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From
Founded 1957 NASHVILLE, TENNESSEE The Musical Heart Of America
Country-Sacred-Bluegrass-Western-Old Time
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The GOLDEN CLASSICS— Volume ! @ﬁ e
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“Friends, you think a needle Why & dthf f)ouany m}JSlC
in a haystack is hard to find . .. 1'€COT'd ClUD O merica

ever tried to locate your favorite SO badly needed?
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PLIISL. S A AN #3998 be so hard to fiftd L ..and some SRS
An Official Ct «d of my Nashville friends are
& COUNTRY 8  doing sgmething about it.” . . .
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For full detdils write fo:

COUNTRY
MUSIC
RECORD
CcLUB OF
A beautiful Golde AMERICA
Bronze Lapel Pin P.0. BOX 8008 NASHVILLE, TENN.
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WE PLAY 3 WEEKS
IN AMSTERDAM, HOLLAND
for the U.S. Department of
Agriculture
— produced by Connie B. Gay
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Talk About the Wonderful Wide
World of Country Music

IS

*

THE WILLIS BROTHERS

New Album: Code Of The West
Starday SLP 229

New Single: Who's Next On Your List c/w Truck Driver's
Queen
Starday No. 645

HARNESSING

The Fantastic

SELLING POWER
OF COUNTRY MUSIC

For The Advertising Industry

CUSTOM JINGLES OF NASHVILLE

INCORPORATED

VIC WILLIS, President

EDDY ARNOLD, Vice President ROY WIGGINS, Yice President
DON PIERCE, Vice President CHARLES MOSLEY, Secretary-Treasurer

in FIVE short months we have produced jingles with the famous Nashville
Sound for the following advertisers: Pet Milk, Kroger, Gates Tires, Ford,
Luzianne Coffee, Ballard Flour, Jones Homes, Pilisbury, Gunther Beer,
Bubble Up, Kayo Gas, TVA, and others too numerous to mention.
¥ Station I-D's — Radio & TV 4 Radio & TV Musical Jingles g Endorse-
ments by Big Name Artists w Spot on Radio & TV Announcements  Tran-
scribed Radio Shows

Write us — today — for detailed quotation.
message to the vast C & W buying public.

We can put across your

Management and Bookings: Lucky Moeller; Jim Denny Artist
Bureau; 815 16th Avenue South; Nashville, Tennessee;
AC615 255-6611.

A MESSAGE FROM EDDY ARNOLD:

Gentlemen:

Nashville has long been famous

for its fine musicians, singers

and great recording industry.

Now comes something new to

Nashville.

It's a company that specializes

in singing commercials, and why

not? If these musicians, singers

and recording studios can come

up with hit after hit selling their

tales of love, troubles and woe

to the public, why can’t they sell a product the same way?
i think they can.

Till now, Nashville hasn't had a company that specializes
in jingles. So if you have an advertiser that needs a
jingle, please contact Custom Jingles of Nashville.

We're sure one of our experienced writers can come up
with what you want. All jingles are tailored to fit the
needs of your client.

There's nothing an advertiser likes better than to hear his
name and product put to music.

Yours sipcerely,

Eddy Arno

CUSTOM JINGLES OF NASHTILLE

INCORPORATED

P.0. BOX 115
MADISON, TENNESSEE

PHONE: Area Code 615
Nashville 228-2575
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THE MUSICAL H
COUNTRY—SACRED—GOSPEL—BLUEGRASS USA

3 vy

JOHNNY BOND

30 YEARS IN COUNTRY AND WESTERN MUSIC!

Latest Single!

REE SHEETS IN THE WIND
b/w
LET THE TEARS BEGIN
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AND OTHER COUNTRY
GOSPEL FAVORITES gy

BY

THE
MASTERS
FAMILY

THE
MASTERS
FAMILY

HAND ME DOWN MY SILVER TRUMPET
THE DEVIL WAS MY SHADOW
ALMOST HOME
SALVATION'S REAL
MY LORD'S GONNA CALL ME HOME
A VISION OF JESUS
LORD, I'M READY TO GO
WONDERFUL BEAUTIFUL PLACE
PAPA
'M NOT AFRAID OF TOMORROW
THEY TELL ME
GLORYLAND MARCH

H I G HW F l - E LI TY :IT:;;GLORY LAND MARCH"

SINGING RECORDED

GOSPEL MUSIC FOR 17 YEARS

RT. 10, BOX 8588
INQUIRIES:
JACKSONVILLE, FLA.
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HES A BUSY MAN!
SMITH

% lalest Single—"Tie My Hunting Dog Down, Jed"—

Starday 642—On The Charts

ARTHUR

* lafest LP “Blue Guitar”—Starday SLP 243—Headed For The Charts
* ARTHUR SMITH Radio Show Widely Syndicated
* Operafing Own Recording Studios (Size—42' X 48')

1224 Sardis Road, Charlotfe, North Carolina

America’s only (&W Arfist Syndicated Exclusively On Night Time TV

STATION
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Personal Management by
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Charlotte, North Carolina—Phone ED 3-3515
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. 1-1:30
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IN THE BEGINNING there was one fiddler. One fiddler and one microphone.
That was the birth of WSM's GRAND OLE OPRY ... 38 years ago. It is now
America's most popular radio show . . . the foundation of a multi-million dollar
industry known far and wide as The Nashville Sound. On November 1 and 2,
WSM and the Stars of the GRAND OLE OPRY will celebrate the 38th birthday
of this famous show right here where it all began . . . at WSM, Music City, US.A.

.. including three important Roundtable Discussions on License Renewal,
Programming, and Sales. All country music DJs and station management
people are cordially invited.

w S M 0o0 GLEAR CHANNEL
NAREIVILLE, TENNESSEE

OWNED AND OPERATED BY THE NATIONAL LIFE AND ACCIDENT INSURANCE CO.
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GRAND OLE OPRY
38th birthday celebration

SCHEDULE = EVENTS

THURSDAY, October 31
900 a.m.

Registration

2:00 p.m.

Roundtable |
Broadcast License Renewal
WSM, Studio C

8:00 p.m.

Starday Recording Session
Minnie Pearl, Archie Campbell
WSM, Studio C

10:15 p.m. (el nighy

Opry Star Spotlight
Live Broadcast,
Andrew Jackson Lobby

10:30 p.m.

