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SARAH VAUGHAN
THE RODGERS & HART SONGBOOK
[1] MY FUNNY VALENTINE (2] LITTLE GIRL BLUE
[3] A TREE IN THE PARK [4] IT'S GOT TO BE LOVE
[5] A SHIP WITHOUT A SAIL [s] BEWITCHED [7] THOU SWELL
IT NEVER ENTERED MY MIND
[s] IT'S EASY TO REMEMBER [io) WHY CAN'T |
[l MY ROMANCE [iz MY HEART STOOD STILL
ALL SONGS BY RICHARD RODGERS &
" LORENZ HART
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. IT'S GOT TO BE LOVE  2:24
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. BEWITCHED 3:29
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IT'S EASY TO REMEMBER  2:43
WHY CANTI 2:53

MY ROMANCE 3:11

MY HEART STOOD STILL  3:09

All songs by Richard Rodgers and Lorenz Hart

UGHAN

Sarah Vaughan, vocals

1 recorded February 10, 1954 in New York. Orchestra
arranged and conducted by Richard Hayman
2,3,4,5, 6, 8,12, recorded Ocfober 29 and October
31, 1956 in New York. Orchestra arranged and
conducted by Hal Mooney.

7 Recorded March, 1958 at Mr. Kelly’s in Chicago
Ronnell Bright, piano; Richard Davis, bass; Roy
Haynes, drums.

9 recorded March 29, 1954 in New York. Orchestra
arranged and conducted by Don Costa

10 recorded October 27, 1955 in New York. Ernie
Royal, Bernie Glow, trumpets; J.J. Johnson, Kai
Winding, frombones; Julian “Cannonball” Adderley,

Sam Marowitz, alto saxes; Jerome Richardson, reeds;

Jimmy Jones, piano; Turk Van Lake, guitar; Joe
Benjamin, bass; Roy Haynes, drums. Arranged and
conducted by Ernie Wilkins.

11 recorded April 1, 1956. Orchestra arranged and
conducted by Hal Mooney,.

Original sessions produced by Bob Shad
Produced for reissue by Richard Seidel

Digitally remastered by Dennis Drake, PolyGram
Studios, USA.

Design: Tom Hughes/Jeff Faville, Hughesgroup.
Cover Photo: William Claxton

All selections previously released

URING her long association with
Mercury/Emarcy Records, Sarah
Vlaughan recorded a memorable
2-volume Gershwin set (Emarcy

814 187-1/4) and collaborated with
her friend and mentor Billy Eckstine on
an Irving Berlin album (Emarcy 822
526-1/2/4), but she was not freated to
the Songbook concept that Norman
Granz lavished on Ella Fitzgerald at
Verve. (Years later, she made two fine
Duke Ellington LPs for Granz’ Pablo
label).

Thus, while the performances on

this record all stem from the 19507,
the programming concept is new,
based on a felicitous idea and diligent
research by producer Richard Seidel.
And so we have, for the first time, a
Rodgers & Hart Songbook by Sarah
Vaughan, and most welcome it is.

The partnership of Richard

Rodgers and Lorenz Hart, begun when
the composer was 17 and the lyricist
23 and ended some 25 years lafer by
Hart's untimely death in 1943, was

a remarkable one. It produced some
of the finest and most durable works
from the golden age of American
songwriting. The integration of words
and music achieved by these two was
paralleled only by the synergy between
George and Ira Gershwin, who, after
all, were brothers.

The wedding of Rodgers” melodic
gift and sensitivity and Hart's wit and
daring was bonded by the high level of
craftsmanship on which it functioned.
Their best work was done for the musi-
cal theater and film, and its elegance
and sophistication sets it apart. The
range of these songs is surprisingly
broad; as Alec Wilder rightly pointed
out in his invaluable book American




Popular Song, there is no such thing
as a typical Rodgers song

Sarah Vaughan was in her early
30s when she made these recordings
Her association with Mercury, begun
with the session that yielded My Funny
Valentine (ending an 11-month period
away from the studios), marked w' at
must have been a welcome change
Her four years with Columbia had
brought some hits and were high
lighted by a lovely date with an all-star
jazz group including Miles Davis, but
the material handed her was mainly
mediocre — even the Vaughan genius
couldn’t ranscend such morsels as
Whippa-Whippa-Woo and De Gas
Pipe She's Leaking, Joe. Of the 12
songs contained here, some have be-
come standards, a few are rarities, but
all are excellent.

