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FOREWORD



It never fails: Mention David Bowie, and your listener’s face lights up with a big smile. David Bowie, we love him, even if we sometimes know only a handful of his recordings. How do you explain this strange fascination? Is it his unique voice? His androgynous beauty? Or is it simply that his songs speak to the heart? It’s difficult to say because it’s hard to pin down the reasons for the admiration—a better word might be love—that fans have felt for David Bowie since the mid-1970s, when he rose to international rock stardom.


Who was this man, hiding behind the characters of Rainbow Man, Ziggy Stardust, the Thin White Duke, and Nathan Adler? Interviews with the singer himself—frequently described as a chameleon—and the observations of those who worked with him all point to a single truth: This was a man who was generous, accessible, and responsive to others. An (almost) normal man, in his personal life he was far removed from the alien-like image that he sometimes projected for public consumption. His career was quite unusual, though. From the very beginning, in 1964, until his death in 2016, David Bowie worked incessantly, constantly creating new works, adopting new musical trends, and reinventing himself with each new album. He never stopped surprising his fans with his risk-taking.


By establishing the chronology of an extraordinary life and career, David Bowie All The Songs sets out to unravel the mystery of this intriguing singer, tracing the recording sessions of his twenty-six studio albums, as well as his side adventure with Tin Machine, and his many collaborations with various contemporaries in the recording industry. Out of respect for the work created by this demanding artist, only songs recorded and published according to his wishes are discussed in this book. This is why, as connoisseurs will not fail to notice, we have omitted many compositions that never progressed past early demo stages (“Bars of the County Jail,” “That’s Where My Heart Is,” “I’ll Follow You,” “I Want My Baby Back”), songs sung by other artists (“Rupert the Riley,” recorded by Nick King All Stars in 1971) or those published in unorthodox ways (“Ching-A-Ling,” “When I’m Five,” from the promotional film Love You till Tuesday).


From “Liza Jane” to “Lazarus,” David Bowie’s 456 songs tell us more about the man than any traditional biography ever could. A detailed look at his discography sheds light on the lasting legacy of an unforgettable artist. David Bowie All the Songs is a listener’s perfect companion to the catalog of one of the most important recording artists of the last hundred years.


A Note on the Text


In the interest of consistency, compilation albums and box sets featuring Bowie’s works are listed at the end of this book. Only works issued by record labels in Europe, the United Kingdom, and the United States are included.


Titles issued solely in the maxi 45 rpm format are not considered singles.


The chart listings referenced throughout David Bowie All the Songs, are:


–For the UK: The Official Charts Company


–For the US: The Billboard Hot 100 (singles), The Billboard 200 (albums).


Unless otherwise stated, the references and rankings included herein relate only to a specific album’s first edition.













BEGINNINGS



Born in Brixton, South London, on January 8, 1947, David Robert Jones emerged into a Britain that was still recovering from the effects of the war years. Clement Attlee was the prime minister, and it was a time of deep social and economic hardship that saw rationing of food after a winter with unusual amounts of snow and freezing temperatures caused significant damage to agriculture across the country. David’s father, Haywood Stenton Jones, better known as John, had worked since 1935 as a public relations officer for the children’s charity Dr. Barnardo’s Homes. Praiseworthy as this type of work was, his past was rather murky. Earlier in his life, David’s father had been the owner of two clubs and it was in one of them, the Boop-a-Doop club, that he met a singer named Hilda Louise Sullivan, who was to become his first wife in 1933. A few years later, Hilda adopted a little girl, Annette, who was the result of John’s liaison with another woman. John’s marriage to Hilda ended in 1945 when he met Margaret “Peggy” Mary Burns, who was an employee at the Ritz, a cinema in Tunbridge Wells, which is a small town in western Kent, located about thirty miles to the south of London. Even before his divorce to Hilda had been finalized, John went to live with his new partner in Kentish Town, moving not long afterward to Brixton. John and Peggy officially married in 1947.


Elvis, Dean Moriarty, and Little Richard: David’s Early Influences


In 1953, the Jones family moved to Bromley in South London. The household expanded rapidly when Annette came to live with her father, soon to be joined by Terry, a second child born to Peggy shortly before the war. Terry’s father was a Frenchman who quickly disappeared from Peggy’s life, and this new half brother was to play an important role in young David’s artistic development. In particular, Terry gave David a copy of Jack Kerouac’s On the Road, thereby introducing David to the countercultural movement emerging on the other side of the Atlantic, as personified by Kerouac’s character Dean Moriarty, who became the standard bearer of the Beat Generation. The young David Jones’s introduction to rock ’n’ roll also came through Terry, who played him Elvis Presley’s early singles, including the famous “That’s All Right,” which was itself a cover of blues musician Arthur Crudup’s original. But it was not only Elvis and the advent of this new music from America that was exciting for young David; indeed, he was fascinated by everything about the United States.


In 1955, Terry joined the Royal Air Force while David started at Burnt Ash Junior in Bromley, which was a school where music had an important place. Here he met Geoffrey MacCormack, someone who was to be one of his best friends and later a close artistic collaborator.


In 1957, the ten-year-old David discovered the musician who was to change his life: singer and pianist Little Richard, who had recently starred in two films from the United States. In Charles S. Dubin’s movie Mister Rock and Roll, this extraordinary musician with the narrow mustache performed his single “Lucille” with a backing group that included three saxophones accompanying him in synchronized movements. It was an image that stayed with David Jones, who would reveal years later that Little Richard had immediately inspired him to play the sax in a group of his own one day. Little Richard also performed “The Girl Can’t Help It” in Frank Tashlin’s movie of the same name, a number that immediately became an American rock ’n’ roll classic.


In the autumn of 1958, David started at Bromley Technical High School (Bromley Tech) where the curriculum included fashion and art. It was here that he wrote his first songs. Like many young musicians, he started out with a cheap ukulele. Skiffle was a popular musical genre of the day; it was often played on improvised instruments while standing up, and it was inspired by blues, jazz, and American folk music. David made himself a double bass with a tea chest, a broom handle, and a piece of string. By varying the tension on the string, it was possible to modify the pitch of the notes. Now officially a bass player, he formed a duo with George Underwood, his new guitar-playing friend whom he had gotten to know the previous year through the Scout Group at St. Mary’s Church in Bromley. In the summer of 1959, while spending a weekend on the Isle of Wight, Bowie played his first concert, performing classics like “Puttin’ on the Style” (recorded by Vernon Dalhart in 1925 and popularized in Britain by Lonnie Donegan in 1957). The very successful B-side of Donegan’s skiffle single “Gamblin’ Man” was also covered by the duo. It was also around this time that Terry returned from his stint in the army, but he came back a very different person: He was withdrawn and often sullen. It was not long before he was diagnosed as bipolar, which forced David to reflect on some troubling aspects of the family’s past. His maternal grandmother had also shown signs of psychological disturbance, as had his aunt Nora, who was eventually lobotomized.


Bromley Tech: David Jones’s First Playground


Wanting to know more about the roots of an American culture that had begun to obsess him, David was soon exploring jazz and jazz’s pioneering players, including Charles Mingus, Charlie Parker, and King Curtis. The influence of these last two, in particular, was to prove crucial in the young man’s artistic evolution. His love of the saxophone, the instrument that crops up throughout his career and featured in a significant number of his songs, dates back to this formative time.


Returning to school after the summer of 1960, David Jones and George Underwood found themselves assigned to the same class. The new term also marked the arrival of a new art teacher, Owen Frampton. He encouraged amateur projects and invited his pupils to bring their musical instruments to school. His son, Peter Frampton, also attended Bromley Tech beginning in 1962, and he went on to become a British rock star in his own right, with hits including “Baby, I Love Your Way” and “Show Me the Way.” Recalling those years spent alongside the future Bowie, Frampton later said: “My dad would hide the guitars in the office that we’d brought to school, and at lunchtime we’d get them out and that was when I learned my first Eddie Cochran song, ‘C’mon Everybody,’ which was taught to me by David.”1


But to return to 1960: David was beginning to develop a taste for fashion and aesthetic excesses of every kind. “His appearance was always a little bit out of the way from the point of view of normal school dress,”2 Owen Frampton was to say, having recognized the boy as someone very original, who was endowed with an artistic sense that needed to be nurtured. David was also interested in the bizarre and esoteric novels of Frank Edwards and the unusual figures featuring in his 1961 book, Strange People. H. G. Wells, who coincidentally also grew up in Bromley, was also a favorite author of young David, who tore through such masterpieces as The Invisible Man and The War of the Worlds, published in 1897 and 1898, respectively. The mysterious, almost phantasmagoric universes and larger-than-life characters that sprang forth from these classic texts had a lasting influence on the budding artist, one that would manifest itself in the composition of many of his later hits.


While his best friend, George Underwood, had just set up the Kon-rads, a fledgling group that performed cover versions of rock numbers, David was busy discovering the saxophone. For Christmas in 1961, his father gave him an acrylic Grafton model that was molded out of plastic. Though grateful, only a month later David managed to persuade his father to get him a brass model, this time a Conn, which was made in America and produced a fuller and far more professional sound. Around the same time, David also discovered that an up-and-coming saxophonist named Ronnie Moss was listed in the phone book and lived in Orpington, which wasn’t too far from the center of Bromley. The young musician plucked up his courage and called Moss on the phone, quickly asking about taking private lessons. The saxophone eventually became closely associated with the man who was to become David Bowie, even if his teacher would later comment with amusement on his pupil’s less than impressive early ability: “I showed him how to blow, how to breathe and a little about how to read music. I told him that sax playing was all about the sound you had in your mind, not just reproducing notes on a paper. […] He had about eight lessons, one every two weeks. […] He came for about sixteen weeks […] and then he disappeared. […] I don’t know if he ever played much after that, but from the dreadful noise he makes on Lulu’s record ‘The Man Who Sold the World’ I shouldn’t think he did.”3


The Kon-rads and Stage Baptism


On February 12, 1962, a fight broke out between David and George on the grounds of Bromley Tech. The cause of the quarrel was a certain Carol Goldsmith, who had caught the attention of both boys. An unlucky punch from Underwood wounded his rival’s left eye and the fight was quickly broken up. Two days later, realizing that his eye was not improving, David went to Moorfields Eye Hospital in London, where he underwent an operation. Attempts to repair a torn retina were unsuccessful and his left pupil was to remain permanently dilated, giving the impression, often repeated in the press, that his eyes were different colors. In fact, this was just an illusion created by his permanently dilated retina. From that time, David suffered from anisocoria (pupils of differing sizes). Despite this incident, he never blamed Underwood or held the injury against him. Indeed, this unfortunate experience seems to have brought the two boys closer together. History does not relate what happened to the lovely Carol Goldsmith…


In June 1962, George Underwood invited David to play the saxophone in his group, the Kon-rads. On June 16, David took part in a concert on the steps of Bromley Tech as part of a festival organized by the school. The group played cover versions of songs by the Shadows, which were well received, and the musicians making up the group—Underwood on vocals, Neville Wills and Alan Dodds on guitars, Rocky “Shahan” Chaudhari on bass, and Dave Crook on drums—were happy to welcome their newest member. During the summer of 1962, the Kon-rads performed locally, gradually becoming better known. Their set list consisted mostly of covers (including Little Richard’s “Lucille,” Bruce Channel’s “Hey Baby,” and Chuck Berry’s classic hit “Johnny B. Goode”) and a few original compositions. It was at this time that David took on his first stage name: Dave Jay. Soon after adopting this new moniker, and when he wasn’t playing his favorite instrument on the cover version of Glenn Miller’s famous “In the Mood,” Dave Jay began taking up the mic and doing the vocals for two other numbers: Curtis Lee’s “A Night at Daddy Gee’s” and Joe Brown’s “A Picture of You.”


On October 13, 1962, David and his friend George spent an unforgettable evening at the Granada Theatre in Woolwich, England, where their idol Little Richard was performing alongside the Tridents, Gene Vincent, and Sam Cooke. Blues, rock ’n’ roll, and soul music came together in a concert that had a lasting effect on the two friends. Underwood remembers: “When Little Richard was performing, we thought he’d had a heart attack. […] He did this amazing thing where he stood on this white grand piano, and then started to make groaning sounds and holding his heart. […] So he fell onto the stage, lying there with the microphone right by his side. […] All of a sudden Little Richard lifted his head up and shouted ‘Awapbopaloobop Alopbamboom!’ and the crowd went mad. David was flabbergasted, and he obviously never forgot it.”1 At the same time, the concert presented the young David Jones with a dilemma. With the humor and self-deprecation that became a leading characteristic of the man he would become, Bowie would later say: “I couldn’t decide whether I wanted to play jazz or rock ’n’ roll. And as I wasn’t very good at jazz and I could fake it pretty well on rock ’n’ roll, I played rock ’n’ roll.”4


As the Kon-rads became more ambitious, some changes were made to the group. The drummer, Dave Crook, was ousted and replaced by a newcomer, Dave Hadfield. This decision enraged George Underwood, who decided to hand over the mic to Roger Ferris. Two additional singers also joined the group: sisters Stella and Christine Patton. The Kon-rads were now complete.


Those fans who have devoured the many biographies devoted to David Robert Jones will have noticed how “Kon-rads” is sometimes hyphenated and sometimes not. We know that the hyphen should be there since, as can be seen in group photos, the face of Dave Hadfield’s bass drum displays the words “The Kon-rads.” It appears again with the hyphen on all the publicity material produced by the musicians in 1962 (including on a Christmas card signed by all the members of the band and giving the address of their manager and drummer, Dave Hadfield).


In February 1963, the group’s new lineup was captured in a photo session organized by David’s father on the stage of a hall adjacent to the Dr. Barnardo’s offices in central London at 18-26 Stepney Causeway. The official Dr. Barnardo’s photographer, Roy Ainsworth, was requisitioned for the occasion. Now a stable and professional group, the photos show the musicians holding their instruments and standing proudly behind their elegant lead singer and two backing singers—all three of whom are dressed in white.


Discovering the Blues


In July 1963, David left Bromley Tech with a diploma in art in his pocket. He found a job as a junior paste-up artist with the advertising agency Nevin D. Hirst on New Bond Street in London. By now, David was concentrating fully on his rock group, and this day job did not suit his ambitions. It had certain advantages, however, chief among them the fact that the offices were situated in the heart of a fast-changing city. The neighborhood shop windows displayed all the latest fashions, there were art galleries nearby, and David’s kindly employer regularly sent him out to buy discs at Dobells, a shop in the Charing Cross section of London that was famous for its stock of rare imports from the United States. Specializing in jazz and folk, the shop enabled the young graphic designer to discover American artists like John Lee Hooker, Dr. John, and Bob Dylan, and Bowie was quick to share his enthusiasm with George Underwood, with whom he was still very close. During the summer, the two friends formed a short-lived group with a drummer named Viv. His surname is not known, although numerous sources assert that he was Viv Andrews, the first drummer with Pretty Things. The trio performed a few concerts under the names of Dave’s Reds & Blues, and then the Hooker Brothers.


