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GREAT ORIGINAL HITS of the’5Os and 60s 
SIBE ONE 
1950 

Music! Music! Music! * Teresa Brewer 

| Can Dream Can’t | « The Andrews Sisters 

The Cry of the Wild Goose « Frankie Laine 

Goodnight, Irene * The Weavers 
Rag Mop « The Ames Brothers 

Anytime ¢ Eddie Fisher 

SIDE EIGHTEEN 
1969 

Jean ¢ Oliver 

Love Child * Diana Ross and The Supremes 

Get Together * The Youngbloods 

Mighty Quinn * Manfred Mann 

Love Theme from Romeo and Juliet * Henry Mancini 

For Once in My Life * Stevie Wonder 

SIDE TWO 
1951-52 

Tell Me Why « The Four Aces 
Kiss of Fire * Georgia Gibbs 

I’m Yours ¢ Don Cornell 

Undecided * The Ames Brothers 

Auf Wiederseh’n Sweetheart * Vera Lynn 

Sin « Eddy Howard 

SIDE SEVENTEEN 
1968 

Love Is Blue » Paul Mauriat 

Honey * Bobby Goldsboro 
Harper Valley PTA « Jeannie C. Riley 

(Sittin’ on) The Dock of the Bay * Otis Redding 

The Unicorn « The Irish Rovers 

The Good, the Bad and the Ugly = 

Hugo Montenegro 

SIDE THREE 
1953 
Till | Waltz Again with You Teresa Brewer 

I’m Walking Behind You ¢ Eddie Fisher 

The Happy Wanderer ¢ Frank Weir 

Mexican Joe * Jim Reeves 

You, You, You * The Ames Brothers 

O Mein Papa « Eddie Fisher 

SIDE SIXTEEN 
1966-'67 

It Must Be Him ¢ Vikki Carr 

Cherish « The Association 

Sunny * Bobby Hebb 

You Don’t Have To Say You Love Me » 

Dusty Springtield 
Dear Heart * Henry Mancini 

| Say a Little Prayer * Aretha Franklin 

Sibe--OuUR 
1954. 

(We’re Gonna) Rock Around the Clock 

Bill Haley and The Comets 

Cross Over the Bridge « Patti Page 

Three Coins in The Fountain * The Four Aces 

Little Things Mean a Lot « Kitty Kallen 

Wanted * Perry Como 

The Little Shoemaker ¢ The Gaylords 

Sip= elle eM 
1965 

A Walk in the Black Forest * Horst Jankowski 

Stop in the Name of Love * The Supremes 

Red Roses for a Blue Lady * Bert Kaempfert 

Love Potion No. 9 « The Searchers 

| Got You Babe * Sonny and Cher 

The “In” Crowd * Ramsey Lewis 

SiIDEIRIVE 
1955 

Autumn Leaves « Roger Williams 

Tweedle Dee » Georgia Gibbs 

Unchained Melody « A/ Hibbler 

Sincerely » The McGuire Sisters 

Melody of Love « Billy Vaughn 

Only You « The Platters 

SIDE FOURTEEN 
1964 

Hello, Dolly! « Louis Armstrong 

Dominique » The Singing Nun 

Java « Al (He’s the King) Hirt 
(Crooked Little Man) Don’t Let the Rain Come Down » 

The Serendipity Singers 

Deep Purple * Nino Tempo and April Stevens 

Where Did Our Love Go * The Supremes 

Sipe Six 
1956 

Blue Suede Shoes « Carl Perkins 

The Wayward Wind ¢ Gogi Grant 

Hot Diggity * Perry Como 

Blueberry Hill * Fats Domino 

Friendly Persuasion « Pat Boone 

The Great Pretender « The Platters 

SIDE THIRTEEN 
1963 
Walk Right In * The Rooftop Singers 

Losing You * Brenda Lee 

| Will Follow Him * Peggy March 

Up on the Roof + The Drifters 

Hey Paula « Paul and Paula 

It’s My Party * Lesley Gore 

7 
SIDE SEVEN 
1957 

Melodie d’Amour ¢ The Ames Brothers 

Fascination * Jane Morgan 

My Special Angel * Bobby Helms 

Tammy * Debbie Reynolds 

Love Letters in the Sand « Pat Boone 

Diana * Paul Anka 

SIPEWVERVE 
1962 

Moon River ¢ Henry Mancini 
Fly Me to the Moon « Joe Harnell 

Midnight In Moscow « Kenny Ball 

The Lion Sleeps Tonight * The Tokens 

Alley Cat * Bent Fabric 
Love Letters * Ketty Lester 

SIDE EIGHT 
1958 

Catch a Falling Star * Perry Como 

Yakety Yak « The Coasters 

Sweet Little Sixteen * Chuck Berry 

Sugartime * The McGuire Sisters 

Sail Along Silv’ry Moon ° Billy Vaughn 

The Stroll » The Diamonds 

SIDE ELEVEN 
1961 

Wonderland by Night » Bert Kaempfert 

Cupid * Sam Cooke 

Wheels « Billy Vaughn 

Puppy Love « Paul Anka 

On the Rebound « Floyd Cramer 

Moody River * Pat Boone 

SIDE NINE 
1959 
What a Diff’rence a Day Made * Dinah Washington 

Mack the Knife » Bobby Darin 

Broken Hearted Melody * Sarah Vaughan 

The Happy Organ « Dave “Baby” Cortez 

Don’t You Know « Della Reese 

Charlie Brown « The Coasters 

SIDE TEN 
1960 

Theme from The Apartment 

Ferrante and Teicher 

Harbor Lights » The Platters 

Mr. Custer « Larry Verne 

Itsy Bitsy Teenie Weenie Yellow 
Polka-Dot Bikini * Brian Hyland 

Chain Gang « Sam Cooke 

Running Bear ¢ Johnny Preston 
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SIDE ONE 

1950 

Music! Music! Music! 
Teresa Brewer 

I Can Dream, Can't I 
The Andrews Sisters with Gordon Jenkins 

The Cry of the Wild Goose 
Frankie Laine 

Goodnight, Irene 
The Weavers, Vocal 
Gordon Jenkins and His Orchestra 

Rag Mop 
The Ames Brothers 

with Sid Ramin’s Orchestra 

Anytime 
Eddie Fisher with Hugo Winterhalter 

and His Orchestra 

GREAT 
ORIGINAL HITS 

OF THE 
‘50s AND 60s 

Collector's Edition 
Original Recordings 

SIDE EIGHTEEN 

1969 

Jean 
Oliver 

Love Child 
Diana Ross and The Supremes 

Get Together 
The Youngbloods 

Mighty Quinn 
Manfred Mann 

Love Theme from Romeo and Juliet 
Henry Mancini, His Orchestra and Chorus 

For Once in My Life 
Stevie Wonder 



The 1950s and ’60s were two of the most excit- 

ing and volatile decades in the history of popular 

music. It was a period when new styles of songs 

and new approaches to singing and playing kept 

bubbling to the surface. In place of the almost 

monolithic type of pop music that preceded 

World War II, folk music became popular music, 

country-and-western became popular music, 

rhythm-and-blues became popular music. Rock- 

and-roll appeared. Along with all these new ele- 

ments, the older styles still survived, dressed in 

fresh new harmonic and rhythmic colors, to pro- 

vide the most diversified spectrum of pop music 

that has ever been achieved. The progress of this 

remarkable growth can be traced on the records 

in this album, for each selection included made 

a significant contribution in spreading the new 

sounds and styles of these two decades. 

SIDE ONE 

1950 

Music! Music! Music! (Weiss-Baum) 

Teresa Brewer 

When she recorded her first million-selling record, 
“Music! Music! Music!,” in 1950, Teresa Brewer was 
only 19, but she knew what she was singing about. Music 
had been her life since she was two years old and sang 
on “Uncle August’s Kiddie Show” on radio station WTOP 
in her home town, Toledo. In the next 16 years, on her 
way to a hit record and international fame, she crammed 
in almost everything a girl could think about—she toured 
for seven years with “Major Bowes’ Amateur Hour,” was 
a regular on a network radio program, “The Pick and 
Pat Show,” retired, unretired, married and had her first 
child.Now she’s the mother of four children and she’s 
still singing. (Courtesy of MCA Records, Inc.) 

I Can Dream, Can’t I (Kahal—Fain) 

The Andrews Sisters with Gordon Jenkins 

While their first big hit record, “Bei Mir Bist du Schén,” 
in 1937, was bringing fame and fortune to The Andrews 
Sisters, a singer known only as Tamara was singing two 

songs that attracted little or no attention in an unsuccess- 
ful Broadway revue, Right This Way. One was “Tl Be 
Seeing You,” which finally caught on six years later as a 
big sentimental favorite during World War II. Tamara’s 
other song, “I Can Dream, Can’t 1,” had to wait even 

longer — until 1950 when The Andrews Sisters, Patti, 
LaVerne and Maxene, had one of their last big hits with 
a song that had first been heard in the year when they 
had their first big hit. (Courtesy of MCA Records, Inc.) 

The Cry of the Wild Goose (Gilkyson) 

Frankie Laine 

Although he started out during the Depression as a 
marathon dancer, Frankie Laine wanted to be a singer. 
From 1930, when he was 17 and got a chance to sing 
with a band in Chicago, until 1946, he faced nothing but 
discouragement. Things did not improve in 1946 when, 
in Hollywood, his last $40 was stolen. Flat broke, he 
went into Billy Berg’s club, where singers could sing for 
fun (and for free), and did “Rockin’ Chair.” Hoagy Car- 
michael, who wrote the song, was there, urged Billy Berg 

RM-19247-446 

to hire Laine and, when some record executives heard 
him singing “That’s My Desire,” he was signed to a con- 
tract. “That's My Desire” was the record that launched 
Frankie Laine, and “The Cry of the Wild Goose” be- 
came a-follow-up that established him as a major star. 

(Courtesy of Phonogram Inc.) 

Goodnight, Irene (Ledbetter-Lomax) 

The Weavers, Vocal; Gordon Jenkins and His Orchestra 

From the time that he sang his way out of a prison farm 
in Louisiana in 1934, Huddie Ledbetter, the huge-voiced 
singer and 12-string guitarist known as Leadbelly, spread 
folk-song seeds that would sprout two decades later. He 
learned “Goodnight ,Irene,” he once said, from his Uncle 
Terrell about the end of World War I. He sang it all 
through two prison terms and, later, in nightclubs and 
on records. He was convinced that it would be a hit song 
and in 1950 it finally was, sung by a folk group that had 
followed in his path, The Weavers. But Leadbelly never 
knew about it. He died six months before The Weavers’ 
record came out. (Courtesy of MCA Records, Inc.) 

Rag Mop (Wills—Anderson) 

The Ames Brothers with Sid Ramin’s Orchestra 

A revival of interest in old-time jazz and ragtime that had 

started just after World War II was winding to a close 
by 1950. Typically, one of the signs heralding the end 
was the appearance of new songs in the vein of those 
that were being revived. The one that caught the spirit 
of the revival most aptly in terms of the day was “Rag 
Mop.” For The Ames Brothers, four young men from 

Malden, Mass., who had been singing together since 
their grammar school days and gradually working their 
way up the show-business ladder, “Rag Mop” took them 

to the top—their first million-selling record. 

Anytime (Lawson) 

Eddie Fisher 
with Hugo Winterhalter and His Orchestra 

Eddie Fisher, who was born in 1928, had been struggling 
along as a singer for several years after World War II be- 
fore Eddie Cantor picked him up. After developing a 
reputation’ as a fill-in for disabled featured singers at Bill 
Miller’s Riviera, a nightclub on the New Jersey end of 
the George Washington Bridge, Eddie was given na- 
tional exposure when Cantor sent him on a tour that 
lasted almost two years. Then Eddie set out on his own 
early in the 1950s. This record of “Anytime” shot him to 

the top. 

SIDE EIGHTEEN 

1969 

Jean (McKuen) 

Oliver 

William Oliver Swafford, a track star sidelined by a torn 

muscle, turned to singing, first with a group called The 

Virginians and then with The Good Earth (which was 

good enough to make two appearances at Carnegie Hall 

and one at The Fillmore East). With them he attracted 

the attention of Bob Crewe, the astute producer who had 

helped make a success of The Four Seasons. Crewe 
trimmed Swafford’s three names down to the middle one, 
Oliver, and had him record a song from Hair that had 

been overlooked until then, “Good Morning Starshine.” 

It was a million seller and, to prove it wasn’t just luck, 
Crewe and Oliver followed it up with the charming folk- 
like theme that Rod McKuen had written for the film 
The Prime of Miss Jean Brodie — “Jean,” a song that 

sounded as though it had been floating through the Scot- 

tish highlands for centuries. 
(Courtesy of United Artists Records, Inc.) 

Love Child (Richards—Sawyer-T aylor—Wilson) 

Diana Ross and The Supremes 

By 1969, The Supremes had adjusted their billing to 
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comport with the fact that Diana Ross was the star of the 
trio. It was now “Diana Ross and The Supremes.” “Love 
Child,” which was released in October, 1968, but made 
its impact in 1969, was one of the last of the hits made 
by the old Supremes with Diana Ross. By the next year, 
Diana Ross had left the group (who continued as a trio 
with Jean Terrell taking Diana’s place) and started out 
as a single with an investment of $60,000 in clothes and 
arrangements. The split paid off for both Diana Ross and 
for the reoriented Supremes because it proved to be, as 
one Motown executive put it, “a 2-for-1 stock split.” 