Mercury Halloween Party

FRIDAY, November 1
8.00 a.m.

Registration

8:30 a.m.

WSM Breakfast
Hosts: WSM and Opry Stars

12:00 noon

Dot Records Luncheon

2:00 p.m.

Roundtable 11
Country Music Sales—
Programming, WSM Studio C

5:30 p.m.

Decca Records Reception

7:00 p.m.

Friday Night Opry
Kroger Opry Recording.
WSM, Studio C

9:00 p.m.

Mr. DJ, USA, WSM, Studio A

10:15 p.m. (i nighy
Opry Star Spotlight

Live Broadcast,

Andrew Jackson Lobby

10:30 p.m.

United Artists Dance

SATURDAY, November 2
8:30 a.m.

RCA Victor Breakfast

12:00 noon

Columbia Records Luncheon

5:30 p.m.

Capitol Reception Buffet

7:30 p.m.

GRAND OLE OPRY
38th BIRTHDAY CELEBRATION
Grand Ole Opry House

SUNDAY, November 3
8.00 am.

Columbia Coffee Clatch
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e introduction

The impact of country music on the total music business is so
broad that the field now requires documentation.

The need for documentation is beyond question, for in the past
several years country artists and country songs have entered the main-
stream of pop music with the force of a tidal wave.

It is unwise to consider this development a fad or a trend in the
narrow sense. Rather, it has been a cumulative development whereby
this rich vein of Musical Americana has finally come into its own.
It has achieved national and international recognition, in keeping
with the fact that it is indigenous or native to the nation’s heartland.
Because it is indigenous, the wave is not likely to recede to any great
extent.

That this development did not mature at an earlier date is per-
fectly understandable: Lack of communications, in a broad sense,
minimized the spread of country music—so that it remained an iso-
lated cultural eptity. But greater ease of travel, the growth of tele-
vision and the encouragement given to the field by Broadcast Music,
Inc., all were factors in permitting country material to reach urban
centers and even overseas audiences.

In this issue, therefore, we have included a discography of
country records and have undertaken considerable additional research
to set forth authoritatively the background, nature and growth of
country music—its artists, writers, record labels and talent managers
——and most importantly, its distinctive flavor.

This, of course, is a continuing project, and each annual version
of this issue will add to the lore and scholarship of country music.
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The documentation of country
music is quite sparse. Much of its
history and development is told in
this issue—in the various informal
essays and interviews which outline
the contribution of key personalities
to the field. In this preface, however,
perhaps we can—with broad strokes—
touch upon some general aspects of
the history of country music—and ad-
ditional detail may then be sought and
found in the individual stories.

Today, all of us who are in the
music business are fully aware of
the fact that country music—its artists
and its songwriters—has entered the
mainstream of American pop music
like a flood tide. As yet, it is properly
called country music—for the ma-
terial and the performance still derives
directly from the traditional country
field—which reached its peak in the
late 1940’s and 1950’s.

The general consumer, however—
the youngster with a pocketful of
change who enters a record shop in a
big industrial city to purchase a record
by Marty Robbins, Jim Reeves or Don
Gibson—or perhaps it is the child’s
parent who is purchasing an album
by such an artist—these folks may not
realize it is country music. For to them
it is pop music—the music they hear
most often on their radios and the
music they wish to buy.

The urban buyer, in a sense is cor-
rect. What he is buying is pop music.
But this exercise in semantics in no
way detracts from the achievement
of the country field; quite the op-
posite—for it indicates that the vigor
and validity of the country idiom has
been so all-powerful that it has burst
all regional boundaries and is now
the music of the entire continent.

This bursting of regional bound-
aries, this flooding into the pop main-
stream, did not happen suddenly. The
forces and pressures were building,
and they were to reach peak momen-
tum in the last five years.

Shortly after the turn of the cen-
tury—Harper's magazine in June
1904, in an article by Emma Bell
Miles titled “Some Real American
Music,” noted that people commonly
thought that America had no dis-
tinctive folk music. The author went
on to correct this point of view,
stating: “But there is hidden among
the mountains of Kentucky, Tennessee
and the Carolinas a people of whose
inner nature and its musical expres-
sion almost nothing has been said.
The music of the Southern moun-
taineer is not only peculiar, but, like
himself, peculiarly American.”

How true! Today, in view of the
vast popularity of country music,
perhaps we would substitute the word
distinctive for “peculiar.” But the
point made by the author was a good
one, and, in a sense, prophetic. For
only a truly indigenous, or native,
musical genre could achieve such a
strong hold on the nation’s popula-
tion.

(Continued on page 20)



® Continued from page 19

Truly Field Recording Men

In the first two decades of this
century, the general population re-
ceived little knowledge of the field
of country music. As Emma Bell Miles
indicated earlier, little was being said
of this culture. Yet, some powerful
influences were getting into action.
These were the commercial recording
men, who, in the 1920's, literally beat
the bushes to find and put on wax
the music of rural America. The
Southeastern section of the United
States—the hills of Tennessee, the
Carolinas, Louisiana, Virginia and
Kentucky—all were fruitful areas.

And the recording men traveled by

Samuel B. Charters, in “The Country
Blues,” remarks that “the finest body
of ethnic music material collected in
the South was that collected by the
commercial recording directors in the
South in the late 1920. . . .”

Noted among these early recording
men were the late Ralph Peer, who
did a monumental body of work in
both the country and Negro blues
fields-—first for Okeh Records, where
he established the term “race records,”
and then with Victor, where perhaps
his greatest achievement was the dis-
covery and development of Jimmie
Rodgers; Art Satherley, the Britisher
who for many years added to the
wealth of the Columbia Records coun-
try catalog and who found such artists

in the 1920, 1930's and 1940’s were
building their great catalogs of coun-
try material—which was selling pri-
marily to the country market—what
about the consumer publications and
the general population?

By the late 1930’s and 1940’s con-
sumer publications began to take some
interest in country music—but it was
a sporadic interest which had much
of its focus on the elements of ridi-
cule and comedy. The term “hillbilly”
was much used, and while some of the
color and cultural value of the country
field was apparent in these stories,
they very often managed to picture
the country music field as freakish—
composed of gawks with guitars who
sang strange songs with outlandish
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Carl Smith

Webb Pierce

Kitty Wells

Eddy Arnold

Hank Snow
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Wilburn Brothers

Minnie Pearl Jimmy Dickens Don Gibson Jean Shepard Hank Thompsan Bill Anderson

Some of the other outstanding contemporary artists

horse, by Tin Lizzie, by mule and
on foot. In Louisiana they poled up
the bayous and recorded Cajun songs.
In the 1930’s, when the depression
and the new entertainment medium,
radio, dealt the record business a
damaging blow, the activity of the
field recording men increased—for
it had been found that country records
enjoyed a steady sale within the limits
of the so-called country market.