On September 21, 1963, the Kon-rads gave a concert in the Orpington Civic Hall, near Bromley. Their singer, Roger Ferris, was violently attacked by leather-jacketed youths who were heavily influenced by American culture and images of biker gangs. Without a moment’s hesitation, David, who was already confident behind a mic, took over on vocals. Ferris had this to say about the new division of labor: “He was already doing two or three numbers on his own. I remember he used to do ‘Lucille,’ the Little Richard song, because there was no way I could get my voice up to that point.”5 Among the audience that evening was Bob Knight, who was working as the assistant to Eric Easton, the manager of an up-and-coming group called the Rolling Stones. Knight admired the Konrads and introduced them to his boss. Fortune smiled on the musicians who were quickly booked to audition at Decca Studios for Decca Records. The audition took the form of a performance in a TV talent show Ready, Steady, Win. The prize for the winner was a contract with the prestigious Decca label. Easton and Knight were present but were not impressed by the group’s rendering of their new song, “I Never Dreamed.” An acetate recording was made at the time, but it didn’t resurface until 2018, when its owner, Dave Hadfield, offered it for sale in an auction of his collection. This failed audition led to an impasse within the Kon-rads. The group refused to incorporate David’s taste in music, as he was increasingly leaning toward Detroit soul music from the Motown label. The singer-saxophonist felt he had no choice, and so in October he left the Kon-rads to pursue new musical avenues.


Leslie Conn and the King Bees Adventure


At the beginning of 1964, David got to know a trio from Fulham in West London. The group called themselves the King Bees, and they consisted of drummer Robert Allen, guitarist Roger Bluck, and bass player Dave Howard. Fans of American blues music, the group had taken its name from the song “I’m a King Bee” written by singer and harmonica player Slim Harpo. Harpo also served as a major influence on the Rolling Stones, who covered “I’m a King Bee” on their first album. David joined the trio, taking his role as lead singer very seriously and changing his stage name once again—this time to Davie Jones. It was not long before he recruited his friend George Underwood as co-singer and guitarist, and soon concert posters were plastered all over the city announcing “Davie Jones with the King Bees.” Davie Jones’s preferred musical style was now the blues, and the set list included standard blues numbers such as Muddy Waters’s “Got My Mojo Working” and “Hoochie Coochie Man,” and, of course, the famous “I’m a King Bee,” with Underwood on the harmonica.


The number of small concerts the group performed steadily increased, but they only made a few pounds for each performance, and that was on a good day. The group’s front man was nevertheless optimistic. In March 1964, David decided to approach John Bloom, a media-friendly businessman who owned a laundry empire. Without Bloom’s financial backing, the group could not survive. So, with the help of his father, David wrote a letter to Bloom that bore all the marks of bold and insolent youth: “With your money you could do for us what Brian Epstein has done for the Beatles and you would make another million for yourself.”3 Intrigued by this missive, but aware that he was no great expert in matters of rock ’n’ roll, Bloom turned down the request. What he did do, however, was send his young correspondent a telegram with the phone number of a valuable contact in the music industry: Leslie Conn. Conn was the British manager of Doris Day’s recordings, and he agreed to meet Davie Jones and his King Bees. Impressed by the singer’s energy, a rather unusual audition was arranged. Leslie Conn suggested to the King Bees that they come to play at John Bloom’s wedding anniversary at the Jack of Clubs in Soho. The performance was badly received: All those present seemed to disapprove of this amateurish and uncertain blues-rock. Bloom shouted: “Get ’em off! They’re ruining my party!”3 David ended up in tears and was consoled by Conn, who assured him that even if the guests were skeptical, he himself had been very impressed by their performance. Soon after, Leslie Conn became David “Davie” Jones’s manager. But while he agreed to work with the King Bees, the group was never named in the contract.


“Liza Jane,” Davie Jones’s First Single


In May 1964, Conn engineered the much-coveted entrée with Decca Studios for Davie Jones and the King Bees. The manager had negotiated a contract for the recording of a single plus a B-side. The group recorded “Liza Jane” and “Louie, Louie Go Home,” and the disc came out on June 5, 1964, on Vocalion Pop, which was one of Decca’s many labels. It should be noted that the score of “Liza Jane” was published at the same time under Vocalian as the result of a typo. Another interesting point about this early recording is that although the group performed their own arrangement of an earlier blues song, it was credited to Leslie Conn. Business is business, it seems, and so the manager registered the title in his own name. Focused on taking on rock critics and the public at large, David chose to see beyond quarrels about author’s rights and opted to overlook this matter.


Probably aware of John Bloom’s patronage of the group—even if he had gotten angry with them on his wedding anniversary—the press reception was enthusiastic. However, the disc’s first airing on the BBC, on the program Juke Box Jury, was panned by a jury consisting of comedian Charlie Drake, actors Diana Dors and Jessie Matthews, and music producer Bunny Lewis. They all, with the exception of Drake, voted “Liza Jane” a “flop”! On June 19, David and his group appeared on the stage at Television House, Kingsway, as part of Ready Steady Go!, the great rival of the BBC’s Top of the Pops. This was the first time the group had played live on television, and this much-longed-for day was made unforgettable by the guest appearance of John Lee Hooker, whom both Jones and Underwood fervently idolized.


David’s motivation was in no way dented by the lukewarm reception given to the “Liza Jane” single and the harsh judgment of Juke Box Jury. Heedless of perceived failure or disappointment, he decided it was time to leave his job at Nevin D. Hirst. He had made up his mind: From now on he would devote himself to his musical career. He moved from the suburbs to London. Years later he gave a graphic description of suburban life: “You find yourself in the middle of two worlds: there’s the extreme values of people who grew up in the countryside and the very urban feel of the city. In suburbia, you’re given the impression that nothing culturally belongs to you, that you are sort of in this wasteland.”7 Although still benefiting from the moral and financial support provided by his father, David was determined to provide for himself as best he could in order to achieve his dreams. Unable to offer any lucrative recording contracts, Leslie Conn hired him to do some painting and decorating at his offices on Denmark Street. David went along with this, and he was helped by another artist in the Conn stable: Mark Feld. David seemed to enjoy the company of this lively and original young man. Their paths would soon cross again when Feld appeared onstage under a new name: Marc Bolan, before going on to become one of the icons of the glam rock scene with his group, T. Rex.


The Manish Boys, the First Backing Band


Taking advantage of his newly acquired freedom now that he lived in the city, David could usually be found recording his first demos in his bedroom, or wandering around Denmark Street, which was known as “Tin Pan Alley.” Here he could meet the denizens of so-called Swinging London, including musicians, designers, and artists of every kind. It was not unusual to see him in La Gioconda, a café next to the Central Sound Recording Studios. Young people gathered in this cramped space to discuss ideas in the hopes of remaking the world and planning the imminent British Invasion.


In July 1964, the young singer met members of the Manish Boys, a group consisting of Johnny “Edward” Flux on guitar, Bob Solly on keyboards, Johnny Watson on bass, and Mick White on drums. A brass section completed the lineup, with Paul Rodriguez playing tenor sax and Woolf Byrne playing baritone sax. Originally formed in Maidstone, which was about an hour’s drive to the southeast of the capital, the group was proud of their origins. David was attracted to their serious approach to music, as well as to their growing fame. Their skillful playing had already resulted in invitations to play at popular clubs like the Marquee and the Flamingo, two places that the King Bees had failed to penetrate. The group’s sound was unashamedly influenced by soul music, and this helped them stand out in 1964 London, where rock ’n’ roll was all the rage. This was a sound that David could relate to, having become a passionate fan of James Brown’s album Live at the Apollo, which had been released the previous year. The Manish Boys had signed a commissioning contract with a well-known music publisher named Dick James, and they were in need of a front man to replace the bass player John Watson, who was acting temporarily as lead singer.


An audition arranged by Leslie Conn (who also worked with Dick James) took place on July 19 in a garage in Coxheath, Kent, that belonged to Paul Rodriguez. Bob Solly recalled how David “walked into the living room where we were all rehearsin’, and instantly we said ‘Okay, that’s fine, he doesn’t have to sing even.’ He just looked the part, and he was dressed in buckskin, and thigh-high boots. […] He did sing, but we weren’t so interested in the singing as we were in his appearance basically.”8 The group decided to try David out, and six days later, on July 26, the new lineup of the Manish Boys gave their first concert at the Chicksands American airbase near Shefford. Although David’s long and dazzlingly blond hair made him the target of a few homophobic comments, the concert was a success and other dates were planned. At this point, David Jones left the King Bees, and the group itself broke up shortly thereafter. Now the concert posters all around London were advertising “Davie Jones and the Manish Boys.” From August 1964, the group made appearances in many different venues. Their set list was made up of a number of covers of blues numbers, including Solomon Burke’s “Can’t Nobody Love You” and Jimmy Reed’s “I Ain’t Got You,” as well as soul numbers like the Drifters’ “If You Don’t Come Back” and James Brown’s “Try Me.” Other titles performed were the King Bees’ “Liza Jane,” and some more overtly rock-tinged numbers such as “You Really Got Me,” the Kinks’ big hit that had been released on August 4 that very same summer.


In Defense of “Animal Filament”


On September 25, 1964, the group played for Mike Smith, who was Decca’s artistic director and best known for having declined to sign up the Beatles after their famous audition on January 1, 1962. On October 6, 1964, Smith—who was now determined not to let another goose laying golden eggs slip through his fingers—invited Davie Jones and the Manish Boys to record three numbers at Regent Sounds Studio, which was located at 4 Denmark Street in London. The titles chosen were “Hello Stranger” by Barbara Lewis, Gene Chandler’s “Duke of Earl,” and “Love Is Strange,” which had been composed by Bo Diddley in 1956 for the duo Mickey & Sylvia. Smith was not impressed, and after thanking the group, he let them go. In other words, Davie Jones and the Manish Boys left the studios without a contract. But David had a trick up his sleeve: If his music was not going to bring the fame he so eagerly sought, maybe his long hair might do it.


On November 2, 1964, an article by the journalist Leslie Thomas appeared in the Evening News and Star. Taking its headline from the successful comic review Beyond the Fringe, the article was titled “For Those Beyond the Fringe,” and it introduced a society (invented by David) called “the International League for the Preservation of Animal Filament.” Identified as the group’s president, David set out the league’s objectives over the course of the interview: “It’s really for the protection of pop musicians, and those who wear their hair long. […] It’s time we united and stood up for our curls. Screaming Lord Sutch, P.J. Proby, The Pretty Things and, of course, The Stones and The Beatles—we want them all as members. You’ve no idea the indignities you have to suffer just because you’ve got long hair.”9 The article struck a chord, and just over a week later, on November 12, David appeared on the BBC2 news program Tonight, hosted by Cliff Michelmore. David joined the program to speak up for his association, which had now been renamed as the Society for the Prevention of Cruelty to Long-Haired Men. Appearing alongside David were George Underwood, John Watson, Paul Rodriguez, and Woolf Byrne. During the interview, Bowie explained: “We’re all fairly tolerant, but for the last two years we’ve had comments like ‘Darling’ and ‘Can I carry your handbag?’ thrown at us. And I think it just has to stop now!”10


Whether it was thanks to David, “Davie” Jones’s growing fame as a speechmaker, or the result of the endless gigs they had played around London, the Manish Boys signed up with the Arthur Howes Agency not long after the interview aired, and the tour organizers quickly got them six dates fronting for a group called Gerry and the Pacemakers.


At the beginning of 1965, Leslie Conn decided to take a new approach with Davie Jones and his group. He was able to pique the interest of an American producer named Shel Talmy, who was the producer responsible for the colossal success of “You Really Got Me” by the Kinks, who also happened to be signed with the Arthur Howes Agency. Talmy agreed to produce a single with Davie Jones and the Manish Boys, and Leslie Conn negotiated a contract with Parlophone, the EMI label that had previously signed up the Beatles in July 1962. On January 15, 1965, the group recorded two tracks at IBC Studios in Portland Place (where the Kinks’ hit had also been recorded): “I Pity the Fool” and “Take My Tip,” the latter of which was composed by David. It was an enriching experience but, when the single came out a few months later on March 5, David saw that his name was not credited and that instead the artist was listed simply as the Manish Boys. He discovered that the other members of the group had insisted Leslie Conn attribute the record to the entire band. The singer was furious and, despite a successful performance with the group on the March 8 episode of the BBC2 program Gadzooks! It’s All Happening, David was beginning to lose interest in the group. Luckily for him, Conn had more faith in his blond protégé than in his backing band.


The Lower Third: The Last Stage Before Recognition?


In May 1965, David Jones left the Manish Boys to devote himself to a new musical project. An audition at a Soho club called La Discotheque on May 17, 1965, introduced him to the Lower Third, which was a group consisting of guitarist Denis “Tea-Cup” Taylor, bass player Graham “Death” Rivens, and drummer Les Mighall; although Mighall would shortly be replaced by Phil Lancaster. This trio represented an ideal backing group for the up-and-coming star David “Davie” Jones. Abandoning long hair and the speeches supporting it, David now adopted the mod look, which consisted of short hair and a fitted jacket. He combined this look with a deliberately mysterious expression. While waiting for concert dates with the group to be fixed up, David persuaded Leslie Conn that a new single would help get things moving. In July 1965, Shel Talmy agreed to produce two additional recordings for Parlophone. Distribution of the disc—which included “You’ve Got a Habit of Leaving” on the A-side and “Baby Loves That Way” on the B-side—did not take place until August. This slight delay, combined with Conn’s flagrant inactivity, irritated Jones (credited as “Davy” on the disc jacket), who believed his public was out there waiting to be conquered. He decided of his own accord to meet with the famous agent Terry King and presented himself at the Kings Agency offices, which was also located on Denmark Street. David got to know one of King’s assistants, Ralph Horton, with whom he had an instant rapport. Horton knew the trade—he had worked as road manager for the Moody Blues in 1964—and now he devoted all his attention to this new singer. It was immediately clear to both men that they should collaborate. Despite what he had done for David’s career thus far, Conn’s recent inactivity led to his being dropped by the singer. In September 1965, Horton officially took over as David Jones’s manager.


Horton had a plan: In order to maximize their chances of success, he sought the support of a colleague named Kenneth Pitt. At the time, Pitt was the manager of a band called Manfred Mann, and he’d also made a name for himself after overseeing the organization of Bob Dylan’s British tour in 1964. Pitt was busy with other projects, but he was able to offer a valuable piece of advice: David should change his stage name. Davie Jones was not a very original name in 1965. Another Jones (also David, but soon to call himself Davy) had recently gained fame in London for his performance in the successful musical Oliver! and his first single “What Are We Going to Do?” was just out on Colpix Records, Columbia Pictures’ new label. (A few years later, Jones would go on to become the lead singer in the famous group the Monkees.) A name change was definitely needed.


