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      Preface

      
      
      In 1970 at age thirteen I began buying records. I was a slightly odd kid and, unlike
         most of my contemporaries, I was not interested in what was currently fashionable,
         but, rather, I found rock ‘n’ roll of the 1950s to be much more to my taste. My first
         purchases included records by Fats Domino and Chuck Berry. Over the ensuing decades,
         as my record collection, and more recently, as my compact disc collection, has grown,
         I have branched off into related music such as rhythm and blues (which, of course,
         slightly preceded and overlaps with early rock ‘n’ roll), blues, gospel, early soul,
         country, Western Swing, doo-wop vocal groups, rockabilly, country boogie, a little
         early jazz, boogie woogie, and more. Among the “more” is West Indian calypso and Jamaican
         ska. However, the primary focus of my music collecting remains rock ‘n’ roll/rhythm
         and blues circa 1945–1963.
      

      
      Concurrent with my music collecting, I have enjoyed playing the piano in those musical
         genres. I started piano lessons at age nine and enjoyed playing classical music plus
         occasional folk tunes or whatever was assigned by my piano teacher but underwent an
         epiphany at age twelve that changed the direction of my piano playing. One rainy day
         I was alone at home. Slightly bored, I explored the cabinet where my parents stored
         their records and discovered an album of 78 r.p.m. records housed in red-and-white
         cardboard covers on the Decca label titled “Kings and Queens of Boogie Woogie.” Curious,
         I set the record player for 78 r.p.m. speed and placed a ten-inch shellac disc on
         the turntable and gently placed the needle at the start of the record. I was floored
         by the exciting sounds of boogie woogie piano played by such “kings and queens” as
         Pete Johnson, Meade Lux Lewis, Albert Ammons, Jimmy Yancey, Dot Rice, and Honey Hill.
         My piano teacher proved unable to teach me boogie woogie, so after numerous experiments
         on my own, I finally started playing in that style by the time I was thirteen. Very
         likely, the sounds of boogie woogie helped draw my attention to the “1950s revival”
         that was taking place. This cultural phenomenon was in part a reaction against the
         excesses of the 1960s and also, for those slightly older than myself, a sense of nostalgia
         for a more innocent time when rock ‘n’ roll was fun rather than angry and serious.
      

      
      While too young to remember the 1950s, I became an enthusiastic record collector and
         radio listener to “oldies” radio programs over the years. I was delighted to discover
         as an eighteen-year-old freshman at Swarthmore College that I could become a disc
         jockey on WSRN and immediately signed up for training during the fall of 1975. At
         that time, even a college student disc jockey had to take a written test administered
         by the Federal Communications Commission to obtain a Third Class Radiotelephone Operators
         License. The license was good for five years. At 5 a.m., Sunday, February 1, 1976,
         I first went on the air hosting a 1950s rock ‘n’ roll show. As it turned out, I went
         on to broadcast on WSRN through May 1979 and then went on to host a blues radio program
         on WDNA in Miami from 1984–1987. This was followed by WUNH—Durham, New Hampshire 1988–1992;
         and finally, WEGL—Auburn, Alabama where I have hosted the Golden Oldies program since
         May 1998 specializing in the musical genres mentioned above.
      

      
      This helps explain my interest in early rhythm and blues. What about calypso?

      
      My first exposure to calypso was probably about 1964 or 1965 during elementary school
         music class. One of the songs my classmates and I sang in our piping young voices
         was perhaps the most iconic and catchy calypso song of all, at least for Americans,
         “The Banana Boat Song (Day O).” Harry Belafonte had ignited a calypso music craze
         in the United States in 1956 and even close to a decade later, calypso still resonated
         in American popular culture. However, with the passage of time, vast musical changes,
         and equally vast societal changes, calypso rapidly lost favor and pretty much disappeared
         from popular culture and memory in the United States after the mid-1960s. I remained
         distantly aware of calypso and enjoyed it when I heard it but I would date my true
         enthusiasm for the music to my years living in Miami in the 1980s. Shortly after I
         landed a job as a serials and reference librarian at Barry University in early 1984,
         I started searching local radio for calypso music. I knew there were many West Indians
         in the Miami area, including quite a few students at Barry, so I assumed calypso music
         could be found on local radio. Sure enough, I quickly located Arnold “Trinidad” Henry’s
         WVCG Saturday radio program. However, this was a different sort of calypso from what
         I had originally searched. Instead of “The Banana Boat Song (Day O)” or “Mama, Look
         a Boo Boo,” what I heard was much more percussive, rapid, and dance oriented. That
         was when I discovered that calypso had morphed into something called soca. I fell
         in love with soca but my interest in more traditional calypso was whetted too. In
         the course of my record collecting, I did indeed begin to identify and then locate
         recordings by calypsonians going, ultimately, as far back as the 1910s.
      