We have called these field recording
pioneers commercial recording men,
and they were that. But the phrase is
an oversimplification in that these
men were dedicated. They loved what
they were doing, and they were lay-
ing the foundation for the great bur-
geoning which was to come later.
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as Gene Autry and Roy Acuff; Don
Law, who was Satherley’s protege
and succeeded him in the Columbia
post; Dave Kapp, currently president
of Kapp Records but in the 1930’s
and 1940's a key executive of Decca,
a pioneer label in the country field;
Frank Walker, in his early years with
Columbia and later with Victor and
MGM; Steve Sholes, who over a
period of many years built the Victor
country catalog; Paul Cohen, now
an independent record manufacturer
owning the Todd label, and a key
country recording man during his
earlier era with Decca. And there
were others.

Tongue in Cheek Era
While the major record companies

diction. But the stories began to ap-
pear. Collier’s, in its April 30, 1938,
issue, published “Thar’s Gold in Them

Hillbillies” by Kyle Crichton. Time
magazine, in its October 4, 1943, is-
sue, published “Hillbilly Boom” by
Maurice Zolotow. Newsweek, in its
issue of June 13, 1949, published
“Corn of Plenty.” Ad infinitum.

Much of the consumer periodical
literature testified to the fact that so-
called hillbilly music was proving
profitable—but they obviously re-
garded it as “corny.”

Thus, that “hillbilly” music finally
made it as big as it did, culturally
as well as economically, is testimony
to its own strength and validity. It re-
ceived scant critical acclaim from met-
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Skeeter Davis

ropolitan sources during the earlier
decades of this century.

Part of this critical blindness, it may
be said, stemmed from the fact that
in those years the music business was
New York or Broadway-oriented. Tin
Pan Alley was largely a New York
phenomenon and it fed its product to
the nation’s metropolitan centers.
Lack of communications kept the
rural music isolated, and such music
rarely reached urban populations.
How, then, could one understand
something which he rarely heard?
Something with which he was totally
unfamiliar?

Hence the lack of critical under-
standing.

It is now clear that the narrow

Jim Reeves Roy Price

-

L Ll PR

Faren Young

view of many of the urban periodicals
reflected a provincialism at least as
profound as that which they asso-
ciated with “hillbilly music.”

This lack of understanding of coun-
try music, this patronizing view of it,
is not completely dissipated on pseudo-
intellectual levels, even though it is
dissipated on the general consumer
level—that is, at the level where rec-
ords are bought.

New Trends

Nevertheless, in the 1950’s and on
into the present decade, a change in
attitude in the literature on country
music became apparent. In addition,
the effect of the scoffers was mini-
mized by the appearance of articles
and critical pieces written by people

Claude King

of scholarship and objectivity. An ex-
ample of this was the New York
Times magazine’s article by God-
dard Lieberson, president of Columbia
Records, titled “ ‘Country’ Sweeps
the Country” and published July 28,
1957. In this piece Lieberson analyzed
country material from the lyric and
melodic points of view. He examined
the origins of country music and gave
reasons for its hold on the public’s
taste, and he also touched upon its
economic as well as cultural signifi-
cance.

In June of 1958, High Fidelity

magazine, in its leading article titled
“What Has Happened to Popular
Music,” spelled out the thesis that
musical integration had become a

\

‘ Hank Locklin

fact; that the nation’s pop music now
drew heavily upon what were once
known as the “specialty” field;, name-
ly, country music and rhythm and
blues.

Adding to this evaluation is the role
of the trade papers. Leading music
trade papers, being close to the coun-
try music field and its people, have
taken it seriously for many years. But
an interesting development has taken
place. Important trade publications
whose sphere is broadcasting and ad-
vertising, have, in the past year, pub-
lished thoughtful and competent anal-
yses of the role of country music in
radio and television, and the use of
country music by advertisers on these
media. Examples of such publications
are Broadcasting and Sponsor.
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George Jones

These are but some examples of
the current press attitude. The Coun-
try Music Association has a file of
such clippings, including articles pub-
lished in The Wall Street Journal,
McCall’s, etc., all attesting to the
music industry’s New Look.

The Roots

The nature of this music, which re-
mained isolated so long and has now
come into its rightful heritage, is ex-
plained in stories in this issue. These
stories analyze the themes, moods and
flavors of this musical genre. But
where did it originally come from?
Where are its roots?

The original roots are in the old
country, and were transplanted to the

Del Wood

Buck Owens

who have helped shape the course of C.&W. history

Southern mountains and hills by the
early settlers—hence there are Eliza-
bethan, Scottish and Irish vestiges in
American country music. But these
roots found fertile soil in the hills of
Tennessee, the Carolinas, Virginia and
Kentucky, and the different European
influences were merged with local
musical forms and themes, producing
a culture truly indigenous or native
to the soil. Religious and inspirational
music, and Negro musical influences
also became important sources.

In connection with the latter, folk-
lorist Alan Lomax, in “The Folk Songs
of North America,” points out that
after the Civil War the Southern Ap-
palachians developed mining and lum-

(Continued on page 22)
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® Continued from page 21

ber industries. “The coal, mica, pot-
ash and lumber industries brought rail-
road spurs creeping into isolated val-
leys,” Lomax states, adding at this
time many mountain folk met Negroes
for the first time. After the turn of the
century, Negroes played an important
role in introducing the guitar and the
blues into the Southern mountains,
according to Lomax. He also points
out that many songs—notably such
blues songs as “John Henry,” have for
a long time been part of the reper-
toire of both white and Negro artists
—testifying to the fact that each
group was aware of. and influenced
by, the other’s song material.

Pioneers

In this connection it is worth point-
ing out that many of the pioneers

in the country field—such as Ralph
Peer, Frank Walker, Art Satherley
etc.—were thoroughly conversant with
Negro blues material; and the fusion
of both types of material reached its
peak in what may be termed the Sam
Phillips-Elvis Presley-rockabilly era of
recent vintage.