David looked back to his first enthusiasms and recalled the admiration he’d felt for a soldier who had distinguished himself at the Battle of the Alamo in Texas. The exploits of this famous colonel had been featured in the popular TV series The Adventures of Jim Bowie, which aired in the United States from 1956 to 1958 but had not been shown on television in Britain. However, a 1960 movie about the battle, The Alamo, which starred John Wayne and featured Richard Widmark as Bowie, left a lasting impression on Jones. The hero had an unusual weapon, a double-sided knife called a “Bowie knife.” That was all the singer needed to make up his mind. He would take his name from this sharp weapon; from now on he would be David Bowie.


The Birth of Bowie


For the moment, David had to keep the name Davie Jones because he still had a large number of engagements to play with the Lower Third. It would be inconceivable to change the various types of publicity and advertising the group had undertaken for their upcoming concerts. On November 2, 1965, they took part in a BBC audition where they performed three numbers: “Baby That’s a Promise,” a new composition by David; James Brown’s “Out of Sight”; and a rearranged version of “Chim Chim Cher-ee” from the movie Mary Poppins, which had been released in 1964. David Jones was a fan of musicals and had liked the song by Robert B. Sherman and Richard M. Sherman, but the BBC jury was unenthusiastic to say the least. Their judgment was damning: “Strange choice of material. Amateur sounding vocalist who sings wrong notes and out of tune.”11 It continued: “I don’t think the group will get better with more rehearsal—what we heard will always be the product.”11


Not put off, Ralph Horton continued to believe in his protégé and contrived to attract the attention of Tony Hatch, who was famous for composing and producing Petula Clark’s hit song “Downtown,” which hit number one in the United States in January 1965. Hatch was also behind the success of Sandie Shaw, one of the few women to feature in the British Invasion and the wave of British hits that reached America around this same time. Horton was soon able to tell David Bowie and the Lower Third that their next single would be produced by Hatch for Pye Records. A recording session was scheduled for the end of November at the Pye studios on Great Cumberland Place, located just to the north of the famous Marble Arch in London. Two numbers were recorded: “Now You’ve Met the London Boys” and “You’ve Got It Made.” Pye Records was not happy with the words of the first song where David described the protagonist, a young man just arrived from the suburbs, taking drugs: “The first time that you tried a pill / You feel a little queasy, decidedly ill.” Tony Hatch was quick to point out that: “Some songwriters […] are just commentators, but Bowie was a storyteller, and so he was going to go rummaging in all his experiences, to find things that he could write about. It was something new.”7 Not interested in the singer’s realist style, Pye insisted that the group record two more numbers. “Can’t Help Thinking About Me” and “And I Say to Myself” were deemed safer and, important, easier to sell.


At the end of December, David Bowie and the Lower Third crossed the Channel to give three concerts in Paris. Two performances were given at the Golf Drouot nightclub on December 31 and January 2. On the evening between these two dates, the band performed a high-octane set at the Bus Palladium on the Rue Pierre-Fontaine, located near the Moulin-Rouge. Ralph Horton and David Bowie then flew back to London, leaving the members of the Lower Third to make their way back in a van—or, in fact, in an ambulance, which was what their tour van had originally been used for. The “van” still had its original lettering and a siren. This difference in treatment unsurprisingly led to feelings of inequality within the group. On January 6, 1966, the group launched their single with an event at the Victoria Tavern in London, and Horton introduced David to photographers without even mentioning the names of the other musicians. The members of the Lower Third knew their time was up.


A Made-to-Measure Group for David Bowie


When the single “Can’t Help Thinking About Me” came out, it was credited to David Bowie with the Lower Third. However, no mention of the rest of the group was made in the accompanying publicity materials, which included a half page in the January 16 edition of New Musical Express. Keen to speed up their plans, at the beginning of February Bowie and Horton organized auditions at the Marquee, a famous club located at 165 Oxford Street. Their goal was to find a new backing band for the rising star. An advertisement placed in Melody Maker invited applications and, on the appointed day, Horton, Bowie, and the recently hired road manager Spike Palmer interviewed the candidates. John “Hutch” Hutchinson, a guitarist who had begun his career in music with a Scarborough group called the Tennesseans, recalled his arrival at the Marquee: “Spike gave me my instructions, ‘When it’s your turn up there, just play some rhythm and blues licks.’ […] I played a bit, and then a voice from the darkness shouted, ‘Play some Bo Diddley.’ […] I thought it sounded a bit weak in the […] silent club so I was relieved to hear another shout from the darkness, between riffs: ‘Okay, that’s fine, thank you.’ I left the stage and put my Telecaster in its case and […] Spike walked over […] and told me, ‘David says you’re in.’”12


The other musicians hired to form David’s new group, which was to be called the Buzz, were Derek “Dek” Fearnley on bass, John “Ego” Eager on drums, and Derek “Chow” Boyes on the Hammond B3 organ. David Bowie put aside his saxophone in favor of a more somber vocal style, and the group made their first appearance at the Leicester Mecca Ballroom on February 10, 1966, where they played the first half of a concert with the Graham Bond Organisation. (The drummer of the latter group was none other than Ginger Baker, soon to become a memer of the legendary trio Cream.) The audience reception was muted, but Horton remained convinced of Bowie’s potential. Similarly convinced was a certain Shirley Wilson, who had also been at the concert. Helped by two friends, Sandra Gibling and Violet Neal, Wilson gave a boost to Bowie’s career by setting up his first fan club.


On Thursday, March 3, 1966, David went to the Rediffusion TV Studios to record the instrumental part of “Can’t Help Thinking About Me” that was to be aired on Ready Steady Go! The next day, the program—presented by Cathy McGowan—was filmed with David singing over the prerecorded backing. The program was used to promote Bowie’s single, which had been released in January. Three days later, on March 7, 1966, the group was back in the studio to record a new single, once again produced by Tony Hatch for Pye Records. The single was “Do Anything You Say,” with “Good Morning Girl” on the B-side. When the single came out on April 1, 1966, David Bowie’s name appeared on the label with no mention of the backing group. Meanwhile, Ralph Horton was trying to convince Kenneth Pitt to agree to be joint manager with him. Too busy with promoting his increasingly successful protégé Crispian St. Peters—the singer of the hit song “You Were on My Mind,” Pitt once again turned down the offer.


Arrival of a Rock Star


Every Sunday the Marquee put on an afternoon show from three to six called “The Bowie Showboat.” It was basically a concert given by David Bowie and the Buzz. The title of the show was borrowed from the “Jerome Kern–Oscar Hammerstein II” musical Show Boat. David was probably thinking of the 1951 movie adaptation directed by George Sidney and featuring Ava Gardner and Kathryn Grayson. Starting on April 10, and for nine consecutive weeks, David and his group performed at this temple of rock music. John Hutchinson, the guitarist for the Buzz, recalls: “The Marquee gig had several advantages. We could try out new material in relaxed surroundings, we had visits from musical celebrities like Long John Baldry who came to check us out, and we had free admission to the club on any evening of the week.”12


During their second week at the Marquee, on April 17, Kenneth Pitt dropped in to hear Ralph Horton’s protégé. Impressed by the singer’s stage presence, particularly in the finale, he was finally persuaded by David’s talent. As he writes in his 1983 book David Bowie: The Pitt Report: “His burgeoning charisma was undeniable, but I was particularly struck by the artistry with which he used his body, as if it were an accompanying instrument, essential to the singer and the song. At the close of his performance, he waited for the applause to die down then, after pausing a moment or two longer, he slowly walked a few paces forward, the group fell into darkness, a spot focused on David and with his head held high he sang ‘When You Walk Through the Storm,’ the Judy Garland classic. It was daring and delightful and then I began to think of Ralph’s unyielding doors and the keys that could unlock them.”3


After this memorable occasion, Kenneth Pitt accepted Horton’s invitation to manage Bowie’s burgeoning career. Liberated from paperwork, Horton could now concentrate on the group’s engagements without having to worry about accounts, contracts, and the constant search for financial backers. All of those responsibilities now fell to Pitt. In June, financial difficulties and a desire to spend time with his wife, Denise, who was expecting their first child, led to the guitarist Hutch leaving the group. He was replaced by a sixteen-year-old Scottish guitarist named Billy Gray.


On July 5, David Bowie recorded his new single “I Dig Everything” with Pye Records, and once again produced by Tony Hatch. The single and it’s B-side, “I’m Not Losing Sleep,” were well received, but tensions had begun to emerge during the recording sessions. First of all, Pye found that Bowie’s backing band was not good enough and decided to use its own musicians to accompany the singer. Then, relations with Hatch began to go downhill as the producer became increasingly insistent that David record his (Hatch’s) compositions, presumably hoping to repeat the success he had had with “Downtown.” The singer decided to leave Pye Records, and his contract came to an end on September 30, 1966.
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LIZA JANE



Leslie Conn / 2:14


DAVIE JONES WITH THE KING BEES


Liza Jane / Louie, Louie Go Home


UK Release on Vocalion Pop: June 5, 1964 (ref. V9221)


Best Chart Ranking: Did Not Chart


Musicians


Davie Jones: lead vocals, saxophone


George Underwood: rhythm guitar, harmonica, backing vocals


Roger Bluck: lead guitar


Dave Howard: bass


Robert Allen: drums


Recorded


Decca Studios, London: May 1964


Technical Team


Producer: Leslie Conn


Sound Engineer: Glyn Johns


Genesis


While it is difficult to trace the exact origins of this traditional American song, its first official publication on a sheet of music dates back to 1916, when it was published by Sherman, Clay & Co. Entitled “Lil’ Liza Jane,” the song was signed by Ada de Lachau. The singer recorded this version for the musical Come Out of the Kitchen, starring Ruth Chatterton, which was a big hit on Broadway before being adapted into a film by John S. Robertson in 1919.


Countless versions of “Lil’ Liza Jane” emerged throughout the twentieth century: in the jazz band style with Earl Fuller in 1917, performed on the banjo by Harry C. Browne and His Peerless Quartet in 1918, or divinely revisited by Nina Simone in 1960 under the title “Little Liza Jane.” No matter what year it was created, one thing is certain: You can’t rely on the credits listed on the disc for this single. In 2020, George Underwood, the King Bees’ guitarist, still hadn’t forgotten how Conn usurped authorship of the title he had written alongside his friend David Jones as an adaptation of the 1956 version that Huey Smith and His Rhythm Aces had written: “That was David and I, in my mum and dad’s house, in the kitchen, sitting there with a guitar just fooling around. Leslie Conn put his name to that. He said, ‘Oh, try this line.’ He’d written some words; I don’t think we even used them. He thought he wrote it.”13


The single, released on June 5, 1964, was not a big hit with the public and would prove to be first in a long series of failures for the future David Bowie.


Production


While Conn also took on the role of producer on the track, it seems that Glyn Johns, the man behind Decca Studios’ homemade console, was actually the one who took on the artistic direction of the recording. Although he was experienced, Johns’s assignment couldn’t have been a pleasant one since the equipment he had to work with left a great deal to be desired. Much-needed updates wouldn’t be made at the studio until a few years later, in 1966. Sound engineer Jack Clegg, who worked there from 1960 until 1963, remembers: “There were ten channels, but if you wanted the bass on Track 1, you had to put the musician in a particular place in the studio. You actually had to physically move people around to get them on different tracks!”14
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LOUIE LOUIE GO HOME



Paul Revere, Mark Lindsay / 2:07


Musicians


Davie Jones: lead vocals, saxophone


George Underwood: rhythm guitar, harmonica, backing vocals


Roger Bluck: lead guitar, backing vocals


Dave Howard: bass


Robert Allen: drums


Recorded


Decca Studios, London: May 1964


Technical Team


Producer: Leslie Conn


Sound Engineer: Glyn Johns


Genesis


In 1963, two bands—Paul Revere and the Raiders, and the Kingsmen—each recorded a version of “Louie Louie,” the rock ’n’ roll anthem composed by Richard Berry in 1956. The Kingsmen’s version became an international success and eclipsed Revere’s, who developed a deep resentment over this perceived slight. In March 1964, Revere released “Louie Go Home.” This somewhat parodic rock song took up the theme of “Louie Louie,” which is about a man who has abandoned his wife only to endure feelings of loneliness and remorse as he thinks of the beautiful woman he has lost. Forsaking the good-natured humor that characterized the Raiders’ style, David Jones and the King Bees offered this more muscular version of the track on the B-side of “Liza Jane,” taking care to respect the blues rock style and doubling the first name of the title, as a nod to the original song.


Production


In “Louie, Louie Go Home,” we clearly detect the influence that John Lennon, then a young guitarist-singer with the Beatles, would have on David Jones’s fledgling career. When he angrily sings “My conscience is about to drive me wild,” the singer’s intonations, supported by the backing vocals of guitarists George Underwood and Roger Bluck, are reminiscent of those of the famous Liverpudlian star. If the production gives the song a furious energy, which was very much in the spirit of the times, it’s because it was unofficially left in the hands of Glyn Johns. This unwitting magician gave birth to a number of rock anthems of the day, including “Jumpin’ Jack Flash” by the Rolling Stones in 1968 and the prodigious “I’m One” by the Who, off of their masterpiece album Quadrophenia (1973).




A few years after the release of the record, while Conn was working in Mallorca, he received a call from his mother asking him what she should do with the hundreds of copies of the single she had packed in the family garage. Much to the chagrin of today’s collectors, Leslie Conn told her to throw everything into the trash can.
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I PITY THE FOOL



Deadric Malone / 2:10


THE MANISH BOYS


I Pity the Fool / Take My Tip


UK Release on Parlophone: March 5, 1965 (ref. R 5250)


Best Chart Ranking: Did Not Chart


Musicians


Davie Jones: lead vocals, alto saxophone


Johnny Flux: lead guitar


John Watson: bass


Mick White: drums


Bob Solly: organ


Paul Rodriguez: tenor saxophone, trumpet


Woolf Byrne: baritone saxophone


Jimmy Page: guitar


Recorded


IBC Studios, London: January 15, 1965


Technical Team


Producer: Shel Talmy


Sound Engineer: Glyn Johns


Genesis


Far more than just a reinterpretation of the original track by Bobby “the Lion of the Blues” Bland, which was composed for him by Deadric Malone, the founder of Duke Records, “I Pity the Fool” is a tribute to the soul championed by an immortal singer. Listening to the version that the Manish Boys recorded during a two-hour session in January 1965, you can also hear the influence that another classic, “Night Time Is the Right Time,” might have had on Jones and his fellow musicians.


The blues was very much in vogue in 1965, and Davie Jones and his Manish Boys found themselves competing with Willie Dixon’s “Red Rooster,” which had been covered the previous year by the Rolling Stones (and renamed “Little Red Rooster” for the occasion). Endowed with vocal power borrowed from James Brown’s “Please, Please, Please,” the Manish Boys’ cover of “I Pity the Fool” is an appropriate response, revealing the extent of Jones’s musical influences.


