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PREFACE

Methinks I have been thirty years
a collector.—Charles Lamb: The
Essays of Elia.

The purpose of this compilation is to provide a chronological check
list of music which enjoyed a degree of popularity in the United States
from the time of the Pilgrims to the present day. The project grew out
of a music librarian’s card file of notes and newspaper clippings which
had accumulated over a long period of years as a reference for answer-
ing recurrent questions. The nature of these inquiries has undoubtedly
affected the character of the material which is presented here in book
form.

The compilation makes no pretense at being definitive. As already
stated, the assembled data represents a librarian’s selection. The choice
covers hymns, secular and sacred songs, choral compositions, and in-
strumental and orchestral works. For practical reasons only such music
as is, for the most part, available in print today has been included. Many
of the secular songs tabulated before 1900 are traceable to sources
through the two-volume “Song Index,” edited by Minnie Earl Sears (The
H. W. Wilson Co.; New York, 1926-34). Brief bibliographies of collec-
tions containing music of the period under consideration also will be
found at appropriate places in the compilation.

The listings are based on the year of publication or of copyright, and
are derived from the earliest editions accessible to the compiler. No effort
has been made to follow the subsequent history of an entry through the
channels of the music publishing industry. To have done so would have
entailed endless labor, particularly in this era of confusing copyright
renewals, transfers, and split assignments.

Omissions? There are plenty, as the compiler knows. They are the
lacunae that disturb every bibliographer’s sense of detail—the inevitable
disappointments attending his most careful efforts. In a work of this cate-
gory, each perusal reveals one or more so-called “glaring” omissions.
“Not in—" is a familiar phrase of criticism, bibliographically speaking,
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and is as applicable, alas, to this book as to the productions of every
pioneer researcher. Some—indeed, many—titles have inevitably escaped
the compiler’s attention. As the always quotable Charles Lamb said of
the omissions in his autobiographical sketch, “To any Body—Please to
fill up these blanks.”

This compilation is already familiar in several guises. It was first pub-
lished in the “Variety Radio Directory, 1938-39.” A portion of the com-
pilation, from 1814 to 1889, was incorporated shortly thereafter, without
publishers’ names and historical commentaries, in Edward B. Marks’ rem-
iniscences “They All Had Glamour” (Messner; New York, 1944).

The “Musical-Historical Cavalcade” next appeared in Variety in a se-
rial reprint which began in 1948 and extended over a period of two years.
In this, its second form, it was republished, with additions which brought
the compilation up to and including 1950, in the weekKly issues of Variety
—hence the name of the present book. Now, greatly expanded and with
further additions, annotations, and new historical paragraphs, the mate-
rial is issued in the format of a volume.

In conclusion, it is the pleasant duty of the compiler to acknowledge
gratefully the assistance of institutions and many interested persons. Were
it not for such institutions as the New York Public Library; the Columbia
Broadcasting System; the Union Theological Seminary, New York; and
the Grosvenor Library, Buffalo, much of the material gathered together
in the following pages would not have been possible in the present form.
To them, their chiefs and employees, the compiler expresses his apprecia-
tion for all assistance. No less helpful have been the suggestions, often
unsolicited, of friends and unknown correspondents.

J. M.



INTRODUCTION: THE MUSIC BIZ

By ABEL GREEN
Editor of Variety

The music biz is a multi-million dollar business. It has been variously
estimated at $500,000,000 per annum, including everything from the
over $33,000,000 royalty melon of the American Society of Composers,
Authors & Publishers, the $12,700,000 from Broadcast Music Inc. (BMI,
the competitive collection agency to ASCAP) to the astronomic fees for
filmusical scores and synchronization rights, television and radio pro-
grams, not counting individual music publisher and songwriter earnings.

When Irving Berlin made film deals for “Annie Get Your Gun” for
$500,000, and $600,000 for the screen rights to an “Easter Parade,” he
dwarfed the $125,000 paid by Metro for a biopic of the careers of Lorenz
Hart and Richard Rodgers (“Words and Music”), or the Warner Bros.
deal for George M. Cohan’s “Yankee Doodle Dandy” ($125,000 and a
percentage). But a decade or so later Warners committed itself to
$5,500,000 (plus percentage) for a seven-year deal for Lerner & Loewe’s
“My Fair Lady,” not to mention the $1,000,000-$2,000,000 film right
sales to such click legit musicals as Frank Loesser’s “Guys and Dolls,”
Rodgers and Hammerstein’s “The King and 1,” “South Pacific,” and
“Oklahoma!”; Meredith Willson’s “Music Man” and, again, Alan Jay
Lerner and Frederick Loewe’s “Camelot.”

Still another music biz evolution of vast importance, perhaps as re-
buttal to or because of rock ’'n’ roll and the Twist and kindred mani-
festations, has been the upbeat of the LP.

Payola, which had made the disk jockey king of Tin Pan Alley, be-
came more discreet under Federal Communications Commission threat
to suspend the licenses of those radio stations which knowingly or other-
wise countenanced subsidy for plugging records. While payola is as time
dishonored in the music biz as is the tradition of songplugging, the evo-
lution of the single record business catapulted into stardom in recent years
such song stylists as Elvis Presley, Paul Anka, Connie Francis, Pat Boone,
Joni James, Bobby Darin, Frankie Avalon, Fabian, Rosemary Clooney,
Guy Mitchell, Frankie Laine, Tony Martin, Patti Paige, Dinah Shore,
Doris Day, et al.

Latterly the LP, or longplaying (33 rpm), album has become the
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viii [ INTRODUCTION: THE MUSIC BIZ]

favored merchandising medium of the record business because of its
greater economic potential as a musical package, and found audience ac-
ceptance with “the kids” (the rock ’n’ roll set) as well as the more adult
disk buyers.

The maturer bunch go for the popular standards in packaged albums,
along with the yesteryear musicomedy and operetta perennials, the Orig-
inal Cast and Original Soundtrack albums of the legit and film scores.

This in turn skyrocketed bidding for the OC (Original Cast) album
rights so that a diskery such as Columbia, for example, in the one season
(1961-62) had more than $1,000,000 invested in “advances” to the
show’s producers and authors.

Considering that Col's parent CBS Inc. had pyramided a $350,000
investment in “My Fair Lady” into millions and the show’s global box-
office gross has gone over $58,000,000, that was no great risk. Col also
hit the jackpot with Lerner & Loewe’s sequential musical “Camelot,” but
“took a bath” with its $300,000 investment in “Kean.”

Columbia was not alone. Before RCA Victor hit the jackpot with “How
to Succeed in Business Without Really Trying” and “Milk and Honey,”
it had some big red ink losses in Frank Loesser’s “Greenwillow,” for
example; “Saratoga” (musicalization of Edna Ferber’s “Saratoga Trunk”);
and “Wildcat.” The last loss was more in the form of a commitment
of $100,000 for advertising and promotion rather than an actual stake
in the financing of the show, since some producers and songsmiths would
rather trade off their rights for the extra ballyhoo in merchandising the
albums because of resultant stimulus to the boxoffice. Capitol, which got
strongly into the show album bidding, likewise hit and miss. Cap hits
were “Fiorello,” “The Unsinkable Molly Brown” and “Music Man,” latter
two by Meredith Willson, and Richard Rodgers’ “No Strings.”

It may have been because of the increasing acceptance of dialog-and-
song, in the OC Albums, that the upsurge of the comedians-on-wax grew
into such bestselling proportions, viz., the albums of Mort Sahl, Shelley
Berman, Bob Newhart, Bill Dana (“Jose Jiminez”), et al. Also, the “live”
performances of such nitery and concert favorites as Lena Horne, Harry
Belafonte, Marlene Dietrich, Noel Coward, Dinah Shore, Tony Martin,
Jane Morgan, Kingston Trio, The Limeliters, Ella Fitzgerald, Judy Gar-
land, Frank Sinatra, Dean Martin and Sammy Davis, Jr. were taped direct
from Carnegie Hall, the Cocoanut Grove and sundry Las Vegas and
Miami Beach plusheries, etc.