(Courtesy of Motown Record Corporation) 

Get Together (Powers) 

The Youngbloods 

The Youngbloods burst on the music scene in 1967 with 
a happy, rhythmic song, “Grizzly Bear,” played in a style 
they called “rag ’n’ roll,” then followed it up with the 
equally energetic and enthusiastic “Get Together.” This 
was their biggest hit and a song that expresses the credo 
of the three men who make up the group — Jesse Colin 
Young, a bassist and blues and folk singer, Joe Bauer, a 
reformed jazz drummer and Banana, a onetime child 
prodigy on the piano who plays guitar and banjo and 
sings. By 1969, “Get Together” had become a familiar 
refrain for many other groups as well. 

Mighty Quinn (Dylan) 

Manfred Mann 

Two streams of pop music came together in Manfred 
Mann’s “Mighty Quinn.” The song was written by Bob 
Dylan, who hit the pop scene volcanically just before The 
Beatles—he gave his first concert in New York in 1961, 
attracting an audience of 53, and his hit song of the fol- 
lowing year, “Blowin’ in the Wind,” was eventually 
recorded by more people (60) than had attended 
that concert in 1961. Dylan’s traditional folk-music style 
was at its peak for the next two years but then The 
Beatles arrived with electrical instruments and Dylan 
retreated into the background of the music scene, be- 
coming more of a legend as he became less publicly ap- 
parent. Manfred Mann, a group that was part of the 
early English invasion of pop music in the Sixties (first 
The Beatles, then The Animals and thirdly Manfred 
Mann) revived both themselves and Bob Dylan in 1969 
with this record of a Dylan song that had not previously 
made an impression. (Courtesy of Phonogram Inc.) 

Love Theme from Romeo and Juliet (Rota) 

Henry Mancini, His Orchestra and Chorus 

An accumulation of Gold Records and Grammys was 
piled up with his recordings of his own songs and film 
scores until 1969 when, for the first time, Henry Mancini 
won both a Gold Record and a Grammy playing music 
by another composer. This happened when he included 
in an album called A Warm Shade of Ivory a piano per- 
formance by himself of Italian composer Nino Rota’s 
haunting love theme from his score for Franco Zeffirelli’s 
motion-picture version of Romeo and Juliet. 

For Once in My Life (Miller-Murden) 

Stevie Wonder 

Born blind, Stevie Judkins was the third child of a poor 
black family in Saginaw, Mich. Yet by the time he was 
12, in 1962, he was traveling (as “Little Stevie Wonder”) 
with the Motor Town Revue, a package show of black 
recording stars. When the troupe played the Regal 
Theater in Chicago, Little Stevie’s performance was re- 
corded, The resultant album, Twelve Year Old Genius, 
and one of the songs in the album, “Fingertips,” became, 
respectively, the No. 1 album and the No. | single in the 
country. From this juvenile high point, Stevie Wonder 
(no longer little) has grown into one of the most con- 
sistently successful performers in pop music. “For Once 
in My Life,” recorded when he was 19, was his impres- 
sive introduction of the adult Stevie Wonder. 

(Courtesy of Motown Record Corporation) 
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SIDE TWO 

1951-52 

Tell Me Why 
The Four Aces 

Kiss of Fire 
Georgia Gibbs 

I'm Yours - 
Don Cornell 

Undecided 
The Ames Brothers with Sid Ramin’s Orchestra 

Auf Wiederseh’n Sweetheart 
Vera Lynn 

Sin 

Eddy Howard 

GREAT 
ORIGINAL HITS 

OF THE 
00s AND 60s 

Collector’s Edition 
Original Recordings 

SIDE SEVENTEEN 

1968 

Love Is Blue 
Paul Mauriat 

Honey 
Bobby Goldsboro 

Harper Valley PTA 
Jeannie C. Riley 

( Sittin’ On) The Dock of the Bay 
Otis Redding 

The Unicorn 
The Irish Rovers 

The Good, the Bad and the Ugly 
Hugo Montenegro, His Orchestra and Chorus 



SIDE TWO 

1951>'52 

Tell Me Why (Alberts—Gold) 

The Four Aces 

“Tell Me Why” was the record that proved The Four 
Aces were no fluke. When Eddy Howard’s hit version 
of “Sin” appeared before their version of the song could 
get started, Al Alberts, leader of The Four Aces, was not 
daunted. He sat down with composer-arranger Marty 
Gold and wrote “Tell Me Why.” This recording by 
Alberts, Dave Mahoney, Lou Silvestri and Sol Vaccaro 
confirmed the preliminary evidence of “Sin” and the 
group was on its way to becoming one of the most suc- 
cessful groups of the Fifties. (Courtesy of MCA Records, Inc.) 

Kiss of Fire (Allen—Hill) 

Georgia Gibbs 

To use her full billing, Her Nibs, Miss Georgia Gibbs, 
had been singing—and singing successfully—for 16 years 
before she got her first million-seller hit record, “Kiss of 
Fire.” She was a band singer in the Big Band Era (sing- 
ing as Fredda Gibson with the Hudson-DeLange Orches- 
tra) and she had sung and stooged on radio and televi- 
sion for Jimmy Durante, Bob Hope, Milton Berle and 
Danny Kaye. The melody of “Kiss of Fire” is adapted 
from the familiar Argentinian tango, “El Choclo,” but 
Georgia Gibbs thought it sounded “like a dirge” so she 
livened it with a beguine tempo. That change, she be- 
lieved, combined with the almost masochistic lyrics made 
her record a hit. “Let’s face it,” she said in 1952. “We're 
living in a neurotic age.” (Courtesy of Phonogram Inc.) 

Tm Yours (Mellin) 

Don Cornell 

When he left Sammy Kaye’s band in 1950 to follow in the 
path of such onetime band singers as Perry Como (Ted 
Weems), Frank Sinatra (Tommy Dorsey) and Billy Eck- 
stine (Earl Hines), Don Cornell changed his singing 
style completely. In the very subdued surroundings of 
Kayes’ Swing and Sway band, Cornell had to sing very 
softly although he was instinctively a big-voiced bari- 
tone. On his last record with Sammy Kaye, “It Isn’t Fair,” 
Cornell was able to unleash his voice and that record 
helped launch his career as a solo performer. But there 
was no follow-up and, after two unsuccessful years, his 
record company dropped him, Another company let Cor- 
nell cut four songs at a trial session. One of the songs was 
“Tm Yours,” which gave Cornell the vocal opportunities 
he had been looking for for two years and got him back 
on the track that “It Isn’t Fair” had started. 

(Courtesy of MCA Records, Inc.) 

Undecided (Shavers—Robin) 

The Ames Brothers with Sid Ramin’s Orchestra 

“Undecided” was having its second life as a hit when 
The Ames Brothers recorded it in 1951. It was originally 
a Swing Era hit in 1939, thanks to a recording by Benny 
Goodman’s orchestra. When Goodman recorded the tune, 
it had no title. Charlie Shavers, who wrote it, was on the 
road, playing trumpet in the John Kirby Sextet; so Benny 
wired Shavers, asking what the title was. Shavers wired 
back “Undecided,” meaning that he had not made up his 
mind. But Benny took the answer literally. The record 
was released as “Undecided” and became such a hit that 
Sid Robin quickly wrote lyrics for it, which were first re- 
corded by Ella Fitzgerald with Chick Webb’s band 
just two months after Benny Goodman had made his in- 
strumental version. 

RM-19247-446 

Auf Wiederseh’n Sweetheart (Sexton—Turner-Storch) 

Vera Lynn 

During World War II, Vera Lynn was England’s “Sweet- 
heart of the Forces.” Her radio series was so popular that 
servicemen, returning home after the Blitz, invariably 

asked first, “What’s left of London?” and then “Is Vera 
Lynn still alive?” In the postwar years, her popularity 
extended, through her records, to the United States, a 
popularity that was capped when “Auf Wiederseh’n” 
made her the first British singer to hit the top spot on 
American record charts. She added to the song’s wartime 
associations by recording it with a chorus of servicemen. 

(Courtesy of London Records, Inc.) 

Sin (Shull-Hoven) 

Eddy Howard 

Al Alberts of The Four Aces remembers distinctly when 
he first heard this record by Eddy Howard. The Aces 
had been four unknown musicians playing and occasion- 
ally singing in a private club in Chester, Pa., when a 
couple of equally unknown songwriters, Chester Shull 
and George Hoven, showed them a song, “Sin,” they had 
been trying to sell for a year or two. Alberts and his 
friends liked it and made a test record of it to try to get 
it published. When it aroused no interest, Alberts formed 
his own record label, Victoria Records, and released The 
Four Aces’ version. Just a few days after the record came 
out and was beginning to break in the Philadelphia area, 
the Eddy Howard version appeared and became a smash 
hit, but The Four Aces’ original record got them a con- 
tract with Decca Records that moved them to stardom. 

(Courtesy of Phonogram Inc.) 

SIDE SEVENTEEN 

1968 

Love Is Blue (Popp—Cour) 

Paul Mauriat 

Another breakthrough for 1968: the first instrumental 
record to go to the top of the pop charts since 1968, (i.e., 
before The Beatles.) The instrumental tune was “Love Is 
Blue” which was, ironically, created as a vocal number 
by its French composer, André Popp, who entered it in a 
song contest in Luxembourg. It won fourth place and 
was heard on Eurovision, the European television net- 
work. One of those who heard it was Paul Mauriat, the 
French conductor-arranger, who was then planning his 
fourth LP. The LP, with “Love Is Blue,” attracted the 
attention of a radio station in Winnipeg and, through its 
repeated playings, a disc jockey in Minneapolis picked 
it up. The requests for it began pouring in, until Paul 
Mauriat was in the No. 1 spot, outselling such contem- 
porary giants as Bob Dylan and The Beatles. 

(Courtesy of Phonogram Inc.) 

Honey (Russell) 

Bobby Goldsboro 

A successful songwriter as well as a singer (he wrote “See 
the Funny Little Clown,” his first hit, “Little Things” and 
“Tf You've Got a Heart’), Bobby Goldsboro’s biggest suc- 
cess on records was written by another songwriter-singer, 
Bobby Russell, who also wrote “Little Green Apples.” 
Bobby Russell’s test of this heart-tugger, sung to a young 
wife who has died, came when he tried it out on his own 
wife (who, needless to say, was not dead). She cried and, 
a friend reported, “Bobby knew he had a winner then.” 
It was a winner for Bobby Goldsboro, too, who had been 
playing guitar in Roy Orbison’s group four years earlier 
when he made his first record, “See the Funny Little 
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Clown,” which did so well that he decided to go out on 
his own. (Courtesy of United Artists Records, Inc.) 

Harper Valley PTA (Hall) 

Jeannie C. Riley 

Things happened fast for Jeannie C. Riley in the summer 
of 1968. She was a $50-a-week secretary in a music- 
publishing company in Nashville, singing hopefully on 
the side. A demonstration record she had made caught 
the ear of Paul Perry, a disc jockey. He took some of her 
tapes to Shelby Singleton, who owned a small 
company. Singleton heard something in her voice (“a 
very sarcastic-type sound,” he called it) that went with a 
song he had heard on a “demo” record sung by another 
girl—Tom T. Hall's “Harper Valley PTA.” This was on 
July 13. On July 26, Jeannie made the record. On August 
1, she had the nation’s No. 1 hit. Before the year was out, 
“Harper Valley PTA” had sold over 4 million records. 

(Courtesy of Shelby Singleton Corporation) 

( Sittin’ On) The Dock of the Bay (Cropper—Redding) 

Otis Redding 

On the verge of arriving as one of the Sixties’ superstars, 
Otis Redding was killed when his private plane crashed 
in Wisconsin. He was in tune with the rising Rolling 
Stones (he recorded their “Satisfaction”), Aretha 
Franklin’s breakthrough to a general public beyond 
rhythm-and-blues had been made with a Redding song 
and he had just been named top male vocalist by the 
prestigious London music paper, Melody Maker, which 
had picked Elvis Presley for that spot eight years run- 
ning. All of that was the lead-up to what might have 
been. “What might have been” began happening even 
after he died because his last record, the posthumous 
“The Dock of the Bay,” was his first million seller, a song 
that has become a standard in the years since his death. 

(Courtesy of Atlantic Recording Corp.) 

The Unicorn (Silverstein) 

The Irish Rovers 

Among the surprise successes of 1968 was a group of 
Irish folk-singers from Calgary in Canada who normally 
concentrated on songs that would appeal to those who 
came from the Ould Sod and to that special audi- 
ence that relishes a song in brogue. But the two Millar 
brothers, Will and George, and their cousin, Joe Millar, 
who make up three-fifths of the Irish Rovers, found them- 
selves quite unexpectedly on the best-selling charts in 
1968 with “The Unicorn,” a song written by Shel Silver- 
stein, an equally unlikely candidate for best-selling 
honors. Silverstein is a traveler and cartoonist whose 
songwriting tastes lean to country and western rather 
than to Irish ethnic groups. But he is a great advocate of 
change and this particular change worked out very well 
for both Silverstein and The Irish Rovers. 

(Courtesy of MCA Records, Inc.) 

The Good, the Bad and the Ugly (Morricone) 

Hugo Montenegro, His Orchestra and Chorus 

An arranger and conductor for 23 years, Hugo Monte- 

negro finally got his first hit record in 1968. It was one 
of a group of selections wrapped in an LP of themes from 
Clint Eastwood western movies, his last job on a con- 
tract with RCA Victor. “I had never really listened to 
contemporary music before,” Montenegro admitted, ex- 
plaining how he happened to change from his previous 
style of sweeping strings and sweet sounds to develop 
the different sounds and colors he used on this film 
theme. “I got hold of the top 10 records my kids had 
bought and listened to find how they utilized electric 
guitars and what the contemporary drum patterns were.” 
He listened and learned that an old dog can learn new 
tricks—in a big way. 
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SIDE THREE 

1953 

Till I Waltz Again with You (Prosen) 

Teresa Brewer 

The year 1950 had been a big one for a couple of figures 
in the music world. For Teresa Brewer, it was the year of 
her breakout hit, “Music! Music! Music!” For Pee Wee 
King, it was the year when his song “Tennessee Waltz” 
became a national favorite. A couple of years later, they 
both tried to repeat the luck of 1950. Pee Wee King used 
his “Tennessee Waltz” as a pattern for a new song, “Ten- 
nessee Tango.” But the tango did not appeal as much as 
the idea of the waltz had. Teresa Brewer wisely chose the 
waltz inspiration and recorded “Till I Waltz Again with 
You” (not a waltz actually), a bestselling record for two 
years. (Courtesy of MCA Records, Inc.) 