Sarah Vaughan is a phenomenon
that can’t be categorized in any case.
Her voice is one of the marvels of our
time — an instrument of such power,
range, color and beauty that, had her

career taken a different turn, she might
have become an operatic diva, or a
queen of gospel singing. However, her

brilliant improvisatory gifts have found \

fullest expression in jazz contexts.

This singer brings to anything
she sings a musicality and sheer
sonic beauty that lift it out of the ordi
nary. And some of her urge fo foy with
a phrase, to decorate a note, fo subtly
alter the written harmony, always
breaks through — not fo mention her
marvelous feeling for melody and
flawless sense of fime.

Her approach fo classic popular
song has sometimes been chided for
taking foo many liberties with melody
and harmony and paying insufficient
attention fo lyrics. Yet even the unfortu
nates who can’t appreciate Sassy’s in
spired playfulness could not fault the
interprefations here, which in several
instances are as “straight” as anything
she’s done. That, let me hasten fo add,
should not be taken fo imply that they
are unimaginative.

|
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My Funny Valentine ("Babes In
Arms;” 1937) has long been a main-
stay in the Vaughan repertoire; she
never sings it the same way twice.
This is her first recording of this beau-
tifully crafted song, which also has
become a favorite of jazz instrumen-
talists, including Miles Davis and
many others. The single-chorus per-
formance lets the song speak for itself,
but Sassy does append an affecting
cadenza of her own.

Little Girl Blue (*Jumbo, 1935)
is a fender, unsentimental song of un-
requited love. Absent from this sen-
sitive interpretation are the histrionics
with which lesser lights often saddle it.
The 3/4 time segment, here freated as
a verse, was actually devised as an
interlude between choruses — it works
either way.

A Tree In The Park ("Peggy Ann;
1926) is the earliest song in this col-
lection, and a seldom-heard liftle gem.
We get the verse too. This is a happy
urban love song, treated with panache

and charm by Miss Vaughan and
nicely set by arranger Hal Mooney.

It's Got To Be Love ("On Your
Toes;” 1936) is a song that swings by
itself and comes naturally fo the
singer, though she no doubt encoun
tered it for the first time in the studio
The arrangement has the appropri-
ate big-band swing flavor.

A Ship Without A Sail ("Heads
Up; 1929) is a Rodgers & Hart mas-
terpiece, a song that should be much
better known. The great Lee Wiley
made it her own, but Sassy stakes out
her claim to it here, with the rare verse
as a bonus. Like so many Hart lyrics,
this one deals with loneliness; as al-
ways without self-pity and with a
touch of wry humor (*My head is just
a hat-place”). This is quite a song for
1929. .. for any year.

Bewitched ("Pal Joey, 1940)
has justly become a classic. If's truly
an elegant song, with a brilliant lyric
and a lovely verse. Sassy does it up
in style, unhampered by the some-




what soupy string arrangement; hear,
among other things, how seamlessly
she negotiates the fransition to the
bridge. And don't tell me she can’t put
a great lyric across!

Thou Swell ("A Connecticut
Yankee; 1927) is the only live perfor-
mance in this set, and the only one
with small-group backing, (by Sassy’s
working 1958 trio: Ronnell Bright on
piano, Richard Davis on bass and Roy
Haynes on drums). This is a charm-
ing song, simple on the surface but of
considerable rhythmic and harmonic
ingenuity and rather uncommon struc-
ture (not AABA but ABAB/A). Most
singers do it foo fast, buf Sassy picks
a nice, relaxed tempo. Her second
chorus is inventive and irresistible.

It Never Entered My Mind
(“Higher And Higher;” 1940) is another
R&H classic, freated to a vintage
Vaughan performance. She lets herself
go on this (note what she does with *|
even have fo scratch my back myself;’
a line only Hart could have devised in

celebration of loneliness, though he
tops himself with “uneasy in my easy
chair”). The seldom-heard verse is in-
cluded. Miles Davis and Ben \Webster
also recorded outstanding versions of
this song.

It's Easy To Remember (“Missis-
sippi;’ 1935) is the only R&H film song
represented here, from a Bing Crosby
vehicle with W.C. Fields as its real star.
It's a fine, nostalgic song, making
good use of repeated notes. Billie Holi-
day included it in her famous “Lady In
Satin” album. Sassy adds a tag of her
own devising.