The band business, at one time a $50,000,000 industry, has long since
given way to “groups,” even with the upbeat of the Twist which requires
nothing more than an up-front “personality kid,” guitar, organ, piano and
drums.

TV repeated the Hollywood technique of stringing songsmiths’ careers
into video “specials,” much as biopix were based (or are being planned)
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on the life and times and songs of tunesmiths and music men such as
Berlin, Porter, Gershwin, Cohan, Rodgers and Hart, Kern, Arlen, Joe E.
Howard (*I Wonder Who's Kissing Her Now”), Kalmar & Ruby (“Three
Little Words™), two Jolson biopix, Stephen Foster, Paul Dresser, Eddie
Cantor, Marilyn Miller, Will Rogers, Helen Morgan, Ruth Etting, Sophie
Tucker, Blossom Seeley (“Somebody Loves Me”), Ted Lewis, Ben Bernie,
Paul Whiteman (“King of Jazz), Jane Froman (“With A Song In My
Heart”), “The Great Caruso” (Mario Lanza), Fred Fisher (“Oh You
Beautiful Doll”), Gus Kahn (“I'll See You In My Dreams”), Glenn
Miller, Benny Goodman, Vincent Lopez, et al.

So, too, have these and other more contemporary tunesmiths been
“saluted” on TV, with attendant revitalization of their catalogs for re-
newed plugs and “performance credits,” the latter so important in the
ASCAP pattern of quarterly royalty melons.

As this writer’s favorite wife once observed, “Songwriters have the
most wonderful obits—everything they leave behind not only lives after
them but ofttimes becomes even more vivid with the passing years. And
not only that—the most casual reprise of their life’s accomplishments
even makes their death notices create living nostalgic scenes anew because
of the indelible association of the popular music with some personal
event.”

Showmen have built entire productions on that premise. Million-dollar
filmusicals come off the Hollywood production line based on durable
works, either from contemporary American sources or the older and
richer Continental originations that embrace anything from Johann
Strauss to Oskar Straus, from Josef J. Lanner to Franz Lehar to Robert
Stolz.

HISTORICAL MUSICAL MILESTONES

Irving Berlin once told this writer that the history of America could be
traced through its music. This book by musicologist Julius Mattfeld attests
to that fact. Certainly none can dispute that our contemporary history is
reflected by the tunes that America—and the world—whistles, hums, plays,
or dances to.

Not only does history but the moods, manners, modes and mores of
the land come to mind, whether it’s “Break the News to Mother,” of the
Spanish-American War, or such banal oddities of more recent vintage as
“Goodbye Mama, I'm Off to Yokohama.”

“Save Your Kisses Till the Boys Come Home” and “Till We Meet
Again” of World War I found a counterpart 35 years later with “Praise
the Lord and Pass the Ammunition.” “Over There” became “God Bless
America” one world war later. Pacifism of 1914, exemplified by “Don’t
Take My Darling Boy Away” and “I Didn’t Raise My Boy to Be a
Soldier,” gradually gave way in 1915 to “I'd Be Proud to Be the Mother
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of a Soldier” (“it would be a different story if they trampled on Old
Glory—then I'd be proud to be the mother of a soldier!”). And later to
“ America I Love You,” “I'm Proud of You Laddie,” “Soldier Boy 1 Kiss
Before You Go,” “What Kind of an American Are You?” ‘‘America
Needs You Like a Mother—Would You Turn Your Mother Down?”
«Sister Susie’s Sewing Socks for Soldiers (Sailors),” “Liberty Bell It’s
Time to Ring Again,” George M. Cohan’s “There’s Only One Little Girl
and One Little Flag for Me” (this preceded his immortal “Over There”),
finally capped by “America, Here’s My Boy,” “So Long Mother,” “That’s
a Mother’s Liberty Loan,” “There’s a Vacant Chair in Every Home To-
night,” “There Is a Service Flag Flying at Our House,” “Say a Prayer for
the Boys Over There.”

The nation’s dance styles, naturally, are highlighted by its music, be it
the first real impetus to jazz in 1911, via Irving Berlin’s “Alexander’s
Ragtime Band,” along with the “Bunny Hug” and “Grizzly Bear” dances
of the period; right through the “Castle Walk” (Irene and Vernon Castle)
of the pre-Prohibition “lobster palace” period. This was the golden era
of Reisenweber’s, Churchill’s, Rector’s, Maxim’s, the Pre-Catelan and
Mouquin’s, Murray’s Roman Gardens and Jack’s; of Broadway’s glitter-
ing period when Victor Herbert, Karl Hoschna, Louis A. Hirsch, Otto
Harbach, Jerome Kern, Guy Bolton, P. G. Wodehouse, Henry Blossom,
Harry B. Smith, Harold Atteridge, Rida Johnson Young, Anne Caldwell,
Robert B. Smith, Gene Buck and Gustave Kerker ruled the Broadway
boards.

THE PIONEER JAZZISTS

Then came the era of the Chicago “coon-shouters,” exemplified by
Sophie Tucker (“Angle Worm Wriggle,” which got the Windy City
gendarmerie after her) and Blossom Seeley (“Doing the Todelo”). Also
out of Chicago came jazz, where it was first spelled jass or jaz, blended
by an admixture of shimmy dancing (Bee Palmer, Gilda Gray, Frank
Hale, Joe Frisco), later giving way to the hula (Doraldina). With these
came such jazz exponents as the Original Dixieland Jazz Band (Nick
LaRocca), Earl Fuller and Ted Lewis, but it wasn’t long before, also
out of the West, came the more melodic strains of Art Hickman and
Paul Whiteman. The latter’s symphonic syncopation, in 1924, at the
now historic Aeolian Hall (N. Y.) concert, was to be the interpreting
medium which made a lady out of jazz—referring, of course, to George
Gershwin’s “Rhapsody In Blue,” which Whiteman premiered.

The golden era of musical comedy brought forth the young modern
composers of the mid-1920s, the Gershwins (George and Ira), Vincent
Youmans, Richard Rodgers, Lorenz (Larry) Hart, B. G. DeSylva, Lew
Brown and Ray Henderson, Leo Robin, Herbert and Dorothy Fields,
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Irving Caesar, Arthur Schwartz, Howard Dietz, and the perennial Irving
Berlin. They were the relatively conservative interpreters of the passing
show business scene in the hectic F. Scott Fitzgerald period. Among other
mores of the fabulous Jazz Age were the Varsity Drag, the Charleston
(prime disciples: George Raft and another nitery hoofer, Ruby Stevens,
later to be known as Barbara Stanwyck), and the Black Bottom.

This era of wonderful nonsense, with its mobs and slobs of all degrees,
created the slinking gown; the “it” girl (Clara Bow); the “sheik” type
(Valentino) and the attendant “shebas”; the somnolent sirenesque lost
weekends, only this time Elinor Glynn called them “Three Weeks”; the
flappers and their flippers; the raccoon coats and hip flasks.

WALL STREET LAYS AN EGG

“Wall Street Lays An Egg” is now an historic Variety headline, re-
ferring to the Oct. 29, 1929, financial debacle. And as the Jazz Age was
cacophonously pyramiding itself to the big fawdown, Rudy Vallee was
romantically soothing the savagery of the period with his megaphone
heigh-ho’ing and vagabond loving. The Ignoble Experiment of Volsteadism
gave way to banks closing. Theatre giveaways increased 10 bolster the lag-
ging b.o. (for boxoffice, to borrow another Variety term). And as beer
parlors put in more and more skee-ball and pinball games to bolster the
bar biz, the radio industry boomed with its peak stay-at-home audiences.