      
      I’m not sure exactly when I first noticed it while listening to records at home, on
         the radio, or in preparing for my own radio shows but at some point I became aware
         of the fact that some African American rhythm and blues records were, essentially,
         calypso. Sometimes they were actual remakes of West Indian calypso or adaptations
         of such. One of the best known is Jimmy Soul’s 1962 recording, “If You Wanna Be Happy”
         on S.P.Q.R. which became a major hit in 1963. It was a reworking of the Roaring Lion’s
         original Trinidad calypso, “Marry an Ugly Woman,” recorded in 1934 and issued by Banner,
         Columbia, and other labels that year. Others were more obscure and, most intriguingly,
         quite a few were actually original compositions. For a number of years, I just thought
         of this as a musical curiosity.
      

      
      Following the publication of The School of Arizona Dranes: Gospel Music Pioneer by Lexington Books in 2013, I slowly began to cast about for another possible topic
         I could develop into a book to publish relating to the music I love. Among the several
         ideas that occurred to me in 2014 was perhaps an investigation of the recording of
         calypso and calypso-inspired music by African American R & B artists of the 1950s.
         After canvassing my large collection of records and compact discs, I realized that
         this might be a viable project since there appeared to be at least a few dozen such
         records that had been made. Once I got serious about the project, I began to more
         intensively explore this phenomenon and discovered that, at a minimum, 170 or more
         such recordings were made during the time frame 1945–1965. I chose these dates for
         several reasons. Perhaps the most obvious was that this is an era with which I am
         most familiar and in which I have focused most of my music collecting, piano playing,
         and radio broadcasting. However, in the course of my research, I discovered that this
         is also the period when African American artists were most active in recording calypso
         and calypso-related music. As will be seen in the book, there were a very few scattered
         such recordings made by African Americans prior to World War II. Similarly, post-1965
         there has been very little use made of calypso (or its modern version, soca) by African
         American artists. The phenomenon of African American rhythm and blues artists utilizing
         calypso and even composing calypso-like music remains situated during the two decades
         immediately following the end of World War II.
      

      
      I hope the reader will find the following exploration and musical journey to be as
         fascinating and enjoyable as I found the research for it to be.
      

      
      
   
      Introduction

      
      Rhythm and blues (i.e., a major genre of African American popular music derived primarily
         from blues, gospel and jazz roots) was still in its early developmental stage in 1945
         (and was, in fact, not known as “rhythm and blues” until 1949) when Louis Jordan (1908–1975)
         and Ella Fitzgerald (1917–1996) recorded “Stone Cold Dead in de Market” for the Decca
         label. This record became a major hit on the Billboard “race music” or “sepia” record charts and also the popular music charts in 1946.[1] What helps make this record so distinctive is that it was derived from a West Indian
         calypso first recorded by New York resident Trinidadian Wilmoth Houdini (Frederick
         Wilmoth Hendricks, 1895–1977) in 1939 also for Decca. Jordan and Fitzgerald sing in
         reasonably convincing West Indian accents and the lively musical accompaniment is
         a wonderful combination of up tempo R & B and calypso. The appearance of this record,
         so early in the history of African American rhythm and blues, is important. It proved
         to be the first of many adaptations of calypso by rhythm and blues recording artists.
         Calypso remained a constant presence in this African American music until the mid-1960s.
         While the truly major hits in this style were only occasional, there was enough recording
         activity in this area to strongly suggest an enduring appeal and interest.
      

      
      The continuing presence of calypso over these first two decades of the history of
         rhythm and blues will be explored here. As will be seen, this ranged from remakes
         or adaptations of existing West Indian calypsos to, more intriguingly, original compositions.
         These original compositions range from straight R & B that simply referenced calypso
         in a song’s lyrics to a partial incorporation of calypso via West Indian–sounding
         melodies to sometimes quite convincing attempts to make a calypso recording complete
         with West Indian accents used by the singers. For example, Joe “Google Eyes” August
         (1931–1992), a New Orleans–based rhythm and blues shouter, simply referenced calypso
         in his 1955 Flip recording, “Boogie with Calypso,” which is otherwise a straightforward
         example of up tempo R & B. Billy and Lillie (Billy Ford, c. 1919–1983, and Lillie
         Bryant, 1940– ) employed a calypso-like melody on their 1958 Swan hit recording, “La
         Dee Dah.” This record was a number six rhythm and blues hit and a number nine pop
         hit.[2] An example of a truly West Indian–sounding R & B recording would be Lillian Leach
         (1936–2013) and the Mellows’ humorous and alarming Celeste recording from 1956, “I’m
         Gonna Pick Your Teeth with an Ice Pick.”
      