Railroad songs, we may note, are
an obvious and important segment of
the country field—as they are in the
Negro field. “The Wabash Cannon
Ball,” “The Streamlined Cannon Ball,”
the blue yodels of Jimmie Rodgers
are all part of the heritage of musical
Americana. It's interesting to note that
whereas trains, automobiles, river
boats, canals and highways figure
largely in this heritage, the modern
mode of travel—the airplane—has
thus far scarcely left its mark. In time,
of course, the plane will make its
musical contribution to what Frank

Walker, in an interview in this issue,
calls “transportation songs.”

The transportation song remains
an integral part of the country field,
as anyone knows who has examined
the Jimmie Rodgers catalog, or who
has listened to Roy Acuff sing “The
Fireball Mail” on “Grand Ole Opry.”

Our mention of “Grand Ole Opry”
brings to mind WSM, the Nashviile
broadcasting outlet which, through its
programming of country music and
country artists, has done so much for
the entire field. When we think of
WSM and “Grand Ole Opry,” we are
reminded of the important role radio
played in keeping alive and spreading
the gospel of country music. The role
of these stations, often strictly region-
al, was indeed a major one, and we
hope the reader will examine other
pages of this issue for detailed infor-
mation on that subject.

COUNTRY MUSIC
A TENNESSEE HERITAGE

By FRANK G. CLEMENT
Governor of Tennessee

A SMALL BOY IN TENNESSEE once wrote an essay
on the caterpillar which has become a sort of classic for its
conciseness and brevity. “Caterpillars,” he wrote, “is long
hairy wurms that grow on Mulberry trees. They make
millyuns of dollars worth of silk and also butterflies.”

I think this third-grade masterpiece will serve well to
describe the cultural and economic importance of the
country music industry to Tennessee.

“Country music,” we might say, “is a forty-million-
dollar-a-year industry, employing thousands of talented
Tennesseans. It also produces butterflies.”

And maybe we ought to talk about the butterflies first,

WE COULD COME UP with a somewhat wordy
statement that country music is important and enduring
because it possesses genuine emotional integrity.

We can say that it is a unique melding of the writer
and the performer with subject matter drawn from deep
within the heartstrings of the people.

There are many learned and technical things we might
say, just as an entomologist might say about a butterfly.

BUT WE STILL WOULD NOT HAVE explained why
an infant just learning to walk will totter after a bright
yellow butterfly for hours trying to catch it in his hand.

And neither will we have explained why the simple
songs of Roy Acuff and Eddy Arnold and the Jordonaires
sell millions of copies and make their way into the per-
manent folklore of the nation.

I know that for my own relaxation and enjoyment—
for a background when I have something serious to think
through or write down, the sophistication of modern music
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or the demanding pretentiousness of the classics are laid
aside.

I need something that speaks directly to my heart—
that expresses a part of my inner being.

Songs that have crossed the continent in covered wagons
and rocked five generations of babies to sleep.

And that is as near as I can come, and as near as I
care to come to explaining why I am a dyed-in-the-wool
country music fan, and why I think its creation and preser-
vation are one of my State’s cultural obligations.

COUNTRY MUSIC IS an authentic part of Tennessee
heritage.

But, as we said, the writers and the musicians and the
singers who make country music a Tennessee institution
don’t just produce the bright butterflies of song that color
the lives of people around the globe. They bring to the city
of Nashville alone in a year’s time the staggering total of
forty million dollars in income, supporting a substantial
and evergrowing part of the city’s economy.

Country music also brings to Nashville and to Ten-
nessee a steady stream of recording artists, music industry
leaders and out-of-State visitors who have made the
“Grand Ole Opry” the worldwide tourist attraction it is.

I CONSIDER IT a privilege to join Billboard in this
imaginative effort to put between the covers of one pub-
lication all the good things we know about the “World of
Country Music.”

To the publishers, the artists and composers, many of
whom are my personal friends, the music and recording
companies we extend both officially and personally our
heartiest congratulations!

’
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‘Seems I always had to slip around
to be with you, my dear . ..

REALISTIC VIEW OF LIFE
IS IMPLICIT
IN COUNTRY SONG MATERIAL

The scope of country material is
so broad that one might say: “Here
is truly an embarrassment of riches!”
Here are happy songs, sad songs,
songs of inspiration and faith; comedy
songs, hoedowns and folk songs.

In general, one may distinguish
country material from that of Tin
Pan Alley quite easily. The country
lyric is often earthy, and implicit in
its story is a truer, more realistic
view of life and its trials. It is sincere.
This is in contrast to urban-derived
songs which emphasize a sugary, over-
idealization of love and life.

That the lives of men and women
have tragic overtones is part and
parcel of the country music heritage.
That men and women are often sinful
is also part of that heritage. Thus it
is that in the large area of traditional
country material there exists a great
body of songs which came to be
known in the trade as “weepers.”

Often these songs told a salty story,
common themes being illicit love, the
tragedy of broken homes. Often the
themes dealt with heartbreak of the
most poignant type—the loss of a
sweetheart to a friend, as in the Pee
Wee King-Redd Stuart classic, “Ten-
nessee Waltz”—or the loss of a sweet-
heart to a rival who possessed greater
wealth, as in Hank Williams’® “Man-
sion on the Hill.”

Country music presents these themes
with utmost honesty. Yet, country mu-
sic is singularly free of the charge that
it contains pornographic lyrics—an al-
legation that occasionally rankles the
pop and rhythm and blues fields.

Why has the country field avoided
this problem?

Guilt There, Too

This is a good question and merits
a thoughtful answer: The country
song, when it presents a story of sin-
ful life, also contains in the phrasing
an -awareness of guilt. There is, in
other words, an implicit moral value
in the song—a realization that sin-
fulness is wrong. Such a song will also
contain the important moral element
of retribution; that is, the wrongdoer
undergoes some punishment—be it
pangs of conscience or something
more drastic.

