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FOREWORD



April 7, 1962. Onstage at the Ealing Club in London, a young, blond-haired guitarist launches into the intro of “Dust My Broom,” a blues number from the depths of the Mississippi Delta. His bottleneck glides up and down the strings of his Hofner Committee guitar, producing an unfamiliar, mesmerizing sound. His name is Brian Jones. Among the audience in the packed, smoky room are two young musicians who appreciate his performance even more than most: Mick Jagger and Keith Richards. The three of them share a passion for the blues of Muddy Waters, Howlin’ Wolf, Jimmy Reed, and Lightnin’ Hopkins, and decide to throw in their musical lot together. Over the following months they are joined by Ian Stewart, a pianist well-versed in the dynamic rhythms of boogie-woogie, Bill Wyman, and finally Charlie Watts. The Rolling Stones are born, and with them one of the most extraordinary and exciting musical stories of the twentieth century.


May 1963. A few months before John F. Kennedy’s assassination. Harold MacMillan is Prime Minister of the United Kingdom and General de Gaulle is President of France. Pouring forth from the radio are the Beatles with “From Me To You,” Gerry and the Pacemakers with “How Do You Do It?” and Billy J. Kramer and the Dakotas with “Do You Want To Know A Secret.” In London, five disenchanted-looking musicians with dark circles under their eyes from spending night after night practicing the magical chords and riffs of those eternal Chicago blues are getting ready to record their first single, “Come On.” And their dedication pays off, for this debut release will seal their destiny and kick-start the career of the greatest rock ’n’ roll band in the world!


Ever since that auspicious spring of 1963, the Rolling Stones have been a glittering star in the rock ’n’ roll firmament, and the concert given by the London band in 2016 to a captivated crowd in Cuba demonstrates that the legend is far from over. Where does this Rolling Stones magic come from? Without doubt from their rebelliousness, their love of provocation, and their black humor and acerbic wit. But most of all it derives from their music—that special cocktail of blues and rock ’n’ roll, country and gospel that sums up half a century of good vibrations and cool sounds. A music born of the incredible bond between Mick Jagger and Keith Richards, two songwriters who have forged a route to success by spurning fashion and holding critics in utter contempt. The music of the Stones comes across as authentic because it is the music of a never-ending party, of a categorical refusal to grow old.


Because the Stones are an English band, The Rolling Stones All the Songs is based on their British discography. Where the track listing of the US version of an album differs from the UK release, we have indicated this and made a point of including any songs that are not on the UK album. In the case of the live albums, we have covered all the songs that have never been recorded in the studio. Finally, in order to be absolutely straight with the reader, wherever it has proved impossible to be sure about a date or a musician’s name, we have inserted a (?).


The Stones have been rolling for more than half a century. The most extraordinary thing is not that they have discovered the elixir of eternal youth for themselves; it is that they have chosen to share it with their fans, both onstage and on disc. May The Rolling Stones All the Songs be an enduring contribution to their alchemy!













A BAND IS BORN



In 1962, during the early days of spring, English rock history was about to be made under London’s foggy skies. It all started with a chance encounter, when Mick Jagger and Keith Richards met Brian Jones, a blond angel who played the guitar so well he might have hailed from Chicago. The stones had not yet begun to roll. But they were already well formed.


It All Started at the Ealing Club


“Ealing Broadway Station. Turn left, cross at Zebra and go down steps between ABC Teashop and Jewellers. Saturday at 7.30 P.M.” This brief notice published in the March 17, 1962—Saint Patrick’s Day—issue of the New Musical Express gave directions to the Ealing Club and the opening gig by Alexis Korner’s band Blues Incorporated, “the most exciting event of this year,” as the magazine put it. Located at 42A The Broadway, in Ealing, London W5, a district hitherto known for its moving picture studios, the Ealing Club had recently been born out of the ashes of the Ealing Jazz Club at the instigation of Alexis Korner and Cyril Davies. Their aim was to promote the blues to a London music scene that was still somewhat conformist and that could hardly see past jazz (traditional or modern) and skiffle.