The candid camera craze first started to click, along with homepuzzles,
put-and-take games, “knock-knock” and kindred divertissements of the
period that swept the land, much as gin rummy and canasta, the rhumba,
cha-cha and the Twist in later, lusher years were destined to do.

The two-for-five applesellers on the streets of every big city, and the
breadlines (with attendant gags about “we have two lines: one for white
and one for rye”) were typical of a short but dread early FDR period.
The theme song was “Brother, Can You Spare a Dime?”

Benny Goodman and Artie Shaw with their swing; Louis (Satchmo)
Armstrong with his jive; Frank Sinatra with his lazy-daisy crooning of
“All or Nothing At All”; the ensuing jump and jive period and the abor-
tive bebop that never came off, continued an ever-changing pattern, even
through the post-Pear] Harbor war period.

Just as the Big Apple, the Lambeth Walk, the Lindy Hop and the
jitterbug, the shag and the hucklebuck gave young and old alike a chance
to “shine,” the midcentury saw the rhumba and the conga give way to the
cha-cha, pachanga and the meringue, of which the cha-cha remains most
durable.

And from the Latin beat the kids evolved their own “big beat” tastes
for rock ’n’ roll which, for all its cacophony and public derision, remains
durable because of its appeal to the youngsters,
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There was a period when moralists and realists alike looked askance
at the “leer-ics” (this writer’s coinage for the pseudo-lyrics, many with
double-entendre connotation). But the r&r aficionados contended that the
prime appeal to the youngsters was “the beat” while the words were for
the birds. That was not to be so easily accepted but, in the evolution of
rock ’n’ roll, the country & western (hillbilly) tempos combined into a
“rockabilly” beat. Just as, in time, the cha-cha became enhanced with a
rock 'n’ roll accent that resulted in a rock-a-cha-cha.

None the less, as if in repudiation of all this cacophony, “singalongs”
became inordinately popular, sparked by Mitch Miller’s top-rated TV
show and resultant big album sellers.

The popular standards created new bonanzas for the old-line publishers
whose durable ballads, both pop and musicomedy, remained cvergreen
with the kids, the young marrieds and adults alike.

That American musical tastes have constantly moved upward is evi-
denced by the extension of the “middlebrow” category. Strict longhair
or highbrow styles of show business also extended their audience appeal.
Broadway legit musicals are more adult. From England first came “Red
Shoes” and later “Tales of Hoffmann” to sell ballet to the film masses.
Metro walked in at the right time with Mario Lanza and “The Great
Caruso” for a boxoffice mopup.

POPULARIZING THE CLASSICS

European refugees marveled at “how intelligent and how wonderfully
musical are the American people—everywhere you go you hear them
whistle and hum the old masters,” but they soon learncd that Tin Pan
Alley was more and more frankly borrowing from classic sources. In
former years it was a challenge to transmute Chopin and Strauss, Beetho-
ven and Tchaikowsky into *“‘popular” acceptance. Somebody even wrote a
kidding-on-the-square pop, “Everybody’s Makin’ Money But Tchaikow-
sky.” A vyesteryear songsmith, Fred Fisher, in the early days of the
“Hollywood gold rush,” wanted to know why he wasn’t tapped to write
a film score. Told that the Hollywood moguls wanted the top Broadway
songwriters—Porter, Kern, Berlin, Harry Warren, Hammerstein, Romberg,
Friml, Al Dubin—he exclaimed with righteous indignation, “When you
get Fisher you get all of these and besides, in addition, you get Strauss,
Bach, Beethoven, Grieg, Chopin and almost every great composer you
can mention.”

Thus, “Over The Waves” became Lanza’s “The Loveliest Night of the
Year”; the “Anniversary Waltz” is an old Rumanian folk song. The
Spanish tango “Adios Muchachos” becomes “I Get Ideas.” Any number
of Strauss waltzes are now in the pop catalog, and even Bizet made the
Hit Parade when Oscar Hammerstein II reshuffled the whole thing into
“Carmen Jones.”
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ECONOMICS OF THE MUSIC BIZ

From the creative end of the music biz, the quarterly dividends that
the American Society of Composers, Authors and Publishers pays off its
writer and publisher members speaks a Fort-Knox-style musical jingle
through the pyramiding royalty melons.

The $33,191,987 divided by ASCAP in 1962 is a far cry from what
Victor Herbert envisioned in 1914 when he took his plaint to attorney
Nathan Burkan that if Shanley’s Restaurant, then a class Broadway dining
rendezvous, publicly performs his (Herbert’s) operctta music—as he hap-
pened to hear one night—then why doesn’t the restaurateur pay for it?
After a series of now historic test suits, up to the U. S. Supreme Court,
the plugs no longer were deemed to be an adequate payoff to the tune-
smiths. The performances came after the fact that pop music, as it is
created and exploited off the Tin Pan Alley production line, has a definite
commercial value.

And where songwriters like Irving Berlin, Cole Porter, George Gersh-
win, Jerome Kern, et al., felt that an $18,000 and $20,000 annual melon
was a right handsome by-product for their wares, it was not until an-
other U. S. consent decree, in 1949, that the really productive writers
were 10 realize undrecamed-of fruits of their writing labors. The Govern-
ment edicted a per-point payoff system, with result that the more popularly
performed writers and publishers, as logged by the major networks, got
more than others.

As result, the prolific Berlin’s and Porter’s ASCAP income is around
the $90,000-$100,000 annual take; Rodgers and Hammerstein around
$75,000; the Gershwin, Kern and Larry Hart estates around $50,000 per
annum; and contemporary songwriters like Lerner and Loecwe, Johnny
Mercer, Ira Gershwin, Jimmy McHugh, Jule Styne, Frank Loesser, the
Youmans, Romberg and Friml estates, Sammy Cahn, Dorothy Fields,
Harry Warren, among others, are in the $30,000-$50.000 brackets, just
from the public performance for profit of their past and present works—
in most cases past.

This is the irony of the music business as presently constituted. One
name songsmith conceded that “If 1 had to compete in the current rat
race for plugs, ‘getting that record,’” and all the attendant chicanery, skul-
duggery and payola as exists in the present pattern of our business, I'd
starve because I could never compete with the presentday crop of eager-
beavers. In the traditional days of the music business, a publisher went
to work on a ‘plug song,’ if he thought it could be exploited into a hit.
Sure we had our own special brand of deviousness to get favored atten-
tion, either from a headliner or plugging a song at the bike races, in
Coney Island and Brighton Beach to the masses, behind the piano coun-
ters at McCrory’s and Woolworth’s chainstores, but it’s nothing like the
intrigue that obtains today.”
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This is where the values of the yesteryear “solid” songs stand these
old-line songsmiths in good stead. They’re their lifetime annuities and
beyond, for benefit of their estates. That is why all creative writers (literary
as well as songsmiths) have been petitioning for a new Copyright Act
to replace the now obsolescent Copyright Act of 1909 with its 2¢ statutory
fee for phonograph records, for example, never foreseeing the $500,-
000,000 jukebox industry as it exists today. Both ASCAP and BMI have
long petitioned Congress for a tithe on the performance of each platter
as they grind endlessly in candystores, taverns, juke-joint danceries and
the like. Incidentally, a prime fear is that many of the “solid” songs’ full
56-year terms of copyright are about to expire before any such protection
to their songs is ever enacted.