To illustrate this thesis let us ex-
amine the great country hit of the
1950’s, entitled “Slippin’ Around,”
and it’s answer song, “I'll Never Slip
Around Again.” “Slippin’ Around” is
a tale of illicit, impassioned love; of
secret, fear-ridden trysts:

Seems I always had to slip around
to be with you, my dear.
Slippin’ around, afraid
we might be found.
I know I can’t forget you,
and I've got to have you near.
But we just have to slip around
and live in constant fear.
Though you're tied up with some-
one else and I'm all tied up too.
1 know I've made mistakes dear,
but I'm so in love with you.
I hope some day I'll find a way
to bring you back with me.
Then I won't have to slip around
to have your company .t

Indeed, a true-to-life, salty story.
Yet, it contains the moral element—
the hope that such dalliance may be
legalized. And in the answer song,
retribution has really struck: The
couple have married, but the girl is
not true to her husband, and the
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latter remarks, in song: “I always
had it coming!”

It may be noted parenthetically that
the “Slippin’ Around” saga is a fine
example of a boy-girl or duet song.
The duet tradition is a strong one
in the country field. Margaret Whiting
and Jimmy Wakely did a memorable
recording of this number in the 1950’s
on Capitol. Another example of a
great duet record is “Goodbye Mr.
Brown,” recorded about five years
ago by Roy Acuff and Kitty Wells on
Decca. This is a dramatic performance
telling of a confrontation between a
couple who were once lovers but are
now married to other mates.

Let us return a moment and. present
one more example of the song where-
in someone strays and. retribution
overtakes him (or her). The late Hank
Williams wrote many of this genre.
One is titled “I'm Sorry for You,
My Friend,” and in part, its lyric runs:

You've known so long that you
were wrong but still you had
your way.

You told her lies and alibis and
hurt her more each day.

But now your conscience both-
ers you, you'vg reached your
journey’s end,

You're asking me for sympathy,
I'm sorry for you, my friend!

You laughed inside each time
she cried, you tried to make
her blue.

She tagged along through right
and wrong because she
worshipped you,

You know that you're the one to
blame, there’s no use to
pretend.

Today's the day you start to pay:
I'm sorry for you, my friend.

Today as she walked arm in arm
at someone else’s side.

It made you stop and realize that
time has turned the tide.

You should have known you'd be
alone, 'cause cheaters never
win.

You tried and lost, now pay the
cost: I'm sorry for you, my
friend.?

Contrasting with the country song
of tragedy and sadness is that body
of material which has gaiety and the
joy of life at its core. Such material
is often done in an up-tempo style and
is likely to have a bouncy rhythm.
1. Slippin’ Aroupd—Copyrlght, Southern-Peery
used by permission of copyright owners.

2. I'm Sorry for You, My Friend; Hank
Willlams; copyright 1952—Fred Rose Music,
Inc.; used by permission of copyright owners.

(Continued on page 24)
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® Continued from page 23

An example of the type is the lively
Lefty Frizzell-J. Beck hit of years ago,
“If You Got the Money, I've Got the
Time.” Another is Hank Williams’
“Settin’ the Woods on Fire”—and
there are literally thousands more,
many of them full of wit and apt
phrasing.

We present several lines from “If
You've Got the Money” inasmuch as
it is representative of other songs:

If you've got the money, honey,
I've got the time.

We'll go honky tonkin’ and
we're gonna have a time.

We'll make all the night spots,
all the way down the line.

If you've got the money, honey,
I've got the time3

Another major facet of country mu-
sic is that body of material which is
of a religious or inspirational nature.
It follows naturally that songwriters
who are seriously concerned with
moral values, with matters of retribu-
tion and penance, should also be close
to God.

So it is that virtually all the great
country artists, and many of the
writer-artists of the traditional coun-
try school, both write and sing sacred
material. Roy Acuff, Red Foley, Hank
Snow, Ernest Tubb, Kitty Wells, Hank
Williams and on up into the relative-
ly modern era with Elvis Presley and
Johnny Cash and others—they have
all recorded sacred songs and many
have written them.

This sacred material includes the
traditional church hymns. But it also
includes relatively recent material of
an inspirational nature such as Hank
Williams’ “When God Comes and
Gathers His Jewels.”

The sacred and inspirational seg-
ment of the country field is so large

3. If You’ve Got the Money-—copyright South-
ern-Peer; used by permission of copyright
owners.

that the major labels have great quanti-
ties in their archives, and certain inde-
pendent labels—such as Starday—
constantly release such material.

There are many more important
musical types which fall within the
general category of country. Bluegrass
and blues and other types of folk and
folk-derived material are examples,
and these will be considered in sepa-
rate articles in this issue.

But before we examine these other
areas, let us take brief note of the
craftsmanship of the general country
songwriting field. In urban circles, it
was often said that country songs were
the product of “amateur” writers, as
compared with Tin Pan Alley songs
which were the product of “profes-
sional” writers.

Today, of course, there is no valid-
ity at all to such a point of view. The
Don Gibsons, Boudleaux Bryants,
John Loudermilks, Harlan Howards
and Hank Cochrans exercise the high-
est professional craftsmanship. The
same could be said of some of the
greater writers of the traditional
country school-—such as the late Jim-
mie Rodgers and the late Hank Wil-
liams. These creators, either through
their own innate song sense or through
their association with such great song
craftsmen as the late Fred Rose,
brought forth copyrights of superlative
value from both the cultural and
economic points of view.

Perhaps the chief difference be-
tween the traditional country writer
and the traditional Tin Pan Alley
writer lies in the fact that the coun-
try writer was very often a recording
artist and a performer at the same
time. Writing was only one phase of
his way of life and only one means
of making a living.

Today, in the country field, the
writer-artist is still very much with us,
but there is a tendency on the part of
some leading publishers in the field—
notably Wesley Rose—to encourage

"The.flavor of counfry

maferial . . . reflects those

elements of sincerity and
straightforwardness fhat
have always been a part of
the rural culture; it has

a fang and distincfion

of ifs own . . ."”

writers to give their full time to that
occupation.

The flavor of country material is
still another matter. It has little to do
with craftsmanship. Rather, it reflects
those elements of sincerity and
straightforwardness that have always
been a part of the rural cuiture; it has
a tang and a distinction of its own,
because for many years the country
field was an isolated musical category
not subject to outside influences.
Such phrases or titles, for instance, as
“Crazy Arms” and “My Shoes Keep
Walking Back to You” could not have
been conceived in the Brill Building,
or on Broadway.

And it is this individualistic phras-
ing, this use of language, together with
the element of sincerity and realism,
which makes country music material
such a great factor in the world of
song today.