Korner and Davies played guitar and harmonica, respectively. Members of Chris Barber’s jazz band at the end of the forties, they then performed as a duo in the Soho clubs, drawing on the repertoire of the black bluesmen of the United States. Later, their paths would diverge. After forming the band Blues Incorporated together, Davies abandoned it in 1963 for a more traditional form of blues, starting the Cyril Davies R&B All-Stars. As of May 1962, the Blues Incorporated lineup consisted of (in addition to its two founding members) the singer Long John Baldry, the pianist Keith Scott, the saxophonist Dick Heckstall-Smith, the bassist Jack Bruce, (the future bassist for Cream, who played double bass back then), and a certain Charlie Watts on drums.


Brian “Elmo Lewis” Jones


Over the course of the days, the band attracted a growing number of blues enthusiasts to the Ealing Club. Among them was one Brian Jones. Born in Cheltenham, Gloucestershire, on February 28, 1942, Lewis Brian Hopkin Jones was the son of an aeronautical engineer and a piano teacher. Possessing an IQ of 133, Jones was a hyperintelligent child who showed a particular talent on the saxophone and the guitar. He was resistant to all forms of discipline, however, and in 1959, to the great displeasure of his parents, he abandoned his studies to go traveling in Scandinavia. The fact that he had got two girls pregnant within a matter of months of each other, a schoolgirl of fourteen and a married Cheltenham woman (Angeline), no doubt played a part in his sudden infatuation with the lands of northern Europe. Upon his return to England, Brian played alto saxophone for a time with the local band the Ramrods, before leaving Cheltenham for good in 1961 to set up home in London with the mother of his third child, Pat Andrews, a girl of just fifteen years of age. There, he started to frequent the blues scene, which was still in its infancy, and played from time to time with Alexis Korner.


On April 7, 1962, Brian Jones had just teamed up with Blues Incorporated again for a performance under the alias Elmo Lewis (“Elmo” in homage to one of his idols, the bluesman Elmore James). When he launched into “Dust My Broom” with a killer slide intro played on his Hofner Committee, the reaction was one of general stupefaction. In the audience, three young musicians in particular were awed. Their names were Mick Jagger, Keith Richards, and Dick Taylor. “He was the first person I ever heard playing slide electric guitar,” recalls Keith. “Mick and I both thought he was incredible.”1


Mick, Keith, Dick…


Michael Philip Jagger and Keith Richards were born in 1943, five months apart, in Dartford, Kent, some fifteen miles (twenty-five kilometers) from London—the former on July 26, the latter on December 18. Mick was the son of Eva and Basil “Joe” Jagger, a gym teacher at a school in Dartford, and the elder brother of Christopher, who would also become a singer. The family belonged to the middle class, conservative with a small c, in which traditions such as saying grace before a meal were observed and strict discipline prevailed. The Jaggers initially lived at 39 Denver Road before moving in 1954 to a road named The Close in a far more “respectable” district.


Keith’s father, Herbert William Richards, was an electrician and later, after sustaining a severe leg injury during the Normandy landings, a foreman in a London power station. His mother Doris demonstrated washing machines while bringing up her one and only son. The Richards family lived in a small house on Chastilian Road, not far from Denver Road, and later moved to Temple Hill, some distance from the center of Dartford.


Mick Jagger and Keith Richards both attended Wentworth Primary School, but went on to follow different academic paths—the London School of Economics for Mick, Sidcup Art College for Keith. On the morning of October 17, 1961, both of them found themselves by chance at Dartford train station. The future Stones singer was holding two precious items that immediately sparked Richards’s interest. The latter recalls this decisive moment: “Did we hit it off? You get in a carriage with a guy that’s got Rockin’ at the Hops by Chuck Berry on Chess Records, and The Best of Muddy Waters also under his arm, you are gonna hit it off.”2 In addition to their shared taste in music, Mick Jagger and Keith Richards discovered that they also, by coincidence, had a friend in common: Dick Taylor. Born in Dartford on January 28, 1943, this former Sidcup Art College student was a guitarist in the same group as Mick: Little Boy Blue and the Blue Boys. Shortly after their encounter, Keith joined the lineup, whose other members were Bob Beckwith on guitar and Alan Etherington (Mick Jagger’s best friend in those days) on percussion. A strong bond developed between Keith and Mick as Little Boy Blue and the Blue Boys recorded their first songs on a makeshift tape recorder and sent the tape to Alexis Korner…