Thus, it was after much weighting of all values (continuing perform-
ances, longevity, reactivation from time to time) that Variety came up
with this listing, in alphabetical order, of the “Golden 100”:

“After You've Gone,” “Ah, Sweet Mystery of Life,” “Alexander’s Rag-
time Band,” “All Alone,” “All the Things You Are,” “Always,” “A
Pretty Girl Is Like a Melody,” “April in Paris,” “April Showers,” “As
Time Goes By,” “Ballin’ The Jack,” “Begin the Beguine,” “Bewitched,
Bothered and Bewildered,” “Blue Moon,” “Blues in the Night,” “Body
and Soul,” “Chicago,” “Come Rain or Come Shine,” “Dancing in the
Dark,” “Darktown Strutters’ Ball,” “Dinah,” “Easter Parade,” “Exactly
Like You,” “For Me and My Gal,” “Get Happy,” “God Bless America,”
“Goodnight Sweetheart,” “Great Day,” “Happy Days Are Here Again,”
“Heartaches,” “How Deep is the Ocean?” “How High the Moon,” “I Be-
lieve,” “I Can’t Give You Anything But Love,” “I Could Have Danced
All Night,” “I Get a Kick Out of You,” “I Got Rhythm,” “I'll Be Seeing
You,” “I'll See You in My Dreams,” “I'm in the Mood for Love,” “It
Might as Well Be Spring,” “I've Got the World on a String,” “I've Got
You Under My Skin,” “I Wonder Who's Kissing Her Now,” “Just One
of Those Things,” “Kiss Me Again,” “La Vie en Rose,” “Let Me Call
You Sweetheart,” “Love Me or Leave Me,” “Lover,” “Lover Come Back
to Me,” “Marie,” “My Blue Heaven,” “My Funny Valentine,” “My Heart
Stood Still,” “My Melancholy Baby,” “Night and Day,” “Old Black
Magic,” “OI’ Man River,” “On the Sunny Side of the Street,” “Over the
Rainbow,” “Peg o’ My Heart,” “Pennies from Heaven,” “Poor Butterfly,”
“Rudolph, the Rednosed Reindeer,” “School Days,” “September Song,”
“Shine On Harvest Moon,” “Smoke Gets In Your Eyes,” “Somebody
Loves Me,” “Some Enchanted Evening,” “Some of These Days,” “Some-
times I'm Happy,” “Stardust,” “St. Louis Blues,” “Stormy Weather,”
“Summertime,” “Swanee,” “Sweet Sue,” *’S Wonderful,” “Take Me Out
to the Ball Game,” “Tea for Two,” “Tenderly,” “The Birth of the
Blues,” “The Man I Love,” “The Nearness of You,” “These Foolish
Things,” “Tiger Rag,” “Wait 'Til the Sun Shines Nellie,” “Waiting for
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the Robert E. Lee,” “What a Difference a Day Makes,” “What Is This
Thing Called Love?” “White Christmas,” “Who?” “With a Song in My
Heart,” “Without a Song,” “You Go to My Head,” “You’ll Never Walk
Alone,” “You Made Me Love You,” “Zing Went the Strings of My
Heart.”

GLOBAL HITS

Such is the global impact of the pop music business today that, for
example, a “Volare” of a few seasons back or a “Never On Sunday”
(incidentally, the first time a foreign, in this case Greek, song ever
copped an Academy Award as the best motion picture song), must be
reckoned with. In their concentrated performances, international record-
ing versions, global performances and sales, in multiple languages, these
add up to a quick fancy score that has taken most of the list herewith
many accumulative years to achieve.

It should be established here quickly that some of these are “seasonal”
songs. This means “Easter Parade,” “Rudolph the Rednosed Reindeer,”
“White Christmas” and the like.

Some 34,000,000 platters of “White Christmas,” including Bing Crosby’s
own 20,000,000-sales mark, along with the 33,000,000 disks of “Rudolph,”
can’t be ignored. Both, also, have enjoyed sales into the millions of
pianoforte copies, multiple band and vocal arrangements, and the like.

Not “strictly popular” but seasonal or patriotic standards, such as John
Philip Sousa’s “Stars and Stripes Forever,” Berlin’s “God Bless America,”
Reginald DeKoven’s “Oh Promise Me,” Carrie Jacobs Bond’s “I Love
You Truly” both of which, along with Berlin’s (there’s that man again!)
“Always” are the staples at weddings and anniversaries.

INGREDIENTS FOR DURABILITY

The elements of what makes for “most popular” are frequently im-
measurable, such as the mass appeal to the man-in-the-street (whistle
while you work, etc.); the accumulative millions of sheet music, the dif-
ferent folio and orehestral, vocal, band, barbershop quartet, choral and
kindred arrangements; the countless radio performances by hinterland
radio stations (not fully logged by either ASCAP or BMI for per-plug
payoffs); and the general longevity of the copyright. Obviously, the older
the tune, if it remains fresh in memory and enjoys repetitive renditions,
the greater its values—performance income, record and music sales, syn-
chronization and other mechanical reproduction usages, and the like.

It is generally conceded in that euphemistical orbit called Tin Pan
Alley—no longer tinpanny nor an alley, nor has it been for decades—that
“St. Louis Blues” and “Stardust” are neck-and-neck for the two most
recorded pops. Each has some 800-900 different American disk versions,
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and their waxings by foreign artists, on global labels, also runs into scores
of different interpretations.

“Auld Lang Syne” gets repeated performance in niteries, dancehalls
and for everything ranging from politico to sentimental occasions. FDR
put “Home On The Range” on the musical map, and President Truman
dittoed “The Missouri Waltz.” New York Mayor Wagner’s theme song
is the “Carousel” excerpt by Rodgers & Hammerstein, “You’ll Never
Walk Alone,” which is a favorite also at graduations and similar fraternal
occasions, as is “Auld Lang Syne.”

A number of songs survived flop shows and became perennials. “Begin
The Beguine” and “Just One Of Those Things” meant little in the original
“Jubilee,” a moderately successful Broadway musical despite the fact
that librettist Moss Hart and songsmith Cole Porter went on a round-the-
world cruise to write it.

In the same idiom as “Jubilee,” Berlin likes to point out that despite
the cast presence of such musicomedy favorites as Marilyn Miller, Helen
Broderick, Clifton Webb and Ethel Waters in “As Thousands Cheer,” his
1933 Music Box Revue was chiefly panned for its score. “Heat Wave,”
“Not For All The Rice In China” and other tunes in his 14-song score
were “liked” by the critics but eventually it was “Easter Parade” which
survived as the standard.

"Cole Porter’s “Night and Day” dates back to the 1932 original stage
source, “The Gay Divorce.” When it was filmed later, Hollywood chose
to add an “e” and the title became “Divorcee,” and the tune has been
an evergreen for virtually a third-of-a-century.

Hoagy Carmichael’s 1929 “Star Dust,” originally an instrumental, also
was a slow starter but really took off after Mitchell Parish added a lyric.
“Star Dust,” “Beguine,” “Tea For Two” and “St. Louis Blues” are the
most prolifically recorded tunes in pop song history.

W. C. Handy’s “St. Louis Blues,” from its original 1914 cradling in
Memphis, is of the same pure Americana jazz strain as ‘‘Alexander’s Rag-
time Band” and will remain symbolic of the wealth of American Negro
music that has become part of our musical heritage.

“Tea for Two,” circa 1924, by Irving Caesar (words) and Vincent
Youmans (music), from a modest Broadway musical, “No No Nanette,”
has been the perennial boy-meets-girl “double number.” Countless “bench
acts” in vaudeville—the dapper juvenile, usually avec strawhat and cane,
and the sweet ingenue, usually in flouncy lace and avec parasol—have
glorified this dream of young love. And almost 40 years later it got a big
play as a cha-cha.