For

a comprehensive list of

For

a discussion of

Best Selling
Country Records

—1948-1963—

—plus pertinent artist and
publisher data, see
Discography beginning on

Page 187

Country Writers

—Old and Contemporary—

See Story

beginning on

Page 146
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EXPOSITIONS, Chicago,
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Exclusive Management:
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Exclusive Management
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Nashville 4, Tennessee
CYpress 7-5366
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It’s a great, great world—
this world of country music.
I feel especially honored and
prwvileged to be a part of it.

Tex Rittec
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Exclusive Management

ACUFF-ROSE ARTISTS CORP. )

Naoshville 4, Tennessee
CYpress 7-5366

50 MUCH FOR VOTING ME THE ""NUMBER
ONE NEW MALE VOCALIST OF 1963.”

FOR THE NUMBER ONE COUNTRY MUSIC
RECORD "TALK BACK TREMBLING LIPS.”

A
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With the
Clinch
Mountain
(lan
&
VITAL STATISTICS

® (urrently playing heav-
iest schedule of per-
sonal appearantes since
joining WSM's Grand
Ole Opry.

® (urrently being fea-
tured on Hoofenannies
from coast to coast.

®(urrent single: THIS
WORLD CAN'T STAND
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1 HE PACE of musical history is often quickened by the fortuitous

meeting of two people who, in a creative way, complement each other.

Their very association seems to act as a spur which accelerates and

crystallizes a musical trend. In the history of country music there were

several such meetings—each of which lasted for some years and each of

which resulted in permanent contributions to the country music culture.

Some of the most significant of these associations were 1) Jimmie
Rodgers and Ralph Peer, 2) Fred Rose and Hank Williams, and 3) Sam
Phillips and Elvis Presley.

Stories in this issue tell of the impact of these people on the country

field and the music business generally.

Fred Rose
Meets Hank Williams

WESLEY RECALLS THE MEMORABLE EVENT

On April 12, 1948, Hank Williams
signed his first exclusive contract with
Acuff-Rose Publications.

This date is a memorable in the an-
nals of American music, for it gives
a historical perspective to the close
association between Williams, the un-
tutored country boy with a fantastical-
ly rich vein of talent, and Fred Rose,
the peerless professional songwriter
and co-founder, with Roy Acuff, of
Acuff-Rose Publications.

In the opinion of many, the Wil-
liams-Rose association produced the
richest vein of country material; and
discerning students of the songwriting
field have always felt that the as-
sociation was particularly fortunate in
that it enabled Williams to have at
his disposal the knowledge of one

Fred Rose

Wesley Rose

of the greatest song doctors in the
music business.

The first meeting occurred in the
most casual fashion. Fred and his son,
Wesley, were playing ping pong in
the Acuff-Rose offices in Nashville.
Audrey Williams, Hank’s wife, ap-
peared and simply stated: “My hus-
band has written some songs and I'd
like you to hear them.” Fred and
Wesley Rose wondered whether they
had the time, and decided to do as
Audrey suggested. They went to the
WSM studios.

Wesley Rose, recalling the incident,
says: “Hank was scared. He went to
a mike and sang “I Saw the Light,”
“When God Gathers His Jewels” and
“Honky Tonkin’.” Hank Williams,
Wesley remembers, was careless about
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contracts. “His word was his bond,”
Wesley states. But shortly after that
session at the WSM studios Fred Rose
signed him to a writer’s pact.

Made the Move

A brief period later, Fred Rose
went to New York to place Hank on
an important label. Pioneer record
man Frank Walker at that time was
organizing MGM Records. Walker
wanted Fred Rose to record country
material for him, and shortly there-
after Hank Williams’ record of
“Move It on Over” was released on
the MGM label—which was to release
all the Williams material.

Previously, Hank had cut some
sides for the Sterling label. Wesley
Rose purchased these and turned them
over to MGM, which now owns all of
Williams® masters.

Hank Williams, Wesley Rose points
out, did his chief work in the short
space of four or five years. Born on
a farm in Georgiana, Ala, in
1923, he was only 29 when he died
on New Year's Day, 1953, in the

(Continued on page 32)

Honk Williams
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® Continued from page 31

back of his automobile, while travel-
ing from Nashville to make a personal
appearance.

In common with the great country
artists of the traditional school, Hank
was a songwriter, recording artist and
live performer—and he excelled in all
three. As a writer, he left perhaps
the greatest heritage of country mate-
rial ever-—a catalog which is constant-
ly used in new ways by pop, country
and jazz artists around the world.

Students of the country field be-
lieve that much of the Hank Williams
song material derived from the writer’s
actual personal experience. The range
of themes in these songs is extremely
broad. Many are sad songs of blighted
or frustrated love, such as “Cold,
Cold Heart,” “Your Cheatin’ Heart”
and “Take These Chains From My
Heart.” In the performance of these
his light voice, with its subtle turns
of phrase, could, as someone said,
break the listener’s heart.

Multi-Talented

But he was equally adept at writing
and recording happy, lilting ballads
and rhythm songs, full of country
flavor and wit. “He had a great sense
of humor,” Wesley Rose remarks, and
this side of Hank’s character is readily
discernible in such songs as “Hey,
Good Lookin’ ” and “Settin’ the Woods
on Fire.”

The moral elements of retribution
and conscience, so much a part of the
heritage of true country songs, are
very much in evidence in the Williams
material. His songs are so well known
that it is necessary to quote only one
example to make the point—this from
“Your Cheatin’ Heart”:

When tears come down like falling
rain,

Youwll walk the floor and call my
name . . .

But sleep won’t come the whole night
through . . .

Your cheatin’ heart will tell on youl.

Hank, of course, also wrote in-
spirational material, such as “When
God Comes and Gathers His Jewels,”
and mournful dirges and chants, such
as “Six More Miles to the Graveyard.”
He was so prolific that some of his
works will probably never be known,
for he sometimes composed a song on
the spur of the moment and gave
it away—in true folk style—to another
artist.

In the late 1940’s and early 1950’
he produced material at a rapid pace.
Wesley Rose says he had a great Je-
sire to become an important country
artist, and he drove himself furiously.
During this period, the country fieid
was still a self-contained cultural en-
tity, but the great popularity of some
of Hank Williams’ songs were a
prophecy of what was to happen at
a later date; that is, country material
would become a major factor in the
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pop field. Examples of this during
Hank Wiiliams’ era were such of his
songs as “Jambalaya,” “Cold, Cold
Heart,” “Your Cheatin’ Heart.” (See
Mitch Miller story in this issue.)