Why Can’t | ("Spring Is Here;
1929) is not often heard but has
much to recommend it, not least the
couplet “Two feet are ever cold/Four
feet are never cold; and a musically
interesting bridge which Sassy poun-
ces on with gleeful dips. Her perfor-
mance has great freedom; she’s
among friends — a big band studded
with jazz stars and propelled by her
own trio — and the arrangement is

crafted by Ernie Wilkins in his best
Basie manner.

My Romance ("Jumbo; 1935),
yet another evergreen, is a dramatic
song that builds to a grand climax but
avoids the overblown theatrical ges-
ture. The melody, scalar in character,
exemplifies Rodger’s brilliant craffs-
manship, and has had much appeal
to jozz musicians, notably Bill Evans.
Sassy rises to the occasion; her re-
prise of the last half-chorus is
exceptional.

My Heart Stood Still ("A Connect-
icut Yankee,” 1927), one of the great
R&H standards, is graced with a par-
ticularly fine verse, harmonically in-
ventive and lyrically ingenious (the

internal rhyming of “sweetheart” with
“indiscreet heart, for instance). The
chorus has an unusual and effective
bridge (Rodgers was a master builder
of bridges), brilliantly crossed by the
singer.

Sarah Vaughan has made many
a heart stand still (or beat faster) since
she recorded these songs. In essence,
neither style nor voice have changed,
only mellowed. She was and is a
marvel.

Dan Morgenstern is Director of the
Institute of Jazz Studies at Rutgers
University.

Other Great American Songbooks you will enjoy:

Sarah Vaughan and Billy Eckstine: The Irving Berlin Songbook
Ella Fitzgerald: The Jerome Kern Songbook
Ella Fitzgerald: The Johnny Mercer Songbook
Dinah Washingfon: The Fats Waller Songbook
Mel Torme: The Duke Ellingfon and Count Basie Songbooks

(Emarcy 822 526-2)
(Verve 825 669-2)
(Verve 823 247-2)
(Emarcy 818 930-2)
(Verve 823 248-2)
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Das Compact Disc Digital Audio System
bietet die bestmogliche Klangwiedergabe
einem kleinen, handlichen Tontrager
Die berlegene Eigenschat der “Compact Disc be-

ruhtauf der Kombination von Laser-Abtastung und digitaler Wiedergabe.
Die von der Compact Disc gebotene quaml ist somit unabhangig von
technischen Verfahten, das bel der Auinahme eingeselzt wirde

Auf der Ruckseite der Verpackung kennzeichnet ein aus drer
Bneben t Tochk, G bor des drel Siatonen Aufnahme, Scht
Abmischung und Uberspielung zum Einsatz gekommen ist:

DDD| Digitales Tonbandgerat bei der Aufnahme, bei Schnitt und/oder

- Abmischung, bei der Uberspielung.

[ADD] Analoges Tonbandgerat bei der Auinahme: digitales Tonband
=21 gert bei Schnitt und/oder Abmischung und bei der Uberspie:
lung.
[AAD] Analoges Tonbandgert bei der Aufnahme und bei Schnitt und
=== oder Abmischung; digitales Tonbandgerat bei der Uberspielung
Die Compact Disc sollte mit der gleichen Sorgfalt gelagert und behan-
delt werden wie e konventionelle Langspielplatte
Eine Reinigung erubrigt sich, wenn die Cor Disc nur am Rande an
gefaBt und nach dem Abspielen sofort wioder in die Speziverpackung
zuriickgelegt wird. Sollte die Fingerabdrik-
ken, Staub oder Schmutz aufweis: sie mit einem -]
freien, weichen und trockenen Tuch (geradiinig von der Mitte zum Rand)
zu reinigen. Bitte keine Losungs- oder Scheuermittel verwenden!

ei Beachtung dieser Hinweise wird die Compact Disc ihre Qualitat
dauerhaft bewahren

The Compact Disc Digital Audio System
offers the best possible sound reproduction
sound-carrier unit

The Compact Disc's superior performance is the result of laser-optical
scanning combined with digital playback, and is independent of the
technology used in making the original recording

This recording technology ied on the back cover by a
letter code

- auf

on a small, convenient

three

Digital tape recorder used during session recording, mixing
and/or editing, and mastering (transcription).
Analogue tape recorder used during session recording: digital
tape recorder used during subsequent mixing and/or editing
and during mastering (transcription)
Analogue tape recorder used during session recording and
subsequent mixing and/or editing; digital tape recorder used
during mastering (transcription).
In storing and handling the Compact Disc, you should apply the same
care as with conventional records
No further cleaning will be necessary if the Compact Disc is always held
by the edges and is replaced in its case directly after playing. Should the
Compact Disc become soiled by fingerprints, dust or dirt, it can be wiped
(always in a straight line, from centre to edge) with a clean and lint-free
soft, dry cloth. No solvent or abrasive cleaner should ever be used on
the disc.
If you follow these suggestions, the Compact Disc will provide aifetime
of pure listening enjoyment