I’m Walking Behind You (Reid) 

Eddie Fisher 

Still in the first flush of his early success, Eddie Fisher 
was drafted into the Army during the Korean War in 
1951. He had just had his first million-selling record, 
“Anytime.” Faced with the prospect of losing this invalu- 
able momentum for his career during the two years he 
would spend in the service, Eddie Fisher did what Elvis 
Presley would do several years later when he was faced 
with the same situation. He rationed his recordings to 
keep them before the people during his two-year ab- 
sence. As a result, he had not one but two best sellers 
while he was in the Army—“Wish You Were Here” and 
“Lady of Spain.” And when he got out in 1953, he picked 
right up where he had left off with his million-selling re- 
cording of an English song, “I’m Walking Behind You.” 

The Happy Wanderer (Ridge—Moller) 

Frank Weir 

This hit began as an Austrian popular song, “Der F roh- 
liche Wanderer,” and it gained its initial fame in Europe 
through its performance by the Oberkirchen Children’s 
Choir. The song was removed from this relatively spe- 
cialized area when it acquired English lyrics from Anto- 
nia Ridge, and a new treatment from Frank Weir, an 
English conductor and arranger. 

(Courtesy of London Records, Inc.) 

Mexican Joe (Torok) 

Jim Reeves 

“Mexican Joe” was the record that changed Jim Reeves 
from a baseball-player-turned-disc-jockey to a country- 
music star with an international audience. When he was 
in high school in Carthage, Texas, all that Jim wanted to 
do was to be a big league baseball player. He had pitched 
for two years at the University of Texas when he was 
signed by the St. Louis Cardinals, who started him in 
their minor league organization. In his second year in the 

' Cardinal farm system Jim was injured sliding into second 
base, and he was told his baseball career was over. He 
got a job as a disc jockey in Henderson, Texas, and in 
1953, after five years there, moved on to KWKH in 
Shreveport, La. There he became MC on “Louisiana 
Hayride” and got a chance to sing. He also got a chance 
to record. The result was “Mexican Joe,” which hit the 
top of the country charts and convinced Jim to take a 
chance on a singing career. 

You, You, You (Mellin—Olias) 

The Ames Brothers with 

Hugo Winterhalter and His Orchestra 

The four Ames Brothers grew up in Malden, outside of 
Boston, and began singing as a group as soon as Ed, the 
youngest, was old enough to stay on key. Actually, Ed 
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did more than that. He became the group’s lead singer 
and primary soloist, while his older brothers, Joe, Gene 
and Vic, sustained the backgrounds. They began their 
professional career as part of a band playing a club in 
Boston called The Fox and Hounds. But they were soon 
out on their own as a singing quartet, starring at the 

Roxy Theater in New York, at Ciro’s in Hollywood, at 
the Chez Paree in Chicago and at the Riviera just across 
the George Washington Bridge from New York City. The 
rich blend of their voices produced a succession of mil- 
lion-selling discs including this catchy adaptation of a 
German tune they recorded in 1958. 

O Mein Papa (Turner—Parsons-Burkhardt) 

Eddie Fisher with Hugo Winterhalter, 

His Orchestra and Chorus 

A hit song can take a long and tortuous path. “O Mein 
Papa” originated in a Swiss musical show called Fire- 
works, where it was sung by Lys Assia. From there it was 
picked up by the English trumpet-playing bandleader, 
Eddie Calvert, who made an instrumental record of the 
tune that became a worldwide hit. Then John Turner and 
Geoffrey Parsons, who wrote the English lyrics for “The 
Little Shoemaker” and for Charlie Chaplin’s tune 
“Smile,” created lyrics which Eddie Fisher used to turn 
this charming tune into a million-selling record. The 
record was made in 1951 but was held back for release 
while Fisher was serving in the Army during the Korean 
War, and so became a hit two years later. 

SIDE SIXTEEN 

1966-’67 

It Must Be Him (Bécaud—David) 

Vikki Carr 

1967 was a banner year for Vikki Carr. After nine years 
of steady development as a singer, starting in her home 
town, El Paso, Tex., she was headlining in the top supper 
clubs when she had a hit song. “It Must Be Him” brought 
into play all the dramatic force and vocal color that she 
had been polishing during those years. Despite the 
Anglo-Saxon sound of her professional name, she is a 
Mexican-American with the flowing name of Florencia 
Bisenta de Casillas Martinez Cardona. Her first full-time 
professional job was singing with the Pepe Callahan 
Mexican-Irish Band, for which she adopted the name 
“Carlita.” But once she became a single, singing on her 
own, Carlita was changed to Vikki Carr. 

(Courtesy of United Artists Records, Inc.) 

Cherish (Kirkman) 

The Association 

The group heard here is a product of the Los Angeles 
mid-Sixties folk scene, primarily a club called the Trou- 
badour where most of the seven members of The Associa- 
tion were part of an even larger group—13 in all—called 
The Men, who stirred up a storm of activity for eight 
months. When The Men finally disintegrated, they slim- 
med down to the more tightly organized Association, 
which included a veteran of The Lovin’ Spoonful (Jim 
Yester) and of The New Christy Minstrels (Larry 
Ramos). A key member was Terry Kirkman, who brought 
together some of the ex-Men to form The Association and 
who wrote the hit song “Cherish,” which gave the group 
a national identity. (Courtesy of Warner Bros. Records, Inc.) 

Sunny (Hebb) 

Bobby Hebb 

When he came up with his million-selling recording of 

“Sunny” in the sumer of 1966, Bobby Hebb had been a 
performer for 24 years. But he was not really a grizzled 
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veteran of show business. He just started early, at the 
age of four, when he joined Jerry Jackson and the Revue 
of 1942. Until he was 19, Bobby Hebb performed every 
summer with the Jackson group, playing guitar, bass, 
harmonica, trumpet, piano, mandolin, flugelhorn, conga 
drums, bongos and spoons. And singing. Once he be- 
came a full-time professional, he added songwriting to 
his talents, which enabled him to get first crack at re- 
cording “Sunny” — he wrote it and it proved to be the 
peak point of his career. (Courtesy of Phonogram Inc.) 

Yau Don’t Have To Say You Love Me 
(Wickham-—Napier-Bell—Pallavicini-Donaggio) 

Dusty Springfield 

Although the primary wellspring of pop performers in 
the mid-Sixties was England (a consequence of the over- 
whelming success of The Beatles and the consequent 
mystique of British pop music), all the British stars that 
came up after The Beatles were male until Dusty Spring- 
field finally struck a blow for equal rights. She had started 
out as Mary O’Brien, dressed in gingham and frilled 
petticoats, singing country-and-western songs in a family 
group (incongruous as that might seem for an English 
family). But, after she started singing alone, she came 
under the spell of the Motown sound and shifted from 
country-and-western to soul. “You Don’t Have To Say You 
Love Me” was her pivotal record—her first big move into 
soul which lifted her to international success. 

(Courtesy of Phonogram Inc.) 

Dear Heart (Mancini—Livingston—Evans) 

Henry Mancini, His Orchestra and Chorus 

For three years, Henry Mancini had unprecedented suc- 
cess in his songwriting collaborations with Johnny Mer- 
cer. In 1961, the team (music by Mancini, words by 
Mercer) won that year’s Oscar for the Best Song with 
“Moon River”; the next year they won it again with 
“Days of Wine and Roses” and in 1963 their “Charade” 
was nominated for an Oscar. Then in 1964 Mancini col- 
laborated with Jerry Livingston and Ray Evans to write 
the title song for the film Dear Heart (music by Mancini, 
lyrics by Livingston and Evans), and, for the fourth year 
in a row, a Mancini song was nominated for the Academ 
Award (although this one did not win the Oscar) . Oddly, 
Mancini’s two collaborators were actually a full-fledged 
songwriting team on their own—Livingston, the lyricist, 
Evans, the composer—who had already won three Oscars 
by themselves for “Buttons and Bows” in 1948, “Mona 
Lisa” in 1950 and “Whatever Will Be, Will Be” in 1956. 

I Say a Little Prayer (Bacharach—David) 
: Aretha Franklin 

The paths of the most consistently successful songwriting 
team of the Sixties—Burt Bacharach and Hal David—and 
of a pop superstar who was just coming into her own — 
Aretha Franklin — crossed on this recording. Miss Frank- 
lin, trained as a gospel singer in the choir of her father’s 
New Bethel Baptist Church in Detroit, switched to pop 
music at the urging of a friend of the family, Major Hol- 
ley, a well known jazz bassist. By 1967, her pop career 
was flourishing, helped by this recording of a song which 
was a surprise hit for its composers, Bacharach and 
David. It was part of an album they wrote for Dionne 
Warwicke. Traditionally, new songs that are first released 
in an album rarely become hits as singles. Bacharach and 
David were preparing to release a single made at a later 
Dionne Warwicke session when they found that disc 
jockeys were lifting the unheralded “I Say a Little Pray- 
er” from the album and playing it repeatedly. They de- 
cided to postpone the new song and put out “I Say a 
Little Prayer” instead. This astute move turned into a 
triple hit—for Bacharach and David, for Dionne War- 
wicke and for Aretha Franklin. 

(Courtesy of Atlantic Recording Corp.) 
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SIDE FOUR 

1954 

(We're Gonna) Rock Around the Clock 
(Freedman-De Knight) 

Bill Haley and The Comets 

If it had not been for a movie called Blackboard Jungle, 

“Rock Around the Clock” might have disappeared into 

musical limbo along with other earlier songs played by 

Bill Haley and The Comets. But after Haley had been 

playing “Rock Around the Clock” for two years, it turned 

up as the theme song of Blackboard Jungle, a movie of 

violent teen-age rebellion, and, much to the amazement 

of the conservatively-minded Haley, his band and the 

song became a symbol of teen-age protest. It was the first 

big rock-and-roll hit, and even after Haley had been 

buried in the dust raised by Elvis Presley and The 

Beatles, it was still a hit around the world—No, 1 in Aus- 

tralia in 1966, in the top ten in Italy and England in 

1967. (Courtesy of MCA Records, Inc.) 

Cross Over the Bridge (Benjamin—Weiss) 

Patti Page 

Two crucial elements in Patti Page’s long and successful 

singing career—her name and her first hit record—were 

gimmicks. She was born Clara Ann Fowler in Claremore, 

Okla., Will Rogers’ home town, but became Patti Page 

when she sang on a radio series in Tulsa sponsored by 

the Page Milk Co. Her first hit record, “Confess,” came 

in 1948 after she had made a dozen sides that fizzled and 

was so broke that she could not afford the chorus that 

was supposed to back her on “Confess.” To save money, 

she provided the back-up voice by over-dubbing. It 

worked so well that there were four Patti Pages on her 

next record and soon pop singing records were a welter of 

over-dubbing. “Cross Over the Bridge” is one of the 13 
million-seller records that Patti Page has made. 

(Courtesy of Phonogram Inc.) 

Three Coins in the Fountain (Cahn-Styne) 

The Four Aces 

Until 1954, the Fountain of the Trevi in Rome and its 
legend that whoever throws a coin in its water must re- 
turn to the Holy City were known mostly to Romans—and 
curious tourists. Then Sammy Cahn and Jule Styne wrote 
a song called “Three Coins in the Fountain” which was 
based on the legend and was sung by Frank Sinatra in the 
film of the same name. The song won the Academy 
Award for 1954 and this, plus the impetus of The Four 
Aces’ hit recording, turned the Fountain of the Trevi into 
one of Rome’s major attractions for American tourists. 

(Courtesy of MCA Records, Inc.) 

Little Things Mean a Lot (Lindeman-Stutz) 
Kitty Kallen; Arranged and Conducted by Ray Ellis 

One little thing that meant a lot to Kitty Kallen in 1954 
was this best-selling record. For almost 10 years she had 
lived with a growing feeling that she had hit her peak 
as a teen-ager. At 15 she was singing with Jack Tea- 
garden’s orchestra. At 17, she was a staff singer for NBC, 
rooming with another up-and-coming singer, Dinah 

Shore. At 17, she followed Helen O’Connell as vocalist 
with Jimmy Dorsey’s orchestra and cut her first million- 
selling disc, “Besamé Mucho.” At 18, she was singing 
with Harry James’ band and, for several months, five of 
the top ten records on the popularity charts were Kallen- 
James collaborations. Then she lost her voice. For several 
years she was unable to sing, but eventually she started 
a slow comeback. It took more than nine years but “Little 
Things Mean a Lot” finally put her back on the stardust 
road she had been walking a decade earlier. 
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Wanted (Fulton—Steele) 

Perry Como with Hugo Winterhalter’s Orchestra 
and Chorus 

When Perry Como was a 14-year-old barber's apprentice 
in Cannonsburg, Pa., in 1926, Jack Fulton was playing 

trombone in the most celebrated popular orchestra of the 

day, Paul Whiteman’s. Occasionally Fulton sang in a 
soft, intimate style that, within a couple of years, would 
be identified as crooning, laying the groundwork for a 

style that Perry Como would perfect two decades later. 