      
      In order to better identify such recordings, this author consulted several discographies
         with the most helpful being Bob McGrath’s two-volume The R & B Indies, Anthony J. Gribin and Matthew M. Schiff’s The Complete Book of Doo-Wop, Douglas Friedman and Anthony J. Gribin’s Who Sang Our Songs? The Official Rhythm & Blues and Doo-Wop Songography, and Leslie Fancourt and Bob McGrath’s The Blues Discography, 1943–1970. Craig Martin Gibbs’s Calypso and Other Music of Trinidad, 1912–1962: An Annotated Discography was indispensable for identifying calypso recordings in general and tracking down
         original versions of recordings that had later been recorded by African American rhythm
         and blues artists. While the majority of calypso recordings during this era (and before)
         were made by Trinidadian artists, it must be noted that artists from other English-speaking
         West Indian islands and the mainland countries of Belize and Guyana have also produced
         their own calypso recordings. Tracking down some of these has been a little haphazard
         in the absence of a convenient discography such as that produced by Gibbs for Trinidadian
         music.
      

      
      Assuming that many readers will not have a deep familiarity with calypso music, the
         book begins with a chapter titled “What Is Calypso?” This chapter is not intended
         to be a truly in-depth study of the genre such as the massive 613-page Calypso & Society in Pre-Independence Trinidad published by Gordon Rohlehr in 1990, but it does seek to provide a reasonably comprehensive
         historical introduction to the music so that the reader will have a basic understanding
         of the truly complex social background of the music and culture that produced calypso.
         The roots of calypso lie in West Africa and also in the musical traditions of the
         successive European colonizing powers of Spain, France, and Britain. Calypso drew
         much of its inspiration and performance styles from African traditions combined with
         those of the Roman Catholic Carnival. The earliest known examples of the music were
         sung in French Creole rather than English. The racially and socially complex nature
         of Trinidadian society played an important role in the development of calypso, too,
         as did religious influences other than Roman Catholic Christianity. West African Shango
         and evangelical Protestant Christianity plus the African-derived Obeah black magic
         practices and beliefs all played a role in the creation of calypso. From the beginning,
         calypso was characterized by its emphasis on social and political commentary, sometimes
         of a very barbed or satirical nature. Extemporaneous and witty exchange of insults
         in the calypso tents during the Carnival season placed a premium on clever vocal dexterity
         characteristic of many calypso recordings.
      

      
      Chapter 2 describes the arrival of calypso in the United States. Appealing first to
         the enclave of West Indian immigrants located in New York City, Miami, and few other
         eastern seacoast locations, American record companies began recording the music as
         early as 1912. Some of the intended market included also those middle class West Indians
         in Trinidad who could afford phonographs and records as well. Much of this early recording
         activity involved more of a jazz-oriented or vaudeville-connected approach even if
         very early recording artists such as Phil Madison and Sam Manning (1899–1960) had
         West Indian origins themselves. It was not until the extensive recording career of
         Wilmoth Houdini got started in 1927 on Victor that a truly authentic form of calypso
         became more widely known in the United States. Houdini helped lay the groundwork for
         a broader African American and soon white American interest in calypso.
      

      
      A landmark event in the rise of calypso in the United States was the 1934 Decca recording
         session in which rising calypsonians the Roaring Lion (Hubert Rafael Charles de Leon,
         1908–1999) and Atilla [sic] the Hun (Raymond Quevedo, 1892–1962) were brought to New
         York to make some recordings at the instigation of Eduardo Sa Gomes, a Portuguese
         Trinidadian radio and phonograph salesman.[3] What made this such a landmark event was the appearance of these calypsonians on
         a live NBC radio broadcast. The broadcast, which could be heard in much of the United
         States and even back home in Trinidad, in effect, legitimized calypso as a form of
         popular music to a large audience far beyond the original West Indian immigrant community
         of the New York area.[4] 
      

