of the
Order of the British Empire. On June
12, 1965, it was announced that the
John Lennon, Paul McCartney,
George Harrison and Ringo Starr

were to receive MBEs. A wave of
protests from more conservative
holders of the MBE hit Buckingham
Palace and the government of Prime
Minister Harold Wilson. Some previ-
ous awardees returned their MBE
medals.

“We thought getting the MBE
was as funny as everybody else
thought it was,” John is quoted in
Hunter Davies’ biography The Beat-
les. “. . . We all met and thought it
was daft . . . All we did when we
were waiting in the Palace was gig-
gle. We collapsed, the whole thing
was so funny. There was this Guards-
man telling us how to march, how
many steps and how to curtsey when
we met the Queen. We knew in our
hearts she was just some woman, yet
we were going through it all. We'd
agreed to it.”

On August 13, 1965, the Beatles’
began their second tour of America.
This tour was shorter than the first,
lasting just 17 days. The highlight
took place on August 23 when the
Beatles played Shea Stadium in New
York. There were more than 55,000
people in the audience, and the per-
formance grossed $304,000,establish-
ing a world record for one concert.

Week of May 22, 1965 B

1 Ticket to Ride
Beatles

Mrs. Brown You've Got
a Lovely Daughter
Herman’s Hermits

3 Count Me In

4 Help Me Rhonda
Beach Boys

5 TI'll Never Find Another You
Seekers

Gary Lewis & the Playboys

S
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Writer: Brian Wilson
Producer: Brian Wilson

May 29, 1965
2 weeks

4

HELP ME RHONDA,” featuring the
lead voice of rhythm guitarist Al Jar-
dine, was originally a track on The
Beach Boys Today album under an
alternate spelling, “Help Me Ronda.”

Jardine was a charter member of
the Beach Boys, but he had quit the
group after “Surfin’ ” was released on
Candix Records. He had planned a
secure future for himself as a dentist,
and being in a rock and roll band that
would probably break up after a few
months of success was diverting him
from that goal.

After “Surfin’ U.S.A.” was a top
three single, Brian called Jardine and
asked if he’d like to tour with the
Beach Boys. He returned from his
East Coast studies and re-joined the
group permanently.

“Help Me Rhonda” entered the
Hot 100 at number 80 on April 17,
1965. Just eight days earlier, Bruce
Johnston became the sixth Beach
Boy. The need for a new Beach Boy
became apparent after Brian Wilson
had a nervous breakdown on a flight
to Houston on December 23, 1964. In
his book The Beach Boys, John
Tobler quotes Brian:

“I was run down mentally and
emotionally because I was running
around, jumping on jets from one city
to another on one night stands, also
producing, arranging, singing, plan-
ning, teaching, to the point where I
had no peace of mind and no chance

THE TOP FIVE

Week of May 29, 1965

1 Help Me Rhonda
Beach Boys

2 Ticket to Ride
Beatles

3 Back in My Arms Again
Supremes

4 Mrs. Brown You've Got
a Lovely Daughter
Herman’s Hermits

5 Wooly Bully
Sam the Sham & the Pharaohs
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to actually sit down and rest or think.
... The plane had only been in

the air five mirutes when I told Al
Jardine I was going to crack up any
minute, but he toid me to cool it.
Then I started crying, I put a pillow
over my face and began screaming
and yelling. . . .

Brian’s doctors advised him to
stop touring to prevent further men-
tal and physical damage. Aside from
the stress, Brian suffered a hearing
loss in his right ear, and the amplified
music was causing further damage.
During the recording of The Beach
Boys Today, Brian broke the news
that he would no longer tour with the
Beach Boys.

For six montks, his replacement
on the road was guitarist Glen Camp-
bell [see 415—“Rhinestone Cowboy”],
but he never really fit in with the
group, and when an illness forced him
to drop out of a tour, he was replaced
by Bruce Johnston.

Johnston (born June 27, 1944, in
Peoria, Illinois) grew up in Santa

Monice, California. By the time he
was 16, he had worked with Richie
Valens, Sandy Nelson and Bobby Vee
[see 97—“Take Gond Care of My
Baby”]. He played in a band with
Phil Spector, who asked him to show
up for a recording session one night.
Bruce was too young to drive and
couldn't come, but the song recorded
that evening became a number one
hit [see 466—“To Know Him Is to
Love Him”]. With his friend Terry
Melcher, he formed a duo (Bruce and
Terry) that recorded songs ¢“Custom
Machine,” “Summer Means Fun”)
that sounded like they came from the
Beach Boys’ songbook. He also pro-
duced and sang lead voca’s on the
Rip Chords’ “Hey Little Cobra.”

The first song Johnston recorded
with the group was the follow-up to
“Help Me Rhonda,” called “California
Girls.” It sounded like a number one
single, but it couldn’t overcome
Sonny and Cher [see 181—“I Got You
Babe”] and the Beatles [see 182—
“Help!”]. It stalled at number three.
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THE SUPREMES

Writers Brian Holland
Lamont Dozrer
Eddie Holland
Producers: Brian Holland
Lamont Dozier
June 12, 1965
1 week

How can Mary tell me whut to do,
When she’s lost her love so true?
And Flo, she don't know,
"Cause the boy she loves is « Romeo...*

lF Diana Ross’ singing partners had
been nramed Emily and Hortense, it
might have proven more difficult for
songwriters Brian Helland, Lamont
Dozier and Eddie Holland to work
them into “Back in My Arms Again.”
Fortunately, Mary and Flo seemed to
fit right in and provided an inside
joke for Supremes’ fans.

Recorded December 1, 1964—
before “Stop! In the Name of
Love”—*“Back in My Arms Again®

Back in My Arms Agam MOTOWN 1075

entered the Hot 100 at number 68 on
May 1, 1965. Six weeks later it
became the Supremes’ fifth con-
secutive number one single. To date,
the Supremes are the only American
group to have five consecutive chart-
toppers. The only groups that have
surpassed that total are the Beatles
and the Bee Gees, with six con-
secutive number ones each.

By the summer of 1965, the two
most powerful forces in rock and roll
were the sounds of Liverpool and
Detrcit. Many people have tried to
define the Motown sound. One of the
best descriptions comes from Adam
White, former editor of Billboard: “A
bedrock bass line; an emphatic beat
accentuated by tambourines; pounding
percussion and piano tracks; sax-
ophone-driven brass charts; shrill
Sfemame backup vocals in the classic
call-and-response mode of gospel per-
formances; and those swirling, riff-
reinforcing strings of the Detroit
Symphony.”

Motown’s highly-polished rhythm
and blues helped to break down the
barriers between white musie and
black music. Listening to a Supremes
single like “Back in My Arms Again,”
one didn’t think of it in terms of
sounding black or sounding white.
Diana Ross talked about the accept-
ance of the Supremes by white
audiences with Gerri Hirshey, author
of Nowhere to Run: “Someone said,
and I agree with him, that the
Supremes were such a crossover for
young black and white males in our
country because there were three
black girls and they could openly
enjoy them and even lust for them—
without thinking what color they
were.”

Six weeks after “Back in My
Arms Again” was number one, the
Supremes made one of the ultimate
crossovers—headlining at one of
America’s top venues, the
Copacabana in Manhattan. Trained
by Motown’s army of charm school
teachers, choreographers, make-up
artists and fashion experts, the
Supremes made their debut at the
Copa on July 29, 1965. The critics
loved the show as much as the open-
ing night audience. J. Randy
Taraborrelli quotes Diana’s reaction
in his biography, Diana: “I think
what stands out in my mind most
about the Copa is the feeling of
respect that we’'ll never forget from
those audiences. To be appreciated,
to be respected...after you've worked
so hard at it, dreamed about it for so
long, was just a wonderful experi-
ence. It was the beginning of
everything for us. We made it where
it really counted...at the Copa!”

THE TOP FIVE

Week of June 12, 1965

1 Back in My Arms Again
Supremes

Wooly Bully
Sam the Sham & the Pharoahs
3 Crying in the Chapel

Elvis Presley
4 I Can’t Help Myself
(Sugar Pie Honey Bunch)
Four Tops

5 Help Me Rhonda
Beach Boys

[\

*Lyrics copyright 1965 Jobete Music. Used with permission.
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voromv s | Can’t Help Myself (Sugar Pie, Honey Bunch)

Writers: Eddie Holland
Lamont Dozier
Brian Holland
Producers: Brian Holland
Lamont Dozier
Eddie Holland
June 19, 1965
2 weeks

THE Four Tops have been perform-
ing and recording together for more
than 30 consecutive years, with their
original line-up intact to this day. No
other group with a number one single
can make the same boast.

Their first chart-topper, “I Can’t
Help Myself (Sugar Pie, Honey
Bunch)” was written by Eddie Hol-
lard, Lamont Dozier and Brian
Holland while that trio was in the
middle of an unprecedented hot
streak with the Supremes, and was
the first Motown single to succeed
another Motown 45 at number one
{see 176—“Back in My Arms Again”).

Lead vocalist Levi Stubbs
recorded “I Can’t Help Myself” and
was unhappy with the results after a
couple of takes, but producer Brian
Holland insisted it was perfect. Levi
was promised he could try again the
next day, but there was no recording
session the next day. “I Can’t Help
Myself” was released just as Brian
heard it after the second take.

Levi Stubbs, Abdul “Duke” Fakir,
Lawrence Payton and Renaldo “Obie”
Benson were friends growing up in
the North End section of Detroit.
They played ball together, but they
all sang with different groups. At
high school parties, it was not
unusual for someone to take the
latest Ruth Brown record off the
turntable and have someone get up

and sing. One night in 1954, a girl
they all knew asked the four of them
to sing together. Levi handled the
lead while the others sang backing
vocals, and it sounded so good, they
met the next day at Duke’s house
where they rehearsed some songs
and decided to form a quartet.

They called themselves the Four
Aims and sang in local clubs until
they signed with Chess Records in
1956. Their name was too similar to
the Ames Brothers, and when their
musical conductor asked how they
picked the Four Aims, Duke replied
they were “aiming” for the top. Their
conductor suggested they call them-
selves the Four Tops.

Their lone Chess single, “Kiss Me
Baby,” failed and they signed with
Red Top Records, where they had
one more failure. Columbia Records
signed the Four Tops and Aretha
Franklin at the same time, but while
Aretha lingered at the label for years
without a smash hit, the Tops stayed
for only one release, “Ain’t That
Love,” in 1960.

In their native Detroit, Berry
Gordy was just starting Motown
Records and asked the group if they
would like to sign with him. Being
with a new black record company
based in Detroit was the farthest
thing from their minds, when New
York conglomerates like CBS were
interested in them. But after unpro-
ductive terms with record companies
big and small, the Four Tops watched
Motown grow with artists like Mary
Wells, the Miracles and Marvin Gaye
and decided to go back and see if
Gordy was still interested in them.

He was, and paid them the $400
they asked for to sign a contract. The
Four Tops were assigned to the

Workshop label and recorded a jazz
album, Breaking Through. They also
sang backing vocals for other Motown
artists, and can be heard prominently
on one of Holland-Dozier-Holland’s
first productions for the Supremes,
“When the Lovelight Starts Shining
Through His Eyes.”

The Four Tops were with Motown
for a year without any successful
results. One night in 1964 they were
playing at a Detroit club popular with
Motown artists, the 20 Grand, when
Brian Holland called and asked them
to come to the studio when they fin-
ished working. It was 2 a.m. when
Eddie Holland sang “Baby [ Need
Your Loving” for them, the song
they recorded that night. It was the
Tops’ first Hot 100 hit, reaching
number 11. They had two follow-ups
in the same vein, “Without the One
You Love” and “Ask the Lonely,”
when Holland-Dozier-Holland gave
them “I Can’t Help Myself,” a song
that defines “the Motown sound” in
two minutes and 43 seconds.

THE FOUR TOPS

THE TOP FIVE

Week of June 19, 1965

1 I Can't Help Myself
(Sugar Pie Honey Bunch)
Four Tops

2 Mr. Tambourine Man
Byrds

3 Wooly Bully
Sam the Sham & the Pharaohs

4 Crying in the Chapel
Elvis Presley

5 Back in My Arms Again
Supremes
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THE BYRDS

Whriter: Bob Dylan
Producer: Terry Melcher

June 26, 1965
1 week

BEFORE the Byrds recorded “Mr.
Tambourine Man,” there was folk
music and there was rock music.
Electrifying Bob Dylan’s song with a
12-string Rickenbacker guitar, the
Byrds created an amalgam of folk
rock music that influenced and
spawned a generation of musicians
and supergroups, including Crosby,
Stills and Nash; the Eagles; the Fly-
ing Burrito Brothers; and the New
Riders of the Purple Sage.

Jim McGuinn was inspired to get
his first electric 12-string guitar after
he saw George Harrison play one in
A Hard Day’s Night. It was during
that summer of 1964 that McGuinn
met Gene Clark at the Troubadour in
Los Angeles.

McGuinn went on to tour with the
Chad Mitchell Trio, and then played
12-string guitar and banjo for Bobby
Darin, who included several folk
songs in his Las Vegas act. McGuinn
played on sessions for Judy Collins
and Hoyt Axton, but once he was
aware of the Beatles he knew he
wanted to form his own group.

Clark had played in a Kansas City
high school band called the Sharks,
and then worked with a folk group in
that city, the Surf Riders. Still 17, he
joined the New Christy Minstrels and
was with them for a year until he,
too, heard the Beatles and knew he
wanted to pursue a different musical
course.

MeGuinn and Clark teamed up
with David Crosby, who had been
working as a solo artist after spend-
ing some time with Les Baxter’s
Balladeers, a folk quartet that enter-
tained while Baxter’s orchestra took
their break. Crosby introduced
McGuinn and Clark to A&R man Jim
Dickson, who produced some demos

for them under the name the Jet Set.

To play bass, Dickson recruited
Chris Hillman, who played bluegrass
mandolin with his own band, the Hill-
men. Crosby found drummer Mike
Clarke and with all five members in
place, they recorded new demos
which would eventually be released
on an album called Preflyte.

Thanks to Dickson, the quintet
recorded a single for Elektra
Records, “Please Let Me Love You.”
A label executive suggested their
name, the Beefeaters, which was
quickly abandoned when their option
to record an album wasn’t picked up.
Dickson then signed the group to
Columbia Records, a label that hadn’t
ventured very far into.the new wave
of rock and roll that had begun with
the Beatles.

Columbia’s youngest producer was
Terry Melcher, son of singer Doris
Day, and he was assigned to work on
the Byrds’ first album. In the first
batch of demos the band recorded,
they had included “Mr. Tambourine
Man,” a song Dickson urged them to
cut after Dylan had given him a dub
of it.

For their first Columbia album,
“Mr. Tambourine Man” was re-
recorded, but the group did not play
on the track. Without the luxury of
unlimited studio time, Dickson and
Melcher hired the best session musi-
cians they could find—guitarists Leon
Russell and Glen Campbell, drummer
Hal Blaine and bassist Larry
Knechtel. The only Byrd playing on
the track is McGuinn, who added his
electric 12-string Rickenbacker and
sang lead while Crosby and Clark
added harmony vocals.

THE TOP FIVE

. Wee_k of:h:me 26, 1965

1 Mr. Tambourine Man
Byrds

2 I Can’t Help Myself
(Sugar Pie Honey Bunch)
Four Tops

3 Wooly Bully
Sam the Sham & the Pharaohs

4 (I Can’t Get No) Satisfaction
Rolling Stones

5 Wonderful World
Herman’s Hermits
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Writers: Mick Jagger
Keith Richard

Producer: Andrew Looy Oldham

July 10, 1965
4 weeks

THE YEAR Was 1965, the place was a
hotel room in Clearwater, Florida,
and the man having trouble sleeping
was Keith Richard, lead guitarist and
co-songwriter of the Rolling Stones.
Insomnia has its benefits, and the
reward for the restless Stone that
night was a chord progression that
came to his fingers. The next morn-
ing, when he played the guitar riff
back on his portable cassette recorder
for songwriting partner Mick Jagger,
he offered some words to go with it:
“] can’t get no satisfaction.”

“That was just a working title,”
Keith told Philip Norman, author of
the Rolling Stones biography Sym-

.

&
THE TOP FIVE

Week of July 10, 1965

1 (I Can’t Get No)
Satisfaction
Rolling Stones

2 1 Can't Help Myself
(Sugar Pie Honey Bunch)
Four Tops

3 Mr. Tambourine Man
Byrds

4 Wonderful World
Herman’s Hermits

5 Wooly Bully
Sam the Sham & the Pharaohs

[

LONDON 9766 (l Can’t Get NO) Satisfaction

phony for the Devil. “I never thought
it was anything commercial enough to
be a single.” Fortunately, no one else
agreed. On May 10, 1965, the Stones
checked in to Chess studios in Chi-
cago, where they recorded four songs
for their Out of Our Heads album
plus the first take of “Satisfaction.”
The next day, they flew to Los
Angeles and completed the song dur-
ing an 18-hour recording session at
RCA studios in Hollywood.