Le systéme Compact Disc Digital Audio

permet la meilleure reproduction sonore p
de son de format réduit et pratique
Les remarquables performances du C
combinaison unique du Systéme numérique et d
indépendamment des différentes techniques appliquée
I'enregistrement. Ces techniques sont identifiées au verso de lacouver-
ture par un code a trois lettre:
[DDD] Utisation d'un magnétophone numérique pendant les séan-
L d'enregistrement, le mixage et/ou le montage et la gravure.
'un magnétophone analogique pendant les séan-
d'enregistrement, utilisation d'un magnétophone numéri-
que pendant le mixage et/ou le montage et la
[AaD] Hm ah\m un m]qncvophmm analogique pendant les sé:
s der etle
n mqm )pmmp numérique pendant la gravure.
Pour obtenir les st indispensable d" appunsv lo
e soin dans h‘ mnnwnﬂr\( r‘( la manipulation du act Disc

Utilis

[#55)

Ii n’est pas nécessaire d'effectuer de nettoyage particulier si le disque
est toujours tenu par bords et est vEpHCF' anmampm dans son
boltier apres I'écoute. Sile Compact Disc porte d mpreintes

de poussiére ou autres, il peut étre essuyé. lDU|uu!" n ligne
droite, du centre vers les bords, avec un chiffon propre, d c qui
ne s'effiloche pas. Tout produit nettoyant, solvant ou abrasif doit &tre
proscrit. Si ces instructions sont respectées, le Compact Disc vous don-
nera une parfaite et durable restitution sonore.

I sistema audio-digitale del Compact Dllc
lamiglore fiproduzione delsuono suun 0 supporto.
uperiore qualita del Compact Disc & il risi i ot s
Fottca laser, combinata con Ia iproduzione digitale ed & mdipendente
razione utilizzata in origine.
strazione & identificata sul retro della
e ditre lettere
[DDD] i riferisce alf'uso del registratore digtale durante le sedute di
) registrazione, mixing /0 editing, e masterizzazione.
uso del registratore analogico durante le st
te di registrazione, e del registratore digitale per il succes
mixing e/ editing e per la masterizzazio
[AAD| Riguarda l'uso del registratore analogico durante le sedute di
registrazione e per il successivo mixing e/o editing, e del
registratore digitale per la masterizzazione.
Per una migliore conservazione, nel trattamento del Compact Di
opportuno usare la stessa cura riservata ai dischi tradizionali
Non sara necessaria nessuna ulteriore pulizia, se il Compact Disc verra
sempre preso per il bordo e rimesso subito nella sua custodia dopo
I'ascolto. Se il Compact Disc dovesse sporcarsi con impronte digitali,
polvere o sporcizia in genere, potra essere pulito con un panno asciutto,
pulito, soffice e senza sfilacciature, sempre dal centro al bordo, in linea
retta. Nessun solvente o pulitore abrasivo deve essere mai usato sul
isco
Seguendo questi consigli, il Compact Disc fornira, per la durata di una
vita, il godimento del puro ascolto.

nfezione

du-

"WARNING: Copyright subsists i allrecordings issued under this label. Any unauthorized rental, broadcasting, public performance, copying or
recording in any manner whatsoever will constitute infringement of such copyright and will render the infringer iiable to an action at law. In case |
there is a perception institution in the relevant country entitled to grant licences for the use of recordings for public performance or broadcasting,
such licences may be obtained from such institution. (For the United Kingdom: Phonographic Performance Ltd., Ganton House, 1422 Ganton

Street, London W1V 1LB)".
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MARAH VAUGH

1. MY FUNNY VALENTINE 2:56
2. LITTLE GIRL BLUE  3:31
3. ATREEIN THE PARK  2:40
4. ITSGOTTOBE LOVE 2:24
9. ASHIP WITHOUT ASAIL  3:22
6. BEWITCHED 3:29
7. THOU SWELL 2:47
8. IT NEVER ENTERED MY MIND 4:08
9. IT'S EASY TO REMEMBER  2:43
10. WHY CANTI 2:53
11. MY ROMANCE 3:11
12. MY HEART STOOD STILL  3:09
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