      
      The growing American interest in calypso received a major impetus when tens of thousands
         of American servicemen were stationed in Trinidad during World War II. Both whites
         and African Americans were attracted to the music. While Louis Jordan and Ella Fitzgerald’s
         “Stone Cold Dead in de Market” marked the first major African American attempt to
         utilize calypso in popular music (there had been a scattered few, less successful
         African American calypso-derived recordings as far back as Esther Bigeou’s (c. 1895–c.
         1936) 1923 “West Indies Blues” on Okeh), it was the white Andrews Sisters’ 1944 Decca
         recording of Lord Invader’s (Rupert Grant, 1914–1961) “Rum and Coca-Cola” that truly
         opened the American public’s ear to calypso music. While this book explores only the
         influence of calypso on rhythm and blues music, there was also a major influence of
         calypso on white popular music, including country and western. Just as the Andrews
         Sisters’ “Rum and Coca-Cola” appealed to both a white and African American audience
         (it reached number three on the “race music” charts in January 1945), the Jamaican
         American Harry Belafonte’s (1927– ) massive success with “The Banana Boat Song (Day-O)”
         on RCA Victor in 1956 crossed racial lines as well.
      

      
      One of the more important arguments made in this study is that the adaptation of or
         incorporation of West Indian calypso music into African American rhythm and blues
         is that it predated the Harry Belafonte calypso phenomenon. As will be seen in chapter
         4, there was a significant amount of calypso recording activity in R & B between the
         hit recordings of “Stone Cold Dead in de Market” in 1946 and the Marigolds’ “Rollin’
         Stone” on Excello in 1955. It is likely the success of Harry Belafonte with calypso
         recordings starting in 1956 (he actually recorded calypso as early as 1952 but without
         commercial success) boosted African American interest in the genre after 1955. On
         the other hand, the fairly continuous recording of calypso-derived R & B in the decade
         before Belafonte’s emergence as a star strongly suggests at least some ongoing interest
         in calypso by rhythm and blues artists and/or record company owners. Even without
         Harry Belafonte, it seems likely at least some more calypso-flavored R & B recordings
         would have been made both in light of the success of the Marigolds’ 1955 hit, “Rollin’
         Stone,” and in light of the flurry of calypso-related recordings made in the early-to-mid
         1960s by Legrand and S.P.Q.R. record label owner Frank Guida (1922–2007), with artists
         such as Gary U.S. Bonds (Gary Anderson, 1939– ) and Jimmy Soul (James McCleese, 1942–1988).
         Guida, an Italian American, was one of the thousands of American servicemen who developed
         a love of calypso while stationed in Trinidad during World War II. As will be seen
         in chapter 4, Guida was much more than just a calypso music fan.
      

      
      The rise of calypso music and its arrival in the United States is only part of the
         story. Somewhat parallel to “What Is Calypso?” the chapter titled “The Arrival of
         Rhythm and Blues” attempts to both define this musical genre and to provide a history
         of its development up to the first full flowering of the music in the early postwar
         era. Chapter 3 is not intended to provide a definitive, complete history of R & B
         but it does provide the reader with some insights into the streams of African American
         popular music that came together by the mid-1940s to produce the genre now known as
         rhythm and blues. The fact that African American rhythm and blues adapted or incorporated
         West Indian calypso at essentially the same time that R & B emerged as its own musical
         genre suggests that the appeal of calypso went beyond being some kind of charming
         foreign novelty. The roots of rhythm and blues lie in several interrelated genres
         of African American music including blues, gospel, jazz, vocal harmony group singing,
         and boogie woogie piano-based performance to identify the most obvious. Calypso, has,
         if anything, an even longer period of historical development but, originating as it
         did in Trinidad and Tobago, cannot be considered to be one of the roots of rhythm
         and blues. However, the continuous incorporation or use of calypso by African American
         R & B artists over the period 1945–1965 suggests that calypso was something that contributed
         to the development of R & B during this period.
      