… and the Others


After Brian Jones’s slide guitar demonstration onstage at the Ealing Club, Mick Jagger, Keith Richards, and Dick Taylor exchanged a few words with him. “I think Mick was the first one to go up and talk to him, and discovered that he had his own band, most of whom deserted him in the next few weeks,”2 recalls Keith Richards. Later, on May 2, 1962, to be precise, Brian Jones put an advertisement in Jazz News for new musicians, specifically a harmonica player and/or tenor saxophonist, a pianist, a bassist, and a drummer. Ian “Stu” Stewart, a pianist well versed in the percussive rhythms of boogie-woogie, but also a great admirer of Duke Ellington and Ella Fitzgerald, was the first to respond. Brian then recruited the guitarist Geoff Bradford. “I formed a band called Blues By Six,” recalls Bradford. “We played the Marquee Jazz Club. This fellow came up to me and said, ‘My name’s Brian Jones and I’m thinking of forming a band. Do you want to be in it?’”1 Bradford agreed to do a trial, as did Brian Knight, the singer–harmonica player with Blues By Six, who pulled out soon after. During the course of June 1962, Ian Stewart invited the new vocalist with Blues Incorporated, one Mick Jagger (who had just joined Alexis Korner’s band), to come along to a rehearsal, and Jagger turned up with Keith Richards and Dick Taylor in tow. This led to a reunion with Brian. Bradford, who didn’t have the same passion for Chuck Berry, also ended up leaving the group.


The Rollin’ Stones: Bluesmen at Eighteen


The Rollin’ Stones (the name was Brian’s idea, in homage to Muddy Waters) were born. Or the band’s first incarnation, at any rate, consisting of Brian Jones (guitar, harmonica), Mick Jagger (vocals, harmonica), Keith Richards (guitar), Dick Taylor (bass), and Ian Stewart (piano). They gave their first concert at the Marquee on July 12, 1962, with Mick Avory (who was later to join the Kinks) on drums. Soon after this, following an advertisement in the Melody Maker, Tony Chapman, previously drummer with the Cliftons, took Avory’s place.


At the end of the summer of 1962, Brian Jones, Mick Jagger, and Keith Richards moved into a small flat at 102 Edith Grove in Chelsea with a certain James Phelge. “The place would have been perfect as a replica of a World War Two battlefront,”3 Phelge would later say of the modest apartment. At this time the young musicians were living hand to mouth: Brian had just been fired from the store Whiteleys of Bayswater, having been caught with his hand in the cash register, and Keith was reselling deposit bottles, while Mick was in receipt of a modest grant as a student at the London School of Economics. What did it matter if there was no more money at the beginning of the month than there was at the end? There was always music—blues and rock ’n’ roll. Having managed to scrape together a few pounds, the Rollin’ Stones, minus Dick Taylor, who had chosen to return to his studies, booked Curly Clayton Sound Studios in Highbury for October 27 (or October 26, according to Bill Wyman). There they recorded three numbers: “You Can’t Judge a Book by the Cover” by Willie Dixon, “Soon Forgotten” by St. Louis Jimmy, and “Close Together” by Jimmy Reed. The demo was sent off to two record companies with no success.


Day after day passed in the same manner: rehearsals in the afternoon at 102 Edith Grove and gigs at the Ealing Club in the evening. Ever since Taylor had walked out, the Stones had an urgent need for a new bassist. Another advertisement was placed. At the beginning of December, on the recommendation of Tony Chapman, with whom he had played in the Cliftons, Bill Wyman agreed to go and meet one of the Stones, Ian Stewart, at the Red Lion.


Born William George Perks in London on October 24, 1936, Bill Wyman was one of the five children of William Perks, a bricklayer, and his wife Molly. He assumed the name Bill Wyman in memory of a friend with whom he had completed his national service in the Royal Air Force. Mad about music, Bill played guitar before switching to the bass upon joining the Cliftons in 1961. Ian Stewart was interested. He invited Bill Wyman along for an audition on December 7. This audition was all the more successful for the superb Vox AC30 guitar amp the bassist had brought along with him. Bill: “I was wearing a suit and a tie, as I thought a band should dress smartly. It did not impress them, but my equipment did.”1 Seven days later, on December 14, Wyman played his first concert with the Stones at the Ricky Tick Club at the Star and Garter Hotel in Windsor. However, this did not prevent Brian Jones from placing another advertisement for a new bassist in the Jazz News of December 27… an ad that fortunately went unanswered.