“We were very comfortable
there,” remembers Andrew Loog
Oldham, the Stones’ manager and
producer at the time. With Dave
Hassinger on the board, the song
rolled out fast and smooth. “As
there’d already been a bash made,
they knew where to put the meat and
potatoes. When they’re right, they go
very easily,” says Oldham. “I never
had any doubts about it.” Keith con-
tinued to argue that the song wasn’t
strong enough for an “A” side—he
wanted his riff, which he acknowl-
edged was inspired by Martha and
the Vandellas’ “Dancing in the
Street,” to be played by a horn sec-
tion. But his misgivings were
overruled and “Satisfaction” became
the Rolling Stones’ first number one
single in America.

The British quintet was formed
during the early 60s blues/trad jazz
scene in London, and they took their
name from a Muddy Waters song.
The nucleus of the group, Mick Jag-
ger (born Michael Phillip Jagger on
July 26, 1943, in Dartford, England)
and Keith Richard (born Keith
Richards on December 18, 1943, in

THE ROLLING STONES

Dartford, England), first met at May-
pole County Primary School. They
met again when Mick was attending
the London School of Economics and
Keith was a student at Sideup Art
School. Keith joined Mick’s group,
Little Boy Blue and the Blue Boys,
which also included original Rolling
Stone bassist Dick Taylor.

Brian Jones (born Lewis Brian
Hopkins-Jones on February 28, 1942
in Cheltenham, England) was singing
with Alexis Korner’s Blues, Incorpo-
rated, an outfit that later included
drummer Charlie Watts (born June 2,
1941, in the London district of Isling-
ton). Brian started his own band,
which included pianist Ian Stewart,
who would also become a charter
Rolling Stone. Mick and Keith
started jamming with Korner and
were introduced to Jones and Stewart.

Mick had become the vocalist for
Blues, Incorporated, by the time they
were invited to guest on the BBC's
“Jazz Club” radio show. But the pro-
gram’s budget only allowed for six of
the seven members of the band, so
Jagger was not invited to join the
broadcast. While Korner and com-
pany were jamming on the radio,
Jagger put a group together to fill in
for Blues, Incorporated, at the Mar-
quee Club. The date was July 12,
1962, and the line-up of Jagger,
Richard, Jones, Taylor, Stewart and
drummer Mick Avory marked the
first-ever appearance of the Rolling
Stones. Avory and Taylor departed
soon after, to be replaced by drum-
mer Tony Chapman and bassist Bill
Wyman (born October 24, 1936, in
London). By January, 1963,
Chapman left and Watts
had taken his place.




1965
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HERMAN’S HERMITS

Writers: Fred Murray
R.P. Weston

Producer: Mickie Most

August 7, 1965
1 week

AFTER the success of their first
number one single [see 173—“Mrs.
Brown You've Got a Lovely
Daughter”], Herman’s Hermits
searched for another song with the
same music-hall sound of turn-of-the-
century London. Actually, “Mrs.
Brown...” just sounded like an old
song, but had been written only two
vears before the Hermits recorded it.
For a sequel, the group found an
authentic music hall song written in
1911 by Fred Murray and R.P.
Weston and popularized by Cockney
comedian Harry Champion. It was
the infectious “I'm Henry VIII, I
Am,” a song too ethnic to make the
British chart, despite its number one
success in America.

MGM was releasing Herman'’s
Hermits singles so fast that the
actual follow-up to “Mrs. Brown...”
was a new version of Sam Cooke’s
“Wonderful World,” which entered
the Hot 100 just six weeks after
“Mrs. Brown...” did. “I'm Henry
VIII, I Am” entered the chart on
July 3, 1965, and was on top five
weeks later.

Before 1965 ended, the group had
two more hits: “Just a Little Bit Bet-
ter,” which peaked at seven, and “A
Must to Avoid” (written by American
songwriters P.F. Sloan and Steve
Barri for the film Hold On), which
peaked at eight.

Herman’s Hermits continued to

THE TOP FIVE

Week o[ August 7, 1965
1 I'm Henry VIII, I Am
Herman’s Hermits

2 (I Can’t Get No) Satisfaction
Rolling Stones

3 - What's New Pussycat?
Tom Jones

4 Save Your Heart For Me
Gary Lewis & the Playboys

5 1 Got You Babe
Sonny & Cher

have hits in America for three more
years. Despite being labelled a teeny-
bopper group that only appealed to
adolescents, they worked with some
of Britain's most respected musicians
and writers. Aside from working with
Jimmy Page and John Paul Jones in
the studio, the Hermits recorded
songs by Ray Davies of the Kinks
(“Dandy”), Donovan (*Museum”) and
fellow Mancunian Graham Gouldman
(“No Milk Today”), who would later
be a part of 10cc.

Their final top 10 single was 1967's
“There’s a Kind of Hush,” and their
final American chart appearance was
“Sleepy Joe” in 1968. In Britain, they
had seven more chart hits, before
fading from the scene in 1970 with
“Lady Barbara,” which credited the
group as Peter Noone and Herman's
Hermits.

The final split was not amicable.
Noone took legal action to prevent
the group from using the name Her-
man’s Hermits, but lost. They did
reunite with Noone for a 1973 tour
with the Searchers, Gerry and the

Pacemakers, Billy J. Kramer and the
Dakotas, and Wayne Fontana and the
Mindbenders, which culminated with
an SRO concert at Madison Square
Garden. After that tour, the group—
minus Herman—recorded for Buddah
Records as Herman's Hermits.

Peter pursued a solo career and
had one hit single in the United King-
dom, a version of David Bowie’s “Oh
You Pretty Thing” which featured
Bowie on piano. Peter moved tc the
south of France with his wife,
Mirelle, and wrote songs that were
recorded by artists such as Debby
Boone and Deniece Williams. Later,
he moved to New York and opened a
clothing boutique, and by the early
1980s was performing again with a
group called the Tremblers. After
they split, Peter recorded a solo
album for a label owned by Beach
Boy Bruce Johnston [see 175—“Help
Me Rhonda”]. In 1982, he received
good reviews for his portrayal of
Frederic in the London West End
staging of Gilbert and Sullivan's The
Pirates of Penzance.
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Whiter: Sonny Bono
Producer: Sonny Bono

August 14, 1965
3 weeks

SALVA’I‘ORE PHILLIP BONO met Cher-
ilyn Sakisian LaPierre at a coffee
shop next to radio station KFWB in
Hollywood. It was a papular hang-out
for folks in the record business, and
Bono had been working in the indus-
try for several years. Born in Detroit
(February 16, 1935), his family moved
to Inglewood, California, when Sonny
was a teenager. He had wanted to
sing since he was a youngster, and
wrote his first song while working as
a stockboy in a grocery store. It was
inspired by a new brand of cookies,
Koko Jo, and years later the Right-
eous Brothers had a local hit with
“Koko Joe” in Los Angeles.

THE TOP FIVE o

Week of August 14, 1965

1 I Got You Babe
Sonny & Cher
|2 (I Can’t Get No)
Satisfaction
Rolling Stones
% 3 Save Your Heart For Me
Guarry Lewis & the Playboys
4 I'm Henry VIII, I Am
Herman’s Hermits
5 What's New Pussycat?
Tom Jones

In 1957, Sonny went to work for
Specialty Records, where he wrote
and produced for Don and Dewey,
and Larry Williams. Among his
early, memorable songs are “She Said
Yeah,” recorded by Williams and
later covered by the Rolling Stones;
and “Needles and Pins” which he co-
wrote with Jack Nitsche for Jackie
DeShannon. It was an international
hit in 1964 for the Searchers.

When Sonny met Cher, he was
working for producer Phil Spector. “I
was a general flunky for Phillip,”
says Sonny. “I was his West Coast
promotion man, I sang background
and I hired the musicians and back-
ground singers.” Sonny knew that
Cher (she was 16, but told him she
was 18) wanted to sing, and brought
her to Spector sessions to join him in
backing vocals. Among the classic
recordings they worked on were “Da
Doo Ron Ron” by the Crystals, “Be
My Baby" by the Ronettes and
“You've Lost That Lovin’ Feelin’”
[see 166] by the Righteous Brothers,
as well as Spector’s legendary Christ-
mas album, A Gift for You.

Sonny asked Phil to produce
records for Cher, but aside from one

obscure single, “Ringo, I Love
You” released under the
name Bgnnie Jo Mason
on Annette
Records,
Spector
declined.

srcossso 1 GOt You Babe

SONNY AND CHER

Sonny then borrowed $135 to pro-
duce his own session for Cher at
RCA'’s Hollywood studios. At the last
minute, a nervous Cher asked Sonny
to sing on the record with her, so
“Baby Don’t Go" was recorded as a
duet. Bono took the completed track
to Spector. “The best way I knew
how to tell if a record was a hit or
not was to play it for Phil. If Phil
wanted to buy it, you knew you had a
hit.” Spector offered Sonny $500 for
half of the publishing rights.

At the same time, Cher was
signed to Imperial as a solo artist.
Her first release was “Dream Baby,”
a Spector soundalike released under
her real name, Cherilyn. Meanwhile,
Ahmet Ertegun at Atlantic was inter-
ested in signing both of them.
Reprise had several of their songs,
but no contracts had been signed, so
as “Sonny and Cher” they went to
Atco Records.

Their first single was to be “Sing
C'est la Vie,” but it was relegated to
the flip side of “Just You,” a Spec-
torish ballad. Next came a song
written in their Laurel Canyon home.
“I Got You Babe” was recorded
quickly, and Sonny was sure it was a
smash. He sent the recording to
Ertegun in New York, and Ahmet
called to say how much he loved the
new single—“It’s Gonna Rain.”
Sonny was thunderstruck—that was
the flip side. “I said, ‘Ahmet, get
serious!’”

Ahmet was not to be persuaded.
He was going to release “It’s Gonna
Rain.” Sonny headed him off at the
pass by taking “I Got You Babe” to
radio station KHJ in Hollywood,
where program director Ron Jacobs
promised to play it once an hour, if
he could have it exclusively. He did,
and it was an immediate smash.

On November 13, 1987, Sonny and
Cher appeared together on “Late
Night With David Letterman” After
much coaxing from Dave, the couple
sang “I Got You Babe” for the first
time in 10 years. “It was a really nice
way to bring it full circle,” Cher said
in People magazine. “Sonny got emo-
tional just watching me sing. People
could finally see there is no animosity.”

On April 12, 1988, Cher won the
Oscar for Best Actress for her perfor-
mance in Moonstruck. One day later,
Sonny was elected mayor of the desert
resort community, Palm Springs.
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THE BEATLES

Whriters: John Lennon
Paul McCartney

Producer: George Martin

September 4, 1965
3 weeks

“w )

HEN Help! came out in ‘65, I was
actually crying out for help,” John
Lennon told David Sheff in a 1980
interview for Playboy. “Most people
think it’s just a fast rock ‘n’ roll song.
I didn't realize it at the time; I just
wrote the song because I was com-
missioned to write it for the movie.
But later, I knew I really was erying
out for help. It was my fat Elvis
period. You see the movie: He—I—is
very fat, very insecure, and he’s com-
pletely lost himself. And I am singing
about when 1 was so much younger
and all the rest, looking back at how
easy it was . . . I was fat and
depressed and I was erying out for
help.”

In an interview with Jann Wenner
of Rolling Stone conducted December
8, 1970, in New York City, Lennon
described “Help!” and “Strawberry
Fields Forever” [see 220] as “per-
sonal records.” “They were the ones I
always considered my best songs,”
John said. “They were the ones I
really wrote from experience and not
projecting myself into a situation and
writing a nice story about it.” Later
in the interview, Lennon said of
“Help!”: “The lyrie is as good now as
it was then. It is no different, and it
makes me feel secure to know that I
was that aware of myself then. It
was just me singing ‘Help,’ and I
meant it. I don’t like the recording
that much; we did it too fast trying to
be commerecial.”

“Help!” was recorded April 13,
1965. The single entered the Hot 100
at number 41 on August 7, 1965, two
weeks before the film premiered in
New York. On September 4, “Help!”
became the Beatles’ ninth American
chart-topper.

Help! was directed by Richard
Lester, the man who guided the
Beatles through their first film, A
Hard Day's Night [see 153). Filmed
in color in the Bahamas, the town of
Obertauren in Austria, the Salisbury
Plain in England and a London
soundstage, the movie also starred
Leo McKern, Eleanor Bron, Victor
Spinetti and Roy Kinnear. Walter

Shenson was producer and the seript
was credited to Mare Behm and
Charles Wood.

The plot revolved around Ringo,
intended vietim of a madeap scientist
willing to go to any extreme to
recover a ring from the drummer’s
finger. Figuring prominently in the
story was the eight-armed Ged Kali,
an ominous figure that helped inspire
the double-entendre original title of
the film, Eight Arms to Hold You
[see 174—“Ticket to Ride”|. The
soundtrack included the previsus
single “Ticket to Ride.” as well as
five new songs: “The Night Befare,”
“You've Got to Hide Your Lave
Away,” “l Need You,” “Another
Girl” and “You're Going to Lose That
Girl” (listed as You're Gonna Lose
That Girl” on the American saund-
track album).

“Help!” had its Royal Wor!d Pre-
miere on July 29. Billboard reported
in the August 14 issue: “About 10,000
sereaming fans mobbed Londan’s Pic-
cadilly Circus Thursday when the
Beatles arrived for the premiere of
Help!, their second movie. Some 200
police attempted to restrain the
crowd. Ambulances were summoned
to take away the casualties as 14 girls
fainted. The quartet received louder
cheers than Princess Margaret, the
chief guest in the star-studded audi-
ence.”

Help! had its American premiere
on August 3. There would be more
Beatle movies: Magical Mystery Tour
had its premiere on British television
on December 26, 1967; the animated
Yellow Submarine opened in 1968;

and the documentary Let It Be |see
271] chronicled the last days of the
Beatles.

There was 10 be a third Beatles
feature after Help! but it never
materialized. As Billboard reported
in the December 11, 1965 issue:
“Plans for the Beatles third film are
grinding to a halt. The group set
aside three months in the spring to
make the picture, but as yet no story
has been appraved. The Beatles were
supposed to film Hichard Condon’s
western novel A Talent for Loving,
partly on location in Spain beginning
around April 1, but the group has
found preliminary seripts unaccepta-
ble. Producer Walter Shenson, who
will again make the film for United
Artists, commented, ‘It’s not even
sure that we wiil do A Talent for
Loving now; with the present situa-
tion we would be lucky to get it going
in April.””

THE TOP FIVE

Week of September 4, 1965

1 Help
Beatles

2 Like a Rolling Stone
Bob Dylan

3 California Girls
Beach Boys

4 Unchained Melody
Righteous Brothers

5 It's the Same Old Song
Four Teps




*Lyrics copyright 1967 Trousdale Music. Used with permission.
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1965

Writers: P.F. Sloan
Steve Barri

Producers: P.F. Sloan
Steve Barri

September 25, 1965
1 week

“McGuinn and McGuire were just
getting higher.
In L.A., you know where thal’s at...”
CREEQUE ALLEY*

ARRY MCGUIRE earned his bio-
graphical mention in the Mamas and
the Papas’ “Creeque Alley” after he
brought the quartet to Dunhill
Records owner Lou Adler, who was
immediately taken with the group’s
harmonies and songs. He signed them
and had them sing backing vocals for
MecGuire’s album before recording
their own hits [see 198—“Monday,
Monday”].

McGuire was one of the first art-
ists signed to the newly-formed
Dunhill label. He had been with the
New Christy Minstrels since they
were organized by Randy Sparks in
1962, and had sung lead on their hits
“Green, Green” and “Saturday

oo 0o KoV Of Destruction

Night.” He had also written “Greenback
Dollar,” a hit for the Kingston Trio.

Adler turned to his staff writers,
Philip “Flip” Sloan and Steve Barri,
to come up with material for McGuire
to record. Sloan and Barri were
accustomed to writing songs on
assignment: they could write surfing
songs, hot rod songs, whatever was
needed. At one point, they had
recorded their own album of surf
songs as the Fantastic Baggys and
had a Southern California hit with
“Tell ’Em I'm Surfin’,” but Barri was
a reluctant performer and preferred
his role as a writer/producer.

In 1965, Bob Dylan broke through
commercially, and as his “Like a Roll-
ing Stone” climbed the charts, there
was suddenly a market for “protest
songs.” Strongly influenced by Dylan,
Sloan wrote most of “Eve of Destruc-
tion” and brought it to Barri, who
suggested they play it for Adler.

“Lou liked it, but not as much as
a few other things we had written for
Barry,” Steve remembers. “It was
really done as a ‘B’ side.” Adler told
Sloan and Barri to record McGuire's
rough vocal on the instrumental
track, so Barry could hear it before

BARRY MCGUIRE

he recorded the final mix.

“The next morning, we played it
for (Dunhill vp) Jay Lasker, who
loved it and thought it was a smash,”
Steve says. “We said...’Lou doesn’t
like this side as much as the other.
We left the tape with Jay, which was
a big mistake. He had some promo-
tion guy take it over to KFWB.”

Two hours later, Adler was driv-
ing to the office when he heard “Eve
of Destruction” on the radio. KFWB
had made it a pick of the week, and
Adler was angry. He didn’t know the
song was finished. Actually it
wasn’t—KFWB was playing the
rough mix. Barry never finished his
vocals for “Eve of Destruction.” The
record that was released and went to
number one on September 25, 1965,
was the rough mix that Sloan and
Barri put together at four o’clock in
the morning.