Production


With the encouragement of Talmy, the Manish Boys called in a session guitarist who was then omnipresent in studios across London: a certain Jimmy Page. The young musician was always ready to put down some sharp riffs during recording sessions for EMI or Decca, and he had already left his mark on the hits “Baby, Please Don’t Go” by Them and “As Tears Go By,” which was sung by Marianne Faithfull and written by Mick Jagger and Keith Richards. Page quickly became the protégé of Shel Talmy, who got him involved in numerous recordings for the Kinks and the Who.


Delighted to introduce his new fuzz box pedal, which would become inseparable from the sound he developed with Led Zeppelin a few years later, Page played the abrasive solo on “I Pity the Fool” on January 15, 1965, imbuing the track with an added touch of soul. With Shel Talmy handling production, Glyn Johns at the controls behind the console (though not yet the hitmaker he would later become alongside the Stones, the Beatles, or Eric Clapton), and Jimmy Page on guitar, it’s hard to imagine a better team to build around the Manish Boys. Sadly, however, the band’s second single was not as successful as they’d hoped, just as Page had confidently predicted during the recording session: “Well, it’s definitely not going to be a hit.”15
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TAKE MY TIP



Davie Jones / 2:15


Musicians


Davie Jones: lead vocals, saxophone


Johnny Flux: lead guitar


John Watson: bass


Mick White: drums


Bob Solly: organ


Paul Rodriguez: tenor saxophone


Woolf Byrne: baritone saxophone


Jimmy Page: guitar


Recorded


IBC Studios, London: January 15, 1965


Technical Team


Producer: Shel Talmy


Sound Engineer: Glyn Johns


Genesis


David “Davie” Jones’s first recorded composition, “Take My Tip,” sings the praises of someone who knows women well and offers advice to an inexperienced lover. In January 1965, Leslie Conn introduced David to the famous producer Shel Talmy, who was fresh off a success with the Kinks and their hit “You Really Got Me.” The Londonbased American wasted no time in offering one of Jones’s compositions to the actor and singer Kenny Miller, who was looking for a new success after several commercial failures. During a visit to London, Miller recorded the track “Take My Tip,” which he placed on the B-side of his single “Restless.” News of the single was announced in Billboard magazine’s “This Week’s Newsmakers Around the World” section, but Miller’s single was not as successful as he had hoped. Talmy then suggested that David Jones and the Manish Boys record a version of “Take My Tip” on January 15, 1965. Two takes were all it took to record the track. A few years later, Kenny Miller asked Shel Talmy’s former secretary what had become of Davie Jones, and was astonished at the amazement caused by his question: “I asked, ‘Whatever happened to Davy Jones?’ She looked at me like I just came from Mars. […] I never knew David Bowie was Davy Jones.”16


Production


Introduced by a walking bass and a jazzy ride cymbal, “Take My Tip” surprises the listener right from the start with its very popcentric chorus, on which Davie delivers a flood of lyrics. Talmy, who wanted to oust guitarist Johnny Flux in favor of Jimmy Page, had to resign himself to using his all-purpose guitar sparingly. Page had sprinkled “Take My Tip” with guitar rhythms that sadly didn’t survive, unlike the majestic solo he delivered on “I Pity the Fool.”
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YOU’VE GOT A HABIT OF LEAVING



Davy Jones / 2:30


DAVY JONES


You’ve Got a Habit of Leaving / Baby Loves That Way


UK Release on Parlophone : August 20, 1965 (ref. R 5315)


Best Chart Ranking: Did Not Chart


Musicians


Davy Jones: lead vocals, harmonica


Denis Taylor: guitar, vocals


Graham Rivens: bass


Phil Lancaster: drums


Nicky Hopkins: piano


Shel Talmy: backing vocals


Leslie Conn: backing vocals


Glyn Johns: backing vocals


Recorded


IBC Studios, London: July 1965


Technical Team


Producer: Shel Talmy


Sound Engineer: Glyn Johns


Genesis


David Jones, now accompanied by the Lower Third and going by the name of Davy Jones, was about to record his second single for Parlophone in July 1965. While the chosen song had the light romantic characteristics of songs such as “Tired of Waiting for You” by the Kinks (produced by Talmy just a few months earlier), it was from the heart of quite a different track that the band drew its inspiration. Released in May 1965, the Who’s rock hit “Anyway Anyhow Anywhere” included one of those psychedelic bridges that set Peter Townshend and Roger Daltrey’s band apart. Recorded at the IBC Studios in April, the song was also produced by Shel Talmy, who acted as the producer of “You’ve Got a Habit of Leaving.” This was enough to trigger, if not rage, then at least sarcasm on the part of Townshend, who persistently mocked the similarity between the two tracks, and particularly the break of “You’ve Got a Habit of Leaving,” which begins at 0:55. Nevertheless, in Davy Jones and the Lower Third’s song, neither the setup of the musicians nor the quality of execution give Townshend much to worry about. While the Who offered an incisive and original song for the time, the offering from the Lower Third fooled no one, and indeed Parlophone was under no illusions about the product they were selling; after all, not everyone can be Keith Moon. This would be the last single produced by the label, which quickly lost interest in Davy’s music, pushing him in the direction of Pye Records. Indifferent to the mockery that his song provoked, Bowie would later cover “Anyway Anyhow Anywhere” on his album Pin Ups, in 1973.


Production


Another shared trait between “You’ve Got a Habit of Leaving” and the music of the Who was the presence of session pianist Nicky Hopkins. The virtuoso musician, who had been playing his instrument since the age of three, was one of Swinging London’s most respected figures. Although he was soon to be found on some of the Rolling Stones’ greatest hits (that’s him on piano in “Sympathy for the Devil”), he was a faithful gig performer at the time, and he put a score on the song by Davy Jones and the Lower Third that was as discreet as it was vital, just as he had done on many songs for Townshend’s band.




FOR BOWIE ADDICTS


A second version of the song was released in 2017 on the compilation Making Time—A Shel Talmy Production, which brings together some of the producer’s most legendary accomplishments. Named “You’ve Got a Habit of Leaving” (Alternate Outtake Version),” the track offers fans some nuances of interpretation, particularly in one psychedelic passage, which was significantly lightened for the occasion.







ON YOUR HEADPHONES [image: image]



During the recording of “You’ve Got a Habit of Leaving,” David dropped his harmonica, grabbed a bottle of beer, and slid it down the neck of Denis Taylor’s guitar. That’s what made the special sound that can be heard at 2:02 of the track.
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BABY LOVES THAT WAY



Davy Jones / 2:58


Musicians


Davy Jones: lead vocals, harmonica


Denis Taylor: guitar, vocals


Graham Rivens: bass


Phil Lancaster: drums


Nicky Hopkins: piano


Shel Talmy: backing vocals


Leslie Conn: backing vocals


Glyn Johns: backing vocals


Recorded


IBC Studios, London: July 1965


Technical Team


Producer: Shel Talmy


Sound Engineer: Glyn Johns


Genesis


Heavily influenced by “I’m into Something Good,” the first big hit from the band Herman’s Hermits, who were described as the “British Beach Boys” and led by the charismatic Peter Noone—“Baby Loves That Way” is an impressive B-side track, perhaps even overshadowing the A-side that it accompanies. The production is efficient and modern, and Shel Talmy claimed this was a result of recording methods discovered while he was still working in the United States. In particular, Talmy isolates the instruments on each track, rather than recording the band live, as was the tradition at the time. For the producer, these production techniques were tools used in the service of the artist, Davy Jones, in whom Talmy had only limited confidence, as he would later confide: “I honestly didn’t think that what he was writing at the time had a snowball’s chance in hell of making it. But I thought, ‘He’s so original and brash.’”17


Production


David wanted powerful and melodic backing vocals to be omnipresent on the track, so producer Shel Talmy, sound engineer Glyn Johns, and even manager Leslie Conn were all brought on board to contribute backing vocals. “Boy, were both Shel and Les out of tune!”18 recalled Phil Lancaster, the band’s drummer. But no matter, the effect worked well and was totally in keeping with the standards of the time.
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CAN’T HELP THINKING ABOUT ME



David Bowie / 2:43


DAVID BOWIE WITH THE LOWER THIRD


Can’t Help Thinking About Me / And I Say to Myself


UK Release on Pye Records: January 14, 1966 (ref. Pye 7N 17020)


US Release on Warner Bros. Records: May 1966 (ref. 5815)


Best Chart Ranking: Did Not Chart


Musicians


David Bowie: lead vocals, tambourine


Denis Taylor: electric guitar, twelve-string acoustic guitar, backing vocals


Graham Rivens: bass, backing vocals


Phil Lancaster: drums, backing vocals


Tony Hatch: piano


Recorded


Pye Recording Studios, London: November 1965


Technical Team


Producer: Tony Hatch


Genesis


Although the single “You’ve Got a Habit of Leaving” received a disastrous reception, this painful step proved to be an important moment in the career of our singer, who, on the advice of the highly coveted manager to the stars, Ken Pitt, permanently changed his stage name to David Bowie. The newly christened Bowie then renewed his contract with Pye Records, and Ralph Horton, his new manager, organized a recording session for him. Horton pulled off a masterstroke by getting his hooks into Tony Hatch, the renowned producer behind Petula Clark’s international hit “Downtown,” a song he also wrote and composed. The first session went off without a hitch on November 25, 1965, but the track “Now You’ve Met the London Boys” was not at all to Pye’s taste, who didn’t appreciate the reference to drugs in the phrase “You tried a pill” and demanded new compositions from Bowie, thereby forcing him back into the studio. The song finally selected was “Can’t Help Thinking About Me,” which retraced the singer’s youth in Bromley. The track was released as a single on January 14, 1966. Championed by Pye along with Sandie Shaw, the Kinks, and Donovan, the song appeared at the end of the year on the compilation Hitmakers Vol. 4, which was released by the record company in order to promote its younger artists in spite of the fact that David had already left the label. While it makes a nod to the Four Tops’ “Reach Out (I’ll Be There)” with its snare drum beat, the song nevertheless moves away from the soul music, often claimed as a major influence by David Jones during the Manish Boys era.


Production


During the recording, David, who forgot his notebook at home, had to improvise certain parts of the text, especially the third verse, which explains some awkward sentences that were written in a hurry: “My girl calls my name ‘Hi Dave! / Drop in, see around, come back / If you’re this way again.” A good sport when it comes to memories of his early years, Bowie recalled these lines with humor: “[These are] two of the worst lines I’ve ever written.”19 While the musicians of the Lower Third play on the record, it was David’s new backing band, the Buzz, that accompanied him on the single’s promotion.




FOR BOWIE ADDICTS


On March 4, 1966, when David Bowie appeared on the BBC show Ready Steady Go! to promote his new single, only the singer performed live. John Hutchinson, the guitarist with the Buzz, mimed the sound of a twelve-string acoustic guitar on his Telecaster. This was in fact quite logical, since the instrumental part of the song had been recorded the day before with David’s twelve-string acoustic guitar.







“Can’t Help Thinking About Me” was Bowie’s first single to be released in the United States, in May 1966. Warner Bros. Records, the licensee of Pye Records in the United States, was responsible for distributing the single.
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AND I SAY TO MYSELF



David Bowie / 2:25


Musicians


David Bowie: lead vocals, tambourine


Denis Taylor: electric guitar, twelve-string acoustic guitar, backing vocals


Graham Rivens: bass, backing vocals


Phil Lancaster: drums, backing vocals


Recorded


Pye Recording Studios, London: November 1965


Technical Team


Producer: Tony Hatch


Genesis


“And I Say to Myself” is undoubtedly one of the most underestimated songs of Bowie’s early career, featuring lyrics that are imbued with the naiveté that characterized his early creations. The narrator is well aware that his girlfriend has him wrapped around her little finger: “And I say to myself / I’ve got it wrong, wrong, wrong / She is a playgirl / She the wrong wrong girl for me / And I say to myself / You’re a fool, fool, fool / She doesn’t love you, / She doesn’t need you.” David Bowie’s lyrics would soon lose this adolescent candor and give way to deeper autobiographical themes like the rejection of suburban life, or the committal of his stepbrother, Terry Burns, to Cane Hill Hospital in Croydon. These darker subjects were more inspiring for the mature artist that David would quickly become.


Production


This song stands out from David’s previous compositions thanks to surprising chord progressions that are sometimes difficult for the novice listener to grasp (this would become one of the specificities of superstar Bowie’s repertoire). “And I Say to Myself” is nonetheless very catchy, and it’s supported by effective choruses that remind the listener of the singer’s great admiration for Berry Gordy’s Motown label, and the voice arrangements perfected by Detroit’s Holy Trinity of Brian Holland, Lamont Dozier, and Eddie Holland. From 0:22, when Phil Lancaster seems to have forgotten a snare drum stroke on the first bar, we discover a series of chords, which even transposed into A / fam# / D / E is still reminiscent of “Last Kiss,” the hit song by Wayne Cochran that was released in 1961.
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DO ANYTHING YOU SAY



David Bowie / 2:27


DAVID BOWIE


Do Anything You Say / Good Morning Girl


UK Release on Pye Records: April 1, 1966 (ref. Pye 7N 17079)


Best Chart Ranking: Did Not Chart


Musicians: David Bowie: lead vocals, tambourine / John “Hutch” Hutchinson: guitar, backing vocals / Derek “Dek” Fearnley: bass, backing vocals / John “Ego” Eager: drums, backing vocals / Derek “Chow” Boyes: backing vocals / Tony Hatch: piano / Recorded: Pye Recording Studios, London: March 7, 1966 / Technical Team: Producer: Tony Hatch


For his first single as David Bowie, the singer once again turned to the theme of his weakness for women. “I’ll do anything you say,” he sings, resignedly, throughout the track. The omnipresent piano is no longer played by the brilliant Nicky Hopkins of the Shel Talmy era, but instead by the producer of the single, Tony Hatch. Once again, the Motown feel is assured by the drum pattern and its snare drum strokes (on all downbeats of the bar), which are reminiscent of the choruses of “Can’t Help Thinking About Me.” In 2014, John Hutchinson, the guitarist from Bowie’s new backing band, the Buzz, recalled the coolness and discreet elegance of Tony Hatch during the recording sessions, but also the total lack of interest he showed in the star’s backing musicians: “Tony seemed to be a pleasant enough chap, viewed through the control room glass, but he somehow managed the whole production job without a single word to the band, and he barely glanced in the direction of Chow, Dek, Ego and myself.”12
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GOOD MORNING GIRL


David Bowie / 2:12


Musicians: David Bowie: lead vocals / John “Hutch” Hutchinson: guitar / Derek “Dek” Fearnley: bass / John “Ego” Eager: drums / Derek “Chow” Boyes: Hammond organ / Recorded: Pye Recording Studios, London: March 7, 1966 / Technical Team: Producer: Tony Hatch