After eight years with Whiteman, Jack Fulton joined the 

music staff of the Columbia Broadcasting System, where 

he remained for 22 years. In 1943, Fulton started writ- 
ing songs as a sideline. This was the same year that Perry 
Como began his solo singing career with a radio series 
on CBS. So, after all these seemingly disparate coinci- 
dences, it was only appropriate that their paths should 
finally cross when “Wanted,” composed by Jack Fulton 
and sung by Perry Como, became a big hit of 1954. 

The Little Shoemaker 
(Parsons—Turner—Le Marque-Revil) 

The Gaylords 

Ronnie Gaylord, a singer from Detroit who had teamed 
with guitarist Burt Bonaldi to form The Gaylords, had 
a big hit in 1953 when he dug up an Italian song that had 
appeared in 1939, “Per un Bacio d’Amore.” Equipped 
with English lyrics, it became “Tell Me You're Mine” and 
shot The Gaylords to fame in 1953. Having broken 
through with an Italian song, The Gaylords next tried 
their luck with a French song, “Le Petit Cordonnier” 
which, with English lyrics, became “The Little Shoe- 
maker.” The Gaylords found their luck with European 
songs was still running—“The Little Shoemaker” became 
their second hit in a row. (Courtesy of Phonogram Inc.) 

SIDE FIFTEEN 

1965 

A Walk in the Black Forest (Jankowski-Mann) 

Horst Jankowski 

It does not take the training and experience of a concert 
pianist to play the two-finger piano part that Horst Jan- 
kowski delivers on this tune. But, ironically enough, this 
two-finger performance represents the height of Jan- 
kowski’s career, financially, after ten years of concertizing 
throughout Europe, serving as accompanist to Caterina 
Valente and, showing his versatility, joining touring jazz 
groups led by Benny Goodman and Tony Scott when 
they came to Germany. The tune was just a fun thing that 
Jankowski decided to record as a novelty—his adaptation 
of a bit of descriptive music, “Eine Schwarzwaldfahrt,” 
that had been a favorite of concert bands for almost half 
a century, not just in Germany, but all over the world. 

(Courtesy of Phonogram Inc.) 

Stop in the Name of Love (Holland—Dozier—Holland) 

The Supremes 

By 1965, The Supremes had become the only American 
group that could even approach the phenomenal popu- 
larity of The Beatles. The Supremes—Diana Ross, Mary 
Wilson and Florence Ballard — got their fourth straight 
million-selling record in “Stop in the Name of Love” and 
they were, understandably, beginning to feel a sense of 
stature. Diana Ross, who, from the start, was the musical 
and personal leader of the trio, complained about the 
way they were treated on television shows at the time: 
“We're pushed on and off the stage fast, as if we were 
nothin’... . They give mea cue card with a stupid speech 
to say. I see all these phonies runnin’ around actin’ like 
big stars. I've got something they don’t have and the 
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kids know it. I’m for real.” Time has borne her out be- 
cause, after leaving The Supremes to work as a single, 
she made her debut as an actress with phenomenal suc- 
cess, playing and singing Billie Holiday in Lady Sings 
the Blues. (Courtesy of Motown Record Corporation) 

Red Roses for a Blue Lady (Tepper—Bennett) 

Bert Kaempfert 

Since his first hit in 1960, “Wonderland by Night,” Bert 
Kaempfert had been building his career by recording his 
own compositions, such as “Danke Schoen” and 
“L-O-V-E,” or other new songs. But in 1965 he reached 
back almost 20 years for a song, “Red Roses for a Blue 
Lady,” a hit for Guy Lombardo in 1948 and again a year 
later for Vaughn Monroe. Kaempfert ran across it when 
he was going through a publisher's catalogue, looking for 
material. He immediately realized that it would fit in 
with the crisp, clipped style that he had developed as a 
musical hallmark for his orchestra, just as it once had 
for the neat, precise style of Guy Lombardo. 

(Courtesy of MCA Records, Inc.) 

Love Potion No. 9 (Lieber—Stoller) 

The Searchers 

After The Beatles emerged from the rough, tough musi- 
cal atmosphere of Liverpool in 1962 and 1963, Liverpool 
became a focal point for theatrical agents hoping to dig 
up more of the gold The Beatles were panning. Among 
the groups that were shot into prominence in this fashion 
were Gerry and The Pacemakers, Billy J. Kramer and The 
Dakotas, The Majos, The Merseybeats and The Search- 
ers. Of them all, The Searchers were easily the most 
melodic and, possibly because of that, they proved to 
have more appeal and more staying power than any of 
the others, thanks primarily to “Love Potion No. 9.” 

(Courtesy of Pye Records Ltd.) 

I Got You Babe (Bono) 

Sonny and Cher 

Salvatore Bono and Cher LaPiere were a couple of high 
school dropouts when they met in 1963, respectively 
aged 23 and 17. They recorded a song together, calling 
themselves Caesar and Cleo. Then they got married and 
made another record, one of his songs, “Baby Don’t Go.” 
This time they called themselves Sonny and Cher and 
they had a hit. They followed it with a bigger hit, “Just 
You,” and then an even bigger hit, “I Got You Babe,” 
which sold three million copies. Competing for teen-age 
popularity with the recently arrived Beatles, Sonny and 
Cher managed to represent a youth mystique, deliberate- 
ly giving themselves a theatrical appearance that Sonny 
now admits was “kooky,” but which served them well 
until 1969 when they remade their image, just as delib- 
erately, to a more adult model. ; 

(Courtesy of Atlantic Recording Corp.) 

The “In” Crowd (Page) 

Ramsey Lewis 

At a time when jazz was being buried under the 
avalanche of rock music, Ramsey Lewis, a jazz pianist 
who had been working doggedly for nine years to build 
a following for his trio by playing a melodic, rhythmic 
middle-area type of jazz, decided that if he could not lick 
the enemy—rock—then he would join it, but on his own 
terms. He decided to try to adapt a rock tune to his jazz 
style. The nature of the tune, which was “The ‘In’ 
Crowd,” gave his performance a much more insistent 
beat than his trio usually put out. And because it was so 
insistently rhythmic, he recorded it in a night club with 
a live, pulsating, handclapping, shouting audience. It was 
a perfect combination of tune, group, setting and audi- 
ence and it resulted in a record that was one of the few 
jazz records to make a big breakthrough in the Sixties. 

(Courtesy of Chess Records) 
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SIDE FIVE 

1955 

Autumn Leaves (Mercer—Prévert—-Kosma) 

Roger Williams 

Persistence and availability combined to make “Autumn 
Leaves” and Roger Williams two of the biggest suc- 
cesses of the 1950s. The persistence was displayed by 
Dave Kapp, a recording executive, who began trying to 
make a successful record of “Autumn Leaves” in 1950 
when he was with Decca, continued when he moved to 
RCA Victor and was still trying in 1953 when he had 
formed his own Kapp Records. For Kapp Records, he 
had signed a young pianist, Roger Williams, who was 
playing in cocktail lounges. Williams made an album for 
Kapp, The Boy Next Door, that was only mildly success- 
ful. Then one day Williams happened to be visiting one 
of Kapp’s recording sessions when the artist who was 
being recorded finished up ahead of time. Kapp, who 
had asked Williams to work out an arrangement of 
“Autumn Leaves,” asked him if he would like to use the 
available time to rehearse it. Williams did and everyone 
in the studio was so impressed that it was immediately 
recorded. In six weeks it became the country’s top hit and 
Roger Williams’ long, successful career was started. 

(Courtesy of MCA Records, Inc.) 

Tweedle Dee (Scott) 

Georgia Gibbs 

By the time Georgia Gibbs got her first million-selling 
hit (“Kiss of Fire’ — see Record 2, Side 2), she had 
learned, among other things, the importance of adapt- 
ability for a pop singer. Once she hit the top with “Kiss 
of Fire,” she used this hard-earned experience to stay on 
top. “Kiss of Fire” was what she called “a singer’s type 
of tune.” But her next hit in 1953 was a complete switch 
— a country-and-western song, “Seven Lonely Days.” 
Then, in 1955, she switched again, this time to rhythm- 
and-blues, for “T'weedle Dee.” Georgia was not one to 
take all the credit for these perceptive switches in style. 
Glenn Osser, who had been her arranger for ten years, 
was partially responsible and, in the case of “Tweedle 
Dee,” it was her producers, Hugo Peretti and Luigi 
Creatore, who suggested the song. “No singer actually 
has the right to say, “That’s my hit,” said Miss Gibbs. 
“It takes a lot of working together, like a good marriage, 
to produce a good record.” (Courtesy of Phonogram Inc.) 

Unchained Melody (Zaret—North) 

Al Hibbler 

Born blind, Al Hibbler had been singing for more than 
20 years before he found the song that communicated 
for him to a very broad listening public — “Unchained 
Melody.” Most of his earlier career had been spent with 
jazz bands, a period that was climaxed during the eight 
years with Duke Ellington’s orchestra, from 1948 to 
1951. Hibbler’s singing style, whether he was involved 
with a blues song or as unlikely a song as Joyce Kilmer’s 
“Trees,” was marked by his fondness for using an exag- 
gerated English accent as well as odd sounds which 
Ellington described as “tonal pantomime.” But on “Un- 
chained Melody,” which had been written by Hy Zaret 
and Alex North as the theme for a film of the same name, 
he let his rich, full voice be heard without any tricks. 

(Courtesy of MCA Records, Inc.) 

Sincerely (Fuqua—F reed) 

The McGuire Sisters 

Alan Freed’s fame as the country’s leading rock-and-roll 
disc jockey in the 1950s obscured the fact that he was 

also a songwriter. One of the two hits with which he is 
credited was at complete variance with his public image 
—the gentle and sentimental “Sincerely” which The 
McGuire Sisters sang to success while they were regulars 
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on Arthur Godfrey’s radio and television shows in the 
early Fifties. The three sisters, Phyllis, Christine and 
Dorothy, were known only around Ohio where they sang 
at church socials and revival meetings, with a dance band 
in Dayton and on local television, until they won a God- 
frey Talent Scout Show in 1953. 

(Courtesy of MCA Records, Inc.) 

Melody of Love (Glazer-Englemann) 

Billy Vaughn and His Orchestra 

This melody, first published in 1903, has been familiar to 
several generations of listeners and student pianists. In 
the 1930s, Wayne King’s dreamy-toned orchestra, lush 
with strings and low register clarinets, made it a hit of 
that day in an arrangement in which Franklyn Mac- 
Cormack, a radio announcer with a deep, intimately 
resonant voice, recited Mary Carolyn Davies’ poem, 
“Why I Love You,” against the melody. When Billy 
Vaughn, who was musical director of Dot Records, 
formed a studio band in 1955 that was very much like 
Wayne King’s in its style, he remembered that early 
Wayne King hit and, leaving out the recitation, made a 
version of his own which introduced him to the million- 
seller class. (Courtesy of Famous Music Corp.) 

Only You (Ram-Rand) 

The Platters 

The appearance and quick success of The Platters in 
1955 was a significant indication of the change that was 
taking place in popular-music taste at that time. Unlike 
earlier successful black singing groups, such as The Mills 
Brothers and The Ink Spots, who had “whitened” their 
sound to reach a general mass audience, The Platters 
held to a typically rhythm-and-blues sound but managed 
to reach both white and black listeners. Coinciding with 
the appearance of a white singer, Elvis Presley, with a 
black-based sound, The Platters’ musical fusion under- 
lined the direction in which popular music was moving. 
“Only You,” their first million seller, was written for them 
by Buck Ram, who first heard the group when they were 
amateurs and who coached them for two years before 
they started on the road to a long success. 

(Courtesy of Phonogram Inc.) 

SIDE FOURTEEN 

1964 

Hello, Dolly! (Herman) 

Louis Armstrong 

It is somewhat ironic that Louis Armstrong, whose trum- 
pet playing was one of the key formative elements in the 
development of jazz, is often remembered now for singing 
two songs from the musical theater—“Mack the Knife” 
from The Threepenny Opera and “Hello, Dolly!” from 
the musical of the same name. “Hello, Dolly!”, originally 
sung on Broadway by Carol Channing, was ideally suited 
to Armstrong’s glowing, expansive personality. When the 
show was made into a film, Armstrong was added to the 
cast so that his rendition could be included. 

(Courtesy of MCA Records, Inc.) 

Dominique (Soeur Sourire) 

The Singing Nun 

Far, far away from Tin Pan Alley and the music factories 

that turn out most of the commercially successful songs, 
Sister Luc-Gabrielle, a young Dominican nun, passed her 
evenings at Fichermont Convent, near Waterloo, Bel- 
gium, composing and singing songs to the accompani- 
ment of her guitar. The other nuns called her “Soeur 
Sourire” (“Sister Smile”). They liked one of her songs, 
“Dominique,” so much that they arranged to have a 
record company make about 200 copies of Soeur Sourire 
singing it. But the recording executives who heard it 
thought that other people would enjoy it, too, and they 
made arrangements to press several thousand copies on a 
commercial basis. Those several thousand copies were 
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just the start of a flood of copies that took this gentle song 
around the world and made Sister Luc-Gabrielle one of 
the top pop-singing stars of the year. 

(Courtesy of Phonogram Inc.) 