“Eve of Destruction,” which sum-
med up ills both foreign and domestic
in less than three minutes, was con-
troversial enough to be banned by
some radio stations, although many
withstood a wave of conservative
complaints about the lyrical content.
John Madara and Dave White, song-
writers responsible for hits like
Danny and the Juniors’ “At the Hop”
[see 32), Lesley Gore's “You Don’t
Own Me” and Len Barry’s “1-2-3,”
wrote a right-wing answer record,
“Dawn of Correction,” which they
recorded as the Spokesmen.

While he gave Dunhill its first
number one single, Barry’s star faded
after “Eve of Destruction.” He only
had two more chart entries, and in
the '70s became a born-again
Christian, recording some albums of
gospel songs.

THE TOP FIVE

Week of September 25, 1965

1 Eve of Destruction
Barry McGuire

2 Hang On Sloopy
McCoys

3 You Were on My Mind
We Five

4 Catch Us If You Can
Dave Clark Five

5 Help
Beatles




1965

Hang on Sloopy s s
THE MCCOYS

Writers: Bert Russell
Wes Farrell

Producers: Bob Feldman
Jerry Goldstein
Richard Gottehrer

October 2, 1965
1 week

R[CK ZEHRINGER started playing
music when he was nine years old,
and as a teenager in Ohio formed a
band with his younger brother
Randy. When they moved to Indiana,
neighbor Dennis Kelly made the
group a trio. The first song Rick
taught Dennis to play on the bass
guitar was a song from a Ventures
album called “The McCoy.” Rick fig-
ured they could use that as a theme
song, so they named the group the
McCoys.

The name didn’t last. In the tradi-
tion of the Bill Black Combo, the
group decided to call themselves the
Rick Z. Combo. A couple of record
promoters liked the band-but hated
the name, so it was changed to Rick
and the Raiders, and they released
their first single, “You Know That I
Love You,” on the Sonic label.
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Pianist/organist Ronnie Brandon
joined the group, and when Dennis
left for college, bass player Randy
Hobbs was added. The group played
proms, sock hops and local clubs, usu-
ally startling the headline acts
because they knew the material so
well. In 1965, the band—still called
Rick and the Raiders—opened for the
Strangeloves, a trio signed to a New
York label, Bang Records.

Bang Records was a new label that
had originally been started by Bert
Berns, Ahmet Ertegun, Neshui
Ertegun and Gerald Wexler. Berns,
born Burt Russell, was the writer of
many rock hits, including “Twist and
Shout,” “Piece of My Heart,” “Here
Comes the Night,” “Brown-Eyed
Girl” and a 1964 hit for the R&B
group the Vibrations, “My Girl
Sloopy.”

Berns thought the last song could
be a hit if it was recorded by four
guys with Beatle haircuts. He told
the Strangeloves to keep an eye out
on their tour for a group that would
fill the bill. On the last night of the
tour, the Strangeloves played
Dayton. They had not found anyone
to sing Bert’s song. But their back-up
band was Rick and the Raiders.

After the show, the Strangeloves
asked Rick and his group if they’d
like to go to New York the next day
and record “My Girl Sloopy.” Rick
and Randy’s parents were to start
their vacation then, so 16-year-old
Rick said yes.

By this time, Paul Revere and the
Raiders were having some local suc-
cess, so the group name had to be
changed again. Looking through old
family photo albums, one of their pro-
ducers spotted a picture of the group
in its earliest days with “the McCoys”
written on the drum. He loved the
name and said he would find an all-
girl group called the Hatfields (he
didn’t).

Two other names were changed:
“My Girl Sloopy” became “Hang on
Sloopy” and Rick D. Zehringer
dropped the “Z” to become Rick Der-
ringer. He said the idea came to him
in a dream, and he was inspired by
the small picture of a derringer on
the Bang Records label. He also
wanted a name that would be similar
to his own so his family could be
proud of his success.

The McCoys had eight chart
records on Bang, then switched to
Mercury Records in 1968. A year
later, their record fortunes faded,
they became the house band for a
popular Times Square nightclub,
Steve Paul’s Scene.

In 1974, Rick released his first
solo album on Blue Sky Records, a
label owned by Steve Paul. His first
hit single from the LP was “Rock and
Roll, Hoochie Koo.” In 1975, Der-
ringer released his own version of
“Hang on Sloopy,” which peaked at
number 94.

THE TOP FIVE

Week of October 2, 1965
1 Hang On Sloopy
McCoys

2 Eve of Destruction
Barry McGuire

3 Yesterday
Beatles

4 Catch Us If You Can
Dave Clark Five

5 You Were on My Mind
We Five
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1965

Waiters: John Lennon
Pau! McCartney

Producer- George Martin

October 9. 1965
4 weeks

13

YESTERDA\" is actually the first
solo single by a Beatle. John Lennon,
George Harrison and Ringo Starr
were not in the studio when Paul
McCartney recorded his composition,
playing an acoustic guitar and backed
by a string guartet. In the 54th anni-
versary issue of The Hollyiwood
Reporter. Rod Granger quoted
McCartney tzlking about “Yesterday.”

“I just fell out of bed and that was

there. I have a piano Ly the side of
my bed and just got up and played
the chords. I thought I must have
heard it the night before or some-
thing. and spent about three weeks
asking al. the music people I knew,
‘What is this song? I couldn’t believe
I'd written it.”

Paul described the evolution of
“Yesterday” to Paul Gambaceini in a
1974 Rolling Stone interview: “I did
the tune tirst and wrote words . . .
later. I called that ‘Serambled Egg’
tor a long time. I didn’t have any
words to it.”

Producer George Martin sug-
gested that Paul record the song with
a string quartet. “I saic. 'Are you
kidding? This is a rock group.’ I
hated the idea,” McCartney told
Grunger. “He said, ‘Well, let’s trv it
and if you hate it, we can just wipe it
and go back to you and the guitax.’
So I sat at the piano and worked out
the arrangements with George, and
we did it, and. of «ourse, we liked it.

“Yesterday” was recorded during
late May—early June of 1965, and first
saw the light of day or side two of
the British Help! soundtrack. The
song was not included on the Ameri-
can album. but was reieased instead
as a single. backed with a cover ver-
sion of Buck Owens’ “Act Naturally,”
featuring Ringo Starr on lead vocals.

CAPITOL 5498 Yesterday
THE BEATLES

“Yesterday” was not released as a
Beatles single in Britain until 1976,
when it peaked at number eight.
Because the Beatles passed over
“Yesterday” in 1965, Matt Monro
released a cover version of it as a
single, and it also peaked at number
eight.

It was the first of over 2,500
cover versions of the song, making it
the most covered song in history. ac-
cording to The Guinness Book of
World Records.

McCartney does not own the
copyright on “Yesterday.” and had to
ask permission from the publisher to
include it in his 1984 film Give My
Regards to Broad Street. He told Jan
Etherington of Britain’s TV Times
how he and director Peter Webb
came up with the sequence that fea-
tured the song:

“When we were kids, if you had
to walk to somebody’s house, you
always had your guitar with you, ‘cos
you were going to practice together.
I was telling Peter that we would
wander along singing songs and
showing off to the girls on our way to
John’s house or mine, and Peter said,
‘We could do a busking scene in the
film.” So we use it as kind of dream
sequence . . . The crew ook me to
Leicester Square one night, grotted
me up with mud from the car park,
ripped me jeans and stood me on a
corner . . . So there I was, playing a
lousy, honky-tonk version of ‘Yester-
day’ and having money thrown at me
by the unsuspecting public. The
money I made went straight to the
Seamen’s Mission. An old Scottish
drunk unloaded all his small change
at my feet, put his arm round me and
said. ‘Awright, son, yer doin’ greet.’”

THE TOP FIVE

Week of October 9, 1965

1 Yesterday

Beatles

2 Hang On Sloopy
McCoys

3 Treat Her Right
Roy Head

4 Eve of Destruction
Barry McGuire

5 The “In” Crowd
Ramsey Lewis Trio
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Get Off My Cloud Loxvonsree

THE ROLLING STONES

Whriters: Mick Jagger
Keith Richard

Producer: Andrew Loog Oldham

November 6, 1965
2 weeks

{3

GET OFF My CLouD,” the Rolling
Stones’ second American number one
single [see 179—*“(I Can’t Get No)
Satisfaction”], proved the English
quintet was not a one-hit wonder
among the faceless multitude of Brit-
ish pop groups vying for chart
attention in 1965. Keith Richard told
biographer Philip Norman, “It’s diffi-
cult to realize what pressure we were
under to keep turning out hits. Each
single you made in those days had to
be better and to do better. If the
next one didn’t do as well as the last
one, everyone told you you were slid-
ing out. It got to be a state of mind.
Every eight weeks you had to come
up with a red-hot song that said it all
in two minutes, 30 seconds.”

“Get Off My Cloud” was the
eighth Stones single released in the
United States. The first two British
45s, cover versions of Chuck Berry’s
“Come On” and John Lennon-Paul
McCartney’s “I Wanna Be Your
Man,” were passed over in America.

THE TOP FIVE

Week of November 6, 1965

Get Off of My Cloud
Rolling Stones

A Lover’s Concerto
Toys

Yesterday

Beatles

Everybody Loves a Clown
Gary Lewis & the Playboys

Keep On Dancing
Gentry’s

Their third British single, Buddy
Holly’s “Not Fade Away,” became
their first American release, charting
at number 48.

It was followed by the first song
Mick Jagger and Keith Richard ever
wrote together, “Tell Me (You're
Coming Back),” which rose higher on
the Hot 100, reaching number 24. A
cover of the Valentinos’ “It’s All Over
Now” did almost as well, peaking at
26. Then came the band’s first top 10
single, “Time Is on My Side,” a
number six hit in the autumn of 1964.
“Heart of Stone” went to 19 and “The
Last Time” went to nine, but the
Rolling Stones were not in the same
class as the Beatles yet. Their reign
as the second most popular British
group of the rock era didn’t begin
until I Can’t Get No) Satisfaction”
went to number one.

“Get Off My Cloud” was the first
disc to be issued under the Stones’
renegotiated contract with Decca
Records of Britain—a pact that
reportedly gave the band the best
royalty rate of the day. Scoring the
coup was New York accountant Allen
Klein [see 162—“Mr. Lonely”], intro-
duced to the group by Andrew Loog
Oldham to insure the Stones’
would receive all the money
they could possibly earn from
their artistic endeavors.

Klein’s role was to organize the
fall 1965 American tour so it would
not be a repeat of their earlier Amer-
ican tours. “They played state fairs in
Texas with Bobby Vee, Diane Renay
and a big fish tank in front of the
stage where there’d been performing
seals in the afternoon,” according to
Oldham. “Or there were shows where
it was so bad, the promoters didn’t
show up.”

Under Klein’s direction, the band
travelled by private plane, fleets of
cars and vans, and lodged in hotels
with tight security. The careful atten-
tion to logistics was crucial, as
“Satisfaction” and “Get Off My
Cloud” had lifted the Stones into the
rarified strata of British supergroups.
Upon their arrival in New York in
October, the roofs of their Cadillac
limousines were nearly crushed by
the weight of young girls desperate
to follow the Stones into their hotel.
The plug had to be pulled on several
concerts when the fainting, screaming
fans alarmed local authorities unac-
customed to witnessing mass
adulation of rock and roll musicians.




1965

Writers: Brian Holland
Lamont Dozier
Eddie Holland

Producers: Brian Holland
Lamont Dozier

November 20, 1965
2 weeks

FOLLOWING their unprecedented fifth
consecutive number one single [see
176—“Back in My Arms Again”], the
Supremes released a track from their
More Hits by the Supremes album as
their new 45. “Nothing But Heart-
aches” was anxioualy watched by the
group’s fans to see if they could pull
off the impossible and stretch their
run of chart-toppers to six. This time,
the answer was no. “Nothing But
Heartaches,” another in a series of
Brian Holland, Lamont Dozier and
Eddie Holland productions, didn’t
even make the top 10. It stalled at
number 11

“That was humiliating,” Dozier
admits. “That was considered a flop

vorowv s | Hear a Symphony

for us. We had failed.” Of course. it
wasn't too bad when one considered
that of the first eight Supremes sin-
gles, only one had climbed higher
than number 75.

“We learned humility and we real-
ized there is down side to everything.
We were still kids and we were still
learning about life. It helped us in
our writing,” says Dozier. The rela-
tive failure of “Nothing But
Heartaches” did frighten the produc-
tion trio. “We started frantically
looking for new ideas. The question
came up, (was it) time to shift the
Supremes and give them to someone
else. Well, what happened was they
were opened up to other producers.

“Nobody came up with anything,
and finally we pulled out another
one—‘] Hear a Symphony.’ Brian was
playing this melody...it was sounding
sort of classical to me. Eddie took it
and ran with the lyries.”

“I Hear a Symphony” was
recorded September 22, 1965. It
entered the Hot 100 on October 30 at
number 39, the highest new entry
position yet for a Supremes single.

THE SUPREMES

Doubts about the Supremes’ longev-
ity were dispelled rapidly, as the
record moved 39-12-5 to number one.

The next release was “My World
Is Empty Without You,” recorded
October 28, 1965. It entered the Hot
100 on January 15, 1966, at number
78. Four weeks later it was in the top
10, and it seemed to have the momen-
tum to carry it all the way to number
one. Instead, it peaked the following
week at number five.

Next came “Love Is Like an Itch-
ing in My Heart,” recorded June 23,
1965, before “I Hear a Symphony”
and “My World Is Empty Without
You.” It entered the Hot 100 at
number 62 on April 30, 1966, and was
in the top 10 just three weeks later.
Then it stalled at nine, the first time
the Supremes had two consecutive
singles that failed to go to number
one since before “Where Did Our
Love Go.”

Still, it was hardly the end of the
Supremes. They had only collected
half of their total of number one
singles. The girls from the Brewster
Projects were just beginning.

THE TOP FIVE

Week of November 20, 1965
I Hear a Symphony
Supremes

1-2-3

Lon Barry

Get Off of My Cloud
Rolling Stones

Rescue Me y
Fontella Bass ‘ \
Let's Hang On

Four Seasons \ /




1965

THE BYRDS
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Writer: Pete Seeger
Producer: Terry Melcher

December 4, 1965
3 weeks

NUMBER one songs like “The Yeliow
Rose of Texas” and “Michael” may
have originated in the last century,
but “Turn! Turn! Turn!” has them
beat as being the number one single
with the most ancient lyrics. Pete
Seeger adapted the words from the
Book of Ecclesiastes, making this the
oldest chart-topper of the rock era.

The Byrds were playing their own
instruments on “Turn! Turn! Turn!”
their second number one single. It
was only on their first number one
[see 178—*“Mr. Tambourine Man”|
and one other track on their first LP
where studio musicians were called in
to expedite recording.

The Byrds followed “Mr. Tam-
bourine Man” with another Bob
Dylan song, “All I Really Want to
Do.” Unforturately for them, their
first single paved the way for many
artists to record Dylan songs, and
Cher [see 181—“I Got You Babe”]
had ehosen “All I Really Want to Do™
for her first salo single to be released
under the name of Cher. Both ver-
sions entered the Hot 100 on July 3,
1965, and while some bookmakers
might have listed the odds in favor of
the Byrds, the winner was Cher. She

took the song to number 15 while the
Byrds faltered at number 40 (many
stations gave airplay to the Byrds’
“B” side, “I'll Feel a Whole Lot Bet-
ter,” but it didn’t chart nationally).

“Turn! Turnt Turn!” was the
band’s third single. Jim McGuinn, an
admirer of Seeger’s, had already
recorded a version of it when he
played guitar on Judy Coellins’ third
album. One day while travelling with
the group on a tour bus, he started to
play a rock version of the song.
David Crosby added a twist of kis
own and some harmonies were added
to come up with the final arrange-
meni. It took more than 50 takes to
produce the track that was released
as a single.

“Mr. Tambourine Man” and
“Turn! Turn! Turn!” were the only
Byrds’ singles to penetrate the top
10. Their fourth single, “Set You
Free This Time” backed with “It
Won't Ee Wrong,” peaked at 63.
Next came “Eight Miles High,” which
was banned by many radio stations,
because it was thought te be about
drugs. The group insisted it was
about travelling in an airplane to
England, but the lack of airplay hurt
and the song only reached number 14.

It was on the plane ride back from
England in August, 1965, that Gene
Clark discovered he had a fear of fly-
ing. He was the first Byrd to depart.

The Byrds continued as a quartet
until October. 1967, when friction

between McGuinn and Crosby led to
the latter’s exit. Crosby objected to
recording Gerry Goffin and Carole
King’s “Goin’ Back,” and McGuinn
was not eager to record Crosby’s
“Triad,” a song eventually cut by
Jefferson Airplane and Crosby’s next
group, Crosby, Stills, Nash and
Young.

Now a trio, the Byrds moved
from folk-rock to country-rock for
their next album, The Notorious
Byrd Brothers. Clarke decided to quit
and was replaced by Gram Parsens of
the International Submarine Band on
the next LP, Sweetheart of the
Rodeo. Parsons left the group after
five months on the morning they
were to leave London for a tour of
South Africa. When Chris Hillman
left the Byrds two months later, he
formed the Flying Burrito Brothers
with Parsons. Gram Parsons was a
seminal influence on the growing
movement of California-based country
rock, recording only two solo albums
before his mysterious death at age 26
in 1973.