Despite Tony Hatch’s insistence, there was no longer any question of David Bowie singing other people’s songs, be they blues classics or lesser-known tracks. Liberating himself from the influences of his youth, the singer now began to lay claim to the status of singer-songwriter. “Good Morning Girl,” on the B-side of this new single from Pye Records, is a light and innocent track, but with a rhythmic setting that lies somewhere between jazz and rock, and comes alongside a formidable efficiency from bassist Derek Fearnley and drummer John Eager, who played with the tip of his drumstick to give his ride cymbal a powerful and energetic swing. As if the jazz aspect of the track highlighted here wasn’t enough, David Bowie marks the track with a note-to-note scat on Hutchinson’s guitar during the solo at 0:52, reminiscent of the Spencer Davis Group’s “Strong Love,” which was released the year before.
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I DIG EVERYTHING



David Bowie / 2:40


DAVID BOWIE


I Dig Everything / I’m Not Losing Sleep


UK Release on Pye Records: August 1966 (ref. Pye 7N 17157)


Best Chart Ranking: Did Not Chart


Musicians: David Bowie: lead vocals / Unidentified musicians: guitar, bass, drums, percussion, organ, backing vocals, transverse flute / Recorded: Pye Recording Studios, London: July 5, 1966 / Technical Team: Producer: Tony Hatch


On Monday June 6, 1966, David Bowie and the Buzz were about to take the stage at the California Pool Ballroom in Dunstable. The band was ready to battle it out with their audience, despite an emotional day. Just a few hours earlier, a recording session had been held at Pye Studios with the goal of giving birth to Bowie’s new single. Backing vocalists Madeline Bell and Lesley Duncan were there, as well as Kiki Dee, who would appear a few years later with Elton John singing “Don’t Go Breaking My Heart” as a duet. There was also a brass section, and hitmaker Tony Hatch was once again producing. Everything had been brought together to ensure that David’s new song, “I Dig Everything,” would be recorded under optimal conditions. But nothing happened as planned. The band was seriously unprepared, and Tony Hatch quickly put an end to the session. With the support of the record label, he decided to take things in hand, and one month later, on July 5, 1966, he summoned David Bowie to see him without the rest of his band. The list of musicians hired for that day remains unknown, but the single that was produced reveals a modern and colorful production—a far cry from the rock hits of the time, in which energy was king. The heady gimmick of the single, with its marked organ introduction (Is it a Vox Continental? A Farfisa Combo Compact?) was very much in tune with the times, and played to the rhythm of a güiro like the one that would later find its place on Dusty Springfield’s languid “The Look of Love” in 1967. Despite the presence of a high-level backing band, the song lacked the spirit of the singer, who until then had given all his songs that little extra touch of soul. What had been his trademark appears to have been set aside here in favor of a solid but dull production. Whether a curse, or simply the result of poor artistic direction, the track once again failed to make it onto the charts and led to the end of the collaboration between David Bowie and Pye Records.
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I’M NOT LOSING SLEEP


David Bowie / 2:50


Musicians: David Bowie: lead vocals / Unidentified musicians: guitar, bass, drums, percussion, organ, backing vocals, transverse flute / Recorded: Pye Recording Studios, London: July 5, 1966 / Technical Team: Producer: Tony Hatch


The güiro made its big comeback in the introduction to “I’m Not Losing Sleep,” this time accompanied by a transverse flute and arrangements that were too grandiose for David Bowie’s intimate lyrics. Tony Hatch, who was not convinced by the artist’s writing (although he did stress the originality of Bowie’s compositions), nevertheless put all his energy into producing both sides of the single. He even came close to plagiarizing the hit he himself wrote and produced for Petula Clark in 1965, making the chorus of “I’m Not Losing Sleep” sound strangely reminiscent to “Downtown.”













DAVID BOWIE



Uncle Arthur


Sell Me a Coat


Rubber Band


Love You till Tuesday


There Is a Happy Land


We Are Hungry Men (not included in US release)


When I Live My Dream


Little Bombardier


Silly Boy Blue


Come and Buy My Toys


Join the Gang


She’s Got Medals


Maids of Bond Street (not included in US release)


Please Mr. Gravedigger


ALBUM


RELEASE DATES


United Kingdom: June 1, 1967


References: Deram—mono version DML 1007, stereo version SML 1007


United States: August 1967


References: Deram / London Records—mono version DML 16003, stereo version DES 18003


Best Chart Ranking: Did Not Chart















AN ELEGANT AND GRACEFUL FIRST DISC


With the summer of 1966 nearing its end, the United Kingdom had the world at its feet: the famous 007, at that time played by Sean Connery, was recovering his strength in an interlude between two Ian Fleming adventures; the Beatles were riding the international success of the grandiose Revolver album, and above all, the whole country was in a state of joyful effervescence following the home turf victory of England over the Federal Republic of Germany on July 30, 1966, in the World Cup final.


Mime, Theater, and Music: Drivers of the Young Bowie


David Bowie, who was more interested in American football than British football, preferred to spend this period of national elation reflecting upon his future with his manager, Kenneth Pitt. Pitt was an erudite businessman, and his curiosity for the arts had a constant appeal for the young singer, who, through him, discovered The Little Prince (Le Petit Prince) by Antoine de Saint-Exupéry, The Portrait of Dorian Gray by Oscar Wilde, and Nobody Knows My Name, a collection of essays by James Baldwin. David, who was still living with his parents, Peggy and John, in Bromley, had the multifaceted spirit of an artist, with a fascination, among other things, for theater and mime. A few years before, the (musical) play Stop the World—I Want to Get Off, by Leslie Bricusse and Anthony Newley, had given him a taste for musical comedies and the burlesque nature of their comedic setups. He also took advantage of this period to extend his research into the religion of Buddhism, whose precepts and philosophy he adopted, as shown in an interview dated February 26, 1966, with Melody Maker. Despite this period of rich discovery, once 1966 was well underway, David Bowie had to accept reality: None of his three singles had found the public, and, despite the work of his successive managers, recognition and renown would have to wait. The artist parted ways with Pye Records on September 30, and then Kenneth Pitt had just one objective: finding partners who would be able to recognize the potential of his protégé.


“Rubber Band” and the Decca Adventure


On October 18, his manager organized and financed a recording session at the R. G. Jones Studios, in Morden, located to the southwest of London. David was joined once again by his loyal musicians who had been rescued from the Buzz and had come to lend a hand: Derek “Dek” Fearnley on bass, John “Ego” Eager on drums, and Derek “Chow” Boyes on keyboards. Two additional musicians were recruited, including the trumpet player Chick Norton. “Rubber Band,” “The London Boys,” and “The Gravedigger” (which would eventually be released as “Please Mr. Gravedigger”) were recorded that day, with a view to being able to present the material very quickly to record production companies. It took his manager only a few days to attract the attention of the Decca brass. The label that had allowed the Beatles to slip through their fingers in January 1962 was open to young artists, notable via its new subsidiary, Deram Records. Despite their interest in signing new talent, Decca shut the door on Bowie in 1963 when he auditioned with the Kon-rads.


On October 20, Kenneth Pitt had Tony Hall, the label’s production director, listen to “Rubber Band.” Officially convinced of Bowie’s potential, Hall organized a meeting on the twenty-fourth with Hugh Mendl, Decca’s artistic director, and the producer Mike Vernon. The other two titles recorded the previous week were played at this meeting in the presence of the artist. “When Ken Pitt brought David Bowie to my office” recalled Mendl, “he brought a marvel. I thought David Bowie was incredible.”20 A contract with Deram was offered to the young man on the spot, and production of a single was quickly launched. This was “Rubber Band,” accompanied by “The London Boys” on the B-side. The 45 rpm record was released on December 2 in the United Kingdom.


In November, Pitt took advantage of a business trip to the United States for a meeting at the American subsidiary of Decca, London Records, in New York. Walt A. Maguire, a World War II hero turned talent spotter for the American division of the London label, was seduced by the single and decided to distribute it stateside. However, only a promotional version of the number was sent to US radio stations in May 1967, and it was accompanied by “There Is a Happy Land” on the B-side because the label considered the lyrics of “The London Boys” and their references to drugs to be too subversive.


No matter, the ball had been set rolling for David Bowie, who went to Decca Studios on November 14, 1966, accompanied by his musicians, with the exception of keyboard player Derek Boyes, who was hospitalized with suspected appendicitis. The expanded team included Mike Vernon on production and Gus Dudgeon at the controls. This impressive duo was an asset for David Bowie, and while these two technicians were only at the beginnings of their respective careers, their two names would soon become associated with artists who went on to achieve timeless success. Vernon would go on to work with Fleetwood Mac and Eric Clapton, and Gus Dudgeon was the man behind one of Bowie’s most famous songs, “Space Oddity.”


Back to 1966. Following a successful second session, which led to the songs “Uncle Arthur” and “She’s Got Medals,” others were planned through to the end of December, which included the recording of the following tracks: “There Is a Happy Land,” “We Are Hungry Men,” “Join the Gang,” “Sell Me a Coat,” “Little Bombardier,” “Silly Boy Blue,” “Maids of Bond Street,” “Come and Buy My Toys,” and “Please Mr. Gravedigger.”


A Priceless Gift


On his return to New York, Ken Pitt brought back a present for his protégé that was to change his life. During a visit to the Factory, his manager met the truculent Andy Warhol, who gave him a test pressing of the first album by a promising young group for whom he’d offered his services as producer: the Velvet Underground. In December 1966, David Bowie was thus the very first British adolescent to hear this now-legendary rock group, around whom floated a cloud of illegal substances. Bowie was transported by this music that he considered to be revolutionary, both in the refined production of the songs and in the subjects they addressed (mainly drugs and sex, recurrent themes in the New York music scene of the time). “To me, the Velvet Underground represented the wild side of existentialist America, the underbelly of American culture,” Bowie would explain in 2019 in the BBC documentary Finding Fame. “That was everything that I thought we should have in England.”7


While Kenneth Pitt became the young Bowie’s mentor, Ralph Horton found himself confronting the debts accumulated by Horton during the rise of his young protégé. He therefore brought his collaboration with the singer and Pitt to an end.


When 1967 began, David Bowie’s first album was finally complete. The artist did, however, go to Decca Studios on January 26 to lay down a new single that would enable his manager to continue seeking a range of partners, including the radio stations that had hitherto proved rather cautious in approaching the singular world of this singer. The 45 rpm “The Laughing Gnome” earned a degree of mockery for its creator, doubtless due to the speeded-up voice effects cobbled together with sound engineer Gus Dudgeon. Accompanied on the B-side by “The Gospel According to Tony Day,” its release on April 14 was also unsuccessful, an unwelcome outcome with just six weeks to go before the release of the album.


On February 25 the team headed back to Decca Studios to record a new stereo version of “Rubber Band” and “Love You Till Tuesday.” At that time, records were often sold in two versions, as the enthusiasts for mono had not yet capitulated in the face of the fashion for stereo, which enabled a separation of the instruments in the sound space. On this occasion, as with other sessions, several members of the London Philharmonic Orchestra were called upon to add substance to the production. The orchestral arrangements were by the Bowie-Fearnley duo, who, clearly, were novices at this kind of thing. “They only knew the basic facts of musical life […],” Kenneth Pitt recalls with amusement in his memoirs. “Everything else about written music was a mystery to them so between them they invested in the Observer’s Book of Music”—a reference work on musical theory intended for the general public, written by Freda Dinn in 1953—“from which they began to learn about such things as quavers and crotchets. They would sing a note then try to match it in the book.”3 Armed only with this work, which was intended for a public of neophytes, the apprentice arrangers were out of their depth, much to the dismay of the classical musicians assembled at Decca Studios. But, with the patience and goodwill of all those involved, the day eventually reached a successful conclusion.


The Hiatus of the Riot Squad


Unable to wait for the release of his first album, in April, the insatiable David Bowie joined a group called the Riot Squad. The group had a growing reputation, notably for having welcomed into its number some high-caliber musicians, such as Mitch Mitchell, future drummer with the Jimi Hendrix Experience. It was Bob Evans—the group’s saxophonist and a great admirer of Bowie since the Riot Squad had played at the Marquee on August 21, 1966—who called upon the services of the singer. The young musician agreed to take part in the project but discreetly, since his contract as a solo artist with Decca prohibited him from joining a new group. The musicians of the Riot Squad, who offered a less theatrical brand of rock than that of the singer, were pleased with this new working relationship. On April 5, when a slot became free at Decca Studios between 11:00 and midnight, some songs were recorded with the help of Dudgeon: “Silly Boy Blue,” “Little Toy Soldier,” a cover of “I’m Waiting for the Man” by the Velvet Underground, and a jam session based around the number “Silver Treetop School for Boys” were all immortalized in that single session. Twenty or so concerts were given in spring 1967, but then Bowie was to set off on some new adventures.


A Cautious Welcome for an Underestimated Album


David Bowie’s first album was released on June 1, 1966. The jacket was illustrated with a photograph taken by Derek’s older brother, Gerald Fearnley, in his apartment on Bryanston Street, where the two musician friends often rehearsed. The jacket for this eponymous disc contained a long text written by Kenneth Pitt that extolled the virtues of his little protégé: “Although he has rarely strayed far beyond his own suburban London, David Bowie, at 19, has seen more of the world than many people do in a far longer life-time,” wrote Pitt. “[…] His line of vision is as straight and sharp as a laser beam.”21 The theatrical quality, inspired by Anthony Newley’s shows, is omnipresent throughout the disc and was highlighted by the critics of the day, who mostly took a liking to the album: “Here is a new talent that deserves attention,”22 said the June 10 edition of Disc and Music Echo. And Melody Maker went as far as to say: “Sounding like a young, good-looking Anthony Newley with the writing ability of Cat Stevens.”22 But despite these favorable opinions, Bowie’s first album was a flop, as had been the case with all his previous singles. It should be noted that the competition during that spring of 1967 was stiff. In the United Kingdom, Pink Floyd pushed the youth into a new psychedelic era with The Piper at the Gates of Dawn, and they were closely followed by the Beatles’ latest album, Sgt. Pepper’s Lonely Hearts Club Band. On the other side of the Atlantic, the Doors had provided their first, eponymous album, with strong titles such as “Break on Through” and “The End,” and they in turn were followed by Jimi Hendrix and his masterpiece Are You Experienced in May. Despite a favorable critical reception that praised the accomplished work of David Bowie and his musicians, the singer had to resign himself to another lackluster release. While Procol Harum dominated the Melody Maker Top 30 with “A Whiter Shade of Pale,” Bowie’s music seemed out of date and almost corny, and his references to children’s stories and the visual spectacles he was fond of did not appeal to the public at this time of cultural revolution. Despite his disappointment and understandable feelings of frustration, the artist did not give up and continued to record new songs, which he submitted, unsuccessfully, to the Decca listening panel. “Let Me Sleep Beside You,” “Karma Man,” “In the Heat of the Morning,” “London Bye Ta-Ta”—the label rejected them all. Feeling abandoned by the team behind his first album, Bowie decided to leave Decca in April 1968. The following months were devoted to finding new professional partners, to multiple artistic adventures, and to the takeoff of Major Tom’s rocket.




