“ALL RIGHTY”
The Story of The Royal
Sons Quintet

by Opal Louis Nations

Unlike The Royal Sons Quintet, The *35"
Royals (Royales) of Winston-Salem, North Caro-
lina, the group into which The Sons evolved, have
enjoyed aresurgence of public documentation of late,
principally J. Taylor Doggett's recent perfect-bound
twin volumes of photos, interview snippets, notes
and historical revelations, Seamus McGarvey s ar-
ticles in Juke Blues #s 31 and 32, and Eddie
Huffman'’s excellent two-part exposé in Goldmine
in early 1993. This article seeks to explore the ear-
lier history of the seminal members of the two groups.

J. Taylor Doggett explained to me how the first
family-related vocal group came together. It all started
with the three Price sisters who married and started
families in Winston-Salem during the 1920s. One
each married into the King and Pauling families, and
the third became an unwed mother. In 1936, a teen
quartet called The Price Four (a.k.a. The Price
Singers or The Price Sisters), composed of Dorothy
and Curtis Pauling and Eloise and Kathryn King,
came about. Three of the members are now deceased;
only Kathryn survives and lives in new York City.

Charter Royal Son, William Samuels, told me
that The Price Sisters were very popular at local
churches but rarely traveled out of state. This was a
time when many female aggregations aspired to the
male way of singing jubilee quartet. The Price Four
were no exception and probably mimicked groups
like The Golden Gate Quartet who in 1935-'36

2 Real Blues/Juna/July 98 - Number 13

broadcast weekly over Radio WBT in Charlotte,
North Carolina. It was quite common to find the
wives and sweethearts of regional male quartets in
singing groups, forexample, The Alphabetical Four
of New York and the all-female Galilee Singers,
who both recorded for Decca during the thirties.

Father, Lowman Pauling Sr., was a coal miner
who worked around Bluefield, West Virginia for
awhile. Two of his sons, Lomond (*Lowman™) and
Curtis, lived with him, “We didn’t live in Bluefield
all the time - we lived up in a coal camp called “Good-
will,” Lowman Jr. told Huffman in his Goldmine
article. Lowman Jr. taught himself songwriting and
wrote country songs inspired by Western singers he
heard broadcast over local radio from The Ryman
Auditorium in Nashville. He started taking an inter-
est in playing guitar around age ten. He rigged his
first instrument from a cigar box. His father bought
him both a banjo and guitar, but the guitar suited
him best.

The teenage Royal Sons Quintet coalesced in
Winston-Salem around 1938, Original members in-
cluded Clarence and Lowman Pauling Jr., Wind-
sor King (the Paulings’ second cousin), Anthony
Price plus neighborhood school friend William
“Bill” Samuels. Samuels told me that he did not
join The Royal Sons as a fully fledged partner until
after Windsor King quit to join the Service. *The
Royal Sons worked all the coal fields [as did Claude
Jeter and The Swan Silvertones in West Virginia]
up to Ohio and down into South Carolina. We went
into Maryland and even made a couple of trips up to

New York,” says Samuels. He insists that the name
“The Royal Sons™ came about jointly when they all
sat around trying to think up a name and not as pre-
viously stated, the brainchild of Windsor King's
mother.

“Bill" Samuels is currently Maitre d’ at The
Bermuda Rum Country Club in Winston-Salem,
where the Crosby Golf Tournament is played. His
first ventures into gospel singing came about in child-
hood, as a member of The Macedonian Pentecos-
tal Holiness Church Choir. His uncle, Bishop
W.M. Johnson, presided over the flock. Anthony
Price quit The Royal Sons shortly after Windsor
King. Price was drafted into the Marines and died
on active duty. John Tanner joined The Royal Sons
in 1943. Tanner, born November 28, 1926 in
Winston-Salem, attended the Kimberly Park Holy
Church where he teamed up with The Junior Four
made up of himself, Cleophus Caesar, Howard
Ward and the late Lucius Brown.

When Tanner joined The Royal Sons, he swiftly
graduated to first lead soloist. Both Otto Jeffries
and Jimmy Moore came into the group in 1944,
Moore states that Jeffries was already in The Royal
Sons when he came and that Tanner had just quit for
the Service. Jefiries, a staunchly religious man, had
served in the famous Camp Meeting Choir Quar-
tet alongside Deacon Tom Foger for Diamond
Records of New York. Jefiries’ dynamic basso sec-
ond lead can be heard on “l Want The World To See
Jesus In My Life” (Diamond 2025, 1946). Jeffries’
deeptones distinctly added timbre to the Camp Meet-
ing Choir Quartet’s overall harmony on record.
Jeffries not only bassed for The Royal Sons but re-
placed Lowman Pauling Sr. as manager for the unit.