Java (Friday-T oussaint—-Tyler) 

Al (He’s the King ) Hirt 

Big (six-foot-six), bearded Al Hirt had been recording 
for nine years, mostly leading a small jazz band, before 
he suddenly became a national phenomenon in 1964 
through this recording of “Java.” Playing with a jazz 
band, Hirt has been subjected to constant heckling from 
jazz critics who complained that he was not a good jazz 
trumpeter. Hirt was inclined to agree with them. His 
forte was playing lead trumpet—he was lead trumpet in 
such bands as Tommy Dorsey, Jimmy Dorsey, Ray Mc- 
Kinley and Horace Heidt—and the lead trumpet does not 
take solos, jazz or otherwise. Despite his years of record- 
ing, Hirt had never had a hit when he went to Nashville 
to have Chet Atkins produce some of his records. Hirt’s 
first session in Nashville produced his first hit, “Java,” on 
which his trumpet playing was neither jazz nor virtuoso 
but simply bright and catchy. “When that ‘Java’ started 
moving,” Hirt exclaimed a year or two later, “the whole 
catalogue of my older stuff started selling.” 

(Crooked Little Man ) 

Don’t Let the Rain Come Down (Hickey-Miller) 

The Serendipity Singers 

The seven singers who went east to New York from the 
University of Colorado in the fall of 1963 had hopes of 
continuing and building on the success that they had 
achieved as a vocal group in college. But when they audi- 
tioned for Fred Weintraub, owner of the well-known 
Greenwich Village coffee house The Bitter End, a noted 
launching point for new acts, he had a slightly different 
idea. Although most clubs would consider a seven-person 
act too large (both for stage space and for financial rea- 
sons), Weintraub boosted this septet to a nonet by join- 
ing them with a folk duo from Texas, Diane Decker and 
Tommy E. Tiemann. Then Weintraub gave the enlarged 
group a name based on a word coined by Horace Wal- 
pole, the English author: Serendipity—the gift of finding 
valuable or agreeable things not sought for. But The 
Serendipity Singers immediately belied their name by 
finding a valuable and agreeable thing that was sought 
for—a hit song, “Don’t Let the Rain Come Down.” 

(Courtesy of Phonogram Inc.) 

Deep Purple (Parish-DeRose) 

Nino Tempo and April Stevens 

There is a long gap—or, at least, you would think there 
would be—between a semi-classical piano solo and a 
rock-and-roll hit. But “Deep Purple” has managed to 
bridge that gap. The melody was composed as a piano 
solo in 1934 by Peter DeRose, a successful songwriter 
who had written “When Your Hair Has Turned to 
Silver,” “Wagon Wheels” and “Somebody Loves You.” It 
was expanded from a piano work to an orchestral piece 
by Paul Whiteman, then became a pop hit when Mitchell 
Parrish provided lyrics in 1939. Finally in the Sixties 
Nino Tempo and April Stevens made this recording, a 
recording that won a “best rock-and-roll” Grammy. 

(Courtesy of Atlantic Recording Corp.) 

Where Did Our Love Go (Holland—Dozier—Holland) 

The Supremes 

This is the record that brought it all together for the 
Detroit-based Motown record company. It was the 
record that brought The Supremes together with the 
songwriting and producing team of Eddie Holland, La- 
mont Dozier and Brian Holland. It was the first of many 
million sellers for The Supremes (most of them written 
and produced by Holland—Dozier—Holland) but, even 
more important, it was the record that broke Motown out 
of the rhythm-and-blues field and moved the company 
into recordings that reached a broad, general audience. 

(Courtesy of Motown Record Corporation) 
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SIDE SIX 

1956 

Blue Suede Shoes (Perkins) 

Carl Perkins 

Country-and-western singer and guitarist, Carl Perkins, 
one of the earliest rock-and-roll performers, burst out 
with a tremendous hit record in 1956, his own song, “Blue 
Suede Shoes.” But his “Blue Suede Shoes” never hit the 
top of the charts because Elvis Presley’s “Heartbreak 
Hotel” came out at the same time and, in 1956, nothing 
topped Elvis Presley. “Blue Suede Shoes” finally did be- 
come a best seller. But it was not Carl Perkins’ record 
that did it. That happened when Elvis Presley recorded 
it and sang it in the movie G. I. Blues. Carl Perkins could 
solace himself with the thought that he collected the com- 
poser’s royalties and, largely because of Elvis Presley, 
“Blue Suede Shoes” has remained a popular hit. 

(Courtesy of Shelby Singleton Corporation) 

The Wayward Wind (Lebowsky—Newman) 

Gogi Grant 

“The Wayward Wind” did more than simply put Gogi 
Grant into the select list of million-selling record artists. 
It led, in an accidental way, to the “ghosting” job she did 
as the singing voice of Ann Blyth in The Helen Morgan 
Story two years later, an effort for which she not only got 
screen credit but, in general, better reviews than the film 
itself. When it was decided to use a “ghost” voice for Miss 
Blyth, Ray Heindorf, the musical director for the film, 
auditioned more than 50 girl singers and listened to in- 
numerable records without success until one day, driving 
in his car, he heard Gogi Grant’s only album, which in- 
cluded “The Wayward Wind.” Once Heindorf found the 
album and listened more carefully, Miss Grant got the 
assignment without even auditioning. 

(Courtesy of ERA Records, Ltd.) 

Hot Diggity (Hoffman—Manning) 

Perry Como with The Mitchell Ayres Orchestra 
and The Ray Charles Singers 

When you realize that Al Hoffman had written such 
songs as “Bibbidi-Bobbidi-Boo,” “Gilly Gilly Ossenfeffer 
Katzenellen Bogen by the Sea,” “Mairzy Doats” and “I 
Can Wiggle My Ears,” it is not surprising that he was 
able to turn Alexis Chabrier’s 19th-century “Espafia 
Rhapsody” into a song called “Hot Diggity.” For Perry 
Como, the unusual combination of a classical composer's 
rhythmic intensity and melodic verve with the contem- 
porary lyric by Al Hoffman gave him a best-selling record 
that was a shot in the arm for a singer with Como’s gentle, 
crooner’ approach just at a time when, led by Elvis 
Presley, a new breed of popular singer was taking over 
the pop scene. 

Blueberry Hill (Lewis—Stock—Rose) 

; Fats Domino 

Antoine “Fats” Domino emerged from a jazz background 
in New Orleans. During the early Fifties, he was a great 
rhythm-and-blues favorite, singing and playing piano 
with what was basically a boogie beat. But by the mid- 
Fifties, when Elvis Presley and other emerging young 
white rock stars were making hits with songs borrowed 
from the rhythm-and-blues field, Fats Domino success- 
fully turned the tables on them. He had his greatest 
success with “Blueberry Hill” in 1957, a pop ballad 
which had first been a hit in 1940 when Glenn Miller 
played and recorded it with a vocal by Ray Eberle. 

(Courtesy of United Artists Records, Inc.) 

Friendly Persuasion (Webster—Tiomkin) 

Pat Boone 

“Friendly Persuasion” was the song that launched Pat 
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Boone as a parallel and offsetting phenomenon to Elvis 

Presley in the mid-Fifties. Boone was the traditional neat, 
clear-eyed, clean-minded, respectful, family-oriented 
American boy—the very opposite of what Elvis Presley 
seemed to represent. And Pat’s songs spoke of very dif- 
ferent things too. “Friendly Persuasion” was originally 
called “Thee I Love,” written for a film about the 
Quakers. Dimitri Tiomkin, who composed the song, had 
hoped to have Perry Como sing it in the motion picture, 
but, when Como proved too expensive, Tiomkin remem- 
bered “a hillbilly song sung by a beginner” on the Arthur 
Godfrey show. The beginner was Pat Boone and al- 
though he received just $3000 for singing “Friendly 
Persuasion” in the film, this record sold more than a 
million and a half copies. (Courtesy of Famous Music Corp.) 

The Great Pretender (Ram) 

The Platters 

When singer Tony Williams and three of his friends who 
called themselves The Platters asked Buck Ram to help 
them get started as a singing group in 1958, they were 
going to a man who had a remarkable 20-year record. As 
a spotter of talent, he recommended 15-year-old Ella 
Fitzgerald to Chick Webb and brought bandleader Ina 
Ray Hutton to hear young Maxine Sullivan in Pittsburgh. 
As a songwriter, he wrote “I'll Be Home for Christmas,” 
The Three Suns’ “Twilight Time” and Glenn Miller’s 
“Slow Freight.” On his advice, The Platters added a girl 
to the group and Ram began writing special material to 
fit their sound. One of his first songs for them was “The 
Great Pretender.” (Courtesy of Phonogram Inc.) 

SIDE THIRTEEN 

1963 

Walk Right In (Cannon—Woods—Darling—Suanoe) 

The Rooftop Singers 

When this record became the No. 1 hit in the United 
States in the bitter winter of 1962—’63, 79-year-old Gus 
Cannon, who wrote it, had hocked his banjo for $20 in 
order to buy coal. He was getting no money from the hit 
record because The Rooftop Singers, who recorded it, 
thought that it was a traditional folk song. (The matter 
did get straightened out and Cannon received royalties. ) 
Actually Cannon had written the song in 1929 with 
Hosie Woods, another banjo player in Cannon’s Jug 
Stompers, and the group recorded it that same year. But 
jug bands had never commanded much of an audience 
and “Walk Right In” was forgotton until The Rooftop 
Singers, an offshoot of The Weavers, rediscovered it. 

(Courtesy of Vanguard Recording Society, Inc.) 

Losing You (Sigman—Havet—Renard) 

Brenda Lee 

During the late Fifties, Brenda Lee was the greatest 
child singing sensation since Judy Garland. In 1956, 
when she was 12 years old and had a remarkably mature 
voice (she made some people think of Sophie Tucker), 
she had a nationwide record hit, “Jambalaya.” For the 
next three years she was seen constantly on TV shows as 
she turned out one record hit after another. But, as she 
grew into her teens, the child image wore off (although 
she remained less than five feet tall) and she hit an awk- 
ward in-between age. Her manager tried to tap a new 
audience by taking her to Paris. Her engagements there 
were endangered as the French promoters discovered 
she was not, as they had thought, an adult, so her man- 
ager planted a newspaper story that she was a 32-year- 
old midget. In the ensuing controversy, Brenda Lee 
became a smash hit in Paris and her career picked up 
real momentum. The following year, her record sales 
were over three million. Year after year, she turned out 
five or six top hits. “Losing You” was a song she acquired 
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from France (“Un Ange Est Venu”), one of five hits she 
had in 1963. (Courtesy of MCA Records, Inc.) 

I Will Follow Him 
(Gimbel—Altman—Plante—Stole—Del Roma) 

Peggy March; Orchestra Conducted by Sammy Lowe 

When she made this record, Peggy March was a 15-year- 
‘old freshman at Lansdale Catholic High School in Lans- 
dale, Pa. It was her very first recording but it went right 
to the top of the charts, topped the million mark in sales 
and made Little Peggy March an overnight star. But 
it doesn’t really happen overnight — not even when 
you're only 15 years old. She had been singing around 
Philadelphia since she was five when she won a talent 
contest over 15 other children. At six, she was a regular 
on Rex Trailer’s TV show and, year after year, she took 
top honors in talent contests, appearing on stage and on 
television until a relative who heard her singing at her 
cousin’s wedding got an audition for her that resulted in 
this record. Her manager promised her a dog if it sold 
over 200,000 copies. And he gave her one—a miniature 
collie—although, in view of the disc’s eventual sales, she 
seemed to deserve at least a full-sized collie. 

Up on the Roof (Goffin-King) 

The Drifters 

By 1963, when The Drifters recorded “Up on the Roof,” 
they were already an unusually long-lived vocal group. 
They had been formed ten years earlier to back up Clyde 
McPhatter, who had just left Billy Ward and the Domi- 
noes to go out on his own. Within two years, however, 
McPhatter went into the Army and The Drifters con- 
tinued with Ben E. King, one of The Drifters, moving up 
to the role of lead singer. The Drifters did so well with 
King that, by 1960, he had gone out on his own, to be 
replaced by Rudy Lewis. The other members of the 
group were Johnny Terry, Charlie Thomas and Gene 
Pearson, with Bill Davis on. guitar. They began to move 
away from the more or less superficial pop material with 
the sociological comment of “Up on the Roof,” a song 
about a boy who fled to the rooftops whenever the ten- 
sions of life became too much for him. 

(Courtesy of Atlantic Recording Corp.) 

Hey Paula (Hildebrand) 
Paul and Paula 

They were a oneshot success of 1963—their first record, 
“Hey Paula” was a million-selling hit but Paul and Paula 
disappeared afterwards, buried under the tumultuous 
pop revolution brought on by the arrival of The Beatles. 
They were not forgotten entirely, however. Tiny Tim 
remembered them and, during his brief fling at glory in 
the late Sixties, he sang “Hey Paula,” doing the voices of 
both Paul and Paula. The team was actually invented just 
for this song. Ray Hildebrand, who wrote the words and 
music, was the “Paul” of Paul and Paula, a team name he 
created to give validity to the lyric of the song. 

(Courtesy of Phonogram Inc.) 

It’s My Party (Wiener—Gold—Gluck) 

Lesley Gore 

In the Spring of 1963, when she was 16 years old, Lesley 
Gore began taking voice lessons. After five weeks, her 
teacher suggested that she make a demonstration record. 
Through friends of her father’s, it went out to several 
record companies and half a dozen made bids to sign her. 
She chose Mercury, who rushed her into a studio to cut 
“It’s My Party (And I'll Cry If I Want To).” The record, 
released in May, 1963, rose straight to the top of Bill- 
board’s “Top 100” chart and, within a month, had sold 
800,000 copies. Lesley Gore went on to Sarah Lawrence 
College, continuing to make records and, on her gradu- 
ation, became a full-time singer, although she never had 
another hit to match this one. (Courtesy of Phonogram Inc.) 