Jim McGuinn was the only original
Byrd left by the end of 1968, and he
was now Roger McGuinn, having
committed to the Subud faith, a reli-
gion which allows an optional name
change to suit the sound of the indi-
vidual’'s soul.

With various changes in mem-
bership, the Byrds lasted until 1972,
when McGuinn finally called a halt. A
year later, the five originals members
reunited for an album released on
Asylum Records, but it was a one-
time-only collaboration. In 1978,
MecGuinn, Clark and Hillman formed
a band which recorded briefly for
Capitol.

THE TOP FIVE

Week of December 4, 1965

1 Turn! Turn! Turn!
Byrds

2 I Hear a Symphony
Supremes

3 123
Len Barry

4 Let’s Hang On
Four Seasons

5 I Got You (I Feel Good)
James Brown
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Writer: Robert Byrd
Producer: Dave Clark

December 25, 1965
1 week

THE DAVE CLARK FIVE will long be
remembered for hits like “Glad All
Over,” “Bits and Pieces” and
“Because,” although they weren’t
number one songs. The group’s sole
American chart-topper was a remake
of Bobby Day’s 1958 single “Over and
Over,” which he wrote under his real
name, Robert Byrd.

The DC5 rode to American shores
on the crest of the wave that brought
the Beatles crashing onto our charts.
Their timing was impeccable: in Eng-
land, “Glad All Over” became their
only British number one on January
16, 1964. just as the Beatles were
breaking in America. And because
“Glad All Over” had followed “I Want
to Hold Your Hand” in the top spot,
it appeared that the Dave Clark Five
had toppled the Beatles and were the
new British supergroup.

At this point in time, Americans
assumed anyone with a British accent
were neighbors of the Beatles in
Liverpool. The Dave Clark Five were
actually from the North London sub-
urb of Tottenham, although an
advertisement placed in Billboard by

Epic Records proclaimed that the
group had “the Mersey sound with
the Liverpool Beat.” “Glad All Over”
shot into the top 10 on March 21,
1964, and “Bits and Pieces” joined it
there just three weeks later.

The group’s roots go back to 1958,
when drummer David Clark (born
December 15, 1942) and his friend,
guitarist Chris Walls, formed a group
to raise money to finance their rugby
team’s trip to Holland. They adver-
tised for musicians in the pop weekly
Melody Maker. Successful applicants
were rhythm guitarist Rick Huxley
(born August 5, 1942) and a vocalist/
saxophonist, Stan Saxon. Lead
guitarist Mick Ryan made the group
a quintet, and their first gig as “the
Dave Clark Five featuring Stan
Saxon” was at a Tottenham youth
club.

Personnel continued to change
over the next three years, and by
1961 the group that would go on to
have 16 top 30 singles in America was
intact: Huxley was now playing bass,
Lenny Davidson (born May 30, 1944)
played guitar and sang harmony,
Denis Payton (born August 11, 1943)
was on tenor sax, Michael Smith
(born December 6, 1943) was lead
vocalist and Walls, Saxon and Ryan
had exited.

With Clark fully in charge of man-
aging the group, they signed with a

epicosss VeI and Over
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small label and released an instru-
mental, “Chaquita,” which was not
dissimilar to The Champs’ “Tequila.”
They also recorded for a subsidiary of
Pye Records, before an A&R man
from EMI’s Columbia label saw them
at the Tottenham Royal.

The DC5 worked with songwriter
Mitch Murray for a short while, and
recorded his “I Like It” before Gerry
and the Pacemakers had a hit with it.
Their first chart single in Britain was
a cover version of a Motown song—
The Contours’ “Do You Love Me,”
which peaked at 30. The follow-up
was “Glad All Over.”

The group fared better in the
States, where they had 11 top 30
entries by the time they recorded
“Qver and Over.”

“Qver and Over” only reached
number 45 in Britain. The DC5 man-
aged a few more hits in both coun-
tries, including the American top 10
single, “You Got What It Takes,” but
by 1968 their American career was
over and two years later their British
hits stopped coming.

They announced their break-up in
August, 1970, but Clark and Smith
continued recording as “Dave Clark
and Friends” until 1973.

In 1986, Clark produced the musical
Time, which had its world premiere at
the Dominion Theatre in London on
April 9. Cliff Richard starred in the
production, which featured a holo-
graphic performance by Laurence
Olivier. Clark co-wrote most of the
music and lyrics for the show, and an
album was released featuring vocals
by Richard as well as Dionne Warwick
and others. When Richard departed
the cast, he was succeeded by David
Cassidy.

THE TOP FIVE

Week of December 25, 1965

1 Over and Over
Dave Clark Five

2 Turn! Turn! Turn!
Byrds

3 1 Got You (I Feel Good)
James Brown

4 Let's Hang On
Four Seasons

5 Sounds of Silence
Simon & Garfunkel
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The SOllndS Of Silence COLUMBIA 43396

SIMON AND GARFUNKEL

Writer: Paul Simon
Producer: Tom Wilson.

January 1, 1966
2 weeks

N() one was more surprised than
Paul Siman and Art Garfunkel when
“The Sounds of Silence” went to
number one. Paul had written the
song in 1963, two years before
recording it with just vocals and
acoustie guitar for their first Colum-
bia album. Wednesday Morning, 8
a.m. When the LP wasn’t successful,
Art returned to gracuate school at
New York’s Columbia University and
Paul returned to England, where he
had first moved in 1964.

Meanwhile, a Boston radio station
had selected one of the cuts from the
album for airplay. The reaction to
“The Sounds of Silence” was so posi-
tive, Columbia Records felt they
would Lave a hit single, if they could
electrify the instrumental track.

Tom Wilson, who produced the
original recording, was in the studio
with Bob Dylan on June 15, 1966, to
record “Like a Rolling Stone.” When
that song was completed, Wilson
asked the musicians to record one
more track. With electric guitar, bass
and drums he created a new backing
rhythm track for “The Sounds of
Silence.”

In London, Paul had recorded a
solo album, The Paul Simon Song-
book, which featured several songs
that would eventually be reccrded by
Simon and Garfunkel (including “I
Am a Rock,” “April Come She Will”
and “A Most Peculiar Man”). He was
producing an album for one Jackson
C. Frank when he received a tele-
phone call from New York informing
him that “The Sounds of Silence” was
the number one song in America.

Paul Simon (born November 5,
1942, in Newark, New Jersey) and
Art Garfunkel (borr October 13, 1942,
in Queens, New York) first met in a
sixth grade production of Alice in
Wonderland at P.S. 164 in Forest
Hills, New York. Paul played the
white rabbit and Art was the
Cheshire cat.

In 1955. they wrote a song
together (“The Gir’ far Me”). With
the Everly Brothers as role models,
the two friends recorded a demo of
“Hey, Schoolgirl” in 1957. An
executive from Big Records heard
them recording the song, and signed
them to the label. The record was
released under the pseudonyms of
Tom (Graph) and Jerry (Landis), and
it peaked on Biliboard’s chart at
number 49. The pair made their tele-
vision debut on Dick Clark’s
“American Bandstand,” and it looked
like the beginning of a promising
career. But it was a false start, and

after two singles that flopped, they
both went to college.

Paul majored in music at New
York University and English liter-
ature at Queens College, where he
met Carol Klein before she became
Carole King [see 294—“It’s Too
Late” / “I Feel the Earth Move”].
With her help, Paul recorded demos
for publishers, earning $15 a crack
and learning about studio techniques.
Art studied mathematics at New
York University and architecture at
Columbia.

They both continued to sing under
a variety of aliases. Art recorded for
Warwick Records as Artie Garr, and
Paul just barely dented the Hot 100
twice—first as leader of Tico and the
Triumphs with “Motorcycle” in 1962
(number 99) and then as Jerry Landis
with “The Lone Teen Ranger” in 1963
(number 97). As Landis, he wrote
“Red Rubber Ball,” recorded in 1966
by the Cyrkle, and recorded “Carlos
Dominquez,” which he wrote under
the name Paul Kane.

In early 1964, Simon and Gar-
funkel made the Greenwich Village
coffee house circuit, starting with
Gerde’s Folk City. Before moving to’
England, Paul took orle of his songs
to Tom Wilson at Columbia. He
signed Simon and Garfunkel to the
label, and recorded the acoustic col-
lection of Dylan songs, traditional
folk tunes and original Simon compo-
sitions that became Wednesday
Morning, 3 a.m.

“The Sounds of Silence” topped
the chart for one week, then submit-
ted to the Beatles’ “We Can Work It
Out.” On January 22, “The Sounds of
Silence” returned to number one for
an additional week.

THE TOP FIVE

Week of January 1, 1966

1 The Sounds of Silence
Simon & Garfunkel

2 We Can Work It Out
Beatles

3 1 Got You (I Feel Good)
James Brown

4 Turn! Turn! Turn!
Byrds

5 Over and Over
Dave Clark Five
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Writers: John Lennon
Paul McCartney

Producer: George Martin

January 8, 1966
3 weeks

THE songwriting credits for “We Can
Work It Out” and its flip side, “Day
Tripper,” both read John Lennon-
Paul McCartney. But unlike other
collaborators, John and Paul often
wrote their songs separately. An
agreement made when they were
both teenagers assured that all of
their songs would be credited to Len-
non-McCartney, no matter who
actually wrote what.

“They did love each other very
much throughout the time I knew
them in the studio,” producer George
Martin says in Ray Coleman’s Len-
non biography. “But the tension was
there mostly because they never
really collaborated. They were never
Rodgers and Hart. They were always
songwriters who helped each other
out with little bits and pieces. One
would have most of a song finished,
play it to the other, and he'd say,
‘Well, why don’t you do this? ”

In a 1980 interview with David
Sheff for Playboy, Lennon talked

aarrro ssss We Can Work It Out

about writing songs with McCartney:
“You could say that he provided a
lightness, an optimism, while I would
always go for the sadness, the dis-
cords, a certain bluesy edge. There
was a period when I thought I didn’t
write melodies, that Paul wrote those
and I just wrote straight, shouting
rock ‘n’ roll. But, of course, when I
think of some of my own songs—*“In
My Life”—or some of the early
stuff—“This Boy”—I was writing
melody with the best of them.

“Paul had a lot of training, could
play a lot of instruments. He'd say,
‘Well, why don’t you change that
there? You've done that note 50
times in the song.” You know, I'll
grab a note and ram it home. Then
again, I'd be the one to figure out
where to go with a song—a story
that Paul would start. In a lot of the
songs, my stuff is the ‘middle eight,’
the bridge:”

One such song is “We Can Work
It Out.” Lennon told Sheff: . . . Paul
did the first half, I did the middle
eight. But you've got Paul writing,
‘We can work it out / We can work it
out’—real optimistie, y’ know, and
me, impatient: ‘Life is very short and
there’s no time / For fussing and
fighting, my friend . . " ”

Paul sang lead on “We Can Work

THE TOP FIVE

Week of January 8, 1966

We Can Work It Out

Beatles

The Sounds of Silence
Simon & Garfunkel

She’s Just My Style
Gary Lewis & the Playboys

Flowers on the Wall
Statler Brothers

Ebb Tide

Righteous Brothers

THE BEATLES

It Out,” joined by John on the cho-
ruses. John played the harmonium
and acoustic guitar while George
Harrison played tambourine.

The song was recorded in early
November, 1965, as was the “B” side,
“Day Tripper.” Featuring a lead
vocal duet by John and Paul, the
song was written by Lennon. The
Beatles appeared on NBC-TV’s
“Hullabaloo” to lip-synch both songs,
not surprising considering that their
manager Brian Epstein hosted the
“British Scene” segment of the pro-
gram.

“We Can Work It Out” entered
the Hot 100 at number 36 on
December 18. “Day Tripper” debuted
at number 56 the same week. “We
Can Work It Qut” became the Beat-
les’ 11th number one single in
America during the week of January
8, 1966. After two weeks at one, it
slipped to number two while Simon
and Garfunkel’s “The Sounds of
Silence” {see 190] returned for one
more week at the summit. “We Can
Work It Out” then took over the top
spot once more for a final week. “Day
Tripper” peaked at number five dur-
ing the week of January 22. In
Britain, the single became the Beat-
les’ ninth chart-topper, and the first to
have both sides listed at number one.
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My Love warner arotiErs seas
PETULA CLARK

Whriter: Tony Hatch
Producer: Tony Hatch

February 5, 1966
2 weeks

WHEN “My Love” topped the Hot
100 on February 5, 1966, Petula
Clark became the first British female
to have two number one singles in
America. After failing to make the
American charts for 14 years, Petula
Clark started a dazzling winning
streak with “Downtown” |see 165] in
January, 1965. That was the first of
15 consecutive top 40 hits in the
United States, including “You'd Bet-
ter Come Home,” “Round Every
Corner,” “A Sign of the Times,” “I
Couldn’t Live Without Your Love”
and “Don’t Sleep in the Subway.”
“My Love" was the first song Pet-
ula recorded in America. Like Jimmy
Dean’s “Big Bad John” [see 100] it
was written on an airplane, although
this may be the first number one sin-
gle written on a transatlantic flight.
Petula and her record producer Tony
Hatch flew to the States in
November, 1965. He began writing
the song over the North Pole and had
it completed by the time they landed
in Los Angeles, where Pet recorded
it with an American studio orchestra.
Her successful American record-
ing career led to her being cast in
Hollywood films. Before she was cast
in the 1968 musical Finian's Rainbow
with Fred Astaire, she had turned
down a part in an Elvis Presley film
and the Patty Duke role in Valley of

THE TOP FIVE

Week of February 5, 1966

1 My Love
Petula Clark

2 Barbara Ann
Beach Boys

3 No Matter What Shape
(Your Stomach’s In)
T-Bones

4 We Can Work It OQut
Beatles

5 Lightnin’ Strikes
Lou Christie

the Dolls. In 1969, she won the
female lead in Goodbye Mr. Chips,
opposite Peter O’Toole.

Her motion picture career really
began in Britain, where she became a
child star in 1943. She signed with
the Rank Organization, and her first
film was Medal for the General,
released in 1944. She made 25 films
for Rank, including Vice Versa, in
which she played Anthony Newley’s
girlfriend and Holiday Camp where
she was Jack Warner’'s daughter. She
was given her first screen kiss in the
1950 film Don't Ever Leave Me.

It was a different kind of screen
kiss that became controversial in
1968, the year Petula had her first
American network television special.
Scheduled for telecast on April 2 on
NBC, the musical special was taped
at the network’s Burbank facility.
During the final number, “On the
Path to Glory,” Petula kissed her
guest star, Harry Belafonte. A repre-
sentative of the sponsor, Chrysler-

Plymouth, protested. A white woman
kissing a black man would offend
Southern viewers, he said, and he
demanded the scene be cut. NBC
refused and the innocent kiss was
seen on network television (a few
months later, William Shatner kissed
Nichelle Nichols in the “Plato’s Step-
children” episode of “Star Trek,” but
the controversy had subsided after
Petula kissed Harry).

Petula’s last American top 40 hit
was “Don’t Give Up” in July, 1968.
She left Warner Brothers for MGM,
where she recorded a new version of
Mary Wells' “My Guy” [see 147] in
1972. In 1976, Pet recorded a disco
version of “Downtown,” which was
popular in British clubs, but failed to
chart anywhere. Her last American
chart entry was “Natural Love,”
recorded for the Scotti Brothers label
in 1982.

In 1980, she starred on stage in
London’s West End in a revival of
The Sound of Music.




Writers: Lou Christie
Twyla Herbert

Producer: Charles Calello

February 19, 1966
1 week

THERE'S always been an element of
mystery about Lou Christie, thanks
to his friendship with songwriting
partner Twyla Herbert, a clairvoyant
who is said to have accurately pre-
dicted which of their songs would
become hits. Lou was a 15-year-old
ninth grader when he first met her at
an audition in the basement of a
church in his hometown of Glen
Willard, Pennsylvania. She was twice
his age, and very flamboyant with
her gypsy red hair. They hit it off
immediately.

Born Lugee Geno Sacco on Febru-
ary 19, 1943, he was raised in an
Italian-Polish family where singing
was as natural as breathing and eat-
ing. He made his solo performing
debut in the first grade, singing
“Away in the Manger” as St. Joseph
in a school play. With his sister Amy
and other school friends, he later
formed u group, the Crewnecks.

When he met Twyla, she needed a
singer for her group, the Classics. He
recorded “Close Your Eyes” with
them in 1959, and a year later,
sought out the arranger for the Pitts-
burgh-based Skyliners (“Since I Don’t
Have You”). Lennie Martin had
Lugee and Amy sing backing vocals
for one of his vocalists, then cut a
record for their own group, Lugee
and the Lions.

The name “Lou Christie” was an
unexpected and disappointing sur-
prise for Lugee Sacco, who learned
about it when his first single for C&C
Records, “The Gyspy Cried,” was
released. He had been working on a
list of names when the company
picked one for him and put it on the
record without telling him. It took
him 20 years to get used to it, he’s
said.

“The Gypsy Cried,” featuring
Lou’s signature falsetto voice, was a
local hit in Pittsburgh when New
York-based Roulette Records picked
it up. It was the first song written by
Lou and Twyla, and it established
him nationally, peaking at number 24
on the Hot 100. The follow-up, “Two

Faces Have 1.” was a bigger hit,
reaching number six.