“Tenderly” had an inauspicious start but snowballed with increasing im-
pact, first as a particular favorite of the nitery chanteuses, and in recent
years this Jack Lawrence-Walter Gross ballad has been reprised in count-
less albums and versions, instrumental and vocal.
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As this Top Pops roster indicates, legit has been the springboard of
some of the richer heritages of the American popular music scene and
the following will achieve similar distinction. Some already have. Among
them are “Some Enchanted Evening,” “Pcople Will Say We’re In Love,”
“I Could Have Danced All Night,” “June Is Busting Out All Over,” “On
The Street Where You Live,” “Mack The Knife” (“Moritat”). “Summer-
time,” “If I Loved You,” “All The Things You Are,” “There’s No Busi-
ness Like Show Business,” “Where Or When,” “Makin’ Whoopee.” In
fact, a glance at the “VARIETY MUSIC CAVALCADE” will produce dozens
of tunes by Porter, Romberg, Friml, Gershwin. Berlin, Rodgers and Hart.
Youmans, Rodgers and Hammerstein, Lerner and Loewe, Hirsch, Stamper,
Hubbell, Dietz and Schwartz, Loesser, DeSylva, Brown and Henderson,
Merrill and others which would also qualify in this category.

Smash ballads that have lasted are of the calibre of “Till We Meet
Again,” “Memories,” “Poor Butterfly,” “My Buddy,” “Beautiful Ohio,”
“Three O’Clock In The Morning.,” “When You and I Were Young
Maggie,” “Sidewalks of New York,” “Down by the Old Mill Stream,”
“Isle of Capri,” “South of the Border,” “Paradise,” among many more.

Periodically revived have been such perennial pops as “California Here
I Come,” “Avalon,” “Remember?”’ “That Old Gang of Mine,” “Laura,”
“Winter Wonderland” (another Christmas perennial), “Santa Claus Is
Coming to Town,” “Third Man Theme,” and many others. This list, too,
is far from complete.

The global cycle, especially post-World War II, spawned such inter-
national favorites as “La Vie en Rose,” “The Seine.” “Autumn Leaves,”
“At Last,” “Lisbon Antigua,” “April in Portugal,” “Torero,” *“Cia Cia
Bambino,” “Under Paris Skies,” “A Paris,” “Poor People of Paris,”
“Never on Sunday,” “Volare” and others. The last-named tune was so
popular at one stage that the Brill Bldg. denizens dubbed it “Mussolini’s
revenge.” (In another era, when the John Golden-Raymond Hubbell
ballad was equally overly familiar, a couple of Tin Pan Alleyites whipped
up an “answer” song, “I'd Like To Catch The Guy Who Wrote ‘Poor
Butterfly.’ »

The music business is replete with cycles and frequently a social evo-
lution, as with the Latin dance vogue, creates greater receptivity for such
old and new standards as “Siboney.” “Granada.” “Green Eyes.” “Ama-
pola,” “Amor,” “Peanut Vendor,” “Rum and Coca-Cola,” “You Be-
long To My Heart,” “Brazil,” “Bahia,” “Frenesi,” “Besame Mucho,”
“Malaguena” and the like.

Pop music also traditionally reflects the moods and mores of the
times. It may be the religiosos, such as “I Believe” and “He’s Got The
Whole World In His Hands.” It may be George M. Cohan’s “Over There.”
“Yankee Doodle Dandy,” “Mary’s a Grand Old Name.”
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INSTRUMENTALS

It includes great instrumentals. Right up there with “St. Louis Blues”
would be “Nola,” *“12th St. Rag,” “Livery Stable Blues,” “Memphis
Blues,” “Kitten On The Keys,” “Canadian Capers,” “Indianola,” “Rag-
ging the Scale,” “In the Mood,” “Mood Indigo,” “Canadian Sunset,”
“Deep Purple,” among others. And, on a grander scale, Gershwin’s
“Rhapsody in Blue” and Grofé’s “Grand Canyon Suite.”

When historians hark back to the frenetic *50s with its plethora of
country music and rock 'n’ roll, representative of that era will be such
items as “Tennessee Waltz,” “Blue Suede Shoes,” “Rock Around The
Clock,” “Earth Angel,” “Hound Dog,” “Purple People Eater,” “Splish-
Splash” and “ltsy Bitsy Teenie Weenie Yellow Polka Dot Bikini” for
example. And then came the Twist.

STILL OTHERS

And still others come to mind as durable standards, big sellers in their
heyday, and constantly being revived and reprised, for this or that inter-
pretation, album, filmusical synchronization, video period song, etc.
Among these include other titles as “Carolina Moon,” “The Best
Things In Life Are Free,” “Charmaine,” “Diane,” “Jeannine (I Dream of
Lilac Time),” “Ramona,” “My Wonderful One,” “I'm Forever Blowing
Bubbles,” “I'm Always Chasing Rainbows,” “Paradise,” “Pagan Love
Song,” “Singing in the Rain,” “Dardanella,” “And the Band Played On,”
“My Wild Irish Rose,” “You Were Meant For Me,” “Who’s Afraid of the
Big Bad Wolf?” “Whistle While You Work,” “Brother, Can You Spare
A Dime?” “I Got Plenty of Nuttin’,” “It's A Good Day,” “I'm Looking
Over a Four-Leaf Clover,” “Bye-Bye Blackbird,” “Avalon,” “Whispering,”
“Breezin’ Along with the Breeze,” just to name a few of the memorable
perennials.

From “Ja-Da” and “Yacki-Hula, Hicky-Dula” and “Lily of the Valley”
to “Who Put the Bomp in the Bomp,” there have been flash-in-the-pan
novelties which enjoy extraordinary concentrated vogue and some, in time,
also become musical symbols of their times. So with these, as with the
6,000-odd members of ASCAP and the far-flung affiliates of BMI, who
might well point to this or that of their pet bestsellers as “belonging” in
this roster, it must be stressed anew that the above are samplings of
standards. For reasons already detailed it is impossible to include every
standard, else it becomes a catalog of songs. It is unrealistic also not to
recognize that a cavalcade such as this is fallible, through omission, and
perhaps even by commission of including certain titles and slighting some
others.

In today’s $33,000,000 ASCAP performance rights melon, about
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$28,000,000 of it comes from television and radio usages, divided as
follows: $18,000,000 from TV and $10,000,000 from radio. BMI collects
$12,700,000 from the broadcasters.

ASCAP income is divided equally between publishers and authors.
Taking the above figure, over $16,000,000 goes into the writers’ pool,
and a ditto amount into the publishers’.

Each segment concerns itself with their own methods of payoff but,
over-all, the value of the catalogs and the frequency of performance is
the secret ingredient along with the wealth and maturity of cach catalog,
be it writer or publisher.

Thus, the Warner Bros.” Music Publishers Holding Corp. (Witmark,
Remick, Harms and affiliated subsidiaries) realizes around $2,000,000
annually. The MGM-20th Century-Fox partnership in The Big Three
(Robbins, Feist and Miller Music) collects around $1,750,000 annually;
and the third biggest group, the *‘class” showtune pool controlled by Max
and Louis Dreyfus (Chappell, et al.) collects around $1,500,000 per
annum. Considering that it can cost $1,000 a day for the average big
league music publisher to operate this is no disproportionate yield.

NOSTALGIA’S BIG PAYOFF

Nostalgia is big boxoffice with the successive years. As history creates
stress—martial, political or economic—Americans increasingly long to
hark back. The mauve decade constituted the “good ole days” as they
looked to the Prohibition era. In turn, the Volsteadian period, for all its
gangsterism and bootlegging, now looks better than today’s nervousness
over the world’s future in the face of the Communistic threat.