RDA 182-1-Dé 



RECORD ah 

SIDE SEVEN 

1957 

Melodie d’Amour 
The Ames Brothers 
with Hugo Winterhalter and His Orchestra 

Fascination 
Jane Morgan 

My Special Angel 
Bobby Helms with The Anita Kerr Singers 

Tammy 
Debbie Reynolds 

Love Letters in the Sand 
Pat Boone 

Diana 
Paul Anka 
Orchestra Conducted by Joe Sherman 

GREAT 
ORIGINAL HITS 

OF THE 
20s AND 60s 

Collector's Edition 
Original Recordings 

SIDE TWELVE 

1962 

Moon River 
Henry Mancini, His Orchestra and Chorus 

Fly Me to the Moon 
(In Other Words ) 

Joe Harnell 

Midnight in Moscow 
Kenny Ball and His Jazzmen 

The Lion Sleeps Tonight 
The Tokens 

Arranged and Conducted by Sammy Lowe 

Alley Cat 
Bent Fabric, Piano 

Love Letters 

Ketty Lester 



GREAT ORIGINAL HITS OF THE 50s AND 60s 

SIDE SEVEN 

1957 

Melodie d’Amour (Johns—Salvador) 

The Ames Brothers 
with Hugo Winterhalter and His Orchestra 

The touch of irony that was more common in the chan- 
sons of French singers in the years after World War II 
than in American pop songs is underlined by comparing 

the French and English titles of this song. In French it 
was called “Maladie d'Amour,” which might be trans- 
lated as “The Sickness of Love,” an idea that was often 
central to songs of the French chansonniers, But in Eng- 
lish “Maladie” became “Melodie” which means -exactly 
what it sounds like and changes the basic idea consider- 
ably. In its English version, it became one of The Ames 
Brothers’ biggest sellers just three years before the four 
brothers split up to go their separate ways. 

Fascination (Manning—Marchetti) 

Jane Morgan 

Possibly the greatest thing that ever happened for Jane 
Morgan was that a motion picture called Love in the 
Afternoon was made in 1957 with Gary Cooper, Maurice 
Chevalier and Audrey Hepburn as its stars. In it, F. D. 
Marchetti’s valse tzigane, “Fascination,” written in 1904, 
was used as a theme that kept creeping through the film. 
Jane Morgan, an American girl who had spent so many 
years singing in Paris bistros that she was considered a 
“continental chanteuse,” was then trying to make a re- 
entry into her native land. The continental sound of 
“Fascination,” with new English lyrics written by Dick 
Manning, provided her with that combination of homi- 
ness and exoticism assuring a solid American footing. 

(Courtesy of MCA Records, Inc.) 

My Special Angel (Duncan) 

Bobby Helms with The Anita Kerr Singers 

Primarily a hometown sensation in Bloomington, Ind., 
home of the Indiana University, Bobby Helms, at the age 
of 24, had two successive hits in 1957—“Fraulein,” an 
import from Germany, and “My Special Angel.” “My 
Special Angel” has been called “the first hit song off 
Nashville’s music row.” It was written by Jimmy Duncan, 
who started writing songs as an 11 year old in Texas, and, 
after 400 songs and an early career as a singer, built a 
major recording studio in Houston in the 1970s. 

(Courtesy of MCA Records, Inc.) 

Tammy (Livingston—Evans) 

Debbie Reynolds 

There are a few songs that are million sellers and an occa- 
sional one that goes beyond that. But “Tammy” was a 
super-seller—more than ten million records of this song, 
made by almost 100 artists, were sold. This record by 
Debbie Reynolds was the prime seller, the one that went 
over a million. The song was written by Jay Livingston 
and Ray Evans, for the film Tammy and the Bachelor. It 
was one of the songwriting team’s first freelance efforts. 
Earlier they had been on staff writing jobs at Paramount 
Pictures for ten years, during which they wrote three 
Oscar-winning songs — “Buttons and Bows” in 1948, 
“Mona Lisa” in 1950 and “Whatever Will Be, Will Be” 
in 1956. (Courtesy of MCA Records, Inc.) 

Love Letters in the Sand (Kenny—Coots—Kenny) 

1 Pat Boone 

Among the numerous songs of the Thirties and Forties 
that turned up as hits of the Fifties, “Love Letters in the 
Sand” was one of the most successful. The song was 
written in 1931 when a pop composer, J. Fred Coots, 
read a poem by Nick Kenny, a columnist in the New York 
Daily Mirror. He set it to music and managed to get a 
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recording by a rising young singer, Russ Columbo, who 
was competing for popular favor then with an equally 
young and relatively unknown singer, Bing Crosby. Co- 
lumbo’s record did not do much, but George Hall, who 
led the band at the Hotel Taft in New York, liked the 
song and made it his theme song. The Hall band, which 
was on radio several times a week, played at the Hotel 
Taft all through the 1930s and gave the song a continu- 
ous momentum. Pat Boone brought it back to popularity 
in 1957 when he sang it in the motion picture Bernadine. 

(Courtesy of Famous Music Corp.) 

Diana (Anka) 

Paul Anka; Orchestra Arranged and 
Conducted by Joe Sherman 

Paul Anka’s timing could scarcely have been better. At 
the height of the era of teen-age agony in popular music 
in the mid-Fifties, 15-year-old Paul Anka, frustrated in 
love by an 18-year-old girl named Diana, poured his 
feelings into this song. When Fats Domino played Anka’s 
hometown, Ottawa, in March, 1957, Anka tried to get 
into the theater to see Domino but was thrown out by the 
star’s manager. A few weeks later, Anka used his Easter 
vacation to go to New York where he talked his way into 
a record company to play and sing 10 of his songs. The 
company liked “Diana,” recorded Anka singing it and the 
disc was the No. 1 hit in the United States for 13 straight 
weeks. In the next six years, more than 300 recordings of 
the song were made in 22 countries, building a total sale 
of over ten million copies. By the time Anka was 17, he 
was a millionaire. (P.S.: Five months after Fats Domino’s 
manager had ejected Anka from the theater, he became 
Anka’s manager. ) 

SIDE TWELVE 

1962 

Moon River (Mercer—Mancini) 

Henry Mancini, His Orchestra and Chorus 

Since 1959, when Henry Mancini wrote the “Peter Gunn 
Theme,” his life has seemed to be a series of successes in 
one field after another. Not content to be an unusually 
skillful composer, Mancini, as an orchestra leader, be- 
came one of the big record sellers of the Sixties, and, 
building on that foundation, has become one of the sure- 
fire, sell-out attractions on the in-person concert circuit. 
“Moon River” came at a time when his success was 
reaching flood tide—the song won the Academy Award in 
1962, won a Grammy as the “Song of the Year” and this 
recording by Mancini won a second Grammy as “Record 
of the Year” while Mancini’s score for Breakfast at Tif- 
fany’s, from which “Moon River” was taken, won an 
Oscar as the best score for a dramatic or comedy picture. 
If that wasn’t enough, Mancini’s recording won Grammys 
as the best soundtrack album of the year and the best per- 
formance “by an orchestra other than dancing.” 

Fly Me to the Moon (In Other Words ) (Howard) 

Joe Harnell 

“Fly Me to the Moon” was written in 1954 by Bart How- 
ard, who called it “In Other Words,” and it was intro- 
duced by Felicia Sanders, who was moving into stardom 
following her million-selling record of “The Song from 
Moulin Rouge.” Miss Sanders, however, did not record 
Bart Howard’s song. Kaye Ballard had that honor. But, 
although audiences liked “In Other Words,” it did not 
really catch on until an astute music publisher pointed 
out that the public had trouble identifying it because the 
title was buried in the middle of the lyric. Listeners kept 
trying to request it through the opening words of the 
lyric, “Fly me to the moon. . . .” So the title was changed 

and immediately the song took off. But not for Kaye 
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Ballard. And not for Felicia Sanders. It became a big hit 
for pianist Joe Harnell—who recorded it without the lyric. 

(Courtesy of MCA Records, Inc.) 

Midnight in Moscow 
(Soloviev-Sedoi—Matusovosky; arranged by Ball) 

Kenny Ball and His Jazzmen 

Ever since Sidney Bechet’s quintet introduced jazz to the 
Soviet Union in 1925, that country’s attitude toward jazz 
has blown hot and cold, depending on its relationships 
with the western world. Sometimes jazz was banned 
there, sometimes accepted, but nervously, as when Benny 
Goodman, Duke Ellington and other American jazz 
groups have toured there in recent years. So the Soviet 
Union is one of the last places one would look to for a 
tune that not only became an American hit but a hit in a 
jazz version. “Midnight in Moscow” was adapted by the 
English jazz trumpeter Kenny Ball from a Russian song 
called “Padmaskoveeye Vietchera.” Played in traditional, 
or Dixieland, style by Ball’s British band, it not only be- 
came an international favorite but made Kenny Ball, for 
a brief period, a celebrity in the jazz world. 

(Courtesy of Pye Records Ltd.) 

The Lion Sleeps Tonight 
(Peretti-Creatore—W eiss—Stanton) 

The Tokens; Arranged and Conducted by Sammy Love 

One of The Weavers’ big hits in 1951, when they were 
laying the groundwork for the spread of folk music 
during the 1950s, was their adaptation of a Zulu song 
called “Mbube.” It had been recorded in South Africa in 
the 1930s by Solomon Linda but The Weavers made 
adaptations in both the words and music and called the 
result “Wimoweh.” In 1961, a team of four songwriters 
made yet another adaptation of both the music and the 
lyrics. The result was “The Lion Sleeps Tonight,” and 
when it was recorded by four boys from the Brighton 
Beach section of Brooklyn who called themselves The 
Tokens, this South African song became an American hit 
for a second time. 

Alley Cat (Bjorn) 

Bent Fabric 

This catchy, slightly corny piano recording scratched its 
way into the million-seller class. Not the least unusual 
aspect of the tune was its source. Bent Fabric, the pianist 
who made the recording, was Danish, his real name Bent 
Fabricius-Bjerre. He used his real name when he wrote 
serious music and in his role as half-owner of a Danish 
record company for which, as Bent Fabric, he originally 
recorded “Alley Cat.” He introduced the tune, as Bent 
Fabric, on his television series. It was composed by Frank 
Bjorn, a pseudonym that Fabricius-Bjerre used when he 
wrote for the show. Material for the show was also pro- 
vided by Frank Barklay and Bert Graves, both of whom 
were actually Bent Fabricius-Bjerre. And just to con- 
found things further, this rather simple and melodic 
creation of the Fabricius-Bjerre conglomerate won a 
Grammy in 1962 as “the best rock-and-roll recording of 
the year.” (Courtesy of Atlantic Recording Corp.) 

Love Letters (Heyman-Young) 

Ketty Lester 

Two very experienced and successful songwriters wrote 
“Love Letters” in 1945 as a theme for a film of the same 
name—Edward Heyman and Victor Young. But they had 
to wait 17 years before “Love Letters” became a real hit— 
and then the miracle was performed by a young, virtually 
unknown singer, Ketty Lester, who had been making a 
quick climb from the Purple Onion nightclub in San 
Francisco to a starring role in a New York revival of 
Cabin in the Sky. Her first—and so far her only—million- 
selling record was “Love Letters.” 
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1958 

Catch a Falling Star 
Perry Como with The M itchell Ayres Orchestra 

and The Ray Charles Singers 

Yakety Yak 
The Coasters 

Sweet Little Sixteen 
Chuck Berry 

Sugartime 
The McGuire Sisters 

Sail Along Silvry Moon 
Billy Vaughn 

The Stroll 
The Diamonds 

GREAT 
ORIGINAL HITS 

OF THE 
‘50s AND 60s 

Collector’s Edition 
Original Recordings 

SIDE ELEVEN 

1961 

Wonderland by Night 
Bert Kaempfert 

Cupid 
Sam Cooke 

Orchestra Conducted by René Hall 

Wheels 
Billy Vaughn and His Orchestra 

Puppy Love 
Paul Anka 
Orchestra Conducted by Joe Sherman 

On the Rebound 
Floyd Cramer 

Moody River 
Pat Boone 



GREAT ORIGINAL HITS OF THE’50s AND 60s 

SIDE EIGHT 

1958 

Catch a Falling Star (Vance—Pockriss) 

Perrs Como with The Mitchell Ayres Orchestra 
and The Ray Charles Singers 

Long after his early success as a crooner had run its 
course, Perry Como extended and broadened his career 
as the star of a weekly television hour on which he played 
a low-keyed host. Gathered around him was a group of 
musical helpers, such as orchestra leader Mitchell Ayres 
and The Ray Charles Singers, who gave him sound sup- 
portive background for his songs. So successful was this 
musical team that Como was able to go on providing hit 
records long after all the other singers who had come up 
with him had, with the exception of Frank Sinatra, dis- 
appeared from the limelight. “Catch a Falling Star” was 
a best seller for Como in 1958 and this recording won a 
Grammy as the best male solo performance of the year. 

(Courtesy of Phonogram Inc.) 

Yakety Yak (Leiber-Stoller) 

The Coasters 

Jerry Leiber and Mike Stoller, who had written a number 
of Elvis Presley hits in the early and mid-Fifties, took a 
dim view of the teen-age frustration songs of the late 
Fifties. Trying to steer clear of what they called “self- 
pitying, masochistic ballads” and “foul love songs and 
drivel,” they sought “little slices that haven't been 
touched” with songs of protest and satire. “Yakety Yak,” 
their first big success in this vein is, as The New York 
Times described it, “a message of youthful protest against 
parental nagging and household responsibilities.” This 
record by The Coasters, a group made up of four singers 
and a guitarist who had previously been known as The 
Robins, was a million seller. 

(Courtesy of Atlantic Recording Corp.) 