Lou was touring with Dick Clark’s
Caravan of Stars, where he became
infatuated with the lead singer of an
up-and-coming group. the Supremes.
But he had to say goalbye to Diana
Ross three days before the tour
ended because he was called up for
Army Reserve duty. He served six
months at Fort Knox, a frustrating
interruption of his career He was
determined to get out of the Army
and have a number one song. The
day he was discharged, he went home
to Pittsburgh and called Twyla.

They collahorated on “Lightnin’
Strikes,” and Lou toak it to his new
label, MGM. They hated it, and Lou

MGM 13412 nghhlm’ Strikes

LOU CHRISTIE

has said that the president of the
label threw the song into the waste-
basket. Now managed by Bob
Marcucci, the man who guided the
careers of Fabian and Frankie Avalon
[see 50—“Venus”], Lou moved to
California to promote the record,
which the company released anyway.

It debuted on the Hot 100 at
number 93 on December 25, 1965,
and took eight weeks to climb to the
top of the chart. His next single,
“Rhapsody in the Rain,” was so con-
troversial, entire radio chains banned
it and Lou was forced to go back into
the studio and change some sexually
suggestive lyrics. While the idea may
seem tame today, in 1965 radio
wasn’t ready for a young teenage
couple making love to the rhythm of
a car’s windshield wipers (hey,
nobody ever said “Lightnin’ Strikes”
was about the weather).

Despite some engaging singles
like “Painter” and “If My Car Could
Only Talk to Me,” Lou didn’t have
any more hits on MGM. After a
short, unproductive term with
Columbia, he moved to Buddah
Records and made the top 10 with
Tony Romeo’s “I'm Gonna Make You
Mine,” a song that featured Linda
Scott (“I Told Every Little Star”)
and songwriter Ellie Greenwich on
backing vocals.

Lou lived in London for a few
years, where he married British
beauty queen Francesca Winfield. In
the past few years, he has toured the
rock and roll oldies circuit, where he
closes his act with a mean version of
“Since I Don’t Have You.”

THE TOP FIVE

Week of February 19, 1966

1 Lightnin’ Strikes
Lou Christie

2 These Boots are Made
For Walkin’

Nancy Sinatra

3 Up Tight
Stevie Wonder

4 My Love
Petula Clark

5 My World is Empty
Without You
Supremes
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These Boots Are Made for Walkin® ceeriss oczz

NANCY SINATRA

Writer: Lee Hazlewood
Producer: Lee Hazlewood

February 26, 1966
1 week

NANCY SINATRA’S “These Boots Are
Made for Walkin’ ” has more in com-
mon with the aggressive tone of
songs by Pat Benatar and Tina
Turner [see 593—*“What’s Love Got
to Do With It”] than with female
singers of the '60s like Lesley Gore
(see 130—“It’s My Party] and Connie
Francis [see 69—“Everybody’s Some-
body’s Fool”]. Lesley was

independent enough to sing “You €

Don’t Own Me” and Connie sang “My
Heart Has a Mind of Its Own,” but
somehow you knew they weren’t
going to trample you with their boots.

Not that Nancy would, either.
“The image created by ‘These Boots
Are Made for Walkin’ isn’t the real
me,” she said during the production
of a 1970 television special, “The
Many Moods of Perry Como.”

“ ‘Boots’ was hard, and I’'m as soft as
they come.”

Nancy Sinatra was one of the first
artists signed to her father Frank’s
new label, Reprise, in 1961. A full-
page ad in the August 14 issue of
Billboard introduced her first single,
“Cufflinks and a Tie Clip,” promising
“the biggest DJ tumult in years is
about to begin!” They were right
about the tumult, they were just five
years off. Nancy continued to release
singles like “Tonight You Belong to
Me” and an updating of Cole Porter’s
“True Love,” and she had some suc-
cess in Italy, Japan, Holland and
South Africa, but none at home. She
had her first Hot 100 chart entry in
1965 with “So Long Babe,” which
reached a forgettable number 86.

She married and divorced Tommy
Sands, and released 15 singles by the
time she put herself in the hands of
writer/producer Lee Hazlewood.

According to Time magazine,
Hazlewood lectured Nancy: “You're
not a sweet young thing. You're not
the virgin next door. You've been
married and divorced. You're a
grown woman. I know there’s gar-
bage in there somewhere.” Garbage,
Time elaborated, meant “pain, heart-
break, worldliness.”

Hazlewood wrote and produced
“These Boots Are Made for Walkin’ “

for Nancy, and the result was an
international number one song. In
Great Britain, Nancy was the first
American female vocalist to have a
number one single since Connie Fran-
cis’ “Stupid Cupid” in 1958.

Naney Sinatra, the oldest of
Frank and Nancy Sinatra’s three chil-
dren, was born June 8, 1940, in
Jersey City, New Jersey. She was
still a child when her parents moved

/

el ]

= somebody on my own.”

to southern California, and Nancy
attended University High School in
West Los Angeles. For a year-and-a-
half, she majored in economics at the
University of Southern California,
but all the time she had been study-
ing piano, voice, dance and drama.

The world had first heard of.
Nancy when she was five years old;
that’s when her father recorded a
song written about her, “Nancy with
the Laughing Face.” A re-introduc-
tion came in 1959, when she made a
guest appearance on a television spe-
cial starring her father and Elvis
Presley. After “These Boots . . .” she
was a frequent television guest, and
in 1967 starred in her own TV spe-
cial, “Movin’ With Nancy.”

She also starred in motion pic-
tures, including For Those Who
Think Young, Get Yourself a College
Girl and The Oscar. She co-starred
and sang with Elvis in Speedway.

Her second biggest solo hit was
the follow-up to “These Boots . . .”,
“How Does That Grab You, Darlin’,”
went to number seven. “Sugar Town”
went to number five in 1967, the
same year that Nancy started record-
ing duets with Hazlewood (“Summer
Wine,” “Jackson™) and her father [see
222—“Somethin’ Stupid”].

But it was thanks to “These
Boots . . .” that Nancy developed an
identity of her own, something some
children of celebrities find difficult to
accomplish. “Almost all of my life I
was Frank Sinatra’s daughter,” she
said. “Then for five years I was
Tommy Sands’ wife or the sister of
Frank Sinatra, Jr. Suddenly, I was

THE TOP FIVE

‘Week of February 26, 1966

1 These Boots are Made
For Walkin’
Naney Sinatra

2 Lightnin’ Strikes
Lou Christie

3 The Ballad of the Green Berets
S/Sgt. Barry Sadler

4 Up Tight
Stevie Wonder

5 My World is Empty

Without You
Supremes
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Writers: Barry Sadler
Robin Moore

Producer: Andy Wiswell

March 5, 1966
5 weeks

PRESIDENT JoHN F. KENNEDY cre-
ated an army combat unit called the
Special Forces in 1961. They soon
came to be known by the distinctive
cap which was a part of their uni-
form: the green beret. On December
18, 1965, one of their members,
S/Sgt. Barry Sadler, recorded a trib-
ute to his fellow soldiers. It was
released on January 11, 1966, while
America was embroiled in the Viet-
nam war, and was an immediate
success. It sold more than a million
copies in the first two weeks, and
became RCA's fastest-selling single
of all time. It was the number one
single of 1966, according to Billboard.

Sadler was born in New Mexico,
but moved frequently with his par-
ents. His father was a plumber and
his mother a waitress, but their
passion was gambling and they often
pulled up stakes to travel to find the
best action.

After high school, Sadler fooled
around with the drums, but didn’t
take up music as a profession. He
enlisted in the Air Force and served
for four years. After his discharge in
1962, he learned to play guitar and
formed a group, playing in elubs and
bars around New Mexico. The work
was not lucrative, and exhausted of
funds, he decided to return to the
military. This time he tried the
Army, enlisting in their airborne
school. He trained for a year as a
combat medic and won his green beret.

He was still interested in musie
and started writing songs while sta-
tioned at Fort Sam Houston in
Texas. He was sent to Vietnam,
where his fellow soldiers showed lit-
tle interest in his singing or his
songs. He often sat by himself,
strumming his guitar and singing his
own compositions.

His Vietnam duty was cut short
when he fell into a booby trap while
on patrol. A pungi stake, fashioned
from sharpened bamboo and
dipped in poison, pierced
his leg. Lapsing in and out
of consciousness, he treated

rease 1he Ballad of the (Green Berets

the wound himself. He was even-
tually rescued, but suffered a
permanent scar and a numb feeling in
his leg.

Back in the States, Sadler recupe-
rated. A friend suggested he write a
song about the Special Forees, and
Sadler composed a 12-verse lyrie. He
submitted the song to publisher Chet
Gierlach, who showed it to a friend,
Robin Moore, author of The Green
Berets.

Moore thought the song had
potential and with Sadler, rewrote
and edited it. It was recorded on a
small budget and released just for the
military. It proved so popular that
Moore took the track to RCA. The
company agreed to finance a full
recording session, complete with
orchestra.

After the song
became an immedi- g8
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S/SGT. BARRY SADLER

ate smash, Moore’s publisher asked
Sadler to pose for the cover of the
paperback edition of The Green
Berets. More than 1,500,000 copies
were printed with Sadler’s face

Stationed at Fort Bragg, North
Carolina, Sadler was given leave to
make appearances on Ed Sullivan and
Jimmy Dean’s network television
shows. The song was also an interna-
tional success, so popular in West
Germany that East Germany banned
all airplay on its government-con-
trolled radio stations. A report in the
East German youth newspaper Junge
Welt complained that despite the
official ban, the song was played at
dances and teenagers were often
heard singing it.

Sadler’s Ballads of the Green
Berets album also sold well, but a fol-
low-up single called “The A-Team”
fizzled and Sadler’s career on the pop
charts came to an end. He eventually
re-enlisted in the Army and later
did some acting work.

In the last few years, Sadler
has been involved in two
shooting incidents. In Decem-
ber, 1978, he was charged
with second-degree murder

in the shooting of Nashville

song writer Lee Emerson

Bellamy. Charges were

eventually dropped. In

1981, he was involved in
a non-fatal shooting of
his former business part-
ner. Sadler pleaded
innocent.

THE TOP FIVE

Week of March 5, 1966

The Ballad of
the Green Berets
S/Sgt Barry Sadler

2 These Boots are Made
For Walkin’
Nancy Sinatra

3 Lightnin’ Strikes
Lou Christie

4 Listen People
Herman’s Hermits

5 California Dreamin’
Mama'’s and Papa’s
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(You're My) Soul and Inspiration verve s
THE RIGHTEOUS BROTHERS

Writers: Barry Mann
Cynthia Weil

Producer: Bill Medley

April 9, 1966
3 weeks

AI-'FER writing the Righteous Broth-
ers’ first number one single [see
166—“You've Lost That Lovin’
Feelin’”], songwriters Barry Mann
and Cynthia Weil were asked by pro-
ducer Phil Spector to write the
follow-up. They were in the middle of
writing “(You're My) Soul and
Inspiration” when they suddenly
stopped.

“Barry and I felt we were copying
from ourselves,” Cynthia explains.
“We said, ‘Phil, this isn’t as good, we
don’t want to finish the song. So Phil
turned to Carole and Gerry.”

Carole King and Gerry Goffin,
that is, who wrote “Just Once in My
Life” as the sequel to “You've Lost
That Lovin’ Feelin’.” “Just Once in
My Life” reached a respectable
number nine on the Hot 100, so
Medley and Hatfield recorded
another Goffin-King song, “Hung on
You.” This time, disc jockeys pre-
ferred the flip side, Spector’s
production of a 1950s tune,
“Unchained Melody.” Displeased that
program directors liked the old song
better, Spector decided he would give
them exactly what they want and
only record pop standards for the
Righteous Brothers. “Ebb Tide” went
to number five, but “The White Cliffs
of Dover” failed to chart.

THE TOP FIVE

Week of April 9, 1966

When MGM offered to pay one
million dollars for the Righteous
Brothers’ contract in 1966, Spector
sold it and turned his attention to Ike
and Tina Turner. Signed to NGM
subsidiary, Verve, Medley and Hat-
field had to come up with new
material.

Barry and Cynthia had played
part of “Soul and Inspiration” for Bill
befare abandoning the song. He tele-
phoned the songwriters and asked
them to complete it for the Righteous
Brothers to record. “We said you

1 (You’re My) Soul
and Inspiration
Righteous Brothers

2 Daydream
Lovin’ Spoonful

3 19th Nervous Breakdown
Rolling Stones

4 Bang Bang don't want it, it's a second rate
(My Baby Shot Me Down) ‘Lovin' Feelin’,” says Cynthia. Asa
Cher favor fo Bill, they finished the song

and Bill produced a Spectorized ver-
sion of it. “He made this terrific
record,” Cynthia admits, “but it will
always be ‘Lovin’ Feelin’ sideways to
me.”

5 The Ballad of
the Green Berets
S/Sgt. Barry Sadler

Bill and Bobby found it difficult to
follow-up “Soul and Inspiration,” and
in 1968, the duo split up. Medley pur-
sued a solo career, scoring some mid-
chart placements with “Brown Eyed
Woman” and “Peace, Brother,
Peace.” Hatfield formed a new Right-
eous Brothers with Jimmy Walker of
the Knickerbockers (“Lies”), but nei-
ther act achieved the success of the
original Righteous Brothers.

In 1974, Bill and Bobby re-teamed
and recorded “Rock and Roll
Heaven,” an ode to departed rock
stars written by Alan O'Day [see
469—“Undercover Angel”]. It was
their only hit and they parted ways
again, coming back together for the
20th anniversary telecast of Dick
Clark's “American Bandstand” in 1981
and for the duo’s 30th anniversary in
1983.
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Writers: Rudy Clark
Arthur Resnick

Producer: The Rascals

April 30, 1966
1 week

THE YounNG RascaLs evolved from
Joey Dee’s Starliters [see 103—“Pep-
permint Twist - Part 1”], circa 1964.
Keyboardist Felix Cavaliere, percus-
sionist Eddie Brigati and guitarist
Gene Cornish were in Dee’s backing
band when the New Jersey singer
left the Peppermint Lounge to open
his own club, the Starliter. Eddie’s
older brother, David, had been one of
the original Starliters when “Pepper-
mint Twist” was number one.

Before he played for Dee, Cav-
aliere (born November 29, 1943) was
the only white member of the Ster-
eos, a group from his native Pelham,
New York. They had a top 30 hit
with “I Really Love You” in late
1961. Felix became a pre-med student
at Syracuse University, but two
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years later was back in Manhattan to
pursue a musical career.

When they had played “Pepper-
mint Twist” once too often, Felix,
Eddie and Gene decided to form their
own group. Felix and Eddie had both
played in bands with Dino Danelli, a
jazz drummer who at 15 years of age
had toured with Lionel Hampton.
They invited Dino to become the
fourth member of a group they
planned to call the Rascals. They
rehearsed all through the closing
months of 1964, and by January,
1965, were ready to debut their act at
the Choo Choo Club in Eddie’s home
town of Garfield, New Jersey. By
July they were booked to play the
Barge, a floating discotheque at the
Hamptons in Long Island. Sid Bern-
stein, the promoter who brought the
Beatles to Shea Stadium, caught
their act and became their manager.
He signed them to Atlantic Records
in 1965, and their first single, “I Ain’t
Gonna Eat Qut My Heart Anymore,”
was a mid-charter in February, 1966.

Before that single was released,
the band learned they couldn’t call
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THE YOUNG RASCALS

themselves the Rascals, because
there was already a group known as
the Harmonica Rascals. Without their
knowledge, the name “Young Ras-
cals” was selected for them and their
first 45 was released under that
name. Cavaliere would have pre-
ferred almost any other adjective,
but Young it was, leading to much
confusion with the Little Rascals.

The Young Rascals were heavily
influenced by R&B music, and
became leading exponents of blue-
eyed soul. For their second single,
they covered “Good Lovin,” a song
by the Olympics that had peaked at
number 81 the year before. They felt
the original version lacked excitement
and energy, so they concentrated on
arranging a version that would keep
people on the dance floor. They
worked it into their act before going
into a recording studio to cut it. Not
totally satisfied with their final ver-
sion, they wanted to improve upon it,
but Atlantic released it anyway. It
debuted on the Hot 100 on March 12,
1966 and went to number one seven
weeks later.

THE TOP FIVE

Week of April 30. 1966
— ]

1 Good Lovin’
Young Rascals

(You're My) Soul
and Inspiration
Righteous Brothers

3 Monday, Monday
Mamas & the Papas

4 Sloop John B
Beach Boys

5 Secret Agent Man
Johnny Rivers
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Monday, Monday ouss s
THE MAMAS AND THE PAPAS

Holly Michelle Gilliam, born June who signed them after hearing the

Writer: John Phillips
Producer: Lou Adler

May 7, 1966
3 weeks

4

MONDAY, MONDAY” was the first
song recorded by a fully sexually
integrated group to go to number
one. Prior to the Mamas and the
Papas, the only co-ed groups that had
number one hits were groups like the
Platters, the Fleetwoods and Ruby
and the Romantics, which featured
just one member of the opposite sex.

Having two men and two women
in the group was not the only distine-
tion for the Mamas and the Papas,
whose outrageous dress and beautiful
harmonies brought them media atten-
tion and radio airplay on their first
hit, “California Dreamin’.”