      
      In 1945 the appeal of rhythm and blues was largely confined to an African American
         audience. A decade later and under the name “rock ’n’ roll,” rhythm and blues was
         rapidly broadening its appeal to a rising generation of young whites in addition to
         its African American base. By 1965 rhythm and blues had mostly become soul music and
         enjoyed a large audience of both African Americans and whites. Rock ’n’ roll was in
         the process of changing into rock thanks in large part to the British Invasion that
         took off like a rocket with the arrival of the Beatles in early 1964. The rise of
         the counterculture in the late 1960s further helped transform rock ’n’ roll into rock
         music, generally, something more aggressive and dissonant and far less innocent than
         early rock ’n’ roll. In some ways it seems odd that the presence of calypso almost
         entirely—and suddenly—disappeared from rhythm and blues after the mid-1960s. Perhaps
         the sounds of soul and the black pop music of Motown and its imitators no longer lent
         themselves to West Indian calypso and no longer greatly appealed to either African
         American or white youth of the era. Calypso music itself would start to undergo a
         major change in its sound in the mid-1970s with the emergence of soca, the dance-oriented
         and party-oriented form of the music. On the other hand, the disappearance of calypso
         from American popular music after 1965 seems odd because West Indian immigration to
         the United States greatly increased after that era with the easing of racial and ethnic
         restrictions that had been in place since the Immigration Act of 1924.
      

      
      The West Indian diaspora to the United States, having settled primarily in New York
         City and Miami between the 1890s and 1920s, had formed the core audience for recorded
         calypso music in the United States. In terms of percentages of the black population
         in these cities, people of West Indian background or West Indian descent were significant
         but in terms of absolute numbers they were not much compared to the broader African
         American population of the United States as a whole. Chapter 2, “Calypso Comes to
         the United States,” analyzes this West Indian immigration a little to explore how
         the West Indian diaspora became more integrated into the larger black (primarily African
         American) populations of New York and Miami. In addition to forming relatively large
         percentages of the black population in these cities, West Indian immigrants tended
         to be more successful economically than many native-born African Americans in large
         part thanks to a superior educational background afforded by the British colonial
         system and also, perhaps, to a less racially oppressive life experience which, in
         turn, likely was possible due to the fact that the black population formed a majority
         in the West Indies while African Americans remained an embattled minority in the United
         States. Often enjoying better economic circumstances than their African American neighbors,
         West Indian immigrants also found themselves taking on more of a community leadership
         role than African Americans. This sometimes created tensions and a degree of mutual
         disdain. Of course, both African Americans and West Indian immigrants found themselves
         similarly oppressed or ignored by a largely racist and ignorant white majority who
         rarely differentiated between these black populations. Time and intermarriage also
         helped ease differences and tensions between African Americans and West Indians.
      

      
      In some ways it is ironic that the far larger West Indian immigration that has taken
         place since the 1965 Immigration Act eased racial and ethnic quotas has not resulted
         in a more visible presence of calypso or soca in African American rhythm and blues
         in recent decades. Soca is a dance-oriented party type music with, if anything, even
         more of an emphasis on percussion than is true of calypso but it has never caught
         on with the American public, black or white, as calypso did in the twenty years following
         World War II. The one exception is “Hot, Hot, Hot” recorded first by Arrow (Alphonsus
         Cassell, 1949–2010) of Montserrat recorded on Chrysalis at the end of 1982 and released
         in 1983. The song was a major hit in the West Indies in 1983–1984 and was popular
         in the West Indian diaspora. This author recalls hearing it frequently on Miami’s
         WVCG radio where disc jockey Arnold “Trinidad” Henry featured it during this time.
         The song became most popular in the United States via a remake by white singer Buster
         Poindexter (David Johansen, 1950– ) in 1987 on RCA. His version is a fairly convincing
         effort and captures well the excitement and party atmosphere of Arrow’s original.
      

      
      Actually, the West Indian music that did become popular among African Americans as
         well as whites following the virtual disappearance of calypso from R & B was reggae
         from Jamaica. As Peter Manuel describes it, reggae has had a “disproportionate impact
         on world culture” and has become something of a “world currency” since its emergence
         in the late 1960s.[5] The development of regaae, in turn, had been heavily influenced by the importation
         of African American rhythm and blues into Jamaica in the 1950s. It started with very
         effective Jamaican R & B in the late 1950s, for example, “Low Down Dirty Girl” by
         Laurel Aitken (1927–2005) c. 1958 on the Duke Reid label, and proceeded to ska in
         the early 1960s, followed by rock steady in the mid-1960s, and then the emergence
         of reggae itself in 1967 with “007 Shanty Town” by Desmond Dekker (Desmond Dacres,
         1941–2006) on Pyramid and, especially via his worldwide hit record, “Israelites” in
         1968, also on Pyramid. The sound of reggae, its rhythms, and the overall more spiritual
         emphasis of reggae is much different from calypso and from most soca recordings.
      