The songs of the days of our years tend to punctuate history in the
making. “Bicycle Built for Two” gives way to “In My Merry Oldsmobile”
and “Come Josephine in My Flying Machine.” “Hello Central Give Me
Heaven” (when Alexander Graham Bell’s invention was still a novelty)
has given way to radio and TV and Outer Space songs. The change is
only a variation of the theme to fit the modern pattern.

In the tradition that a good song will never down, Kurt Weill and
Maxwell Anderson’s “September Song” survived “Knickerbocker Holi-
day” from whence it stemmed with result that Walter Huston’s identifica-
tion with the ballad, especially after his appealing cracked-voice interpre-
tation on a Decca platter caught on, found it to be as big boxoffice as the
legit shows in which he toured. Huston had to come out between acts of
whatever vehicle he played to sing “September Song” so that it became as
much a b.o. lure as the play.

Television, radio, film and other producers who initially urged this
VARIETY MUSIC CAVALCADE be published in book form stress that the old
“solid” songs are the real nuggets of the music business. Thus, a strain
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of “By the Sea” sets an Atlantic City or bathing beauty scene much as
Irving Berlin’s “A Pretty Girl Is Like A Melody” is the thematic for a
fashion or beauty parade, Gus Edwards’ “School Days,” Jack Norworth
and Albert Von Tilzer’s “Take Me Out To The Ballgame” or Berlin’s
“Alexander’s Ragtime Band” or any of the old faves become automatic
audience identifications of the place or the time.

Durable in memory are such linkings as Al Jolson’s “Mammy,” Eddie
Cantor’s “Making Whoopee,” Maurice Chevalier’s “Valentina,” Sir Harry
Lauder’s “Roamin’ In The Gloamin,” Sophie Tucker’s “Some of These
Days,” Paul Whiteman’s “Rhapsody in Blue,” Ted Lewis’ “Me and My
Shadow,” Vincent Lopez’s “Nola,” Eva Tanguay’s “I Don’t Care,” Ruth
Etting’s “Shine on Harvest Moon,” Judy Garland’s “Over the Rainbow,”
Bert Williams’ “You Cannot Make Your Shimmy Shake on Tea,” Harry
Richman’s “Puttin’ On The Ritz,” Bing Crosby’s “When the Blue of the
Night Meets the Gold of the Day,” Rudy Vallee’s “Vagabond Lover,”
Kate Smith’s “When the Moon Comes Over the Mountain,” Russ Co-
lumbo’s “I'm a Prisoner of Love,” Morton Downey’s “Carolina Moon,”
or Joe Frisco’s “Darktown Strutters’ Ball.”

In the midst of the 1930s depression when the late Jack Kapp and
Milton Rackmil founded Decca Records (with the sales appeal of a 35¢
pricetag) it was Kapp’s counsel to Bing Crosby that he would produce
an all-inclusive catalog of recordings that “will make yours (Crosby’s)
the most listened to voice around the world for all time.”

It was a realistic vision as Crosby not only “cut” pops and musical
comedy excerpts but he ranged the musical scene from hillbilly (now
called country and western) to “race” (now called rhythm and blues),
from Stcphen Foster ballads to gospel paeans.

There were times when independent radio stations devoted hours on
end to nothing but Crosby, as many now do to Sinatra, and therc were
instances also where Crosby-on-wax would oppose himself when he was
on a prime radio show, and ditto later when on TV. Kapp insisted this
would tend to enhance the Groaner and not pall. He was correct.

“TOP 40” EVIL

The “top 40” evil, if evil it was, created a payola scramble and race
to “get on the sheet,” as the tradepaper charts were called. Payola to
five or six deejays in strategic spots, plus other subsidies and under-
the-counter deals, including record distributors and dealers to ‘*‘push”
this or that song title, effected a spurious “getting on the sheet.” The local
distributors would spread false “information” to the local radio stations
and deejays, and even to the tradcpapers. that there were *‘calls” for this
or that title. Actually, because the distributor had been given a “box of
free records” (100 to 250), which cost him nothing, and which he sold
to his local retailers at a 100 per cent profit, some were willing to become
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part of such conspiracy. Such are the intratrade machinations of some
segments of the music biz, yet this all conspired to possibly help create a
“call” for this or that disk.

It is no secret that in the more sacrosanct precincts of TV and radio
programming, the insecure “program directors” with agencies in sleekly
polished, chromium-and-mahogany Madison Avenue offices, leaned on
these “top 40” charts for their song components, when in doubt. By nature
of the breed they’re in doubt more often than not.

To the credit of certain enterprising disk jockeys—and not all were
“on the take”—it was their adventure in projecting new artists and un-
known songs that contributed to bringing certain songs and singers to the
fore. It is said that Bill Randle thus was instrumental, for example, in
helping showcase Presley who was then with an obscure Memphis-based
label, Sun Records. ’

This dates back to many intra-music biz stunts, such as the North
Carolina deejay who liked an oldie, “Heartaches,” so much that he
played it nightly on his clear channel station and made the nation take
notice. From time to time other exhibitionistic platter-chatterers repeated
the same stunt with disks of their own choice, whether because of genuine
affection for the performer or mercenary “inspiration,” yclept payola. In
reverse, a stunt by Ted Steele, an ex-disk jockey who became general
manager of WINS, New York, edicted a “good music” marathon of
Frank Sinatra recordings, playing them from Saturday midnight until
Tuesday morning. It got national attention. He finally ran out of Sinatras
but not only his own switchboard lit up into the early Sunday a.m. but
the metropolitan newspapers’ information bureaus received calls from
those who “couldn’t get through to WINS” to relay their endorsement of
this “good music” policy. Two weeks later, KRAK, in Sacramento, re-
peated the same stunt with similar favorable results.

Paradoxically, despite rebellion against “the top 40” and “the charts,”
other music biz proponents decry the FCC bogey that seems to have cast
a shadow over the independent radio stations which, heretofore, daringly
exposed new songs and singers, groups and instrumentalists, but which
now were being hidebound by “station management committee” pro-
gramming methods, so that they, in turn, were falling into a trite, stylized
record routining,.

The pyramiding values of a “‘standard” may be gathered from the nearly
1,000 different phonograph platters of such perennials as “St. Louis Blues”
and “Stardust,” and it is nothing for a good evergreen to attain 300-400
different domestic recordings. As each new dance vogue, for example,
comes into being, W. C. Handy or the Hoagy Carmichael durables have
been given polka, march, cha-cha, mambo, conga, “twist,”” progressive,
Dixieland and any other jazz treatment imaginable. Not to mention the
individual vocal and/or dance styles of the sundry veteran headliners and
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the upstart newcomers who invariably add this or that tune to their
repertoires for their penchant for the “beat” treatment. It was Bobby
Darin’s driving “beat” that finally made “Moritat” (“Mack the Knife”
from Bertolt Brecht-Kurt Weill’s “Threepenny Opera”) a mass disclick.

Thus it is a royalty windfall to author and publisher alike when a “Tea
for Two Cha-Cha” catches on or some vocal group revives “Smoke Gets in
Your Eyes.” The average songsmith and publisher takes the commonsense
viewpoint that individual artistic interpretations are permissible. Of late.
however, there has been marked objection by all concerned to the manner
in which certain “party” disk artists have parodied some of the top
favorites. This is valid cause for complaint in that the commercial value
of a wholesome ballad can be perverted into a double-entendre meaning
as some of the frec-wheeling nitery and “party” disk “artists” have para-
phrased or parodied the original lyrics into distorted ribaldry.

One reason for this revised edition of VARIETY MUSIC CAVALCADE has
been the constant search by newcomer artists for a catalog of prime yester-
year favorites which they can give modern trcatment.