Their 1967 hit “Creeque Alley”
detailed the origins of the group, but
for those who don’t still have that 45
in their collection, here’s a biographi-
cal reminder of how John, Michelle,
Cass and Denny came together:

John Phillips, born August 30, 1935,
on Parris Island, South Carolina, was
in the Journeymen, a folk trio that
included Scott McKenzie (who would
record John's “San Francisco (Be
Sure to Wear Some Flowers in Your
Hair”) in 1967)

Dennis Doherty, born November
29, 1941, in Halifax, Nova Scotia,
Canada, was a member of another
folk trio, the Halifax Three. While on
a tour associated with ABC-TV’s
“Hootennany U.S.A.” show, the
Halifax Three opened for the Jour-
neymen. One night, near the end of
the tour, John wanted to know what
the opening act sounded like, and
heard Denny’s voice for the first time.

Ellen Naomi Cohen, born Sep-
tember 19, 1941, in Baltimore,
Maryland, was nicknamed Cassandra
by her father. Adopting the stage
name of Cass Elliot, she recorded
two albums with another trio, the Big
Three, which also featured her first
husband, James Hendricks. When the
Big Three and the Halifax Three
broke up, Denny and Cass formed a
new group with guitarist Zal
Yanovsky. That group, with the addi-
tion of John Sebastian [see 205—
“Summer in the City”] on harmonica,
became the Mugwumps.

4, 1945, in Long Beach, California,
wanted to be a model when she met
John at the Hungry i in San Fran-
cisco in 1961. When the Journeymen
and the Mugwumps disbanded in

1964, John and Michele, now married,

formed the New Journeymen with
Denny to fulfill contract obligations.
The group coalesced in California,
where all four members eventually
ended up after leaving the Virgin
Islands. They lived with a friend,
Barry McGuire [see 183—"“Eve of
Destruction”], who had just signed
with Dunhill Records. He introduced
them to his producer, Lou Adler,

songs that would form their first
album, If You Can Believe Your
Eyes and Ears. Adler asked them to
sing backing vocals for Barry's
album, which included John’s compo-
sition of “California Dreamin.” Later.
they would wipe off Barry’s vocals
and add their own.

A group name was needed, and
the leading contender was the Magic
Circle. But while watching a televi-
sion documentary about the Hell’s
Angels, John heard one of the mem-
bers tell the interviewer, “Some
people call our women cheap. We call
them mamas.”

Dunhill issued the first single from
the album, “Go Where You Wanna
Go,” but a dream caused Adler to
recall it immediately and release
“California Dreamin™ instead. While
that single was out, radio stations
started playing “Monday, Monday”
from the album. By the time it was
released as a single, it was so popular
that it sold more than 150,000 copies
the first day.

It was a song that John had to
force the other members to record.
Cass, Denny and Michelle disliked it,
as-did Adler. But John prevailed and
it was the last song recorded for the
album. To this day, John says he has
no idea what the song means.

The group broke up in 1968 and
re-formed briefly in 1971. Cass had a
successful solo career, but after a
disastrous Las Vegas opening went
to London, where she received a
standing ovation at the Palladium.
That night, the 29th of July in 1974,
she died in her London flat of a mas-
sive heart attack.

THE TOP FIVE

Week of May 7, 1966

1 Monday, Monday
Mamas & the Papas

2 Good Lovin’
Young Rascals

3 Sloop John B
Beach Boys

4 (You're My) Soul
and Inspiration
Righteous Brothers

5 Kicks
Paul Revere & the Raiders
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Writers: Cameron Lewis
Arthur Wright

Producers: Quin Ivy.
Marlin Greene

May 28, 1966
2 weeks

P ERCY SLEDGE describes “When a
Man Loves a Woman” as a “happy
accident” in Gerri Hirshey’s Nowhere
to Run. “Wasn’t no heavy thought to
it,” he tells her, “I was just so
damned sad.”

The song began as an improvisa-
tional cure for the blues. Percy was
working as an orderly at Colbert
County Hospital, not far from his
hometown of Leighton, Alabama. He
also sang at Gallillee Baptist Church
and was a member of the Esquires
Combo, a group that performed in
local clubs.

One night, while singing with his
group, Sledge was so upset about a
broken affair that he couldn’t manage
to sing the usual repertoire of
Smokey Robinson and Beatles songs.
He asked bassist Cameron Lewis and
organist Arthur Wright to play some-
thing in any key. Out poured his
emotions, coalescing into a song that
would come to be known as “When a
Man Loves a Woman”

Later, when he was in a happier
frame of ‘mind, Percy worked on the
song and came up with a polished
version that he took to Quin Ivy, one
of the movers and shakers in the
music industry in Alabama. Ivy was a
local disc jockey in Sheffield who
owned a record store and a recording
studio.

THE TOP FIVE

 Week of May 28, 1966

1 When a Man Loves a Woman
Percy Sledge

2 A Groovy Kind of Love
Mindbenders

3 Monday, Monday
Mamas and the Papas

4 Paint It Black
Rolling Stones

5 Rainy Day Women #12 & #35
Bob Dylan
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PERCY SLEDGE

Intent on pursuing a solo career,
Sledge auditioned for Ivy in his rec-
ord shop, Ivy’s Tune Town. Percy
won him over with the plaintive
“When a Man Loves a Woman.” Ivy
not only wanted to record Percy, he
wanted that song.

A generous Sledge had given
songwriting credit to Lewis and
Wright, and the song was recorded
with Ivy’s co-producer and recording
engineer, Marlin Greene, on guitar,
and many of Rick Hall's Muscle
Shoals musicians from his Fame stu-
dios filling in on other instruments.

It was Hall who suggested to his
friends at Atlantic Records that they
pick up Sledge’s master. They
released it in early 1966, and on April
9 it debuted on the Hot 100 at

number 100. Seven weeks later,
Atlantic Records scored their third
number one single.

“When a Man Loves a Woman”
was Percy’s only top 10 hit. His next
single, “Warm and Tender Love,”
peaked at 17, and his second-biggest
single, “Take Time to Know Her,”
peaked at 11 in the spring of 1968. He
continued to record for Atlantic until
1973, always working with his friends
in Alabama until the very last single,
“Sunshine,” which was recorded in
Philadelphia. This turned out to be a
brief departure from home, as the fol-
lowing year he signed with Phil
Walden’s Capricorn label, based in
Georgia, and had his final Hot 100
entry with “I'll Be Your Everything,”
which peaked at number 62.
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THE ROLLING STONES

Writers: Mick Jagger
Keith Richard

Producer: Andrew Loog Oldham

June 11, 1966
2 weeks

“P

AINT IT BLACK” started as a com-
edy track, Keith Richard admitted in
Rolling Stone. “Bill (Wyman) was
playing an organ, doing a take-off of
our first manager (Eric Easton) who
started his career as an organist in a
cinema pit.” But the nihilistic, brood-
ing song took an innovative turn for
1966, using a sitar as lead instru-

ment. “Brian (Jones) playing the sitar

makes it a whole other thing,” Keith
added. Melody Maker agreed, hailing
“Paint It Black™ as “a glorious Indian
raga-riot that will send the Stones
back to number one.”

Written during a March, 1966,
tour of Australia and recorded at
RCA'’s studios in Hollywood, “Paint
It Black” was included on American
copies of Aftermath instead of
“Mother’s Little Helper,” a song that
scandalized England with its saga of
suburban drug abuse. Aftermath
marked a turning point for the
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Stones; it was their first album to be
exclusively written by Jagger and
Richard.

Mick and Keith came to the ses-
sions not with completed
arrangements, but sketches of songs,
leaving the instrumentation to com-
patriates Wyman, Jones and Charlie
Watts. “They never go the easy
route,” engineer Dave Hassinger
explained in the LP’s liner notes,
“from the moment Mick and Keith
run a song down to the rest of the
group—to Brian deciding on an
acoustic or electric guitar, or some-
thing more bizarre—to Bill sorting
out @ bass pattern—to Charlie laying
down the tempo—to their friend Jack
Nitzsche (always on the dates) or
road manager Stu (Ian Stewart) pick-
ing out chords on piano, organ,
harpsichord or anything else that
happens to be lying around.”

Several of the songs on Aftermath
had been intended for a previous,
unreleased album, Could You Walk

on Water, that remained in the vaults

of the British Decca recording com-
pany because, a spokesman said, the
label “would not issue it with that
title at any price.” The 14 tracks on
the British Aftermath brought the

album’s total time to 52 minutes, 23
seconds, making it one of the length-
iest rock albums ever issued. The
American equivalent featured just 11
songs for 42 minutes, 51 seconds.

During the summer of 1966, the
Stones encountered the same chaos
on their American tour they had
experienced in Australia, New Zeal-
and and Europe earlier in the year.
The final date was in Hawaii on July
25. Although no one realized it at the
time, it was the last appearance of
the original Rolling Stones in the
United States.

Brief vacations intervened before
a British jaunt in the fall. On Sep-
tember 23, 1966, the Royal Albert
Hall concert was momentarily halted
after three minutes when screaming
girls attacked Jagger on stage. The
event is preserved in audio on the
Got Live If You Want It album and
on video in an accompanying docu-
mentary film. The concert drove
home the Stones’ unpopularity with
members of the ruling class. A ban
was imposed on pop concerts at the
Albert Hall and the public who had
attended the Stones concert there
never heard the results,as Decca didn’t
release the live album in Britain.

THE TOP FIVE

Week of June 11, 1966

Paint It Black
Rolling Stones

2 Did You Ever Have
to Make Up Your Mind?
Lovin’ Spoonful

3 I Am a Rock
Simon & Garfunkel

When a Man Loves a Woman
Percy Sledge

5 A Groovy Kind of Love
Mindbenders
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Writers: John Lennon
Paul McCartney

Producer: George Martin

June 25, 1966
2 weeks

{3

P APERBACK WRITER” made the sec-
ond-largest leap to number one of the
rock era. It debuted on the Hot 100
at number 28 during the week of
June 11, 1966, moved to 15 and then
broad-jumped to number one on June
25, becoming the Beatles’ 12th chart-
topper in America. The only single to
make a bigger leap to number one
was also by the Beuatles [see 145—
“Can’t Buy Me Love”].

John Lennon was the paperback
writer of the Beatles. His first book,
In His Own Write. was published in
1964. The Times of London said it
was, “worth the attention of anyone
who fears for the impoverishment of
the English language and the British
imagination.”

Still, it was Paul who wrote
“Paperback Writer” and he sings
lead, with vocal harmonies by John
Lennon and George Harrison.

The flip side, “Rain,” was written
by Lennon at the studio in his Ken-
wood home and featured John on lead
vocals with harmony by Paul and
George. John took the master tape
home and accidentally played it back-
wards. He liked the effect so much,
he incorporated it into the ending of
the song, in which his vocal line,
“Rain, when the rain comes they run
and hide their heads” is heard back-
wards.

“Paperback Writer” was released
in Britain on June 10. Just before the
single was released, the Beatles had
posed for a photo session wearing
white butcher smocks, with pieces of
raw meat and dismembered childrens
dolis strewn about. One of the pho-
tographs from this session was used
in the press advertisement for
“Paperback Writer.”

The same photo was first seen by
the American public ten days later
when another Capitol compilation
album, Yesterday and Today, was
released. The cover caused a wave of
protest and the “butcher sleeve” was
quickly withdrawn. With no time to
spare, Capitol prepared an innocent
photo of the Beatles collected around
a steamer trunk, and pasted the new
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sleeve directly over the old. The
offending cover could still be detected
through Ringo's jacket, and existing
copies of the album with both cevers
intact are rare co'lector’s items today.

The Beatles faced more adverse
publicity in America during the sum-
mer of 1966. On March 4, the
Evening Standard in London had
printed an interview with Lennon by
Maureen Cleave. In the course of
their conversation, John had said.
“Christianity will go. It will vanish
and shrink. I reedn't argue about
that. I'm right and [ will be proved
right. We're more popular than Jesus
now. I don’t know which will go
first—rock ‘n’ roll or Christianity.
Jesus was all right but his disciples
were thick and ordinary. It’s them
twisting it that ruins it for me.”

There was no adverse reaction to
Lennon’s commen:s until the Ameri-
can magazine Dutebook published
them out of context on July 29. Two
days later, radio ctations in Birming-
ham, Alabama. banned all Beaties
records and a national furor arose. A
bonfire was orgunized by radio sta-
tion KLUE in Longview. Texas, so
listeners could burn their Beatles
records. In South Carolina, the
Grand Dragon of the Ku Klux Klan
attached a Beutles record to a
wooden cross und set it on fire.

The timing couldn't have been
worse. The Beatles began their third
American tour in the middle of this

THE BEATLES

controversy. Under pressure, John
apprehensively faced the American
press in Chicago to clarify his
remarks and apologize. He explained:
“I believe in God, but not as one
thing, not as an old man in the sky. I
believe that what people call God is
something in all of us . . . I wasn’t
saying the Beatles are better than
God or Jesus . . . I could have said
TV or the cinema or anything popular
and I would have gotten away with
it.”

The morning after the Texas bon-
fire. KLUE’s transmission tower was
struck by lightning, damaging their
equipment, rendering the news direc-
tor unconscious and knocking the
station off the air.

THE TOP FIVE

Week of June 25, 1966

1 Paperback Writer
Beatles

2 Strangers in the Night
Frank Sinatra

3 Paint It Black
Rolling Stones

4 Did You Ever Have
to Make Up Your Mind?
Lovin’ Spoonful

5 I Am a Rock
Simon & Garfunkel
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FRANK SINATRA

Writers: Bert Kaempfert
Charlie Singleton
Eddie Snyder

Producer: Jimmy Bowen

July 2, 1966
1 week

THE number one song on the first
chart ever published by Billboard
was “I'll Never Smile Again” by
Tommy Dorsey, featuring the vocals
of one Frank Sinatra. The date was
July 20, 1940, a full 15 years before
the beginning of the rock era.
Sinatra’s most recent chart entry was
“Theme from ‘New York, New
York,' ”"which peaked at number 32 in
1980. That gives Sinatra a chart span
of 40 years, second only to Louis
Armstrong [see 146—“Hello, Dolly!”].

His only solo number one single of
the rock era was “Strangers in the
Night,” a song that interrupted the
reign of the Beatles’ “Paperback
Writer.” “Strangers in the Night”
went to number one just 18 weeks
after Nancy Sinatra topped the chart
[see 194—“These Boots Are Made for
Walkin’”}, and just over nine months
before Frank and Nancy became the
only father-daughter duo to have a
number one single [see 222—“Some-
thin’ Stupid”]. Sinatra was the third
artist to have a number one song on
his own label, Reprise, following
Dean Martin [see 154—“Everybody
Loves Somebody”] and Nancy.

The man who helped find “Stran-
gers in the Night” for Sinatra was his
producer, Reprise A&R man Jimmy
Bowen [see 19—“Party Doll”]. Pub-
lisher Hal Fine brought Bowen some
instrumental tracks written for the
soundtrack of A Man Could Get
Killed by German composer Bert
Kaempfert. Kaempfert had already
recorded a number one single [see
82—“Wonderland by Night”] and
written another [see 95—“Wooden
Heart”). When Bowen heard one of
Kaempfert’s melodies, he immediately
stopped Fine. Bowen told him if he
could come up with English lyries for
the song, Sinatra would record it.

It took a few months for the lyrics
to be written, but a publisher’s job is
to get as many recordings of a song
as possible and earn money for the
writer (and the publisher!). By the
time Bowen received the lyrics,
Bobby Darin and Jack Jones were
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recording it, too. Bowen had three
days notice of the Jones’ single being
released.

Bowen called arranger Ernie
Freemun and asked him to come up
with ar arrengement for Sinatra
quickly. On the third day, a Monday,
Bowen hac a full orchestra in place at
5 p.m. Three hours later, Sinatra
arrived to record “Strangers in the
Night.” He had his finished vocal
track on tape by 9 p.m., and within
24 hours radio stations across Amer-
ica were playing the Sinatra version.

Exactly one month before “Stran-
gers in the Night” topped the Hot
100, it went to number one in Britain
for three weeks. It was succeeded by
the Beatles’ “Paperback Writer,”
which was number one simulta-
neously in the United States and the
United Kingdom.

Francis Albert Sinatra was born
on December i2, 1915, in Hoboken,
New Jersey. He sang in the glee club
at Demarest High School. He
dropped out of school to become a
professional singer, but at his
mother’s insistence went to work for
the Jersey Journal, where he worked
his way up from copy boy to sports-
writer. He continued to sing in local
clubs, and with some friends formed

a group, the Hoboken Four. They
won first prize on “Major Bowes
Amateur Radio Hour.”

In June, 1939, bandleader Harry
James was listening to radio station
WNEW’s “Dance Band Parade” when
he heard a voice that attracted his
attention. The singer was not identi-
fied on the broadcast, but the band
playing belonged to Harry Arden and
the show originated from the Rustic
Cabin in Englewood, New Jersey.
The next night James went to the
Rustic Cabin, found the singer was
named Frank Sinatra, and offered
him a job as vocalist for $65 a week.

Sinatra had already made his first
recording, a demo disc, in February.
He recorded “Melancholy Mood” and
“From the Bottom of My Heart” with
James’ orchestra on July 13, and
those songs became his first official
record release.