      
      The rise and fall of calypso in African American rhythm and blues coincided, more
         or less, with the rise and fall of mambo in African American rhythm and blues. While
         there are some musical connections between both of these Caribbean musical genres,
         they are different with mambo (and its predecessor, rumba) coming from the Latin (Cuban
         and Puerto Rican) traditions and also finding its greatest success as an instrumental,
         dance-oriented form of music while calypso was more of a vocal-oriented music. As
         chapter 1, “What is Calypso?” demonstrates, lyrics were an especially important component
         of calypso. Some of the appeal of calypso to R & B artists may also be connected to
         the appeal of mambo. At times, there appears to have been even a little cultural confusion
         or overlap between mambo and calypso. At the end of the Marigolds’ very West Indian
         1955 hit, “Rollin’ Stone,” (which incidentally had the designation “calypso” printed
         on the record label by the Excello record company), lead singer Johnny Bragg (1926–2004)
         yells out an enthusiastic but very Latin, “Ole!” Similarly, the Baltineers’ “Calypso
         Joe,” recorded on Teenage in 1956, features frequent vehement grunts typical of mambo
         recordings and the exhortation of lead singer Percy Cosby for the saxophone player
         to take a solo utilizes a Latino accent rather than a West Indian accent.
      

      
      It is interesting to note, in chapter 4, that several of the artists who did record
         African American versions of calypso did so repeatedly. Louis Jordan, following his
         success with Ella Fitzgerald, recorded at least three more such songs on his own with
         his 1947 Decca recording, “Run Joe,” becoming a number one “race music” hit in 1948.[6] Chubby Checker (Ernest Evans, 1941– ) followed his very successful “Limbo Rock” (Parkway,
         1962) with another single and then in 1963 an entire album titled Let’s Limbo Some More on Parkway on which he recorded a mixture of calypso remakes and calypso-style originals.
         So too did the duo of Mickey (McHouston Baker, 1926–2012) and Sylvia (Sylvia Vanderpool
         Robinson, 1935–2011) enjoy one truly major R & B and pop hit, “Love Is Strange,” recorded
         for RCA Victor in 1956 and reaching number one rhythm and blues at the end of 1956
         and number eleven pop in January 1957.[7] Starting with “See De Boom Run Dun” on Rainbow in 1955 and then going through 1960
         with recordings for RCA Victor, Vik, and RCA Camden, Mickey and Sylvia recorded an
         additional five calypso-inspired numbers. Finally, Jimmy Soul and Gary U.S. Bonds
         each enjoyed a couple of calypso-inspired hits on the allied S.P.Q.R. and the Legrand
         record labels, respectively, in the early to mid-1960s followed by at least four additional
         such recordings by Jimmy Soul and four singles plus a 1962 album titled Twist Up Calypso by U.S. Bonds. Perhaps this was a search for a winning formula by these artists or
         their record companies but this recording activity suggests that calypso was of more
         than passing interest. In the case of Sylvia, it may have also have been a reflection
         of her upbringing as the daughter of West Indian immigrants.
      

      
      The handful of other rhythm and blues artists who enjoyed a hit with calypso-inspired
         recordings, for example, the Marigolds with “Rollin’ Stone” (Excello, 1955), the Turbans
         with “When You Dance” (Herald, 1955), the Drifters with “Honey Love” (Atlantic, 1954),
         Billy and Lillie with “La Dee Dah” and “Lucky Lady Bug” (both on Swan, 1958), or Sam
         Cooke with “Another Saturday Night” (RCA Victor, 1963), to name several, recorded
         at most one other calypso-inspired number before going back to straight rhythm and
         blues or rock ’n’ roll thereafter. This suggests that for these artists plus the numerous
         much more obscure calypso-inspired recordings made by other R & B artists during this
         era, it was, perhaps, just a one-off experiment or lucky strike rather than a truly
         sustained interest in West Indian calypso.
      

      
      The research for this book has uncovered over 170 calypso-inspired recordings made
         by African American artists during the period 1945–1965 ranging from remakes of existing
         West Indian calypso to calypso-inspired recordings to full-blown ersatz calypso, some
         of which sounds quite West Indian. While a fairly thorough exploration of discographies
         as well as seeking out and listening to hundreds of R & B recordings of the era has
         turned up 170 or so such recordings (this includes the contents of four long playing
         albums), it is likely there were at least a few more recordings of this nature that
         were not uncovered and so are not listed in the discography. Still, this is a large
         enough body of musical recordings to use as we explore a forgotten and rarely acknowledged
         stream within the larger musical river
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