FOR BOWIE ADDICTS


On October 29, 1966, David Bowie made his first solo appearance accompanied just by his guitar for the inauguration of the Shoreline club in Sussex, England. Among the other artists present that day was the group Bluesology; its keyboard player was none other than Reginald Dwight, who was soon to be known by the name of Elton John.







Flower petals, false mustaches, and sad clown’s tears: It was during his time with the Riot Squad that Bowie first applied makeup before going onstage.


















UNCLE ARTHUR



David Bowie / 2:07


Musicians


David Bowie: vocals, claps


John Renbourn: acoustic guitar


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums


Derek Boyes: Piano


London Philharmonic Orchestra: oboes, shawm


Recorded


Decca Studios, London: November 14, 1966


Technical Team


Producer: Mike Vernon


Sound Engineers: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


The collaboration between David Bowie and the record label having been made official, the first recording sessions began at Decca Studios on November 14, 1966. “Uncle Arthur” was immortalized on that day. Through this ditty with its imitation of medieval airs and jigs (an effect supported by the use of the oboe and shawm), Bowie tells the story of the (mis)adventures of Uncle Arthur, who, having left the family home for the young Sally, finally returns to the arms of a somewhat jealous mother. Derek Fearnley explained on many occasions that he was the one who inspired the portrait of this hero, so much did the image of a thirty-year-old bachelor seem to have an affinity with him: “Uncle Arthur, still reads comics, follows Batman. It’s only the seed of the idea he uses, I wasn’t reading comics, but I recognised myself. ’Cos to him 29 was bloody old and I still wasn’t married and I still didn’t have my own place. That was a classic idea of the seeds David takes, and produces the song.”23


Whatever Derek Fearnley said, Bowie probably found his inspiration elsewhere, most likely from reading Alan Sillitoe’s collection of short stories called The Loneliness of the Long Distance Runner, which was published in 1959. This work (which also inspired the British group Iron Maiden for one of its greatest songs on the album Somewhere in Time, in 1986) includes a short story called “The Disgrace of Jim Scarfedale.” In this story, the hero is torn between his possessive mother and his sweetheart, and he meets the same outcome as that of Uncle Arthur. Tired of married life, he resignedly returns to the maternal home: “Inside six months he was back […], we saw him walking down the yard […], looking as miserable as sin and wearing the good suit he’d got married in,”24 wrote Sillitoe. We should mention another short story in the collection, “Uncle Ernest,” whose title has an obvious similarity to the one used by the young musician. Often inspired by the art around him, every reading, every film he saw, and every show he went to would eventually form a piece in the David Bowie artistic puzzle.


Production


The rerelease of David Bowie, in 2018, which offers both versions of the album—the mono and stereo—enables us to discover that only the stereo version of the track contains claps in the introduction that were performed by Bowie himself. It’s no surprise to discover this kind of in-studio hijinks when we know that the man on the controls, Gus Dudgeon, was very keen on production effects. He had already been behind the sound concoctions on “The Laughing Gnome” and was continually offering his expertise and ideas to Bowie during the recording of this disc. The producer, Mike Vernon, gives insight into the qualities of the technician who was promoted in 1969 to producer on “Space Oddity”: “I was helped enormously by Gus Dudgeon. I got him involved as he was a bit quirky and I thought he would get on well with Bowie, and in fact they did.”13




“Uncle Arthur” was suggested to Peter, Paul and Mary for their disc Album 1700. The famous folk trio were not interested in the song and chose instead to include a cover of John Denver’s “Leaving on a Jet Plane,” which became one of the biggest successes of their career.


















SELL ME A COAT



David Bowie / 2:07


Musicians


David Bowie: vocals


John Renbourn: acoustic guitar


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums


London Philharmonic Orchestra: French horn, cello


Recorded


Decca Studios, London: December 8 and 9, 1966


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


Encouraged by his manager and his publisher, Essex Music, David Bowie had been offering some of his songs to artists that already had a reputation on the other side of the Atlantic. The Richmond Organisation (TRO to those in the know) was a branch of Essex Music, and they wanted to help the American public discover British material, particularly by placing their compositions with artists in their catalogue. This was how “Sell Me a Coat” was presented to the very traditional folk trio Peter, Paul and Mary, who were experiencing their last days of popularity in the face of the British Invasion and the revolutionary writings of Bob Dylan. It did not matter that the song was refused by the vocal harmony group; the song found its place on the first Bowie album and gave him one of his most beautiful melodies, with its effective and stirring refrains.


As is the case throughout this album, the lyrics for this track emphasize the childhood world of a young man. Bowie quotes Jack Frost in the first couplet; the legendary character from Anglo-Saxon culture is referred to in numerous books and stories as being responsible for the frost and cold that grips the land each winter. In this case, the narrator loses his sweetheart along the way.


Production


Despite some slightly awkward harmonizations in the introduction, the song is surprising for its very melancholic melody, which is a departure from the rock sonorities and urgency of the artist’s first singles recorded before he signed with Decca. This very melodic piece showcases the acoustic guitar of John Renbourn, a specialist in American blues style, which he showcases in the chords on his Gibson J-50 throughout the album.


On January 25, 1969, while working with Feathers on a promotional film project Love You Till Tuesday at Trident Studios, the producer Jonathan Weston rerecorded the vocal tracks with Bowie, Hermione Farthingale, and John Hutchinson, providing the total number of vocal harmonies its author had hoped to hear with Peter, Paul and Mary.




“Sell Me a Coat” was not turned down by everyone. A group called the Pudding recorded it on an acetate in 1967, and a band called the Germans of Tarwater did a very Bowie-esque version of it in 2002.
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RUBBER BAND



David Bowie / 2:17


ALBUM VERSION


Musicians


David Bowie: vocals


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums


Derek Boyes: organ


London Philharmonic Orchestra: tuba, oboe, trumpet


Recorded


Decca Studios, London: February 25, 1967


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: Arthur Greenslade, David Bowie


SINGLE VERSION


Musicians


David Bowie: vocals


Derek “Dek” Fearnley: bass


John Eager: drums


Derek Boyes: organ


Chick Norton: trumpet


Unidentified Musicians: tuba, oboe


Recorded


R. G. Jones Studios, London: October 18, 1966


Technical Team


Producers: David Bowie, Derek “Dek” Fearnley


Arrangements: David Bowie, Derek “Dek” Fearnley


SIDE A: Rubber Band / 2:17


SIDE B: The London Boys / 3:19


UK Release on Deram: December 2, 1966 (ref. DM 107)


Genesis


Destined to be a rabblerousing single, “Rubber Band” was recorded on October 18, 1966, at the R. G. Jones Studios, just as Ken Pitt was seeking to promote his artist. The song was rerecorded on February 25, 1967, for incorporation in the stereophonic version of the album. For the first time addressing the world of the military (as in “Little Bombardier” and “She’s Got Medals”), Bowie enters the character of an infantryman, who, back from the front in 1918, discovers that his sweetheart has married someone else, in this case the leader of the municipal band. A mixture of lovesick complaint and humorous ode (“I hope you break your baton,” cries the narrator in a comical whimper at 2:06), the piece presents a Bowie who is out to amuse his public, in a register very close to “Your Mother Should Know” by the Beatles, which appeared the same year on the Magical Mystery Tour album. But for Bowie, there was no magic or success to be found here. Despite the quality of its writing, this single did not make an impression.


Production


Despite continual warnings by his producer Mike Vernon and his sound engineer Gus Dudgeon, the singer seemed to be incapable of separating himself from the influence of the singer and comedian Anthony Newley during this period in his life. The theatricality of “Rubber Band” clearly serves the depth of the text, and the performer even comes close to caricature when he bursts out laughing at the end of the song—which was exactly Newley’s signature, since he also inserted laughter at the end of a piece to indicate to the listener that he did not take himself seriously, notwithstanding his madcap staging. “I never thought that I could sing very well and I used to kind of try on people’s voices […],” explained Bowie in 2002. “When I was a kid […] I got into Anthony Newley like crazy. […] He really did bizarre things. […] I thought, ‘I like what this guy’s doing, where he’s going, he’s really interesting.’ And so I started singing songs like him.”25




ON YOUR HEADPHONES [image: image]



Between the two recordings, David Bowie makes a small change to the text. At 0:25 in the stereo version, he refers to “1910”—which became “1912” in the mono version that was recorded in October 1966.







The singer refers to Library Gardens, which are gardens of the Bromley library, in the town of his birth. This is where he made an appearance on September 13, 1969, in an acoustic set performed in front of a thousand lucky spectators.
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LOVE YOU TILL TUESDAY



David Bowie / 3:09


ALBUM VERSION


Musicians


David Bowie: vocals


John Renbourn: acoustic guitar


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums


Derek Boyes: piano


Unidentified Musicians: vibraphone, violins, cello, trumpet


Recorded


Decca Studios, London: February 25, 1967


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: Arthur Greenslade, David Bowie


SINGLE VERSION


Musicians


David Bowie: vocals


Unidentified Musicians: electric guitar, bass, drums, piano, flute, clarinet, oboe, bassoon, violins, cello


Recorded


Decca Studios, London: June 3, 1967


Technical Team


Producer: Mike Vernon


Sound Engineer: Bill Price


Assistant Sound Engineer: Dave Grinstead


Arrangements: Ivor Raymonde


SIDE A: Love You Till Tuesday / 2:59


SIDE B: Did You Ever Have a Dream / 2:05


UK Release on Deram: July 14, 1967 (ref. DM 135)


US Release on Deram / London Records: August 28, 1967 (ref. 45-DEM-85016)


Best Chart Ranking: Did Not Chart


Genesis


Light as a feather, and with the required level of innocence typical of radio broadcast, “Love You Till Tuesday” is uncontestably one of the most straightforward, pop-sounding songs on the entire album. In it, the narrator declares his love for his sweetheart, but this fire of love cannot last more than a few days… only “till Tuesday.” Also, the lucky, chosen one has to make a quick decision (even though the singer extravagantly offers her a possible extension: “Well, I might stretch it till Wednesday”). This is a lively and endearing song because of the naivety of its interpretation. Rerecorded as a single, it failed to find its public when it was released on July 14, 1967. “We all thought [it] was a potential hit single,” as Mike Vernon put it “Nothing happened to Bowie for a couple of years after that. That was when he started to rethink things.”13


Production


As with “Rubber Band,” two versions of “Love You Till Tuesday” were recorded in 1967. The first, which appears on the album, is the product of the session on February 25, and benefits from the arrangements of Arthur Greenslade who, for unknown reasons, was not credited. Having been responsible for the mind-blowing orchestration of the title song in the 1964 film Goldfinger, which was the third cinematic outing of the British intelligence agent known as James Bond, Greenslade’s work had won accolades for Shirley Bassey, and this time he created simmering arrangements in an easy listening, Tom Jones–like style for “Love You Till Tuesday” (reminiscent of “I’ve Got a Heart” or the “Skye Boat Song” on the first LP by the British crooner, released in 1965).


Wishing to offer the public a more polished version, in June 1967 Kenneth Pitt and Decca organized a new session under the direction of Ivor Raymonde, who was at that time famous for “I Only Want to Be with You,” which he wrote for Dusty Springfield. Now provided with an orchestration rich with chords that overflowed from every corner of the mix, this single version offers nothing new for the listener, other than a demonstration of the arranger’s skill. To crown it all, Raymonde concluded the piece with a pompous quotation from the famous song “Hearts and Flowers” by the Hungarian composer Alphons Czibulka. As for its interpretation, we should leave the last word to Bowie himself: “It’s a strange little number. I sound like Tony Newley. I sound more like Tony Newley than Newley.”26




FOR BOWIE ADDICTS


With ambitions of conquering Europe, and as was the tradition at the time, Bowie recorded a German version of the number on January 24 and 25, 1969, at the Trident Studios. The title of the song was literally translated into German as “Lieb’ Dich Bis Dienstag.”


















THERE IS A HAPPY LAND



David Bowie / 3:11


Musicians


David Bowie: vocals


John Renbourn: acoustic guitar


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums


Derek Boyes: piano


London Philharmonic Orchestra: French horn, vibraphone


Recorded


Decca Studios, London: November 24, 1966


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


“There Is a Happy Land” was inspired by the eponymous book written by Keith Waterhouse and published in 1957. The idea of a place apart, far from adults, like the one depicted by Bowie in the song, seems to be one of a staggering naiveté, and yet the young singer was attached to it. Waterhouse’s characters invent a language so that adults cannot understand them, adults also being unwelcome among the characters in the song, which are mostly derived from Charlie Brown and the Peanuts comic strip, or Tiny Tim, the famous singer known for his falsetto voice and who always accompanied himself with his ukulele. The child/narrator in “There Is a Happy Land” is surely addressing the listener/adult, saying: “You’ve had your chance/And now the doors are closed sir, Mr. Grownup.”


If there is somewhere that the young David Jones really wanted to ground himself in the 1960s, it was in this idealized depiction of youth. Like J. M. Barrie’s Peter Pan, Bowie seems not yet ready to leave childhood for the cynical world of adults. With a passion for children’s literature, he devoured the works of Randolph Caldecott, the famous illustrator celebrated for depicting the world of a bygone era with a carefree ethos. At that time, the singer also gave his manager Ken Pitt a copy of The Farmer’s Boy, which was written by Caldecott and published in 1881.


Production


Accompanied by an effective use of the vibraphone, the song sparkles with lightness. The guitar of John Renbourn appears discreetly behind the French horn, whose anachronistic use in this period of psychedelic pop accentuates the song’s childlike and baroque arrangement. Bowie’s timid voice is well suited to the subject matter, sometimes almost to the point of caricature. Fortunately, the young artist set limits for himself and did not dare to assume the juvenile voice of the narrator. This song also provides a very pleasant pause before the curious “We Are Hungry Men,” which is track six of Side 1 of the album. Our singer offers us a real roller-coaster ride with his first album.















WE ARE HUNGRY MEN



David Bowie / 2:58


Musicians


David Bowie: vocals, sound effects


John Renbourn: acoustic guitar


Derek “Dek” Fearnley: bass


John Eager: drums


Derek Boyes: organ


Gus Dudgeon: introduction voice


Mike Vernon: voice speaking in German


London Philharmonic Orchestra: trumpets


Recorded


Decca Studios, London: November 24, 1966


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


With a passion for the dystopias of George Orwell (from whom he borrowed 1984 and “Big Brother” for two songs from Diamond Dogs, in 1974), Aldous Huxley, and H. G. Wells, Bowie often returned to his first loves: the science fiction works that dominated his childhood.