In December, Tommy Dorsey
offered Sinatra a job at $100 per
week, and James consented to let
Sinatra out of his contract. With Dor-
sey’s band, Sinatra appeared in the
film Las Vegas Nights, singing “I'll
Never Smile Again.”

Sinatra’s status as America’s first
teen idol was established after his
1942 concerts with Benny Goodman
at New York’s Paramount Theater.
In 1943 he signed with Columbia
Records, and remained with the label
until 1953. His career seemed to be
slowing down until he was cast in the
motion picture From Here to Eter-
nity, for which he won an Oscar for
Best Supporting Actor in 1954. Then
he switched to Capitol and had 23
chart records before switching to his
own label, Reprise Records.

THE TOP FIVE

Week of July 2, 1966

1 Strangers in the Night
Frank Sinatra

2 Paperback Writer
Beatles

3 Red Rubber Ball
Cyrkle

4 Paint It, Black
Rolling Stones

5 You Don’t Have
to Say You Love Me
Dusty Springfield
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Writers: Jeff Barry
Ellie Greenwich

Producer: Henry Glover

July 16, 1966
2 weeks

TOMMY JAMES (born Thomas Gregory
Jackson on April 29, 1947, in Dayton,
Ohio) was just two years old when
his mother bought him a record
player and some 78 rpm records. “I
just played everything I could get my
hands on,” Tommy remembers.
“When I was three years old, I
started to play the ukulele—the
guitar was too big for me. When I
was nine I bought my first guitar and
taught myself how to play it. I moved
on the next year to an electric.guitar.”

Tommy was 11 when his family
moved to Niles, Michigan. Enrolled
in a new, larger school, he fulfilled
his desire to put a rock group
together. With friends from the
school band, he formed the Shondells
while still in the seventh grade. At
the same time, Tommy went to work
in a record store and met people from
a wholesale distributor who owned a
recording studio. At the tender age
of 12, Tommy James took the Shon-
dells into the studio and cut his first
record, “Long Pony Tail.” He had 500
copies pressed and distributed locally.

Jack Douglas, a disc jockey at
WNIL in Niles, was interested in
starting a regional record label. After
he heard “Long Pony Tail,” he asked
Tommy if his group had more mate-
rial to record.

Tommy had heard a song per-
formed by a group in a club in South
Bend, Indiana. “I really only remem-
bered a few lines from the song, so
when we went in to record it,I had
to make up the rest of the song. I
just pieced it back together from
what I remembered.”

e
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TOMMY JAMES AND THE SHONDELLS

The song was “Hanky Panky,”
originally recorded in 1963 by Jeff
Barry and Ellie Greenwich as the
Raindrops [see 158—“Do Wah Diddy
Diddy”]. They were in the middle of
a recording session when they real-
ized they needed a “B” side for a
single, so they went out to the hall
and wrote “Hanky Panky” in 20
minutes.

Tommy’s version was released on
Douglas’ Snap Records, and sold well
in the tri-state area of Michigan,
Indiana and Illinois. Without national
distribution, the record’s popularity
didn’t extend beyond those borders,
and the song died a natural death.
Tommy graduated from high school
and spent the summer of 1965 on the
road in Chicago and the Midwest. By
December he was out of work, and
was sitting at home feeling sorry for
himself when he received a phone call
from a disc jockey in Pittsburgh. The

THE TOP FIVE

Week of July 16, 1966

1 Hanky Panky
Tommy James & the Shondells

2 Wild Thing
Troggs

3 Red Rubber Ball
Cyrkle

4 You Don’t Have
to Say You Love Me
Dusty Springfield
5 Paperback Writer
Beatles

-

DJ had found a two-year-old copy of
“Hanky Panky” and had been playing
it on the air. As a result, someone
had bootlegged 80,000 copies of the
single and had been selling them in
local stores.

Tommy asked the Shondells to fly
to Pittsburgh, but according to him,
they were no longer interested.
Tommy went by himself and was
invited to appear on local television
shows and perform in clubs. “I had
no group, and I had to put one
together really fast. I was in a Pitts-
burgh club one night, and I walked
up to a group that was playing that I
thought was pretty good, and asked
them if they wanted to be the Shon-
dells. They said yes, and off we
went.” The quartet, known as the
Raconteurs until Tommy recruited
them, consisted of bassist Mike Vale,
drummer Pete Lucia, keyboardist
Ronnie Rosman and guitarist Eddie
Gray.

Tommy took the original master
of “Hanky Panky” to New York,
where he sold it to Roulette Records.
“The amazing thing is, we did not re-
record the song,” he says. “I don’t
think anybody can record a song that
bad and make it sound good. It had
to sound amateurish like that. I think
if we’d fooled with it too much we'd
have fouled it up.”

If Tommy was surprised that the
song was a number one hit, song-
writer Jeff Barry was equally
shocked. “I was surprised when it
was released,” Jeff laughs. “As far as
I was concerned, it was a terrible
song. In my mind it wasn’t written to
be a song, just a “B” side. I was kind
of ashamed of it when it first came
out, but then I found out what
a big hit it was and maybe
it had something I just
didn’t see.”

-
v

-
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Writer: Chip Tayior
Producer: Larry Page

July 30, 1966
2 weeks

THE TroGGs foreshadowed music’s
new wave of the "70s with songs like
“Wild Thing,” written by an Ameri-
can songwriter, Chip Taylor. The
group had to choose between two
songs to record in 1966—John Sebas-
tian’s “Did You Ever Have to Make
Up Your Mind?” and Taylor's “Wild
Thing.” In his boek Where Did You
Go to, My Lovely?, Fred Dellar
quotes Reg Presley on his first reac-
tion to “Wild Thing™ “I looked at the
lyries—‘Wild thing...you make my
heart sing...you make everything
groovy’...and they seemed so corny
that I thought, ‘Oh God, what are
they doing to us? ”

In 1965, four young men from
Andover, Hampshire, England,
formed a group called the
Troglodytes, as in cave dwellers. The
original line-up included bricklayer
Reg Ball on bass, Ronnie Band on
drums, Tony Mansfield on gaitar and
lead vocals and Dave Wright on
guitar. Mansfield and Wright left and
were replaced hy Chris Britton and
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TROGGS

Pete Staples, who had belonged to a
group called Ten Foot Five. A reluc-
tant Reg became the new lead
vocalist and they were soon dis-
covered by producer Larry Page.
Their firzt single, “Lost Girl,” was
written by Reg and released on CBS.
It wasn’t a hit. Reg changed his kst
name to Presley and the group signed
with Fontana Records in England.

An appearance on the British tele-
vision program “Thank Your Lucky
Stars” helped bring them national
attention, and their first United
Kingdom hit, “Wild Thing,” was
aided by suggestive lyrics and the
unusual sound of Presley’s ocarina.
“Wild Thing” went all the way to
number two in Great Britain; its
American release went one position
higher.

There was an unusual problem
with the American release, however,
Two record labels, Fontana and Atceo,
both claimed ownership of the
Troggs' recordings and both released
singles. “Wild Thing” is the only
number one single to have a simulta-
neous release on two different labe's.

The group’s American career was
short-lived, In 1968, they had a top
ten song, “Love Is All Around,” a
pretty ballad that was miles away
from the sleaziness of “Wild Thing.”

In Britain, they were constantly
plagued by objections to their lyrics.
In *I Can’t Control Myself,” Reg
sang, “Her slacks were low and her
hips were showing,” and radio sta-
tions shied away from airplay.

The song “Wild Thing” lives on,
however. It has been covered over
the years by artists from Jimi
Hendrix to X. Shortly after the
Troggs’ version went to number one
in America, writer Chip Taylor pro-
duced a satiric version by “Senator
Bobby,” a soundalike for Robert F.
Kennedy, that made the top 20.

THE TOP FIVE

Week of July 30, 1966

1 Wild Thing
Troggs
2 Hanky Panky
Tommy James & the Shondells

3 Lil’ Red Riding Hood
Sam the Sham & the Pharaohs

4 The Pied Piper
Crispian St. Peters

5 I Saw Her Again
Mamas & the Papas




1966

Writers: John Sebastian
Steve Boone
Mark Sebastian

Producer: Erik Jacobsen

August 13, 1966
3 weeks

“

SUMMER IN THE CITY” was origi-
nally a poem written by Mark
Sebastian, whose brother John was in
the Lovin’ Spoonful. Mark showed it
to his brother, who thought the
beginning of it wasn't exciting
enough. He loved the chorus, though,
and asked Mark if he’d let him try to
write a grittier beginning with more
tension. Lovin’ Spoonful bassist Steve
Boone had a piece written for piano
that hadn’t fit into any other song,
but seemed to work here.

When the song was finished, John
said it sounded like George
Gerswhin—“An American in Paris.”
“It sounded like traffic,” he recalls.
“We hired an old sound man,
obviously from the radio era, and he
had old acetates of traffic jams and
car horns. We listened for hours to
various traffic jams and car horns and
selected the ones we wanted. We
found a pneumatic hammer...to pro-
vide the payoff for that section and
put it all together.”

In 1964, John Sebastian was
excited by the Beatles and was
inspired to put his own four-man
rock and roll band together.
“On the very night the Beatles
played ‘The Ed
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Sullivan Show,’ I was meeting Zal
Yanovsky for the first time at Cass
Elliott’s house. We watched that
show, then sat down and played
together for two, three hours, after
which we both went to our separate
corners. Cass, who was always a
wonderful go-between, would keep
going to Zally and say, ‘you know, he
really wants to play with you,” and
coming back to me and saying, ‘Zally
loved the way you play.’ I would say
Cass is quite responsible for how fast
our relationship grew in those early
days.”

John and Zal were recruited into
the Mugwumps, which also featured
future mama and papa [see 198—
“Monday, Monday”] Cass Elliott and
Denny Doherty. “I would sit on one
side of the stage and play little blues
licks that weren’t part of the arrange-
ment,” Sebastian confesses. “The
manager felt this was counter-
productive and I was fired as being a
bad influence on Zally. I waited six
months and the Mugwumps died a
natural death.”

THE LOVIN’ SPOONFUL

Meanwhile, Sebastian wandered
through the South, meeting folk art-
ists and bluesmen, including
Mississippi John Hurt. One of Hurt’s
songs included the lyric, “I love my
baby by the lovin’ spoonful.”

Back in Greenwich Village, John
and Zal met Steve Boone and Joe
Butler, two rock and rollers that
Sebastian thought would give cred-
ibility to the new group he wanted to
organize.

The Lovin’ Spoonful recorded “Do
You Believe in Magic” as a demo rec-
ord. “No record company in New
York City was interested because we
didn’t sound like anything that had
come before, nor did we sing with
Liverpool accents. Phil Spector came
down one evening to see the band.
The next night everyone from the
Brill Building was there...from out of
that we got a record contract.”

Released as their first single on
the Kama Sutra label, “Do You
Believe in Magic” went to number
nine on the Hot 100. “You Didn’t
Have to Be So Nice” peaked at 10,
then the next two singles (“Day-
dream” and “Did You Ever Have to
Make Up Your Mind?”) reached
number two. “Summer in the City”
was the group’s fifth single.

Zal left in 1967, and was replaced
by Jerry Yester (whose brother Jim
was in the Association [see 208—
“Cherish”]). A year later, Sebastian
departed for a solo career [see 434—
“Welcome Back”]. The Lovin’ Spoon-
ful carried on for a few months with
new lead singer Joe Butler, but
without the two founding members
the band had lost its soul and its
will to live.

THE TOP FIVE

Week of August 13, 1966

Summer in the City

Lovin’ Spoonful

Lil’ Red Riding Hood

Sam the Sham & the Pharaohs
They’re Going to Take

Me Away, Ha-Haa!
Napoleon XIV

Wild Thing
Troggs

The Pied Piper
Crispian St. Peters




Sunshine Superman
DONOVAN
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Writer: Donovan
Producer: Mickie Most

September 3, 1966
1 week

WHETHER he deserved it or not,
Scottish-born Donovan was tagged a
Bob Dylan imitator by the press, an
inference he was stuck with until
Dylan came to Britain and the two
met at Dylan’s hotel. After a day of
camaraderie, the two artists emerged
from the hotel obvious friends, and
the media’s attitude toward Donovan
shifted to a more favorable stance.
It’s easy to see why the Donovan
of 1965 was considered to be a copy
of Dylan. He wore a denim cap,
played a harmonica attached to a
neck harness and sang what sounded
like folk songs. As Donovan’s music
evolved, and as his image changed
from wandering minstrel to flower
child, the distinction between him
and Dylan became much clearer.
Donovan Phillip Leitch was born
February 10, 1946, in Maryhill, a
small town on the edge of Glasgow,
Scotland. His family moved to Hat-
field in England when he was 10.
Five years later he left school to
travel around the countryside. He
met another traveller, Gypsy Dave,
and they wandered through England
and the Continent, passing a hat for
money as Donovan played guitar and
Gypsy Dave played the kazoo.
Donovan was 18 when he returned
to London, and a quick series of
events propelled him into the public
eye. Peter Eden saw him performing
at a club, became his manager, and
arranged for him to record some
demos. The producers of the British
television series “Ready Steady Go”
heard the tapes and signed him for an
appearance. The reaction was so
great they brought him back the fol-
lowing week, when he was spotted by
executives of Pye Records, who
signed him to a recording contract.
His first single, “Catch the Wind,”
performed well on both sides of the
Atlantic, and Donovan was invited to
appear on American television’s
“Shindig.” After two more folk-ori-
ented singles (“Colours” and “The
Universal Soldier”), he sought out
pop producer Mickie Most.
“He was . . . getting labelled as a
bit of a Dylan copy, and he came to

see me,” says Most in The Record
Producers by John Tobler and Stuart
Grundy. “He played me this song
“Sunshine Superman” and it had a
very different color to it from the
way it is on record.” Most tells how
John Cameron and Spike Heatley
wrote the arrangement for “Sunshine
Superman,” and adds, “We went into
the studio at two o’clock on a Sunday
afternoon, and by five o’clock it was
finished.

“I enjoyed working with him
because he was very good at per-
forming his own songs in the studio,
and because he was a writer, I didn’t
have to keep going to America look-
ing for songs, all I had to do was go
up to his cottage in Hertford, which
was much cheaper and much less
aggravation.”

Due to legal problems, “Sunshine
Superman” was in the can for seven
months before it was released. Doro-
van had ieft his previous manager,
and a December 4, 1965, story in
Billboard revealed that “American
business manager Allan Klein” was
negotiating a new pact between
Donovan and Most. Two weeks later,
another Billboard story stated that
Donovan’s business manager denied
any agreement with Most. In Janu-

ary, 1966, the British Pye label
deleted “Sunshine Superman” from
their release schedule due to the legal
entanglement. It wasn’t until July 23
that the Donovan-Most pact was
announced and “Sunshine Superman”
was released in America. Donovan
was worried that the lapse of time
might hurt the song’s chances. It
entered the Hot 100 on July 30 at
number 90. Donovan’s fears were
unwarranted; on September 3 the
song was number one. The single
wasn't issued in Britain for another
five months. Released a full year
after it had been recorded, it still did
well, peaking at number three.

Donovan’s next single was “Mel-
low Yellow,” widely misconstrued as
an instruction manual for smoking
bananas. Paul McCartney could be
heard whispering “mellow yellow”
throughout, a fair exchange since
Donovan had joined in the shipboard
fun of “Yellow Submarine.”

Donovan continued to have hit
singles through the '60s, including
“There Is a Mountain,” “Hurdy
Gurdy Man” and “Atlantis.” His
career was more erratic in the ’70s.
He enjoyed periods of semi-retire-
ment in Ireland and surfaced
occasionally to compose soundtrack
music for films like If It's Tuesday, It
Must Be Belgium; The Pied Piper
and Brother Sun, Sister Moon. There
were albums, but 7-Tease and Cosmic
Wheels didn’t have the impact of his
earlier work. In 1980, Donovan
appeared at the Edinburgh Festival,
then toured France and Germany. He
performed at a London Palladium
concert for children’s charities, and
periodically releases an album of new
material.

THE TOP FIVE

Week of September 3, 1966

1 Sunshine Superman
Donovan

2 Summer in the City
Lovin’ Spoonful

3 See You in September
Happenings

4 You Can’t Hurry Love
Supremes

5 Yellow Submarine
Beatles
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Writers: Brian Holland
Lamont Dozier
Eddie Holland

Producers: Brian Holland
Lamont Dozier

September 10, 1966
2 weeks

BR[AN HOLLAND came up with the
melody and Eddie Holland thought of
the title for the Supremes’ ninth
number one single, “You Can’t Hurry
Love.” “We were trying to recon-
struct ‘Come See About Me' in a
way, and somehow it turned into
‘You Can’t Hurry Love,’ ” explains
Lamont Dozier. “It was basically a
gospel feel we were after.”

“You Can’t Hurry Love” entered
the Hot 100 at number 66 on August
13, 1966. Although it followed two
Supremes singles that didn’t go to
number one (“My World Is Empty
Without You,” “Love Is Like an Itch-
ing in My Heart”), it was an
upwardly mobile record, moving
66-28-7-4 then to number one. In its
second week at number one, it pre-
vented the Beatles’ “Yellow
Submarine” from taking charge of the
top spot.