Jimmy Moore was born in Winston-Salem on
March 7, 1926. Moore’s mother was a singing church
wrecker and his father a minister who passed when
he was a toddler. As a small child, Moore joined
Aunt Dora Roberts and her singers who included
brothers Jimmy and Charles Moore, their cousin
Raymond Avery and a friend, Charlie Jackson.
Moore later sang in The Mars Hill Baptist Church
Choir.

In 1944, while at Mars Hill Baptist, Moore joined
The Mars Hill Gospel Singers, four strong soloists
drawn from the choir to form a quartet. Besides
Moore, second lead, Arvel Crowder sang bass, John
Legrand assumed first lead, and Boysey Johnson
held down baritone. In 1947, after Curtis and
Lowman Jr. together with their father had quit living
in Bluefield and had returned to Winston-Salem,
Moore, who decided to stick around, enlisted in the
unrecorded Sunset Royal Travelers who had loose
affiliations with The Swan Silvertones. “Shout” lead
Solomon Womack sang in both outfits. Group mem-
bers during Moore’s stay were Roy Easley, tenor, T.
Calvin Wallace and Jimmy Moore, leads, Anthony
Mack, baritone, and Way Spikes, bass and guitar.
Moore stayed with the group for six months.

Moore tells me that when he joined The Royal
Sons, they rehearsed in each other’s homes, on the
street corner and even attempted harmonies while
walking together down the sidewalk. “We had three
radio shows,” says Moore, “one thirty-minute slot
on a Sunday morning at 9 a.m. on WSGS sponsored
by The Russell and Guillemot Funeral Homes, the
others the same day, same length of time, at 10 a.m.
over WAAA and WAIR simultaneously, sponsored
by The Topp Clothing Store. We also made jingles
for Kerns Bread. These were aired on all stations.”
The WAAA and WAIR studio was in the Pepper
Building on the comer of Liberty and Fourth Streets
in Winston-Salem. The Russell Funeral Home spon-
sorship lasted for five years, says Samuels. “We
played all over,” says Moore. “Reidsville, Raleigh,



Sparta, Greensboro and High Point,
North Carolina, Columbia, South
Carolina, Charleston, Bluefield and
War, West Virginia, Galax and Rich-
mond, Virginia, and so on.” The group
also played to wealthy White folk at
private functions.

The Royal Sons worked with all
the major gospel acts - The Selah
Juhilees, Soul Stirrers, Dixie Hum-
mingbirds, Ward Singers, Swanee
Quintet, Sensational Nightingales,
Pilgrim Travelers, among others.
William Samuels remembers having
a “‘quartet battle” with The Sensational
Nightingales whose prize singer was
the formidable, hard-singing Rev.
Julius Cheeks. A quartet battle was a
friendly competition in which one
group tried to out-sing the other. “We
knew we couldn’t out-shout the
‘Gales,” says Samuels, “so every time
they sang hard, we sang soft and pretty.
and that way we won back the crowd.”

When 1 asked which soloist in
gospel impressed them the most,
William Samuels, Jimmy Moore and
John Tanner were unanimous - they
all enthusiastically voted for Ira
Tucker of The Dixie Hummingbirds
sound, but “most of all,” says Jimmy
Moore, “we were influenced by
Thurman Ruth and The Selah Ju-
bilees.” Ruth never presented The
Royal Sons on one of his regular gos-
pel caravans at The Apollo, but he did
introduce the group at The Apollo later
on when they had switched to secular
and went out as The *S”* Royales.

In 1948, Clarence Pauling
dropped out of the group to join The
Wings Over Jordan Choir of
Cincinnati directed by Rev. Glynn T.
Settle. The choir at this point was
signed to RCA Victor who issued three
fine 78s on them. A year later, after a
fleeting stay with The Royal Sons,
Clarence Pauling was singing with
The Coleman Bros., but whether he
ever recorded with them remains a
mystery. Taylor Doggelt explains that
membership in The Royal Sons dur-
ing the late 1940 was like a revolv-
ing door, with different personnel com-
ing and going all the while. Both
Curtis Pauling and Garfield Wilson
served for a brief spell.