The VARIETY MUSIC CAVALCADE, since selling out its initial edition, has
been photostated page-by-page by many a Hollywood film studio and a
radio-and-TV programming department all over the land, because it has
becn so painstakingly compiled by Julius Mattfeld.

The proponents of the “solid” songs—the roster of which is highlighted
particularly in the twentieth century copyrights in this VARIETY MUSIC
CAVALCADE—are concerned about where the standards of tomorrow will
come from. They scofl at the current crop of pops. Irving Berlin, who
should know about those things, doesn’t agree. “If the public buys ‘em
that makes it a ‘good’ song. Instead of griping, maybe we should get away
from the Lindy’s and Brown Derby sphere of influence and explore the
average popular taste more. Maybe, even, this is the real American folk
music in the making and we Broadway and Hollywood weisenhcimers
don’t know it—yet!”
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MUSIC OF THE PILGRIMS

Fisher, William Arms

Ye Olde New England Psalm-Tunes, 1620-1820. With historical sketch,
biographical notes, and hints on performance. Boston: Oliver Ditson Co.
[cop. 1930.] xvi, 56 p. 4°.

Pratt, Waldo Seldon

The Music of the Pilgrims; a description of the psalm-book brought to
Plymouth in 1620. Boston: Oliver Ditson Co. [1921.] 80 p. incl. facsims.
8°. (Contains tunes.)

AMERICAN COLONIAL PERIOD
(See also under caption: Before 1800.)

a) COLLECTIONS
Belcher, Supply

Choruses from The Harmony of Maine, 1794, for mixed or male voices
in three and four parts. Edited by Oliver Daniel. New York: Music
Press, Inc. [cop. 1948.] 23 p. 4°. (Contains nine choruses.)

Buchman, Carl

Seven Songs of the Early Republic.  Edited by Richard Franko Gold-
man. New settings by Carl Buchman. New York: Mercury Music Corp.
[cop. 1942.] (Contents: 1. Brother Soldiers, All Hail! 2. Jefferson and
Liberty. 3. The Green Mountain Farmer. 4. America, Commerce and
Freedom. 5-7, unpublished.)

Endicott, Samuel

Melodies of Revolutionary Times. Harmonized by Samuel Endicott.
Boston: Charles W. Homeyer & Co., cop. 1918. 4 nos. 4°. (Contents: 1.
He Stole My Tender Heart Away. 2. The Charms of Floremel. 3. Sheep
in Clusters. 4. The Heavy Hours.)

1
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Endicott, Samuel

Three Melodies of Revolutionary Times. Harmonized by Samuel
Endicott. Boston: Charles W. Homeyer & Co., cop. 1918. 7 p. 4°.
(Contents: 1. Queen Mary’s Farewell to France. 2. He Stole My Tender
Heart. 3. The Bee.)

Engel, Carl

Music from the Days of George Washington. Collected and provided
with an introduction by Carl Engel. The music edited by W. Oliver
Strunck. With a preface by Hon. Sol Bloom. Washington, D. C.; George
Washington Bicentennial Commission [cop. 1931 by Sol Bloom]. ix, 61
(1) p. 4°.

Fisher, William Arms

The Music That Washington Knew. With an historical sketch. A pro-
gram of authentic music, vocal and instrumental, with historical and
biographical data. Boston: Oliver Ditson Co., Inc. [cop. 1931.] xxiv,
44 p. 4°. (The music is arranged mostly for chorus and piano—for an
orchestral arrangement, see below. “Fifteen old-time dances,” arr. by
N. Clifford Page, are appended, p. 33-40.)

The Music That Washington Knew. Edited by William Arms Fisher.
[For orchestra.] Orchestrated by August Damm. Boston: Oliver Ditson
Co., Inc., cop. 1931. f°.

Goldman, Richard Franko, and Roger Smith

Landmarks of Early American Music, 1760-1800. A collection of
thirty-two compositions compiled, arranged, and edited by Richard
Franko Goldman and Roger Smith for orchestra or band or smaller in-
strumental groups or mixed chorus (SATB) with or without accompani-
ment. New York: G. Schirmer, Inc. [cop. 1943.] 101 p. 4°. (Contents:
Part 1. Psalm-tunes, hymns, and chorales. Part 2. Patriotic and historical
music.)

Hopkinson, Francis

Colonial Love Lyrics. Six songs by Francis Hopkinson (1737-1791).
Edited and augmented by Harold V. Milligan. Boston: The Arthur P.
Schmidt Co. [cop. 1919.] 29 p. f°.

The First American Composer. Six songs by Francis Hopkinson (1737-
1791). Edited and augmented by Harold V. Milligan. Boston: The Arthur
P. Schmidt Co., cop. 1918. 33 p. f°.
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Howard, John Tasker

A Program of Early American Piano Music. Collected, edited, and
arranged by John Tasker Howard. New York: J. Fischer & Bro. [cop.
1931.] 2 1., 36 p. f°.

Howard, John Tasker, and Eleanor S. Bowen

Music Associated with the Period of the Formation of the Constitution
and Inauguration of George Washington. Edited and compiled by John
Tasker Howard and Eleanor S. Bowen. With a preface by Hon. Sol
Bloom. Washington, D. C.: United States Sesquicentennial Commission
[1937]. 35 p. 4°.

Kimball, Jacob

Jacob Kimball’s Down East Spirituals. Editor, Oliver Daniel. New
York: Music Press, Inc. [cop. 1949.] 23 p. 4°. (Contains ten choruses
for SATB.)

Milligan, Harold Vincent

Pioneer American Composers. A collection of early American songs.
Edited and augmented by Harold Vincent Milligan. Boston: The Arthur
P. Schmidt Co., cop. 1931. 35 p. f°.

Schmid, Adolf

From the Days of George Washington. Suite of marches. Arranged
{for orchestra] by Adolf Schmid. New York: G. Schirmer, Inc., cop. 1931.
4°.

Siegmeister, Elie

Songs of Early America, 1620-1830. Compiled and arranged by Elie
Siegmeister. New York: Edward B. Marks Music Corp., cop. 1944. 56 p.
4°. (Contains sixteen hymns, ballads, and songs, arr. for SATB.)

b) INDIVIDUAL

Adams and Liberty, or, The Boston Patriotic Song. w., Robert Treat
Paine. m., tune: “To Anacreon in Heaven” [subsequently the air of “The
Star-Spangled Banner”]. Boston: Thomas & Andrews [1798].

Alknomook. The Death Song of the Cherokee Indian. w., m., anon.
G. Gilfert [1799-1801]. (The title is also spelled Alkmoonok. The words
were used by Royall Tyler, to whom they have been ascribed, in his com-
edy “The Contrast,” 1790, and, “as altered from the old Indian song,”
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by Mrs. Ann Julia Hatton in her libretto to James Hewitt’s ballad opera
“Tammany,” 1794.)

The Battle of the Kegs. w., Francis Hopkinson. m., a variant of the
tune: “Yankee Doodle.” (The words were published in 1778, during the
American Revolution, and satirized the British who, on learning of cer-
tain “infernal machines” devised by David Bushnell to destroy enemy
shipping at Philadelphia, fired on all floating objects on the Delaware
River in the belief that armed rebels were hidden therein.)

The Battle of Trenton. A sonata for piano. m., James Hewitt. New
York: James Hewitt [1797]. (An American counterpart to Kotzwara’s
piece “The Battle of Prague”—see under the caption: Before 1800.)

Chester. [“Let Tyrants Shake Their Iron Rod.”] Hymn. w., m., William
Billings. Boston: Draper and Folsom, 1778 (in: William Billings, “The
Singing Master’s Assistant,” p. 12).