In Britain, the Supremes’ version
of “You Can’t Hurry Love” peaked at
number three, putting it in a three-
way tie for their second biggest sin-
gle in the United Kingdom. “Baby
Love” is their only British number
one; “Where Did Our Love Go” and
“Stoned Love” also went to three.
“You Can’t Hurry Love” did even-
tually become a British number one—
in early 1983, thanks to a recording
by Phil Collins (see 586—“Against All
Odds (Take a Look at Me Now)”]
that Dozier thinks is one of the best
cover versions of a Supremes song.

Diane Ross was born March 26,
1944, at Women’s Hospital in Detroit,
the second child of Fred and
Ernestine Ross. Her parents had
chosen the name Diane, but a clerical
error by a hospital staff member
resulted in “Diana” appearing on the
birth certificate—a name that Diane
would choose for herself only after
becoming a Supreme.

Late in 1950, with three more
children in the family, Ernestine was
stricken with tuberculosis. She was
sent to a hospital in Holland, Michi-
gan, to recover while her five

worovn oz YOU Can’t Hurry Love

children were sent to her sister,
Beatrice, in Bessemer, Alabama. “My
grandfather—Rev. William Moton—
was minister of the Bessemer Baptist
Church,” Diana has recalled. “I sang
in his choir and maybe that’s when I
realized I loved to sing.”

Healthy again, her mother moved
home and the children returned from
Bessemer, with Aunt Bea along to
help out. Diane graduated into Dwyer
Junior High School, and on her 14th
birthday, the Ross family moved
into a three-bedroom apartment in a
new division of the Brewster-Douglas
Projects, government subsidized
housing for low income families.

Diane was accepted into Cass
Technical High School, which
required its students to have a “B”
average to enroll. She studied fashion
design and was also active on the
swim team. One day before Christ-
mas vacation began in 1961, Diane
played the first Supremes record, “I

THE SUPREMES

Want a Guy,” for her classmates. Her
friend Barbara Allison recalled the
event for J. Randy Taraborrelli in his
Diana autobiography:

“She was very nervous because
she didn’t know how we would
receive it. We were quite impressed
and Diane was kind of embarassed by
that. She was a little silly and ner-
vous because this was her first record
for Tamla. And when everybody in
the class started complimenting her
on the song, well, she just didn’t
know what to do with herself. She
came just a little unglued!”

Her career as a singer wasn’t
established yet. Although Berry
Gordy, Jr., had released “I Want a
Guy,” he hadn’t signed the Supremes
to a recording contract. Diane signed
her contract on January 15, 1961, but
a year-and-a-half later, with no hits
to her credit, she took a job as a
busgirl in the cafeteria of Detroit’s
leading department store, Hudson’s.

Week of September 10, 1966
1 You Can’t Hurry Love
Supremes

2 Sunshine Superman
Donovan

3 Yellow Submarine
Beatles

4 See You in September
Happenings

5 Summer in the City
Lovin’ Spoonful
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THE ASSOCIATION

Writer: Terry Kirkman
Producer: Curt Boettcher

September 24, 1966
3 weeks

THE ASSOCIATION ‘s roots can be
traced back to a meeting between a
salesman (Terry Kirkman) and a
sailor (Gary Jules Alexander) at the
home of a pediatrician in Honolulu in
1964.

Kirkman, born in Salinas, Kansas,
had been playing music since he was
14, when he performed with a polka
band in a Basque restaurant. For five
years, he played at “beatnik” coffee
houses in California with Frank
Zappa. He was selling business forms
in Hawaii when he met Alexander,
who was serving in the Navy. Alex-
ander, born in Chattanooga,
Tennessee, was a high school dropout
who became proficient at rhythm,
bass and lead guitar. They agreed to
meet again after Alexander was dis-
charged from the navy.

Back on the mainland, Kirkman
and Alexander met up in early 1965.
They formed a 13-man group called
the Men in Los Angeles. They played
folk-rock blended with jazz, and made
their debut at the Troubadour, a pop-
ular Melrose Boulevard club owned
by Doug Weston. An argument dur-
ing a rehearsal led to a sudden
exodus of seven Men, and the six
remaining members took refuge at
Terry Kirkman’s house to consider
their future.

Determined to continue as a musi-
cal unit, the surviving Men sought a
new name. The Aristocrats was sug-
gested, but when Terry Kirkman’s
wife, Judy, went to look up the defi-
nition in the dictionary, she found
another word on the same page that
seemed more appropriate: the Associ-
ation.

In addition to Kirkman and Alex-
ander, the Men who became the
Association included drummer Ted
Bluechel, Jr., bassist Brian Cole, per-
cussionist Russ Giguere and rhythm
guitarist Jim Page. When Page left
soon after, he was replaced by Jim
Yester.

The Association developed a large
southern California following by
appearing at the Ice House, a night
club that had locations in Pasadena
and Glendale. They released one

single on Jubilee Records (“Babe I'm
Gonna Leave You”), but were then
turned down by every major label
who heard their first album, which
included “Cherish.” Finally, they
were signed to Valiant Records, a
label founded by Barry DeVorzon,
Billy Sherman and Budd Dolinger in
1960. The label was owned by Four
Star Television and distributed by
Warner Brothers Records.

Their first Valiant release was a
Bob Dylan seng, “One Too Many
Mornings.” It did well in Los
Angeles, where the group had many
funs, but didn’t place on Billboard’s
Hot 100. Their first national hit was
“Along Comes Mary,” a song many
people interpreted as a drug refer-
ence to marijuana. Reactions to this
charge were varied. Some radio sta-
tions were reluctant to play the song,
while others considered the inference
too vague to have any credibility.
During an appearance at Disneyland,
the group was warned by the Orange
County Sheriffs Department not to
perform the tune, but three weeks
later the sisters of Marymount Col-
lege named it the song of the year,
obviously seeing “Mary” in a different
light.

While some expected the next sin-
gle to be “Enter the Young” from the
group's first album, And Then . . .
Along Comes the Association, the
band wisely chose “Cherish,” a Terry
Kirkman composition.

Kirkman had written “Cherish” in
Just over a half-hour. He had already
written the word on a pad of paper
three weeks earlier, but had been
unable to write the song ther. Mike
Whelan, who had gone from the Men
to the New Christy Minstrels, liked
the song and added it to that group's
repertoire. In an interview with

Marty Natchez in Goldmine,
Kirkman explains how Whelan almost
recorded the song first: “He had an
offer from a Denver-based production
company to record it as a single.
They were going to buy the song
from me for $1,000. Well, I thought I
had found manna from heaven! When
that deal fell through, I was disap-
pointed beyond my wildest dreams.”
“Cherish” was recorded in a
garage converted into a studio by
arranger Gary Paxton [see T0—
“Alley Oop”]. Kirkman and Alexan-
der played on the track, but studio
musicians filled in for the other mem-
bers, who only supplied their vocal
talents. Originally written as a slow
ballad, Paxton and producer Curt
Boettcher speeded up the tempo. The
song was three minutes and 25 sec-
onds long, edited down to 3:13 for the
single. Concerned that radio stations
would be frightened off by the
length. the single’s running time was
listed as an even three minutes.
“Cherish” debuted on the Hot 100
on August 27, 1966, at number 66.
Four weeks later it was number one.

THE TOP FIVE

Week of September 24, 1966

Cherish
Association

2 You Can’t Hurry Love
Supremes

3 Sunshine Superman
Donovan

4 Yellow Submarine
Beatles

5 Bus Stop
Hollies
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THE FOUR TOPS

Writers: Eddie Holland
Lamont Dozier
Brian Holland

Producers: Brian Holland
Lamont Dozier
Eddie Holland

October 15, 1966
2 weeks

AF'I‘ER their first number one single
[see 177—“I Can’t Help Myself
(Sugar Pie, Honey Bunch)”] written
by Brian Holland, Lamont Dozier and
Eddie Holland, the Four Tops needed
a follow-up immediately. Their suc-
cess on Motown inspired Columbia, a
label they had been signed to briefly
in 1960, to re-release “Ain’t That
Love,” and Motown was afraid that

would spoil the chances of a hit sequel.

Holland- Dozier-Holland wrote the
fastest hit of their career with “It's
the Same Old Song,” a ditty some
critics mused was, indeed, the same
old song. Its similarity to “I Can't
Help Myself” was striking and it may
be that very similarity that helped
make it such a big hit. The Four
Tops were hustled into a studio on a
Thursday and on Monday the new
single was released. “It's the Same
0Old Song” was the fifth biggest single
of their career, charting at number
five on the Hot 100.

Holland-Dozier-Holland were a
regular hit factory, stamping out top
10 hits for the Supremes and the
Four Tops at the same time. After
“It’s the Same Old Song” left the
Columbia single in the dust (it was on
the Hot 100 for one week, at number
93), the Tops released “Something
About You,” “Shake Me, Wake Me
(When It’s Over)” (both top 20 hits)
and “Loving You Is Sweeter Than
Ever” (which only went to number
45).

Something was needed to re-ener-
gize the Four Tops, and Holland-

Dozier-Holland came up with another
number one single, “Reach Out, I'll
Be There.” Like “I Can’t Help
Myself,” it was recorded in a couple
of takes. The group didn’t pay much
attention to it, assuming it was just
another track for their next album.

Soon after, Berry Gordy called
the group into his office and told
them to be prepared for the biggest
hit of their career. Duke Fakir
remembers trying to figure out which
song Gordy meant. When the
Motown founder said “Reach Out,”
Duke had to think back to which song
had that title. The group assumed it
was a pep talk and didn’t place too
much faith in Gordy's prediction. Two
weeks later, when almost every radio
station in the country was playing
“Reach Out, I'll Be There,” the Tops
realized Gordy had been right.

The song established them inter-
nationally. In Britain, where they
had failed to crack the top 20, even
with “I Can’t Help Myself,” they
were suddenly number one.

The next two singles were in a
similar vein to “Reach Out.” “Stand-
ing in the Shadows of Love” peaked
at six and “Bernadette” at four. The
Tops recorded two more Holland-
Dozier-Holland singles (“7 Rooms of
Gloom” and “You Keep Running
Away”) before turning to cover ver-
sions of other hits (“Walk Away
Renee” and “If I Were a Carpenter”).
There was only one more H-D-H sin-
gle recorded by the Four Tops (“I'm
in a Different World”) before the
songwriting team that had written
their biggest hits left Motown over
royalties disputes. Other producers
tried to come up with hits for the
group, but only Frank Wilson’s “Still
Water (Love)” and a cover version of
“It’s All in the Game” [see 43]
cracked the top 30.

Finally, in 1972, the Four Tops
made the difficult decision to leave
Motown. They were in the midst of

negotiations with Dunhill Records
when label president Jay Lasker
asked the writing/producing team of
Dennis Lambert and Brian Potter to
play the two songs they had written
for the group. When the Four Tops
heard “Keeper of the Castle” and
“Ain’t No Woman (Like the One I've
Got),” they stopped negotiating and
signed immediately. The former song
went to number ten and the latter
soared to number four, an impressive
comeback.

Unfortunately, they were the only
top 10 hits at Dunhill. Label person-
nel changes and a sale to parent
company ABC probably hurt the
Tops, and they eventually left. They
were off the charts for almost five
years when they signed with Poly-
gram’s Casablanca label and went to
number 11 with “When She Was My
Girl.”

In 1983, the Four Tops were
invited to appear on the NBC-TV
special celebrating Motown’s 25th
anniversary. Their “battle of the
bands” with the Temptations proved
so exciting, they signed to do a
nationwide tour with the Tempts and
happily accepted Berry Gordy’s offer
to return to Motown.

THE TOP FIVE

Week of October 15, 1966

1 Reach Out I'll be There
Four Tops
2 Cherish
Association
3 96 Tears
? (Question Mark)
& the Mysterians

4 Last Train to Clarksville
Monkees

5 Psyehotic Reaction
Count Five
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? (QUESTION MARK) AND THE MYSTERIANS

Writer: Rudy Martinez
Producer: Not Known

October 29, 1966
1 week

THE secret identity of the lead singer
for the Mysterians was the biggest
mystery about “96 Tears,” a song
now acknowledged as a forerunner of
punk rock, a movement spearheaded
in the '70s by artists like Patti Smith
and the Sex Pistols.

The singer’s true identity may
have been a mystery in 1966, but it’s
no secret today. Behind the sun-
glasses he never removed, Question
Mark, known more commonly as ?,
was Rudy Martinez. Rudy was born
in Mexico and raised in Michigan’s
Saginaw Valley, as were his fellow
Mysterians: lead guitarist Robert
Balderrama, keyboardist Frank
Rodriquez, bassist Frank Lugo and
drummer Edward Serrato.

The song “96 Tears” was written
four years before the group came
together. They were known as XYZ

when they played for the first time in
Adrian, Michigan. Rudy had written
a poem titled “Too Many Teardrops.”
Set to music by the band, it was a
favorite with the audiences at Mount
Holly hall. The group’s manager,
Lilly Gonzalez, formed a record label,
Pa-Go-Go, especially for the group.
The song “96 Tears” and its flip side,
“Midnight Hour,” were recorded in
her living room, which provided some
unusual acoustics.

The Mysterians thought “Midnight
Hour” was the hit side, but ? knew
he had a big hit on his hands with “96
Tears.” He promoted the single in
Flint, Saginaw and Bay City, Michi-
gan. Despite the lack of radio airplay,
it started to sell in stores. Finally,
Bob Dell of radio station WTAC in
Flint broke the record. When
CKLW, a major Detroit station,
started playing it, the record came to
the attention of Neil Bogart, then
president of Cameo Records in Phila-
delphia. He bought the master from
Pa-Go-Go to release nationally.

In his fanzine Who Put the
Bomp?, editor Greg Shaw said,

“Question Mark and the Mysterians
fulfilled the dreams of every punk
band—a national number one hit—
and with a home recording at that!
On paper, ‘96 Tears’ is nothing; songs
don’t come any simpler. But the per-
formance was perfect, and the record
became an instant classic.”

One of the song’s attributes that
has merited attention the past two
decades has been its acclaimed use of
the Farfisa organ. It was a surprise,
then, when Martinez revealed in a
1982 Goldmnine interview with Jeff
Tamarkin that the group used a Vox
organ, not a Farfisa.

? and the Mysterians followed “96
Tears” with “I Need Somebody,”
backed with “8-Teen.” The latter
song was a hit for Alice Cooper in
1971 under the title “Eighteen.”
There were three more ? and the
Mysterians singles on Cameo, but
none came close to matching the sue-
cess of “96 Tears.”

In 1967, Bogart started a new
label, Buddah Records. He signed the
production team of Jerry Kasenetz
and Jeff Katz, and their Super-K pro-
ductions specialized in bubblegum
artists like the 1910 Fruitgum Com-
pany (“Simon Says,” “Indian Giver”)
and the Ohio Express (“Yummy
Yummy Yummy,” “Chewy Chewy”).
? and the Mysterians released one
single on the subsidiary Super-K
label, “Hang In.” It’s the last
recorded product by the group.

Garland Jeffreys revived “96
Tears” in 1981, taking it to number 66
on the Hot 100. That encouraged
Martinez to put together a new band
of Mysterians and hit the road again.

THE TOP FIVE

Week of October 29, 1966

1 96 Tears
? (Question Mark)
& the Mysterians

2 Last Train to Clarksville
Monkees

3 Reach Out I'll be There
Four Tops

4 Poor Side of Town
Johnny Rivers

5 Walk Away Renee
Left Banke




Writers: Tommy Boyce
Bobby Hart

Producers: Tommy Boyce
Bobby Hart

November 5, 1966
1 week

No one ever expected Richard Cham-
berlain to perform heart surgery, or
William Shatner to pilot an Apollo
mission, but the entire world was
appalled that the Monkees didn’t play
their own instruments. It’s a fact that
Michael Nesmith and Peter Tork had
musical ability, but along with
Mickey Dolenz and Davy Jones, they
were simply hired as actors to por-
tray a rock and roll band. The
distinction between reel life and real
life was blurred because the Monkees
records were competing in the mar-
ketplace with non-fictional groups like
the Beatles, the Beach Boys and the
Rolling Stones.

And.compete they did. “Last
Train to Clarksville” was released on
August 16, 1966, two weeks and six
days before the series premiered on
NBC (the official premiere date was
September 12, but NBC “previewed”
the first episodes of two series, “The
Monkees” and “Star Trek,” the week
of September 5). The single made its
first appearance on the Hot 100 the
same week that the series premiered,
and was number one eight weeks
later. Clearly, it didn’t matter to the
more than one million people who
bought “Last Train to Clarksville” if
Mickey could play the drums or not.

Credit for the concept of the
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Monkees goes to producers Bert
Schneider and Bob Rafelson, who
combined the zaniness of the Beatles’
A Hard Day’s Night with the Marx
Brothers and sold the idea to NBC.
At first, the producers considered
building a show around the Lovin’
Spoonful [see 205—*“Summer in the
City”], but when that didn’t work
they placed an advertisement in the
Hollywood trade paper Daily Vari-
ety. The headline read, “Madness!!
Auditions” and the copy asked for
“Folk and Rock Musicians-Singers for
Acting Roles in a New TV Series.
Running parts for four insane boys,
age 17-21.”

Legend has it that 437 people
answered the ad. Among them were
Danny Hutton, later to be one of
T