Another Death

Just about one year after the death
of Williams, Fred Rose passed away
in Nashville. The date was December
1, 1954. What both accomplished by
virtue of complementing each other’s
talent is now history.

The story of Fred Rose is one of
the most interesting in the music busi-
ness, full of romance and accomplish-
ments in both the pop and country
spheres of the industry. Rose, who was
born in Evansville, Ind., had already
had a career in the pop business prior
to adopting the country field. In the
Dixieland era he was a hot piano
player, and he proved a powerful pro-
ducer of pop song hits. He wrote
“Red Hot Mama” for Sophie Tucker,
and many other well-known songs,
such as “Deed 1 Do,” *“Blue Eyes
Cryin’ in the Rain,” “Don’t Bring Me
Posies When It’s Shoesies I Need” and
“Roly Poly.”

Gene Autry, then America’s No. 1
cowboy and currently president of
the Country Music Association, asked
Fred to write 16 songs for him. Fred,
who easily turned out songs to order,
complied, and this batch included the

great “Be Honest With Me” and
“Yesterday’s Roses.”

Rose in his early years was also a
singer and was on the Brunswick label.
He sang on radio coast to coast as a
single and with Elmo Tanner. When
he settled in Nashville, for awhile
he sang over WSM.

Roy Acuff at this time started urg-
ing Fred Rose to join him in the pub-
lishing business. Wesley Rose says
his father demurred for a long time—
but finally agreed. The decision was
made one night at the “Grand Ole
Opry” in the Ryman Auditorium. Fred
was in the audience and Acuff was on
stage singing a song; and Fred noticed
that tears were streaming down
Acuff’s face. That Roy Acuff should
be so affected by country material
had a similar effect on Rose—and the
joint publishing venture was founded
in 1943. One of the firm’s first ac-
tivities was the sale of Acuff song-
books over WSM.

Wesley became active in the firm
in 1945, and took the sheet music
operation, which had been farmed out,
back to Nashville. From 1945 on,
Wesley ran the publishing end of the
operation and he became a partner in
the firm in 1951.

Wesley recalls that Fred a.&r.’d the
Hank Williams sessions. And, of
course, he constantly exercised an
editing function over Williams’ ef-
forts, and never put his own name on
a song. A writer himself, Fred Rose
never lost his interest in the problems
and rights of other writers.

Keeping It Close

From the foregoing, it will be ap-
parent that an important element in
the Acuff-Rose publishing operation
was a close connection or association
with a writer who was at the same
time a recording artist and live per-
former. This was the case in the
Hank Williams-Acuff Rose era. Later,
Acuff-Rose had a similar association
with Marty Robbins, And today, the
parallel still persists in the association
with Don Gibson, who is regarded as
one of the greatest writing talents and
artists.

Wesley Rose points out, however,
that today the nature of the music
business makes it more difficult for
a personality to be both writer and
artist—whereas in the traditional era
it was almost a necessity.

“The important thing about a writer
is his writing,” Rose states. “And if
his recording career conflicts with his
writing, we advise him to quit as a
performer.”

Rose adds: “We want writers who
are anxious for a professional career

. writers who will produce work
of sufficient quantity and quality to
merit exploitation on an international
level . . . and we want their work re-
corded by those artists who can do
the best job. . . . Only in this way
will the writer, and the artist, re-
ceive proper exposure.”

I. Your Cheatin’ Heart—Hank Willlams; copy-

right 1952, Fred Rose Musie, Inc. Used by
permission of copyright owner.
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IN 1963
THE
FILMING
OF
KIMBERLEY
JIM,
THE
TOUR OF
SO. AFRICA,
IRELAND,
AND
ENGLAND
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Dramatic Associations

Brakeman
Auditions
for Ralph Peer

A MILESTONE IN COUNTRY MUSIC

Jimmie Rodgers, the legendary “Sing-
ing Brakeman,” has been termed by
many the “Father of the Country
Field.”

He was one of the great originals.
When he passed on it seemed as if
the mold had been broken. Nobody
replaced him, but his influence has
persisted through the years; and now,
in the light of history, it is evident
that he made a contribution of lasting
value to the music business.

Ernest Tubb, the Texas Troubadour,
became Rodgers’ closest cultural heir
—in the opinion of many. And in this
connection we may note an item of
sentimental interest. Tubb owns Rodg-
ers’ guitar. It was given to Tubb by
the late Carrie Rodgers, Jimmie’s
wife, who believed that Tubb carried
on the Rodgers tradition. Mrs. Carrie
Rodgers, of course, was well known
to the entire country field, and for
years she was one of the more in-
teresting personages who lent a his-
torical touch to the annual WSM
Country Music Festival. Until her
death several years ago, she appeared
faithfully at the festival-—for she
never lost her interest in country mu-
sic.

Jimmie was born in Meridian, Miss.,
in 1897. In view of the nature of the
songs he was to write, it is important
to note that he was the son of a rail-
road man, Aaron Rodgers, a section
foreman on the Mobile and Ohio
Railroad. While a teen-ager, Jimmie
went to work as an assistant to his
father, and for 14 years he worked on
the railroad. He was flagman, bag-
gageman and brakeman.

During those years Jimmie Rodgers
absorbed the lore of the railroad. He
loved trains and railroad songs—
surely one of the richest themes of
American music.

Switched Jobs

Lacking robust health, Rodgers felt
obliged to seek another means of live-
lihood. He became a professional en-
tertainer—an occupation which per-

The

Jimmie Rogers
Among his many hits was “Jailhouse Blues.”

Ralph Peer
Pioneer record and publishing executive.

mitted him to use his knowledge of
railroad ballads and chants.

His first combo included three mu-
sicians and himself as vocalist and
guitarist. They were called The
Jimmy Rodgers Entertainers and
were booked over WWNC, Asheville,
N. C.

While the group was on tour, it
managed to find time to audition for
Ralph Peer, who, during the late
1920’s, was in charge of RCA Victor’s
field recording activity.