Sweet Little Sixteen (Berry) 

Chuck Berry 

A basic source of rock-and-roll was Chuck Berry, a black 
singer and songwriter who mixed country-and-western 
with rhythm-and-blues. The Beach Boys, The Beatles 
and The Rolling Stones all used Chuck Berry songs when 
they were getting started in the early Sixties. One of The 
Beach Boys’ earliest hits in 1963, “Surfin’, U.S.A.,” was 
adapted from the melody of Chuck Berry’s “Sweet Little 
Sixteen,” one of a succession of future hits that Berry 
wrote and recorded in the Fifties. 

(Courtesy of Chess Records) 

Sugartime (Phillips—Echols) 

The McGuire Sisters 

Five years after they came zooming out of Ohio to win 
the Arthur Godfrey Talent Scouts show and to become a 
permanent part of the Godfrey entourage, The McGuire 
Sisters were still flying high in the entertainment world. 
Phyllis, who became known as “the one in the middle” 
because the three girls looked so much alike that some 
people thought they were triplets, helped to take the trio 
beyond simple harmonizing, which was their basic style, 
by adding impish improvisations during their personal 
appearances, giving their performances a touch of the 
unexpected to blend with the expected. One of the things 
that came to be expected of The McGuire Sisters in these 
years was a record that approached or passed a million 
copies in sales. “Sugartime” did this in 1958. 

(Courtesy of MCA Records, Inc.) 
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Sail Along Silv’ry Moon (Tobias—Wenrich) 

Billy Vaughn 

If this song has the sound and feeling of the years before 
World War I, it is quite logical that it should. It was 
written by two songwriters, Harry Tobias and Percy 

Wenrich, who were active in those years. Wenrich com- 
posed “Put on Your Old Gray Bonnet,” “Moonlight Bay” 
and “When You Wore a Tulip.” Harry Tobias started 
writing songs in 1911 but he didn’t begin to get big hits 
until the 1920s with “Miss You.” But despite the old- 
fashioned sound of “Sail Along Silv’ry Moon,” the two 
songwriters collaborated on it in 1937. It was Percy 
Wenrich’s last big hit, but it was an even bigger one 
when Billy Vaughn’s orchestra revived it in 1958, selling 
more than a million copies in both Germany and Holland 
as well as over two million copies in the United States. 

(Courtesy of Famous Music Corp.) 

The Stroll (Otis—Dee) 

The Diamonds 

One of the most memorable characteristics of Elvis Pres- 
ley’s early singing style was that he moved when he sang— 
moved so vigorously that many older people who saw 
him on television were shocked. But movement obviously 
went with rock-and-roll, and dancing, which had died 
out with the demise of the big bands after World War II, 
came roaring back in the wake of Presley. The new 
dances had contemporary names but dance historians, 
such as Marshall Stearns, recognized their sources: the 
Mashed Potato and the Charley-Bop were reminiscent of 
the Charleston; the Fly included bits of the Eagle Rock; 
the Chicken was a parody of the Lindy; the Slop had 
been called the Jig Walk 40 years earlier. The Camel 
Walk, which has been traced back to 19th-century har- 
vest festivals, surfaced in 1958 as the Stroll, and Clyde 
Otis, a songwriter and record. producer, wrote this song 
to go with the dance. (Courtesy of Phonogram Inc.) 

SIDE ELEVEN 

1961 

Wonderland by Night (Gunter—Neumann) 

Bert Kaempfert 

Two of the most distinctive instrumental styles of the Six- 
ties involved trumpets. One was The Tijuana Brass sound, 
created by Herb Alpert. The other was the clean, singing 
trumpet, ringing out gently over a strong, positive 

beat that became identified with the recordings of Bert 
Kaempfert, a German arranger and band leader. Because 
the trumpet played such a prominent role on the records 
and because Kaempfert was known in the United States 
only through his recordings it was widely assumed in this 
country that he was the trumpet player. If Kaempfert had 
made personal appearances in the United States or been 
on American television, listeners might have seen that he 
played piano, clarinet, saxophone and accordion—but not 
trumpet. The trumpeter on this recording of “Wonder- 
land by Night,” Kaempfert’s first big hit, was Charlie 
Tabor, who was replaced by Fred Moch on later Kaemp- 
fert recordings. (Courtesy of MCA Records, Inc.) 

Cupid (Cooke) 

Sam Cooke; Orchestra Conducted by René Hall 

In addition to his distinctively soft, melodic manner of 
singing what might otherwise have been called “soul” 
songs, Sam Cooke played guitar and wrote many of his 
most successful numbers. “Cupid” was one of his own 
songs that Sam Cooke turned into a hit along with “Bring 
It on Home to Me,” “Having a Party” and “You Send 
Me,” his first record to hit the million-seller class. His 
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ability to project an intensity of emotion even with a 
gentle, intimate style stemmed from his early experiences 
in his father’s Baptist church. “You must make your audi- 
ence feel what you feel,” he once said. “To do this, you 
have to muster up all the sincerity in your body and 
project to every solitary person in the room. This is what 
I strive for every time I open my mouth to sing.” 

Wheels (Torres—Stephens) 

Billy Vaughn and His Orchestra 

Although he had been an orchestra leader turning out 
million-selling records regularly for six years by 1961, 
Billy Vaughn could not overcome his reluctance to ap- 
pear in front of an audience. He had barnstormed 
through the South leading his own combo in the years 
after World War II, before he became a recording execu- 
tive with Dot Records. In the mid-Fifties, when he formed 
the band which made all those successful records, 
“Wheels” was one of the long line of unpretentious 
million-selling records produced by this band that no one 
ever saw but almost everyone seemed to be listening to. 

(Courtesy of Famous Music Corp.) 

Puppy Love (Anka) 
Paul Anka; Orchestra Conducted by Joe Sherman 

Paul Anka has by now so firmly established himself as a 
songwriter of virtuosity and sophistication with “My 
Way” (written for Frank Sinatra) and “She’s a Lady” 
(for Tom Jones), that his beginnings as a teenage phe- 
nomenon are apt to be forgotten. But the fact is that he 
was only 15 years old when he wrote and recorded his 
first million-seller record, “Diana” (actually, it was much 
closer to a billion seller). He followed it up with two 
more million sellers, “Put Your Head on My Shoulder” 
and “You Are My Destiny.” By 1959, Anka was an 18- 
year-old veteran of both songwriting and performing 
with a long string of hits to his credit. In “Puppy Love,” 
a song of 1961, he took one more look at his teenage years 
for one more hit. 

On the Rebound (Cramer) 

Floyd Cramer 

Floyd Cramer’s “slip-note” piano style was already a 
familiar sound to listeners before Floyd made his first big 
hit as a piano soloist. He was the piano player behind 
Elvis Presley on Presley’s early hit “Heartbreak Hotel,” 
recorded in Nashville in 1956, and on some of the early 
records of Jim Reeves and The Browns, made for a 
Shreveport record label. He also toured with Hank Wil- 
liams and Elvis Presley. He made his first record as a 
soloist in his hometown of Shreveport, but he had to wait 
until 1960 for his first million seller as a soloist, “Last 
Date.” He proved that “Last Date” was no fluke when he 
followed it up a year later with a second golden hit, 
“On the Rebound.” 

Moody River (Bruce) 

Pat Boone 

By 1961 Pat Boone appeared to be well passed his peak 
as a popular entertainer. At 27, the early image of the 
clean-cut, all-American boy which had served as a pro- 
vocative background for his big years in the mid-fifties, 
was wearing thin. Those were the years of “Friendly Per- 
suassion,” “Love Letters in the Sand” and “April Love.” 
As he moved into the 1960s, he appeared to be settling 
in as a comfortable, establishment figure, still popular 
but no longer the prime hit maker he once was. But in 
1961 Pat Boone proved he could still reach to the heart 
of America when he recorded “Moody River” and went 
right back to the top of Peper chart. 

ourtesy of Famous Music Corp.) 
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What a Diffrence a Day Made 
Dinah Washington 

Mack the Knife 
Bobby Darin 

Broken Hearted Melody 
Sarah Vaughan 

The Happy Organ 
Dave “Baby” Cortez 

Don't You Know 
Della Reese 
Arranged and Conducted by Glenn Osser 

Charlie Brown 
The Coasters 

GREAT 

ORIGINAL HITS 
OF THE 

‘50s AND 60s 

Collector's Edition 
Original Recordings 

SIDE TEN 

1960 

Theme from The Apartment 
Ferrante and Teicher 

Harbor Lights 
The Platters 

Mr. Custer 
Larry Verne 

Itsy Bitsy Teenie Weenie 

Yellow Polka-Dot Bikini 
Brian Hyland 

Chain Gang 
Sam Cooke 
Orchestra Conducted by Glenn Osser 

Running Bear 
Johnny Preston 



GREAT ORIGINAL HITS OF THE’D0s AND 60s 

SIDE NINE 

1959 

What a Diff’rence a Day Made (Adams-—Grever) 

Dinah Washington 

What a difference a record makes. This one changed 
Dinah Washington from a rhythm-and-blues singer—very 
successful within that specialized field—to a tremendously 
successful pop singer. The song originally came from 
Mexico, where it was called “Cuando Vuelva a Tu Lado.” 
It became an American hit in 1934 when Stanley Adams 
wrote an English lyric, but all through the Forties and 
most of the Fifties, it lay dormant—until Dinah Washing- 
ton’s recording in 1959. (Courtesy of Phonogram Inc.) 

Mack the Knife (Weill-Brecht—Blitzstein) 

Bobby Darin 

After several years of fruitless effort, Bobby Darin be- 
came a rock-and-roll star for teen-age audiences in 1958 
with his own song, “Splish Splash.” But instead of culti- 
vating this teen-age foundation, he switched his appeal 
to an adult audience within a year with this recording of 
“Mack the Knife.” By then, the song had been building 
for 30 years. Kurt Weill had composed it for The Three- 
penny Opera in 1928 in the tradition of the “moritats” 
sung at street fairs, which told of the grisly crimes of 
arch-fiends. Marc Blitzstein wrote English lyrics for the 
American revival of The Threepenny Opera in 1954 and 
this tune was one of the hits of 1955. In 1956 Dick 
Hyman’s piano-and-whistling recording was a best seller 
and in 1957 Louis Armstrong recorded an arrangement 
written by jazz trombonist Turk Murphy that became one 
of his greatest hits. Bobby Darin’s successful recording 
two years later was an adaptation of the Louis Armstrong 
version. (Courtesy of Atlantic Recording Corp.) 

Broken Hearted, Melody (David—Edwards) 

Sarah Vaughan 

When this record first came out, people did not know that 
they were hearing the ground roots of two celebrated 
careers. All any listener could realize then was that Sarah 
Vaughan, who had been categorized as a jazz singer in 
the early years of her career, and, as a consequence, had 
been shut off into a specialist category, had broken 
through into the pop a with a million-selling record. 
But the song with which she did so had two significant 
creators: Hal David, who wrote the lyrics, would soon 
start collaborating with Burt Bacharach to form the most 
successful songwriting team of the Sixties, and Sherman 
Edwards, much later, would compose the score of the 
Broadway musical 1776. (Courtesy of Phonogram Inc.) 

The Happy Organ (Wood—Clowney—Kriegsmann) 
Dave “Baby” Cortez 

Starting in 1956 and for the next seven or eight years, 
Jimmie Smith, who played the electric organ, was one of 
the most powerful attractions in the jazz sphere. But to 
the vast audience beyond the jazz world, he was scarcely 
known at all, nor was the potential of the electric organ. 

So when Dave “Baby” Cortez came along with his elec- 
tric-organ recording of a simple and catchy tune, “The 
Happy Organ,” he brought that instrument into the pop- 
music world. 

RM-19247-446 

Don’t You Know (Worth) 

Della Reese ; Arranged and Conducted by Glenn Osser 

For a singer who spent five summers singing gospel music 
with Mahalia Jackson and who broke into the big time 
singing with Erskine Hawkins’ orchestra, Della Reese 
had an odd record of success with Italian music in the 
Fifties. She gained her first real attention in 1957 with 
“And That Reminds You,” based on Camillo Bargoni’s 
“Concerto d Autumno.” Two years later she began a new 
affiliation with RCA Victor by making her biggest hit 
until then—“Don’t You Know,” a song based on “Muset- 
ta’s Waltz” from Puccini’s La Boheme. The adaptation 
and the English lyric were the work of Bobby Worth, 
who had been a singing bandleader in Cleveland in the 
Thirties and later turned to songwriting, producing “Do I 
Worry?” among others. (Courtesy of MCA Records, Inc.) 

Charlie Brown (Leiber-Stoller) 

The Coasters 

Not the anti-hero of the “Peanuts” comic strip, this Char- 
lie Brown is a cool cat “who walks in the classroom/cool 
and slow/who calls the English teacher/ Daddy-O!” This 
was one of the songs of protest and satire that Jerry 
Leiber and Mike Stoller were turning out at the end of 
the Fifties and which The Coasters were turning into 
best-selling records. The Coasters and Leiber ond Stoller 
were first teamed up by a West Coast recording com- 
pany, Sparks Records, who turned both the composing 
team and the singing group over to Atlantic Records who 
produced most of their joint hits. 

(Courtesy of Atlantic Recording Corp.) 

SIDE TEN 

1960 

Theme from The Apartment (Williams) 

Ferrante and Teicher 

Arthur Ferrante and Louis Teicher had been a two-piano 
team, playing the concert circuit to primarily middle- 
aged audiences for 12 years before they unexpectedly 
found themselves up near the top of the pop charts. They 
were newly signed to United Artists Records when its 
parent company, United Artists Pictures, made a film, 
The Apartment, in which a pianist played the picture’s 
theme, a tune called “Jealous Lover.” Because Ferrante 
and Teicher were the only pianists on the United Artists 
roster, they were asked to make a tie-in record. It quickly 
reached third place on the best seller charts. 

(Courtesy of United Artists Records, Inc.) 