By delving into this world, which was also cherished by many of his contemporaries (Queen covered the subject matter in their video for “Calling All Girls” in 1982, and Iron Maiden’s “To Tame a Land” was inspired by Frank Herbert’s Dune trilogy), the artist prepares the listener for his future obsession: the discovery of other worlds, which was to become a frequent subject of his songs, such as in “Space Oddity,” “Life on Mars?” and “Starman.” Mixing caricature, humor, and a rock ambiance to push the limits of a type of punk rock that had yet to come into existence, “We Are Hungry Men” depicts a totalitarian state facing rampant overpopulation. The song would eventually be withdrawn from the American version of the album, as was “Maids of Bond Street.” There are various references here and there to problems with copyright, but neither the artist nor his management would ever provide precise details surrounding the deletions of these tracks.


Production


As with “The Laughing Gnome,” which the singer was soon to record with the involvement of Gus Dudgeon, “We Are Hungry Men” has a mark of theatricality in its interpretation, in which seriousness and the grotesque combine to muddy the waters. From the introduction, it is Gus Dudgeon who plays the role of a presenter appalled by the decline in our society, aping British actor Kenneth Williams, who was famous for his vocal imitations. At 1:27, producer Mike Vernon boldly provides the voice of a high-ranking Nazi that’s full of rage and authoritarianism. Between the omnipresent brass, the strange joking manner of the participants, and the rhythmic, easy-listening vibe of the song, the final product is a strange and somewhat disturbing mix. This is a fairly dispensable track that tends to leave all but the most devoted listeners cold.
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WHEN I LIVE MY DREAM



David Bowie / 3:22


ALBUM VERSION


Musicians


David Bowie: vocals


John Renbourn: acoustic guitar


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums


Derek Boyes: organ


Unidentified Musicians: vibraphone, trumpet, violins, cello


Recorded


Decca Studios, London: February 25,1967


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: Arthur Greenslade, David Bowie


SINGLE VERSION


Musicians


David Bowie: vocals


Unidentified Musicians: electric guitar, bass, drums, piano, flute, clarinet, oboe, bassoon, violins, cello


Recorded


Decca Studios, London: June 3, 1967


Technical Team


Producer: Mike Vernon


Sound Engineer: Bill Price


Assistant Sound Engineer: Dave Grinstead


Arrangements: Ivor Raymonde


Genesis


The first love song by the artist, “When I Live My Dream” was, like “Love You Till Tuesday,” rerecorded with strings, brass, and woodwind on June 3, 1967, with a view to winning over a public that remained hostile to Bowie’s artistic world. Navigating between the froth of Broadway musical comedies and the ballads enjoyed by British teenagers, the single was once again rejected by Decca at a weekly listening panel, but it reappeared on the Deluxe Edition of David Bowie released in 2010. But returning to the album version, which is our concern here, the singer dares to provide a declaration to his sweetheart, who has become a fixture in his dreams. The phantasmagorical world Bowie loved so much once again dominates the proceedings, as he boasts of his courage to his love: “Baby, I’ll slay a dragon for you/Or banish wicked giants from the land.” Lindsay Kemp, the famous British dancer with whom Bowie was soon to work, called this his favorite track, and the song was a real success, but unfortunately it suffers from a dated production by Mike Vernon. Invited to revisit various Bowie songs on classical guitar for the film The Life Aquatic, directed by Wes Anderson in 2004, the Brazilian musician Seu Jorge sang a delicious version of “When I Live My Dream” in his native language, which is available on the album The Life Aquatic Studio Sessions Featuring Seu Jorge.


Production


The bass of Derek Fearnley (co-arranger of the album with Bowie) is here deliberately discreet but still indispensable, imposing the harmonic changes between couplets and refrains.


The violins provide a heartfelt contribution to this number and emphasize the melancholic aspect of its catchy melody. This ballad was a real success, possibly due in part to where the tambourine struck on the fourth beat in the bar, which was reminiscent of the introduction to “Be My Baby” by the Ronettes. That song was produced in 1963 by the prolific producer, Phil Spector.




FOR BOWIE ADDICTS


The song was adapted for a German-language version in 1969 with the title “Mit In Deinem Traum,” with a view to ensuring wide distribution in West Germany for the promotional film Love You Till Tuesday, which was produced by Malcolm J. Thomson.


















LITTLE BOMBARDIER



David Bowie / 3:24


Musicians


David Bowie: vocals


Derek “Dek” Fearnley: bass


John Eager: drums


Derek Boyes: honky-tonk (bastringue) piano


London Philharmonic Orchestra: tuba, violins


Unidentified Musician: accordion


Recorded


Decca Studios, London: December 8 and 9, 1966


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


Determined to address the military world in multiple instances on this album (after “Rubber Band” and before “She’s Got Medals”), here David Bowie sings a little waltz, which, although it appears rather abruptly, is still not lacking in charm, with its melodious refrain that supports a strong theme: the portrait of a veteran looking for a place in a society that has become hostile toward him. Alan Mair, bassist with the Beatstalkers and a friend of Bowie’s, explains that the name Frankie Mair was given to the character in the song as an homage to his four-year-old son: “David really liked him as a person. […] One day, David picked up an acoustic guitar and sang in a Scottish accent, ‘The little character Frankie Mair, the little Bombardier.’”27 The description by the singer, on the other hand, is more inspired by the same Uncle Ernest in the eponymous story by Alan Sillitoe (from his collection The Loneliness of the Long Distance Runner, a book whose spirit already hovered over “Uncle Arthur”), at the beginning of the album: “A middle-aged man wearing a dirty raincoat, who badly needed a shave and looked as though he hadn’t washed for a month.”24 We are not far removed from Uncle Arthur in this new track.


Production


“Little Bombardier” was immortalized on December 8 and 9, at the same time as “Sell Me a Coat,” “Silly Boy Blue,” and “Maids of Bond Street,” in Studio 2 at Decca Studios. Opinions vary among biographers as to the instrument played by Derek Boyes in this number, but it was definitely not a harpsichord. It was a honky-tonk piano, the same as the one he used in the recording of “Did You Ever Have a Dream,” two weeks before “Little Bombardier.” The instrument, which was sometimes deliberately detuned but was always equipped with drawing pins on its hammers, gives a very ragtime color to the recording with a sound that has particularly high frequencies. These basic-quality pianos were of the type often installed in the saloons of the American West, and in certain infamous little London bars, where the pianists did their best to keep up with the clientele.















SILLY BOY BLUE



David Bowie / 3:48


Musicians


David Bowie: vocals


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums, backing vocals


Derek Boyes: piano, backing vocals


Marion Constable: backing vocals


London Philharmonic Orchestra: cello, trumpet, violins, shawm


Recorded


Decca Studios, London: December 8 and 9, 1966


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


As an homage to Lhasa and Tibetan children, “Silly Boy Blue” was written by Bowie when he was still using his real name, David Jones, and it was played by the Buzz. The singer discovered the Buddhist religion through reading The Rampa Story, written in 1960 by T. Lobsang Rampa, the pseudonym of Cyril Henry Hoskin, a young writer who claimed to have been born in Tibet and that he had taken possession of the body of an Englishman, which was part of the process of transmigration that forms part of the Buddhist religion. This track encountered significant success among young people seeking spirituality and new age experiences. David became interested in these matters at the age of thirteen, and following frequent visits to the Buddhist center in London (the Buddhist Society) in 1967, he maintained a close link with this religion, putting it to the side from time to time but always finding his way back. “I was within a month of having my head shaved, taking my vows, and becoming a monk,”28 he maintained. While many so-called hippies of the day seemed to adopt a somewhat superficial version of spirituality—and for whom Katmandu, the capital of Nepal, was their ultimate place of pilgrimage (Cat Stevens, a fellow Decca signee, wrote the city’s official hymn in 1970 for his album Mona Bone Jakon)—Bowie himself opted for a more sincere approach to the religion, which he soon shared with the producer Tony Visconti.


Production


The finest song on the album, both because of its melody and its subject matter, which is profoundly anchored to its time, “Silly Boy Blue” has had many incarnations, unlike the other tracks on the disc. It was rerecorded with the Riot Squad in April 1967 and rearranged by Tony Visconti for BBC Radio 1’s Top Gear in May 1968 with Alan Hawkshaw on keyboards, Herbie Flowers on bass, and John McLaughlin on guitar; it was again revisited with a modern approach for the album Toy. However, this album, with its focus on reworking early Bowie tracks, was to remain hidden at the bottom of a drawer at Virgin Records until its digital release in 2011.




FOR BOWIE ADDICTS


During the recording session on December 8 and 9, 1966, Marion Constable, who was with bassist Derek Fearnley, was invited to provide some backing vocals on the final part of “Silly Boy Blue.” She was a star guest, since she was not only a distinguished singer, but also the great-great-granddaughter of the famous British painter John Constable.







Billy Fury, a singer and pioneer of British rock, was one of the idols of the adolescent David Jones, and he produced a successful cover of “Silly Boy Blue,” which was backed on the B-side with “One Minute Woman” for a single released on March 22, 1968.


















COME AND BUY MY TOYS



David Bowie / 2:07


Musicians


David Bowie: vocals


John Renbourn: acoustic guitar


Derek “Dek” Fearnley: bass, backing vocals


Recorded


Decca Studios, London: December 12, 1966


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


After the lyrical flights and profound text of “Silly Boy Blue,” listeners now find themselves back in the children’s world that runs like a watermark through this album. In describing the days of a toy seller and what he sees through his shop window, Bowie is significantly inspired by the nursery rhyme “Smiling Girls, Rosy Boys”, from which he borrowed the first four verses: “Smiling girls, rosy boys/Come and buy my little toys/Monkeys made of gingerbread/And sugar horses painted red.” As a Peter Pan–like figure in a military jacket, the young singer seems to be hesitating between a lost childhood and the adult world of his half brother Terry Burns, who had signed up to join the British armed forces.


Production


Connoisseurs of the American folk musical style will recognize from the first arpeggios the finessed playing of John Renbourn. This guitarist, who is present throughout the album, was at that time one of the most famous exponents of fingerpicking, a technique perpetuated by Maybelle Carter, herself a giant of country and bluegrass music. This type of six-string playing was soon adopted by the great Norman Blake on his albums Back Home in Sulphur Springs (1972) and Whiskey Before Breakfast (1976). This Gibson J-50 scoring also bestows upon “Come and Buy My Toys” the award for the most American-sounding song on the disc!




FOR BOWIE ADDICTS


On December 12, 1966, another song was created at Decca Studios: “Bunny Thing” was basically a text read out against a musical background, and it was removed from the album to make way to the macabre “Please Mr. Gravedigger.”


















JOIN THE GANG



David Bowie / 2:17


Musicians


David Bowie: vocals, sound effects


Derek “Dek” Fearnley: bass


John Eager: drums


Derek Boyes: piano, organ


Big Jim Sullivan: sitar, acoustic guitar


Recorded


Decca Studios, London: November 24, 1966


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


While the hippie youth of the world was getting used to living life set to the rhythm of the exotic Indian-inspired imaginings of the Beatles, David Bowie continued with the recording of his first album, which is sometimes burlesque, sometimes touching, sometimes quirky, but always fascinating. Hidden behind a forced naiveté and a polished image, which he indisputably used in order to convey some caustic messages, the young artist presented for the first time a scathing, almost mocking number that was directed squarely at the flower power generation. This “gang” whose adventures he narrates is formed out of a cluster of highly colorful characters such as Arthur the alcoholic, Molly the advertising model, and Johnny the once-famous sitar player. The song was written during a photo shoot session in a café on Clapham Common in London, on November 6, 1966. Sporting a serious air that belies the lightness of the text, we see Bowie in various views, writing long lines on his sheet of paper, elegantly dressed in very different attire from the fashionable set of the day. “We left him [to] compose it in peace,” as a journalist present on that day described the scene. “Half an hour later when we got back, he was still there surrounded by a pile of cups and plates.”20


Production


With two songs dating from the same period, it was probably by chance that the introduction to “Join the Gang” is similar to the classical soul number “Tramp,” by Lowell Fulson, and immortalized in the version by Otis Redding and Carla Thomas from the album King & Queen. After a short drums interlude, the parody aspect of the song is sustained by the presence of the sitar, the characteristically Indian instrument—shortly after this, listeners would see George Harrison in the guise of a Western guru appearing on various TV channels with this instrument in tow. Played virtuosically by the talented Big Jim Sullivan, who also released an album in 1968 called Sitar Beat, the instrument fits in perfectly with this amusing track, which once again proves Bowie’s penchant for creating songs that are sketches, rather than digging in to deeper subjects.




ON YOUR HEADPHONES [image: image]



An attentive ear will recognize, at 1:11, a famous musical quotation. This is the main riff from “Gimme Some Lovin’” by the Spencer Davis Group. During the week of November 9, 1966, this song reached second place on the British charts.


















SHE’S GOT MEDALS



David Bowie / 2:23


Musicians


David Bowie: vocals


John Renbourn: acoustic guitar


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums


Derek Boyes: piano, organ


Unidentified Musician: shawm


Recorded


Decca Studios, London: November 14, 1966


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


“She’s Got Medals” is launched to the sound of a shawm, invoking the military, which at this point on the album has become a common focus for Bowie. The title tells of the adventures of a young woman who has managed to pass all the stages necessary for her to join the army, an otherwise exclusively male preserve. It is with a touch of humor that Bowie provides certain details: “She went and joined the army, passed the medical/Don’t ask me how it’s done.” There is no doubt that this Mary, having changed her name to Tommy, would have been inspired by the story of Dorothy Lawrence, the British journalist who disguised herself as a man in order to cover the conflict during the First World War. Only the outcome for the two women was different: While Mary rebuilt her life under the pseudonym of Eileen in London, Dorothy Lawrence’s life ended in a mental hospital.


Production


It would be an understatement to say that the bassist Derek Fearnley was inspired by “Hey Joe” by the Leaves (released in 1965 on the Mira Records label) in the writing of his own bass line. In the couplets of “She’s Got Medals” there is a harmonic descent to the song, popularized by Hendrix in 1967. It is fortunate for Bowie that this matter remained merely on the anecdotal level since the similarity is so striking. Once this “glimpse” at the other song has passed, there is a very Motown-like drums pattern, of the kind that Bowie was fond of in his early days. The effect of this pop number—with its psychedelic ambiance, which was very much in fashion at the end of the 1960s—is one of constant surprise.