Peer had already had considerable
experience in the recording area. He
had been a pioneer in the race record
field—which ultimately became the
rhythm and blues field—and he had
developed a great interest in country
music. Samuel B. Charters, in his
book, “The Country Blues,” notes that
Peer was a man of exceptional taste
and discrimination, ‘“and he had a
marked ability to bring out warm
personal performances.”

Charters adds that “the finest body
of ethnic music collected in the South
was that collected by the commercial
recording directors in the late 1920,
and Peer was one of the best of
them.” He recorded Rodgers, the
Carter Family and others and pub-
lished the material in special song-
books.

Bob Gilmore, an assistant to Peer,
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was active on these field trips. Many
present country fans will remember
both Peer and Gilmore—the latter in
later years was headquartered in the
New York offices of Peer’s publishing
empire, Southern Music and Peer In-
ternational, but he made periodic trips
to Nashville and other Southern music
centers.

While an RCA Victor field record-
ing executive, Peer organized with
Victor the joint publishing venture
known as Southern Music, which he
later took over.

About seven or eight years ago,
Peer, talking to this writer while on
one of his periodic visits to Nashville,
mentioned that he quickly came to the
conclusion that Rodgers was best re-
corded as vocalist with guitar. His
Victor sides, of course, include quite
a few that were cut with orchestral
backing—and these, of course, have a
very real value, for they display the
fact that Rodgers had a feeling for
jazz, particularly as applicable to the
blues idiom.

But Rodgers’ most important rec-

ords—as Ralph Peer indicated—were
his country-styled sides, which had no

accompaniment other than his own

guitar, The songs were generally his
fragments—for they were blues and
(Continued on page 38)
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Two great countrymen: left, Jimmie Rodgers, the
father of the country field, and, right, Will Rogers,
the noted cowboy philosopher and comedian,

® Continied from page 37

occasionally made use of well-known
blues images.

So, like virtually all the great coun-
try talents, Rodgers had a triple-
faceted capacity: at once he was
songwriter, recording artist and live
performer.

In the past several years, RCA Vic-
tor has reissued many of the Rodgers
recordings in LP form. Their sound,
particularly the vocal solo with guitar
sides, is quite good. The lyrics are
clearly understandable and the quality
of the vocal can only be described as
haunting. One of the trade-marks of
his style was his high-pitched yodel
(and one of his early 78-r.p.m. albums
was titled, “Yodelingly Yours”), which
he used with telling effect at the be-
ginning and end of musical phrases.

His greatest sonl%s, which are pub-
lished by the Peer! organization, are
full of the lore of train travel.
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The song literature of railroading
reflected Rodgers’ wandering soul, and
in “The Brakeman’s Blues” he says:

Portland, Muaine, is just the same
as sunny Tennessee (repeat);

Any old place 1 hang my hat is
home sweet home to mel.

The concept of home—the South-
land—is a dominant theme in the
Rodgers literature; and some of his
most poignant lyrics are on the sub-
ject of leaving home and returning
home. Another theme is that of rest-
lessness—the spirit of the wandeser.
Thus, in “Blue Yodel No. 2”:

1 ain’t gonna marry, I ain’t gonna
settle down (repeat);

I'm gonna be a rounder till the
police shoot me downH,

Another theme—common to most
songwriters—has 1o do with women.
Some of the Rodgers songs about
women present the sex in an idealized
way, as in the song “Carolina Sun-

shine Gal.” In a considerable body of
his work, however, women are pre-
sented as fickle creatures, and this
thought is sometimes presented color-
fully through the use of railroad ter-
minology and figures of speech. Thus,
in “Jimmy’s Texas Blues™:

When I want you, woman,
I always find you gone;
Every time 1 want you,
I always find you gone;
Listen here, good mama, I'm
gonna put your air brakes on!
Some like Chicago, some like
Memphis, Tennessee (repeat)
Some like sweet Dallas, Texas,
where the women think the
world of me'Q,

Again, in “High-Powered Mama™:

I was a good man and you
had a good home,

But you just couldn’t leave
other daddies alone.

When I was a brakeman
riding on the rails,

You had another daddy
in the county jail.

In his use of language, Rodgers is
both simple and colorful, and this is
indicated in what we may call his
blues images. Examples are:

I'd rather drink muddy water,
sleep in a hollow log.

Than be in Atlanta, treated
like a dirty dog.

Again:

I'm goin’ where the water,
drinks like cherry wine.

The Georgia water tastes
like turpentine™

In 1933, critically ill with tubercu-
losis, and in straitened financial cir-
cumstances, Rodgers came to New
York to make what were to be his
last sides. They were cut at RCA Vic-
tor’s 24th Street studios, with Jimmie
doing his plaintive, haunting vocals
while propped up on a cot. He died
before he could go home to the
Southland.

Ralph Peer, who discovered and
developed Rodgers, developed one of
the great country music catalogs. He
then branched out into other fields,
notably the Latin-American idiom,
and before he died on January 19,
1960, he had created a publishing
empire which girdled the globe and
contained tremendously important
copyrights in virtually all categories of
music, including pop and classical.

Peer was truly one of the pioneer
music men with world-wide vision.
In addition to his accomplishments in
the world of music, he was also a
leader in a totally different field of
endeavor. He was a foremost horticul-
turist and plant-explorer, and had
been president of the American Ca-
mellia Society.

I.IV. The Brakeman’s Blues, Blue Yodel No. 2,
Jimmie’s Texas Blues-—Jimmie Rodgers; Copy-
right, Southern-Peer. Used by permission of
copyright owners.
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Spanish Fireball Be Bop A Lula

Go Away With Me Young Love

No One But You Misery Loves Company
Walk On By

. and Now

JERRY REED sincins
LOVE DON'T GROW ON TREES

and

MOUNTAIN MAN
. . . with more to come from LOWERY MUSIC

| Thanks, Great Britain,
| f(;r your overwhelming

and more hits to come
MERCURY RECORDS

Proudly Represented by LOWERY TALENT, INC., P. O. Box 9687, ATLANTA, GA.
Nashville Office: 720 17th Ave. South
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Dramatic
Associations

“RO

One of the most important musical
trends in the history of pop music
has been the so-called *“rockabilly”
influence. The term is descriptive and
accurate, for this type of performance
represents a fusion of both rock and
roll and country (or, to use an older
slang term, hillbilly) elements.

The key catalyst in this development
—which occurred during the past dec-
ade—has been Sam Phillips, head
of Sun Records of Memphis. Phil-
l