By 1950, the core group consisted
of Lowman Pauling, leader, John
Tanner, lead tenor, William Samuels,
tenor, Jimmy Moore, tenor and bari-
tone, and Otto Jeffries, bass. Bob
Woodward, the group’s engineer at
WSIJS, suggested that the guys make
a promotional acetate to send to record
companies in the hope the group might
record. (Woodward later became The
Royal Sons’road manager). “We sent
an acetate 1o Bess Berman at Apollo
Records in New York,” says Jimmy
Moore. “We recorded a whole bunch
of songs like “It's Gonna Rain,” “I
Wanna Rest” and I Wanna Live So
God Can Use Me.”

Berman, the female president of
Apollo Records, was not particularly

impressed, but producer Carl Le Bow
liked The Royal Sons’ sound and
wanted to record them. Otto Jeflries
recalled in an interview with Jonas
Bemholm of Mr. R&B Records in
June 1984 that The Royal Sons Quin-
tet signed a contract with a clause
agreeing that they would change style
at the request of the company. It was
certainly unusual at that time for a
gospel group who had a particular,
though limited, church audience to
agree to such terms. Gospel groups,
who considered themselves loyal to
fans and supporters, feared losing their
support if they crossed over to greener
pastures and all the lucrative tempta-
tions of “Satan’s music.” They were
afraid they might lose all they had al-
ready accomplished. But, according to
Jimmy Moore, The Roval Sons were
ambitious. The majority wanted suc-
cess and acclaim, no matter what it
took.

Carl Le Bow (who later became
the group’s mentor) had The Royal
Sons record at The Fries Auditorium
of Winston-Salem Teachers College
(now The North Carolina State Uni-
versity at Winston-Salem) in August
1951. The group consisted of
Samuels, Tanner, Jeffries, Moore
and Lowman Pauling who doubled
on guitar. Royal (Royalton) J. Abbit
Sr., another “family” relative, sat in
on piano. Abbit had been a member
of The Sensational Southlanders of
Winston-Salem. Two songs were re-
leased from the session, “(Standing By
The) Bedside Of A Neighbor™ and
“Journey’s End.” “Bedside™ was first
recorded in 1931 by The Famous
Blue Jay Singers of Birmingham,
Alabama. The Blue Jay’s version, like
the one cut by The Golden Gate
Quartet for Bluebird in 1937, holds
to a straight, monotonous, chant-like
jubilee reading.

The Norfolk Jubilees’ versionof
1938 is more interesting and jazzier.
“But The Royal Sons’ interpretation
is different from all of these,” says
William Samuels. “We all got together
and did our own arrangement.” The
chanting and talking break are similar
to that of traditional versions but with
Abbit’s flowing piano bass figures plus
Tanner and Samuels singing soulfully
and with conviction, The Royal Sons
added a fresh and exciting dimension.

“Journey’s End” is pure jubilee.
Tanner and Samuels trade licks on the
swing lead, and The Sons chant with
vigor. The record was released in Janu-
ary 1952 and had to compete with
some strong sides by The Fairfield
Four ol Nashville on Dot Records and
The Pilgrim Travelers of California
on Specialty. The record floundered
and sold poorly which explains its rar-
ity today. “Standing By The Bedside
Of A Neighbor™ in its traditional ar-
rangement is best remembered today
in The Dixie Hummingbirds’ Pea-
cock version of 1962.

Shortly after the session, Samuels



Willicom “Bill" Samuel & Lowman Pauling in
Roval Sons Uniform circa 1943

was inducted into the Navy, and Obediah “Scoop™
Carter was taken on in his place. While aboard ship,
Samuels hooked up with a brother of The Daven-
port Sisters (a gospel outfit from Philadelphia) and
Ernest Lee Warren. The three formed an unnamed
gospel/blues & rhythm singing trio and entertained
the U.S. Navy. One of the numbers the threesome
performed aboard ship was *“The Door Is Still Open
To My Heart,” a song Warren polished and recorded
with The Cardinals of Baltimore in 1955.

Samuels joined The Casanovas after leaving
the Service, another Carl Le Bow-produced vocal
group of considerable talent and little recognition.
The evolution of The Royal Sons’ personnel is com-
plicated by Johnny Holmes' tenure in the group.
Holmes had joined The Royal Sons before the first
recording session but did not appear on record until
the second which took place under Carl Le Bow's
supervision at the Apollo studios in New York dur-
ing October 1951, three months before the release
of their first waxing, Holmes sang both bass and
baritone. Attendees included Tanner, Jeffries,
Moore, Carter, Holmes and Lowman Pauling ac-
companying on guitar. Royal Abbit again lent pi-
ano support.