Harbor Lights (Kennedy—Williams) 
The Platters 

Parlor game trivia: “What is the connecting link between 
Rudy Vallee, Eugene O'Neill, Sammy Kaye and The 
Platters?” Answer: “Harbor Lights.” To begin with, it 
was an English song that was picked up in 19387 by Rudy 
Vallee, who always had a penchant for English songs. 
Three years later it turned up on the soundtrack of the 
film version of O’Neill’s The Long Voyage Home. Then 
it settled into a ten year tidal cycle—a rise and fall, ebb 
and flow that brought it back a decade later, in 1950, as 
a hit for Sammy Kaye’s orchestra and again in 1960 for 
The Platters. But something went wrong in 1970—for the 
first time the song missed its regular 10-year revival. 

(Courtesy of Phonogram Inc.) 
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Mr. Custer (Darian—De Lory-Van Winkle) 

Larry Verne 

Like “Running Bear,” “Mr. Custer” fed a fascination with 
historical subjects that cropped up in pop music, as the 
Fifties were heading into the Sixties. Some of these his- 
torical pieces were in the traditional songlike form, such 
as Marty Robbins’ “El Paso.” “Mr. Custer” took a differ- 
ent path—a recitation with comic overtones. The three 
men who composed “Mr. Custer”—Fred Darian, Al De 
Lory and Joseph Van Winkle—made a very successful 
specialty of writing this type of song. In addition to “Mr. 
Custer,” they also told, in a similar manner, the stories of 
“The Battle of Gettysburg” and of a fictional character 
called “Johnny Willow.” Larry Verne, who turned “Mr. 
Custer” into a hit, was a country-and-western singer from 
Minneapolis, a surprisingly urbane and northern place to 
find this kind of singer. (Courtesy of ERA Records, Ltd.) 

Itsy Bitsy Teenie Weenie Yellow Polka-Dot Bikini 
(Vance—Pockriss) 

Brian Hyland 

At first the Brian Hyland story in 1960 seemed like a re- 
play of the Paul Anka story of 1957. Brian was a 16-year- 
old boy from Woodhaven on the outskirts of New York 
City. Discovered singing in the hallway of the Brill Build- 
ing in New York, heart of the commercial songwrit- 
ing industry, Brian Hyland’s second record, “Itsy Bitsy 
Teenie Weenie Yellow Polka-Dot Bikini” sold half a mil- 
lion copies during its first three weeks in the stores. It 
went on to pile up more than a million sales. But after this 
parallel, the Brian Hyland story diverges from the Paul 
Anka story. While Anka’s career took off from his first 
record, “Diana,” and has continued to build ever since, 
Brian Hyland hit his peak with “Bikini,” although he did 
have another best seller in ’62. 

(Courtesy of MCA Records, Inc.) 

Chain Gang (S. ¢ C. Cooke) 
Sam Cooke; Orchestra Conducted by Glenn Osser 

Like most singers who were successful in the rhythm- 
and-blues field, Sam Cooke came out of a gospel back- 
ground, He was part of a family vocal group led by his 
father, a Baptist minister, and he later joined a gospel 
group, The Soul Stirrers. But unlike other gospel-trained 
rhythm-and-blues singers, Cooke used an intimate, croon- 
ing style instead of a passionate, frenetic delivery. Yet 
he was able to project so much inner feeling in this quiet 
way that the emotional response of his listeners was some- 
times even greater than it was to more flamboyant sing- 
ers. “Chain Gang” was a hit when Bobby Scott sang it in 
1956, just a year after Sam Cooke’s first big record came 
out, but the song was an even bigger hit when Cooke re- 
corded it in 1960. 

Running Bear (Richardson) 

Johnny Preston 

“Running Bear” was part of the heritage left behind by 
J. P. Richardson, a chubby Texas disc jockey who af- 
fected baggy, striped suits and called himself The Big 
Bopper. He was also a songwriter and performer with 
one hit to his credit—“Chantilly Lace,” a classic of late 
Fifties rock. On February 3, 1959, after appearing at the 
Surf Ballroom in Mason City Iowa, with Buddy Holly 
and Richie Valens, Big Bopper, Holly and Valens 
chartered a plane to take them to Fargo, N.D. It crashed 
five miles out of the airport, killing all three. A year later, 
Big Bopper got a second hit, posthumously, when Johnny 
Preston turned his song “Running Bear” into a million- 
sellin g record. (Courtesy of Phonogram Inc.) 
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RECORD 1950 

| 
SOE 

1—MUSIC! MUSIC! MUSIC!, Teresa Brewer 2—1 

CAN DREAM CAN'T I, The Andrews Sisters with 
Gordon Jenkins 3—THE CRY OF THE WILD GOOSE, 

Frankie Laine 4—GOODNIGHT, IRENE, The 

Weavers, Vocal; Gordon Jenkins and His 
Orchestra 5—RAG MOP, The Ames 
Brothers with Sid Ramin’s Orchestra 
6—ANYTIME, Eddie Fisher with 

Hugo Winterhalter and His Orchestra 
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1951-'52 et 
RECORD 

2 
1—TELL ME WHY, The Four Aces 2—KISS 
OF FIRE, Georgia Gibbs 3—1I/M YOURS, 
1 DYovam @olcat | me ed ©] D) ol |B) fDi 
Ames Brothers with Sid Ramin’s 

Orchestra 5—AUF WIEDERSEH’N 
SWEETHEART, Vera Lynn 6—SIN, 

Eddy Howard 
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1953 
RECORD SIDE 

) 
1—TILL I WALTZ AGAIN WITH YOU, Teresa 

Brewer 2—I'M WALKING BEHIND YOU, Eddie 
Fisher 3—THE HAPPY WANDERER, Frank 

Weir 4—MEXICAN JOE, Jim Reeves 
5—YOU, YOU, YOU, The Ames Brothers 
with Hugo Winterhalter, His Orchestra 
and Chorus. 6—O MEIN PAPA, Eddie 

Fisher with Hugo Winterhalter, 
His Orchestra and Chorus 
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RECORD 1954 SIDE 

4 —— 4 
1—(WE’RE GONNA) ROCK AROUND THE CLOCK, Bill 
Haley and The Comets 2—CROSS OVER THE BRIDGE, 

Patti Page 3—THREE COINS IN THE FOUNTAIN, 
The Four Aces 4—LITTLE THINGS MEAN A LOT, 

Kitty Kallen; Arranged and Conducted by 
Ray Ellis 5—WANTED, Perry Como with 

Hugo Winterhalter’s Orchestra and 
Chorus 6—THE LITTLE SHOEMAKER, 

The Gaylords 
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RECORD 1955 : SIDE 

) ? ) 
1—AUTUMN LEAVES, Roger Williams 

2 —TWEEDLE DEE, Georgia Gibbs 
3—UNCHAINED MELODY, Al Hibbler 
4—SINCERELY, The McGuire Sisters 

eeet\/1320)D) @@) a RO) a 
Billy Vaughn and His Orchestra 

6—ONLY YOU, 
The Platters 
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Pes @@):40) 1956 SIDE 

6 @ 6 
1—BLUE SUEDE SHOES, Carl Perkins 2—THE 

WAYWARD WIND, Gogi Grant 3—HOT 

DIGGITY, Perry Como with The Mitchell Ayres 
Orchestra and The Ray Charles Singers 

4—BLUEBERRY HILL, Fats Domino 5—FRIENDLY 
PERSUASION, Pat Boone 6—THE 
GREAT PRETENDER, The Platters 
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Great Original Hits 
of the 50s and '60s 

1957 
RECORD ; SIDE 

| 
1—MELODIE D'AMOUR, The Ames Brothers with 
Hugo Winterhalter and His Orchestra 2—FASCI- 

NATION, Jane Morgan 3—MY SPECIAL ANGEL, Bobby 
Helms with The Anita Kerr Singers 4—TAMMY, 
Debbie Reynolds 5—LOVE LETTERS IN THE 

SAND, Pat Boone 6—DIANA, Paul 
Anka; Orchestra Arranged and 
Conducted by Joe Sherman 
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RECORD 1958 SIDE 

8 7 § 
41—CATCH A FALLING STAR, Perry Como with 

The Mitchell Ayres Orchestra and The Ray Charles 
Singers 2—YAKETY YAK, The Coasters 3—SWEET 

LITTLE SIXTEEN, Chuck Berry 4—SUGARTIME, 
The McGuire Sisters 5—SAIL ALONG 
SILV’RY MOON, Billy Vaughn 6—THE 

STROLL, The Diamonds 
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Great Original Hits 
of the ’50s and '60s 

RECORD 1959 SIDE 

) p ) 
1—WHAT A DIFF’RENCE A DAY MADE, 

Dinah Washington 
2—MACK THE KNIFE, Bobby Darin 
3 —BROKEN HEARTED MELODY, 

Sarah Vaughan 
4—THE HAPPY ORGAN, Dave “Baby” Cortez 

5 —DON'T YOU KNOW, Della Reese 
6 — CHARLIE BROWN, The Coasters 
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Great Original Hits 
of the '50s:and ’60s 

RECORD 1960 SIDE 

1— THEME FROM “THE APARTMENT?’Ferrante & 
Teicher 2—HARBOR LIGHTS, The Platters 3—MR. 

CUSTER, Larry Verne 4—ITSY BITSY 
TEENIE WEENIE YELLOW POLKA-DOT 

BIKINI, Brian Hyland =5—CHAIN GANG, 
Sam Cooke, Orchestra Conducted by 
Glenn Osser 6—RUNNING BEAR, 

Johnny Preston 
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Great Original Hits 
of the ‘50s and ‘60s ° 

1961 
RECORD SIDE 

8 
1—WONDERLAND BY NIGHT, Bert Kaempfert and 
His Orchestra 2—CUPID, Sam Cooke, Orchestra 

Conducted by René Hall 3—WHEELS, Billy Vaughn 
and His Orchestra 4—PUPPY LOVE, Paul Anka, 

Orchestra Conducted by Joe Sherman 
5—ON THE REBOUND, Floyd Cramer 

6—MOODY RIVER, Pat Boone 
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Great Original Hits 
of the '50s and '60s 

1962 SIDE 

I2 
RECORD 

| 
1—MOON RIVER, Henry Mancini His Orchestra and 

Chorus 2—FLY ME TO THE MOON (IN OTHER WORDS) 

Joe Harnell 
3—MIDNIGHT IN MOSCOW, Kenny Ball 

4—THE LION SLEEPS TONIGHT, 

The Tokens 
5 — ALLEY CAT, Bent Fabric, Piano 
6—LOVE LETTERS, Ketty Lester 

RD4-182-1/7 
C1RS-9702 

are 

e xe 
fe) 

° 

“Reap, STEREOPHONIC yer” 
®'S DIGEST by RCA pecore™! 



te) 

aersS D; os £o reg (REA) a RS Se 
Great Original Hits 
of the '50s and ’60s 

1963 
RECORD SIDE 

6 [3 
1—WALK RIGHT IN, The Rooftop Singers 
2—LOSING YOU, BrendaLee 3—1! WILL 

FOLLOW HIM, Peggy March; Orchestra 
Conducted by Sammy Lowe 4—UP ON THE ROOF, 

The Drifters 5—HEY PAULA, Paul and 
Paula 6—IT’S MY PARTY, Lesley Gore 
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Great Original Hits 
of the 50s and 60s 

1964 
KECORD 

) 

1—HELLO, DOLLY!, Louis Armstrong © 2—DOMINIQUE, 
The Singing Nun 3—JAVA, Al (He’s the King) Hirt 
4 —(CROOKED LITTLE MAN) DON'T LET THE RAIN 

COME DOWN, The Serendipity Singers 
5 —DEEP PURPLE, 

Nino Tempo and April Stevens 
6— WHERE DID OUR LOVE GO, 

The Supremes 
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1965 
RECORD SIDE 

7 Bg | 
1—A WALK IN THE BLACK FOREST, Horst Jankowski 
2—STOP IN THE NAME OF LOVE, The Supremes 

3 —RED ROSES FOR A BLUE LADY, 

Bert Kaempfert 
4—LOVE POTION NO. 9, The Searchers 

5 —I GOT YOU BABE, 
Sonny and Cher 

6 —THE “IN” CROWD, 
Ramsey Lewis 
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Great Original Hits 
of the ‘50s and ’60s 

1966-'67 
RECORD 

1—IT MUST BE HIM, Vikki Carr 
2—CHERISH, The Association 3—SUNNY, Bobby Hebb 

4—YOU DON'T HAVE TO SAY YOU LOVE ME, 
Dusty Springfield 

5 —DEAR HEART, Henry Mancini, His 
Orchestra and Chorus 

6 —I SAY A LITTLE PRAYER, 
Aretha Franklin 
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Great Original Hits 
of the 50s and 60s 

1968 SE REL ORR 

2—HONEY, 1—LOVE IS BLUE, Paul Mauriat 
Bobby Goldsboro 3—HARPER VALLEY PTA, 

Jeannie C. Riley 4—(SITTIN’ ON) THE 
DOCK OF THE BAY, Otis Redding 5—THE 

6—THE GOOD, UNICORN, The Irish Rovers 
THE BAD AND THE UGLY, Hugo 

Montenegro, His Orchestra and Chorus 
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Great Original Hits 
of the ’50s and 60s 

4G @):48) 1969 SIDE 

| ( 18 
1—JEAN, Oliver 2—LOVE CHILD, Diana Ross and 

The Supremes 3—GET TOGETHER, The Youngbloods 
4—MIGHTY QUINN, Manfred Mann 

5 —LOVE THEME FROM “ROMEO AND JULIET,” 
Henry Mancini, His Orchestra and Chorus 

6—FOR ONCE IN MY LIFE, 
Stevie Wonder 
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