MAIDS OF BOND STREET



David Bowie / 1:43


Musicians: David Bowie: vocals / John Renbourn: electric guitar / Derek “Dek” Fearnley: bass, backing vocals / John Eager: drums / Derek Boyes: piano / Unidentified Musicians: accordion, tuba, violins / Recorded: Decca Studios, London: December 8 and 9, 1966 / Technical Team: Producer: Mike Vernon / Sound Engineer: Gus Dudgeon / Arrangements: David Bowie, Derek “Dek” Fearnley


Many specialists, biographers, and rock historians have discussed the spelling of the title of this song. While the song is called “Maids of Bond Street” on the 1967 disc, it is subsequently referred to in the singular by most writers and scholars. The Deluxe Edition of the album, released on CD by Universal Music in 2010, ventured a modification of the title, but this outrage was corrected on the reissue of the vinyl in 2018. David Bowie, a great perfectionist, would probably never have allowed an error to appear in the title of one of his works. As such, this is the spelling that will be used in this publication, in accordance with the initial pressing of the album and as shown in the text of the song. In fact, it is very likely that the artist is addressing all the young women he came across in New Bond Street, the street where the Nevin D. Hirst advertising agency was located and where David Bowie worked in 1963. “Maids of Bond Street drive round in chauffeured cars/Maids of Bond Street picture clothes, eyes of stars” as he describes it at the end of the track. Bowie himself is explicitly the subject of the final couplet, recalling his dreams as a young man: “This boy is made of envy / Jealousy / He doesn’t have a limousine / Really wants to be a star himself. ”


“Maids of Bond Street” is a little waltz composed in the traditional three beats to a bar. It’s the only track on the album to use an electric guitar, although it is handled gently so as to avoid detracting from the work’s period flavor, which is far removed from the rock sound of the guitars that were omnipresent on the airwaves at the time. All of which serves to enhance this effective song, enabling David Bowie to exorcise his frustrations through a text that, as in “The London Boys,” depicts the English capital and its inhabitants in a less than flattering light.














PLEASE MR. GRAVEDIGGER


David Bowie / 2:35


Musicians: David Bowie: vocals, sound effects / Gus Dudgeon: sound effects / Recorded: Decca Studios, London: December 13, 1966 / Technical Team: Producer: Mike Vernon / Sound Engineer: Gus Dudgeon


While it is often said that this “unidentified sound object” is a piece of spoken word text set over a sound effects background, the reality is quite different. Here Bowie provides a cappella vocals, just as any regular person would be able to do when they are performing on their own. In “Please Mr. Gravedigger,” the narrator explains to the village undertaker that he is digging a hole, intended to be his last resting place. This Mr. Gravedigger is in fact the only one who knows of the narrator’s guilt, as the murderer of a ten-year-old girl. Gus Dudgeon, the artist’s sound engineer and accomplice in this musical crime, exclaimed, when he heard the initials: “Please Mr. G.D.” (for “Mr. Gravedigger”) at 1:40: “They’re my initials and it bugs me! Every time I hear it I think, “Oh no.”29


Black humor and cynicism combine on this final track, which was the product of a burgeoning artistic complicity between Bowie and his sound engineer, who was subsequently responsible for the crazy track “The Laughing Gnome” but was also responsible for the success of “Space Oddity” three years later. Behind his console, the technician searched through the Decca music library to find all the sound effects he needed to re-create the lugubrious ambiance required for this number. But one vision stuck with him permanently, about which he later spoke to David Buckley, author of the biography Strange Fascination: David Bowie: The Definitive Story: “What I remember is Bowie standing there wearing a pair of cans with his collar turned up as [though] he was in the rain, hunched over, shuffling about in a box of gravel. And you thought Brian Wilson had lost it!”29
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THE LAUGHING GNOME



David Bowie / 2:58


The Laughing Gnome / The Gospel According to Tony Day


First Release: UK Release on Deram: April 14, 1967 (ref. DM 123)


Best Chart Ranking: Did Not Chart


Second Release: UK Release on Deram: September 7, 1973 (ref. DM 123 / DR 39799)


Best Chart Ranking: 6


Musicians


David Bowie: vocals, voice of the gnome


Peter Hampshire: electric guitar


Derek “Dek” Fearnley: bass


John Eager: drums


Derek Boyes: organ


Gus Dudgeon: voice of the gnome


London Philharmonic Orchestra: bassoon, oboe


Recorded


Decca Studios, London: January 26, 1967; February 7 and 10, 1967; March 8, 1967


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


David Bowie had to carry “The Laughing Gnome” with him throughout his career. Mocked, disowned, and then partially rehabilitated due to a second single release during the Ziggymania of 1973, this song marked a turning point as the last stage before the singer really emerged from his youthful artistic experimentation.


Finding the wait before the release of the album too long, Bowie decided to issue this surprising single, which tells of the misadventures of a narrator pursued by a gnome.


Nothing is held back in this 45 rpm, which combines grotesque plays on words (metronome becomes “metro-gnome”) and studio concoctions, but these were 2:58 of temporarily skidding off the road for the artist, who would have difficulties taking control of his creature later in his career. “Aarrghh, God, that Anthony Newley stuff, how cringey. No, I haven’t much to say about that in its favour,”30 declared Bowie in 1990, probably forgetting that he had said to his producer Mike Vernon at the time of the recording: “I’m making this for kids. I love children, they’ll love this.”13 The objective was not achieved, and the title was unranked on the 1967 British charts.


Production


Arising from a guitar line inspired by “I’m Waiting for the Man” by the Velvet Underground, “The Laughing Gnome” is the laboratory experiment of the duo of David Bowie and Gus Dudgeon. Accentuating the various sound effects and amusements that the technician enjoyed (as proof of this, listen again to the sound effects in “Please Mr. Gravedigger” or his imitation of British voice actor Kenneth Williams in the introduction to “We Are Hungry Men”), the number takes advantage of the fashion for songs containing high-pitched or altered voices, which gave the world hits such as “Petit Gonzales” by the Frenchman Danyel Gérard in 1962, or “Pepino the Italian Mouse” by Lou Monte in the United States, in the same year. As early as 1959, the effect was used to unrestrained effect in Alvin and the Chipmunks’ successful “Ragtime Cowboy Joe.” In the Bowie song, it is the voice of Dudgeon (mixed into the refrains with the singer’s voice) that we hear when the gnome intervenes. Mike Vernon explains this technical pirouette: “You had to slow the tape down to pretty much the half speed and sing normal.”7 When played back at normal speed, the voices inevitably sound higher.




Coincidence or thought transference? The first Pink Floyd album, The Piper at the Gates of Dawn, which was released on August 5, 1967, contains a song called “The Gnome,” written by Syd Barrett in the summer of 1966, when he was immersed in the world of J. R. R. Tolkien.
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THE GOSPEL ACCORDING TO TONY DAY



David Bowie / 2:48


Musicians


David Bowie: vocals


Peter Hampshire: electric guitar


Derek “Dek” Fearnley: bass, backing vocals


John Eager: drums


Derek Boyes: piano


Bob Michaels: keyboards


Unidentified Musicians: bassoon, oboe


Recorded


Decca Studios, London: January 26, 1967


Technical Team


Producer: Mike Vernon


Sound Engineer: Gus Dudgeon


Arrangements: David Bowie, Derek “Dek” Fearnley


Genesis


Also inspired by the world of the Velvet Underground (this time more flagrantly so), “The Gospel According to Tony Day” is another curiosity in the discography of the young David Bowie. In this smoky number, where his Cockney accent seems to have returned (he had tried to lose it during some of the other recording sessions for the first album), the singer refers to various characters, all of whom spring from his imagination. Brendan O’Lear, Pat Hewitt, and Marianne Brent appear in succession without any apparent link between them. Whereas the single “The Laughing Gnome” was intended for a young audience, one might wonder about the choice of this kind of B-side track, which is closer to Andy Warhol’s Factory than the children’s world depicted in the engravings of Randolph Caldecott that Bowie loved so much. While such a lack of cohesion dug a hole between the singer and his label, it did also contribute to the creation of the character of a thousand faces that audiences would discover in later recordings.


Production


Inserted into the mixing in a way that is difficult for the human ear to tolerate, the oboes and the bassoon overwhelm “The Gospel According to Tony Day” with their clumsy lines for the full 2:48 duration of the track. The electric guitar marks the beat of a rhythmic soul provided by Peter Hampshire. Having been introduced to Bowie by Fearnley, this guitarist had been unsuccessful when auditioning for the Buzz in 1966. His tenacity was now rewarded, since he was able to put his mark, however discreetly, on a recording by one of the greatest artists of the twentieth century.














THE LONDON BOYS


David Bowie / 3:20


Musicians: David Bowie: vocals / Derek “Dek” Fearnley: bass / John Eager: drums / Derek Boyes: organ / Chick Norton: trumpet / Unidentified Musicians: tuba, oboe / Recorded: R. G. Jones Studios, London: October 18, 1966 / Technical Team: Producers: David Bowie, Derek “Dek” Fearnley / Arrangements: David Bowie, Derek “Dek” Fearnley


Bowie was an artist who liked to mix in his own experience with a vividly imagined, content-rich world filled with highly colorful characters and literary references. Here, he delivers one of his first autobiographical songs. It is indeed the young David Jones that we encounter in “The London Boys,” and he’s a seventeen-year-old boy setting out from his local suburbs to discover the pleasures (as well as the disillusionments) of the big city. “It’s about a young boy who comes up to London, gets pilled out of his head, all those things. I used to do that—get dressed up, go up to town on Friday night, see what was going on, stay for the night.”31 Marvelously well-written and equipped with a very powerful finale, the song would have made an effective single if Decca had not deemed the text too subversive, as it makes reference here and there to various pill-induced highs. The song eventually appeared on the B-side of the single “Rubber Band” on December 2, 1966, and became one of the most highly appreciated songs by fans. Seemingly taking a jab at Bowie, his number one rival in the glamosphere of the seventies, Marc Bolan also produced his own vision of the subject in 1976, issuing a single with his group T. Rex called “London Boys.”


DID YOU EVER HAD A DREAM


David Bowie / 2:05


Musicians: David Bowie: vocals / Derek “Dek” Fearnley: bass / John Eager: drums / Derek Boyes: honky-tonk (bastringue) piano / Big Jim Sullivan: banjo / Unidentified Musician: trumpet / Recorded: Decca Studios, London: November 24, 1966 / Technical Team: Producer: Mike Vernon / Sound Engineer: Gus Dudgeon / Arrangements: David Bowie, Derek “Dek” Fearnley


Released on the B-side of the 45 rpm “Love You Till Tuesday,” “Did You Ever Have a Dream” would in itself have been a very good single. With its omnipresent honky-tonk piano line, the song is catchy, even danceable, like a ragtime number tossed off in an American saloon during the nineteenth-century gold rush. All that was missing was Big Jim Sullivan’s banjo (also present on “Join the Gang”). Although effective, the song was removed from the album, making way for “When I Live My Dream.” It ended up being pressed in acetate in December 1966 so that Mike Vernon and David Bowie could listen to the takes during the end-of-year holidays. For collectors, obtaining this recording would be a very real gold rush! Only two copies were made.


KARMA MAN


David Bowie / 3:02


Musicians: David Bowie: vocals / John McLaughlin: acoustic guitar / Big Jim Sullivan: acoustic guitar / Tony Visconti: bass / Andy White: drums / Siegrid Visconti: backing vocals / Unidentified Musician: cello / Recorded: Advision Sound Studios, London: September 1, 1967 / Technical Team: Producer: Tony Visconti / Sound Engineer: Gerald Chevin


The fruit of the meeting between Bowie and his future associate, the producer Tony Visconti, “Karma Man” was recorded at the first working session at Advision Sound Studios in New Bond Street. The producer provided the bass on September 1, 1967, accompanied by his spouse, Siegrid, on backing vocals, and guitarist John McLaughlin on guitar. While Visconti’s arrangements, which mixed backing vocals and chords streaming out from the stereo, did not really contribute too much to the song (the producer himself described the production as “horrible”), one does, however, appreciate the major shift achieved by our singer, who on this particular day seems to have given a new direction to his career, soon to be confirmed by the excellent “London Bye Ta-Ta.” Once again, this song was rejected by the Decca listening panel.


LET ME SLEEP BESIDE YOU


David Bowie / 3:24


Musicians: David Bowie: vocals / John McLaughlin: electric guitar / Big Jim Sullivan: acoustic guitar / Tony Visconti: bass / Andy White: drums / Siegrid Visconti: backing vocals / Unidentified Musician: cello / Recorded: Advision Sound Studios, London: September 1, 1967 / Technical Team: Producer: Tony Visconti / Sound Engineer: Gerald Chevin


One evening when he was at Kenneth Pitt’s place, Bowie announced: “I’m going to write some top ten rubbish.” Inflexible in the face of this mad dog, the manager retorted: “I don’t think you could ever knowingly write rubbish of any kind.”3


As Pitt predicted, David instead wrote a song of real quality that day, and “Let Me Sleep Beside You” was born. The track was eventually produced by Tony Visconti at the Advision Sound Studios session on September 1, 1967.


IN THE HEAT OF THE MORNING


David Bowie / 2:54


Musicians: David Bowie: vocals / Mick Wayne: electric guitar / Tony Visconti: bass / Andy White: drums / Unidentified Musicians: organ, violins, tambourine, claps / Recorded: Decca Studios, London: March 12 and 29, April 10 and 18, 1968 / Technical Team: Producer: Tony Visconti / Sound Engineer: Gus Dudgeon / Arrangements: Tony Visconti


In the couplets of this pleasant song produced by Tony Visconti in spring 1968, one can see the makings of the future Ziggy Stardust. But the comparison stops at a few discreet similarities in the vocals because “In the Heat of the Morning” is an original and accomplished song, which has an introduction that mixes an electric guitar riff and an organ with a slightly saturated sound. Kenneth Pitt, who was present at the listening panel when the number was submitted, describes this sad episode: “I am still not sure that I believe what I saw and heard. Gentlemen of different ages but in similar suits sat informally around the room in what appeared to me to be varying degrees of somnolence. […] Far too many were reading their morning papers and some hid behind them like ostriches burying their heads in the sand. The sight was depressing.”3 Naturally, the number was rejected by the Decca pundits at this particular meeting.


LONDON BYE TA-TA


David Bowie / 2:39


Musicians: David Bowie: vocals / Mick Wayne: electric guitar/ Tony Visconti: bass / Andy White: drums / Unidentified Musicians: piano, violins, cello / Recorded: Decca Studios, London: March 12 and 29, April 10 and 18, 1968 / Technical Team: Producer: Tony Visconti / Sound Engineer: Gus Dudgeon / Arrangements: Tony Visconti


“London Bye Ta-Ta” is really the song that would define David Bowie in the 1970s. The culmination of four studio sessions intended to give the artist a new direction, it has finely honed writing and lyrics that are easy to remember. The inspiration for its strange title came to the singer when he heard fellow Londoners of Indian origin saying goodbye at Victoria Station, which is one of London’s biggest railway stations.


The listener discovers a rock singer whose voice, which is both powerful and rough, is allowing him to be enveloped in Visconti’s impeccable arrangements. We have a feeling here of an artist finding his feet, his true colors, and his personal voice. David Jones is decidedly far away by this point. From this moment on, David Bowie was officially in the driver’s seat. However, after listening to the song, Decca decided to abandon Bowie in favor of another promising new artist: Cat Stevens. “Cat won,”26 Bowie commented later with some amusement, as a good loser if ever there was one.
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