On January 11, 1963, Tony Chapman played with the group for the last time at the Ricky Tick in Windsor. The reason? He did not fit. Brian Jones, who for a long time had wanted the former Blues Incorporated drummer, who had gone on to join Blues By Six, by his side, was eventually rewarded for his patience. Charlie Watts, born in London on June 2, 1941, a graphic design student and jazz enthusiast, officially became a member of the Rollin’ Stones on January 11, 1963. Now the lineup was complete.


Giorgio Gomelsky’s Crawdaddy Club


Two months later, Brian Jones, Mick Jagger, Keith Richards, Ian Stewart, Bill Wyman, and Charlie Watts returned to the recording studio, this time the International Broadcasting Company (IBC) Studios at 35 Portland Place, London. The studios had just been bought by Eric Robinson (an eminent figure at the BBC), whose sound engineer was Glyn Johns. On March 11, 1963, the Rolling Stones recorded Bo Diddley’s “Diddley Daddy” and “Road Runner,” Willie Dixon’s “I Want to Be Loved,” and two songs by Jimmy Reed: “Honey, What’s Wrong?” (alias “Baby, What’s Wrong?”) and “Bright Lights, Big City.” “I thought the results were tremendous,” recalls Glyn Johns. “I had finally got to record the music that had inspired me so much on my American pal Pat’s Jimmy Reed album. They sounded like the real deal. I remember being particularly impressed by Brian Jones’s harmonica playing, and the extraordinary feel and sound that Charlie and Bill got, and it goes without saying, Stu’s piano playing.”4


At the time the Rollin’ Stones crossed the threshold of IBC Studios, they had just become the resident band at the Crawdaddy Club at the Station Hotel in the suburb of Richmond in southwest London. This establishment, which took its name from a Bo Diddley song (“Doing the Craw-Daddy”), was run by Giorgio Gomelsky, a highly cultured man who, after developing an interest in jazz, started to believe in the future of English blues. This “Russian émigré, a great bear of a man, with incredible drive and enthusiasm,”2 in the words of Keith Richards, acted in a sense as the group’s first (unofficial) manager. It was he who got the group its initial press coverage, in the Richmond and Twickenham Times of April 13, 1963, and it was he who produced the April 20 session at the RG Jones Studio in Morden, Surrey, during which Bo Diddley’s “Pretty Thing” and “It’s All Right Babe” were recorded. Finally, and most importantly, it was Gomelsky who got various musicians and insiders of the music world who were in a position to help his protégés, to come to Richmond. Thus on April 14, the Beatles turned up at the Crawdaddy for a performance by the Stones. Two weeks later it was Andrew Loog Oldham and Eric Easton’s turn to sit down at a table in the club.



The “Dynamite and the Detonator”


Eric Easton, who ran a small artists’ agency on London’s Regent Street, was a moneyman. Oldham was a visionary publicist who had worked with Brian Epstein, the Beatles’ manager, and understood the key role the media could play in the success of a band. It took him no more than a few seconds to grasp the potential of the Rollin’ Stones when he heard them for the first time at the Station Hotel in Richmond. “I’d never seen anything like it,”5 he would write in his memoirs, “… I heard the anthem of a national sound, I heard the sound of a national anthem. I heard what I always wanted to hear. I wanted it; it already belonged to me. Everything I’d done up until now was a preparation for this moment. I saw and heard what my life, thus far, had been for.”5 Keith Richards would sum up the decisive encounter on this April evening in 1963 in the following pithy statement: “We were the dynamite, Andy Oldham the detonator.”2


From that moment, things started to move very quickly. On April 29, Oldham and Easton set up the company Impact Sound, whose precise object was to oversee both the image and the recordings of the Rolling Stones. Ian Stewart saw himself relegated to the role of supplementary musician and road manager—owing to his general appearance, which was out of keeping with the look expected of a rock star in those days—and the tape recorded at IBC was bought back for £90. Oldham even went as far as to ask Keith to remove the s in his name, on the grounds that it was more hip (an orthographical change that has not been taken into account in this book for reasons of consistency). Regarding Oldham’s role, Bill Wyman has commented: “We went with him (Andrew) on the morning of May 4, 1963, to Carnaby Street, where he bought us all tight black jeans, black roll-neck sweaters and highly fashionable Anello & Davide black Spanish boots with Cuban heels.”6