Coronation. Hymn tune. m., Oliver Holden. Boston: Isaiah Thomas
and Ebenezer T. Andrews, 1793 (in: Oliver Holden, “Union Harmony,
or, Universal Collection of Sacred Music,” vol. 1). (To this tune are now
sung the words of Edward Perronet, “All Hail the Power of Jesus’ Name!”
written in 1780.)

Hail, Columbia. w., Joseph Hopkinson. m., tune: “The President’s
March” (see below), ascribed to Philip Phile. Philadelphia: B. Carr
[1798]. (The words were written for the poet’s friend, actor Gilbert Fox,
and were sung by him as the finale to Boaden’s comedy “The Italian
Monk,” given for the actor’s benefit at the New Theatre, Philadelphia,
April 25, 1798. The song was an instantaneous success and widely re-
printed under the title “New Federal Song,” as it was first called. The
writer of the verses should not be confused with Francis Hopkinson.)

Liberty Song; or, Come, Join Hand in Hand. w., Mrs. Mercy Warren
(wife of Co!l. James Warren of Plymouth, Mass.). m., tune: “Heart of
Oak,” by William Boyce.

The Liberty Song—“In Freedom We're Born.” w., John Dickinson.
m., tune: “Heart of Oak,” by William Boyce. (Published by Mein and
Fleming, Boston, 1768; Hall and Seilars, Philadelphia, 1768, without
music; and again by Mein and Fleming, Boston, 1769, in “Bickerstaff’s
Boston Almanac.”)

The President’s March. m., ascribed to Philip Phile. (Composed in
1789—see above: “Hail, Columbia,” 1798.)
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Yankee Doodle. w., anonymous—of American origin. m., traditional
—of English origin: sufficiently popular to have been published, in an
early version, in Glasgow, 1782. (The tune was already familiar in Amer-
ica as early as 1790; was used by Benjamin Carr in his frequently played
orchestral medley, “Federal Overture,” composed in 1794; and was pub-
lished as a song by G. Willig, Philadelphia, 1798.)

BEFORE 1800

Artaxerxes. English ballad opera; libretto and music, Thomas Augustine
Arne. (Produced at Covent Garden Theatre, London, 1762, and popular
in England. The overture and various vocal solos, particularly “Water
Parted from the Sea,” were frequently performed in concerts in America
from 1765 onward.)

Auld Lang Syne. w., Robert Burns (adapted). m., traditional Scottish
tune. London: Preston & Son [1799] (in: George Thomson, “A Select
Collection of Original Scotish [sic] Airs for the Voice,” no. 68). (The
song and its title were already popular in Burns’s day, being then sung to
another tune—*"a mediocre air,” Burns called it. The poet re-cast the
original words, adding the second and third stanzas. The present, and
familiar, melody appears to be a synthesis of several Scottish tunes.)

[Auld Robin Gray.] When the Sheep Are in the Fauld. w., anon. m.,
“original favourite air.” [London, 17807 (Copy in British Museum. The
song became popular and was soon reprinted by other London publishers
and in the American colonies. The words were written in 1772 by Lady
Anne Barnard, née Lindsay; the autograph also is in British Museum. The
music of the above “original favourite air” was composed by a clergyman,
the Rev. William Leeves, and first publicly acknowledged by him in 1812.)

Away with Melancholy. Duet. w., anon. m., Wolfgang Amadeus
Mozart. (The music is adapted from the finale of Act I of Mozart’s opera
“Die Zauberflote.” The piece in this form was first published in London
during the early 1790s, and was widely reprinted in America from 1797
onward. It was found until recently in the older type of school song-
books.)

The Battle of Prague. Piano solo (usually with additional instru-
ments). m., Franz Kotzwara. London: Longman and Broderip [17937];
and others with later imprints. (George Schetky, a Philadelphia singer,
violoncellist, and composer, arranged the piece for “full band,” i.e., for
full orchestra, In its original form it was long a parlor favorite in
America.)
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Drink to Me 0;11y with Thine Eyes. w., Ben Jonson. m., traditional
(sometimes attributed to Colonel R. Mellish and erroneously to others).
London: J. Oswald [17627] (copy in British Museum).

Heart of Oak (Harlequin’s Invasion). w., David Garrick. m., William
Boyce. (“Harlequin’s Invasion” was a pantomime, produced in London,
1759.)

Hope Told a Flattering Tale. w., Peter Pindar [pseud. of John Wol-
cott]. m., Giovanni Paisiello. London: T. Skillern [1793]. (The words
were adapted to a popular Italian duet, “Nel Cor Pill Non Mi Sento,” in
Paisiello’s opera “La Molinara,” produced in Naples, 1788. The song was
popularized in England by the famous Mme. Mara, who sang it to a harp
accompaniment composed by Joseph Mazzinghi, in a revival of Arne’s
“Artaxerxes,” listed above. In 1795 the young Beethoven composed varia-
tions on the melody as did other composers of the period. The song is
found as a solo in nearly all operatic and song collections today.)

Iphigénie en Aulide. French opera; m., Christoph Willibald von Gluck.
(Produced in Paris, 1774, The overture to this opera was frequently
played in orchestral concerts in America from 1793 onward.)

La Marseillaise. w., m., Claude Joseph Rouget de I'Isle (1760-1836).
(The song, now the French national anthem, was composed by a young
French military engineer at Strassburg in 1792, on the French declaration
of war against Austria. An American edition of the song, with French
and English words, was published in 1793, by Carr & Co., Philadelphia;
subsequent reprints appeared in New York and Boston.)

The Lass of Richmond Hill. w., Leonard McNally. m., James Hook.
London: Preston & Son [17907]. (The words were first published in the
“Morning Herald,” London, Aug. 1, 1789.)

The Lass with the Delicate Air. See below: Young Molly Who Lives
at the Foot of the Hill.

Life Let Us Cherish. w., anon. m., Hans Georg Naegeli (1773-1836).
Baltimore: J. Carr, 1796. (The song is an adaptation of the German
“Freut euch des Lebens,” first published in Germany about 1794. It be-
came a favorite in America and was published also under the title “Snatch
Fleeting Pleasures.”)

Mary’s Dream; or, Sandy’s Ghost. w., anon. m., John Relfe. (The song
was published anonymously in London during the early 1790s and was
reprinted in America from 1793 onward in Philadelphia, Boston, and
Northampton, Mass.)
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My Lodging It Is on the Cold Ground. w., m., traditional. London:
Baker and Galabin, 1775 (in: *“Vocal Music, or The Songster’s Com-
panion”),

My Mother Bids Me Bind My Hair. w., Mrs. Anne Hunter, née Home.
m., Joseph Haydn. (This one of the six “Original Canzonettas,” pub-
lished in 1794 during the first of Haydn’s two visits to London. Reprinted
by B. Carr’s Musical Repository, Philadelphia, 1799.)

O! Dear! What Can the Matter Be? w., m., anon [London] R.
Birchall [17927] (copy in British Museum.)

The Request—better known as: Tell Me, Babbling Echo. w., —(?)
Clarke. m., Gerard Vogler. London: J. and G. Vogler [17757].

Robin Adair. w., Lady Caroline Keppel. m., Irish tune: “Eileen
Aroon.” (The words were written about 1750 and addressed to a young
Irish surgeon whom the poetess married in 1758 and who later became
Surgeon-General to George III of England.)

Rule, Britannia! (Alfred). w., James Thomson; sometimes attributed
to David Mallet. m., Thomas Augustine Arne. (“Alfred” was a masque,
performed at the Prince of Wales’ residence, Cliefden House, at Maiden-
head, England, Aug. 1, 1740.)

Sally in Our Alley. w., m., Henry Carey. [London, 17157 (copy in
British Museum).

Sigh No More, Ladies. Glee for three voices. w., William Shakespeare
(in: “Much Ado About Nothing”). m