Four songs were successfully completed on that
date but only two saw release in October 1952 -
“Come Over Here” and *“Let Nothing Separate Me
(From His Love).” It is interesting that the above
release hit the record racks a full year after it was
recorded, in fact, nine months after the release of
“Too Much Of A Little Bit,” the group’s first ven-
wire into blues & rhythm as The *5™ Royales. In all
likelihood, their live engagements multiplied after
the group began performing both gospel and blues
& rhythm at the end of 1951. Throughout the 1952-
’53 period, the outfit performed at church as The
Royal Sons and in clubs as The “‘5™ Royales, thus
serving the saved and the sinners equally, a feat that
would not have been possible had they been a far
better known gospel quartet.

“Come Over Here" is a chart best remembered
among gospel enthusiasts as one of the great basso
Jimmy Jones’ supreme waxings with The Harmo-
nizing Four, cut not long after The Royal Sons’
imprint of it. The Royal Sons’ finger-snap version
(available on Relic LP 8016) finds Tanner and
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Holmes trading vocals against harmonies that swing
and jump, first evidence of a style developed more
fully a little later on in The *5" Royales mode.
Holmes' hard-edeed refrains are a perfect foil against
Tanner’s smoother, sweeter but anguished passages.

“Let Nothing Separate Me (From His Love),”
(available on Relic LP 8015), is a Kenneth Morris
chart written in 1940 and best remembered in the
Marie Knight (and The Sunset Four) version of
1946. The Royal Sons’ rendition gets hot and sanc-
tified under Holmes' direction, but even more im-
pressive are the group’s superb tight harmonies which
come through on wax for the first time.

The two unissued songs from the October 1951
session. “] Wanna Rest” and “(1 Wanna Live) So
God Can Use Me,” first saw light of day on the two
recent Relic albums (8015/16). “I Wanna Rest” (or
“] Want To Rest”'} is the song Bessie Griffin took to
great heights at a church in New Orleans. As legend
would have it, Bessie wailed so hard the power of
her voice laid a person out to rest. I doubt whether
The Royal Sons’ run through caused the same ef-
fect. The Sons’ arrangement sounds like a throw-
back to earlier times. Their jump and jive ensemble
treatment is reminiscent of the bygone Cats and a
Fiddle or Spirits of Rhythm style. The Royal Sons
probably used the song as a warm-up, not really in-
tending for it to come out on wax. A good deal of
humor is effused in the singing. The guys were ob-
viously having a good time.

“(1 Wanna Live) So God Can Use Me” was taken
from the reperioire of Rev. Julius Cheeks and The
Sensational Nightingales. The *Gales cut their barn-
storming, pew-burning version in February 1951 for
Decca Records. (They recorded it a second time in
1959). The Royal Sons’ less intense reading follows
the same arrangement and has two or three group
members sharing lead. Royal Abbit gives out some
fancy piano work near the close of the song.

J. Taylor Doggett asserts that when The Royal
Sons switched to blues & rhythm and Carl Le Bow
had invented The *5"* Royales moniker, a certain
displeasure was felt among the long-serving mem-
bers over the sanctified colorings of Holmes™ sing-
ing. Some felt that his voice did not jibe with the
outfit’s “new sound.” Holmes lefl the group in early
1952 to join up with The Sensational Prodigal Sons
of New Jersey. This author does not hold with this
theory entirely. Aurally speaking, The Royal Sons
carried their vocal “trickery” and dynamics into their
secular recordings as The 5" Royales. They most
certainly held on to their choreographed antics. The
knee-drop, for instance, (which James Brown saw
The Royal Sons perfect and immediately adopted)
was taken into their secular act.

To my mind, nothing changed except the lyrics
to the songs right up until The “5” Royales’ Apollo
contract expired in 1954, The Royal Sons displayed
great blues & rhythm potential right from the start.
They had that urgent, “modem,” jumping, jiving style
the folks at Apollo were looking for - it just took a
solid grooving band, and in this case, Charlie “Lit-
tle Jazz” Ferguson and his Orchestra, to ignite
The Royal Sons, a.k.a. “5” Royales and have them
astonish us. The “5” Royales went on to bigger and
better things, scoring seven national chart entries over
a five year period. Truly a great act, in the gospel-
powered, soul-inflected, blues-colored, vocal group
tradition.

[With invaluable assistance from J. Taylor
Doggett]
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