Perfect Timing


On May 5, Oldham persuaded Dick Rowe, the A&R man at Decca, to attend a Stones gig at the Crawdaddy. This man, famous in the music world for having turned down an opportunity to sign the Beatles in March 1962, did not want to make the same mistake again and followed George Harrison’s advice to “sign the Rollin’ Stones.”7 Thus on May 8 (or 9), Brian Jones, in his capacity as leader, signed a three-year management contract with Impact Sound, which led a few days later to a recording contract with Decca.


On becoming manager (and producer) of the Rollin’ Stones in spring 1963, Andrew Loog Oldham, already adept at working the media, soon abandoned the idea of making Mick, Brian, Keith, Bill, and Charlie the London equivalents of Liverpool’s Fab Four. Uniforms and neatly combed hair were not for them. The Stones were more disillusioned sulk, vacant expression, derisive stare. To put it in a nutshell, and to quote the title of one of their as-yet-unwritten songs, their image was that of five middle-class adolescents who had “Grown Up Wrong.” The band members saw themselves, however, not as bad boys, but simply as lads who had grown up listening to the blues of Muddy Waters and Jimmy Reed, as eighteen-year-old bluesmen who had seen their dream come true. “‘We’ve done Mississippi, been through Chicago.’ You kid yourself. But it was really flying into the face of it. And of course the timing was dead right.”2


To put the finishing touches to this image of a “group your parents love to hate,” Oldham made the band members change their look, excluded Ian Stewart, whose overly conventional appearance—in reality he perhaps may not have been the best-looking man in the world—clashed with Oldham’s media plans, and added a small g to the end of Rollin… Now the curtain could rise on one of the most exciting bands in the history of rock ’n’ roll.




AN EXORBITANT SHIRT…


The acetate of the three recordings made at Curly Clayton Sound Studios on October 27, 1962 (October 26, according to Wyman), was sold at auction in April 1988 for £6,000. Originally in the possession of Tony Chapman, it is said that Brian Jones had subsequently given it to the vendor in exchange for a… shirt. The disk was resold in 2003 for £10,800.







FOR STONES ADDICTS


The Rolling Stones’ very first recordings were made on a one-track Agfa tape recorder at the home of Bob Beckwith in Bexleyheath, Kent, and also, perhaps, at Dick Taylor’s place in Dartford. Numbers have been cataloged: “Around and Around,” “Little Queenie,” “Beautiful Delilah,” “Johnny B. Goode” by Chuck Berry; “On Your Way to School” by Jimmy Reed; “La Bamba” by Ritchie Valens; “I’m Left, You’re Right, She’s Gone” by Stanley Kesler and William Taylor; “Down the Road Apiece” by Tony Raye, “Don’t Want No Woman” by Don Robey; “I Ain’t Got You” by Calvin Carter; and “Don’t Stay Out All Night” by Billy Boy Arnold.







THANKS, BRIAN


When Oldham discovered the Stones in April 1963, he decided, out of loyalty, to tell Brian Epstein, his employer at the time. He suggested that they sign him. To his great good fortune, Epstein declined the offer… leaving the way clear for Oldham!







A CLOSE CALL


According to Ian Stewart, at the moment of signing the contract between Decca and Impact Sound in May 1963, Dick Rowe floated the idea of dispensing with Mick Jagger, whom he considered not up to snuff.


















IAN STEWART, THE SIXTH STONE



After placing an advertisement in the Jazz News of May 2, 1962, Brian Jones installed himself on the second floor of the Bricklayers Arms, a pub on Broadwick Street where the auditions were to be held. The first person to come through the doors was a strapping fellow in his twenties.


“Stu,” Piano Virtuoso


Born on July 18, 1938, in Pittenweem, a small fishing village on the eastern coast of Scotland, Ian Stewart grew up in Cheam, in the London Borough of Sutton. From the age of six, he learned the piano and the banjo, and later started to play in amateur groups. Blues and boogie-woogie were his two musical passions. “I’d always wanted to play this style of piano,” said Ian Stewart, “cause I’d always been potty on Albert Ammons. The BBC used to have jazz programs every night, and one night many years ago my ears were opened. I’d thought boogie was piano solo stuff, and they had this program called ‘Chicago Blues.’ I don’t remember any records, all I can remember is that they had this style of piano playing with guitars, harmonicas, and a guy singing. So when a little advert appeared in Jazz News—a character named Brian Jones wanted to form a R&B group—I went along and saw him.”8 And he continues: “I’ll never forget, he had this Howlin’ Wolf album goin’, I’d never heard anything like it. I thought, Right, this is it. He said, ‘We’re gonna have a rehearsal.’”8


Ian Stewart was thus the first musician hired by Brian Jones. Because of his maturity and virtuosity on the piano, Stu, as he was known, quickly came to exert a real influence over the other members of the group. Keith Richards describes his first meeting with Ian Stewart at the Bricklayers Arms: “And I can hear this boogie-woogie piano, this unbelievable Meade Lux Lewis and Albert Ammons stuff. I’m suddenly transported in a way. I feel like a musician and I haven’t even got there!”2


The Wrong Kind of Face


The problem was that Ian Stewart was a few years older than Brian, Mick, and Keith, and above all was infinitely less eccentric than them. For Andrew Oldham, who was in control of the Rolling Stones’ destinies, he did not look the part. Using the inevitable failure of a group of six musicians as a pretext, Oldham ousted Stewart, who had to content himself with playing piano on future recording sessions and carrying the equipment of the other five when they were on tour. For the pianist, it was a snub, a humiliation. But he loved the Stones too much—and believed in them too much—to rebel. He therefore consented. “I’d probably have said, ‘Well, fuck you,’” admits Keith Richards, “but he said ‘OK, I’ll just drive you around.’ That takes a big heart, but Stu had one of the largest hearts around.”9 And this is how things remained until the middle of the eighties. However, as Cynthia Stewart Dillane (who became his wife in 1967) would later attest, he took this exclusion very badly: “Stu was deeply hurt, because he wasn’t good-looking in the genre of the day. I don’t think he felt anything except hurt.”5 No doubt a deep resentment too, as this remark quoted by Oldham himself in his memoirs suggests: “Andrew Oldham? I wouldn’t piss on him if he was on fire.”5


Present on all the Rolling Stones’ albums released between 1964 and 1986 except Their Satanic Majesties Request (1967) and Beggars Banquet (1968), Ian Stewart began to suffer from respiratory problems in the mid-eighties. On December 11, 1985, he was nevertheless onstage in Nottingham with Rocket 88—the boogie-woogie group he had formed at the end of the seventies with Charlie Watts, Alexis Korner, and Dick Morrissey. The next day he suffered a fatal heart attack in the waiting room of a medical specialist.


Two months later, at the 100 Club in London, the Stones took to the stage alongside Rocket 88 for a tribute gig in honor of the “sixth” Rolling Stone. Finally, in 1986, the quintet succeeded in getting Stewart’s name added to their own with his induction into the Rock and Roll Hall of Fame. To close with praise from Keith Richards: “Ian Stewart. I’m still working for him. To me the Rolling Stones is his band. Without his knowledge and organization, without the leap he made from where he was coming from, to take a chance on playing with this bunch of kids, we’d be nowhere.”2
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COME ON



Chuck Berry / 1:50


SINGLE


Come On / I Want to Be Loved


RELEASE DATE


United Kingdom: June 7, 1963


Label: Decca


RECORD NUMBER: F 11675


Musicians


Mick Jagger: vocals


Keith Richards: rhythm guitar


Brian Jones: harmonica, backing vocals


Bill Wyman: bass, backing vocals (?)


Charlie Watts: drums


Recorded


Olympic Sound Studios, Carlton Street, London: May 10, 1963


Technical Team


Producers: Andrew Oldham, Eric Easton


Sound Engineer: Roger Savage


Genesis


In early May 1963, Eric Easton and Andrew Oldham reached an agreement with Brian Jones, as leader of the group, for a three-year management contract. On May 10, the London gang entered Olympic Sound Studios in Carlton Street, at the heart of the capital’s West End, for their first official recording session. Oldham had had the studio booked since May 2: £40 for three short hours. The sound engineer, Roger Savage, would retain a memory of having worked free of charge, although he was actually paid £5 per hour: “I agreed to record them one night without payment, because he didn’t have any money, so we sorta crept into Olympic late one night.… We set up and did four songs quite quickly.”5 A number of songs were thus recorded on May 10. In her book about Brian Jones, the journalist Laura Jackson10 mentions a superb version of “Dust My Blues” (by Elmore James), with Brian Jones on slide guitar. But the number chosen as the A-side for this first single was “Come On.”


“Come On” is a Chuck Berry song that was released by the rock ’n’ roll pioneer in October 1961 but failed to chart (unlike the B-side, “Go Go Go,” which climbed to number 38). Everything is wrong since me and my baby parted, sings Mick Jagger. This is a world away from the dark and brooding image the Rolling Stones had already started to cultivate, and equally far removed from the low-down blues, the “music of the devil” they had been voraciously imbibing since first setting foot in the clubs of Soho.


Why “Come On,” then? By all accounts, because this song had the potential to hook the widest possible audience. “The idea was Andrew’s—to get a strong single so they’d let us make an album, which back then was a privilege,”11 confides Keith Richards. One thing is certain: Jagger and the other members of the group have always hated this song, and it was under duress that they performed it (lip-synching) on the occasion of their first appearance on the television show Thank Your Lucky Stars (what’s more, dressed in black-and-white houndstooth jackets with a black velvet collar) on July 7, 1963. The Stones subsequently refused to include the number in their set list. When Oldham became aware of this at the Scene Club in Soho, he flew into a rage: “He went crazy when we didn’t play “Come On” and we had a row about it. He insisted we play it at every show.”1


Production


It is not difficult to see why the Stones did not particularly like their version of “Come On,” which they considered to be too pop. Compared to Chuck Berry’s version, it lacked groove and the group seems static, devoid of any sense of fun and indeed of any hint of their own real sound… Nevertheless, their cover has a certain charm. The framework is laid down by the Charlie Watts–Bill Wyman combination, with Wyman launching into the introduction with an excellent bass line, extremely precise and percussive, on his Dallas Tuxedo. Keith Richards provides a good rhythmic structure with ample reverb on his Harmony H70 Meteor. The sound and phrasing of Brian Jones’s contributions on his Hohner harmonica are reminiscent to a certain degree of John Lennon, and Mick Jagger delivers the lyrics with an assurance and a texture of voice ultimately not unlike those he still possesses today. His vocal is double-tracked by means of overdub, with backing vocals by Bill and Brian. Only Ian Stewart failed to perform on the song, acknowledging later that he didn’t play because he didn’t like the piece.


At the end of the May 10 session, John Savage turned to Andrew Oldham and asked him to do the mixing. Oldham, undergoing his baptism by fire as a producer, exclaimed: “I don’t know a damn thing about recording, or music for that matter.”12 It was therefore Savage who set to work. Listening to the band, Dick Rowe and various other managers at Decca, somewhat taken aback by the results, consulted on what was to be done. “Dick Rowe suggested to Eric [Easton] that the Stones go back into the studio with a ‘perhaps more qualified producer’”5 This was a slap in the face for the ambitious Oldham, then barely nineteen years old. The five Stones had to rerecord the whole thing, this time at Decca’s West Hampstead studios. This session is believed to have taken place on May 16 or 18. After the recording, Mick Jagger called Oldham and said: “It didn’t go well, in fact it’s worse than the Olympic session.” Rowe eventually decided to bring out the first version, thereby ratifying a recording contract with the Stones via Impact Sound.


The first Rolling Stones single hit the United Kingdom’s record stores on June 7, 1963. By July 31 it had reached the promising position of number 21 on the charts. So perhaps Oldham had been right after all.




Mick Jagger altered the lyrics of “Come On” slightly, replacing the phrase Some stupid jerk in Chuck Berry’s version with the words Some stupid guy.







FOR STONES ADDICTS


After the Rolling Stones had mimed “Come On” on Thank Your Lucky Stars, the show’s producer rushed up to Oldham and advised him to “Get rid of that vile-looking lead singer with the tire-tread lips.” The pianist Ian Stewart did not take part in this first television appearance by the group on July 7, as he had already been removed from the lineup by the implacable Oldham in May.







Oldham had no compunction about buying copies of “Come On” in order to propel the single up the charts.
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I WANT TO BE LOVED



Willie Dixon / 1:52


SINGLE


Come On / I Want to Be Loved


RELEASE DATE


United Kingdom: June 7, 1963


Label: Decca


RECORD NUMBER: F 11675


Musicians


Mick Jagger: vocals


Keith Richards: rhythm guitar


Brian Jones: harmonica


Bill Wyman: bass


Charlie Watts: drums


Recorded


Olympic Studios: May 10, 1963


Technical Team


Producers: Andrew Oldham, Eric Easton


Sound Engineer: Roger Savage


Genesis


While it may come as something of a surprise to learn that the Rolling Stones recorded one of Chuck Berry’s most pop-like compositions (that is to say, one of those least imbued with the spirit of blues/rock ’n’ roll) for the A-side of their first single, logic reasserted itself with the B-side. “I Want to Be Loved” had, after all, been written by Willie Dixon and performed by Muddy Waters, two emblematic figures of Chicago electric blues and mainstays of Chess Records. In other words, two major points of reference for the five young Londoners whose group took its name from a Muddy Waters blues number: “Rollin’ Stone.”


Muddy Waters recorded “I Want to Be Loved” in 1955, with “My Eyes (Keep Me in Trouble)” on the B-side. Eight years later, the Rolling Stones put their name to a more up-tempo version. This blues number had already been in the group’s repertoire for several months and had even been recorded by them during the session at IBC Studios, with Glyn Johns as producer and sound engineer.


Production


The most striking aspect of “I Want to Be Loved” is Jagger’s voice. Unlike the way it sounds on “Come On,” there is a youthful, fragile quality about it. This time, however, the Stones are in their element. They are playing the blues, and Brian Jones underlines this with his excellent harmonica playing, with reverb, redolent of Big Walter Horton. Charlie Watts, playing a Sonor Chicago Star kit (with very prominent snare drum) is solidly supported by Bill Wyman’s bass and Keith Richards’s rhythm guitar. It is possible to hear the latter speeding up slightly during the harmonica solo (around 1:10), however. Finally, although present at the recording, and by contrast with the March 11 version realized by Glyn Johns (which was, moreover, closer to Muddy Waters’s version), Ian Stewart’s piano is totally inaudible. Roger Savage, the sound engineer, provides an explanation: “The main thing I remember was that Andrew told me to turn Ian Stewart’s piano microphone off; he obviously didn’t want him in the band because he didn’t look the part… When they came up the stairs to the control room to play back there was no piano! Nobody said anything.”5




FOR STONES ADDICTS


The other songs recorded on May 10, 1963, may have been “Dust My Blues” and either Jerry Leiber and Mike Stoller’s “Love Potion No. 9” or Willie Dixon’s “Pretty Thing.”


















ANDREW LOOG OLDHAM, INVENTOR OF THE ROLLING STONES



April 21, 1963. When Record Mirror journalist Pete Jones convinced him to travel to the Crawdaddy Club in Richmond to attend a gig by a group of six musicians who had christened themselves the Rollin’ Stones, Andrew Oldham may only have been nineteen years old, but he had already cut a swath through the field of British pop. Born in London on January 29, 1944, Andrew never knew his father Andrew Loog, a Texas lieutenant in the United States Army Air Corps who was shot down over the English Channel on June 13, 1943. Brought up by his mother, Celia Oldham, an Australian from New South Wales who settled in England (where she practiced the noble profession of nursing) in 1948, he attended a number of different educational establishments, including Aylesbury School for Boys (Buckinghamshire), Cokethorpe School at Hardwick (Oxfordshire), and subsequently Wellingborough School (Northamptonshire). At a certain point he developed a strong interest in cinema. After seeing Nicholas Ray’s Rebel Without a Cause (1955) he began to identify with James Dean, and also had a special affinity for the Free Cinema of Tony Richardson and Lindsay Anderson and the Nouvelle Vague of Jean-Luc Godard, Claude Chabrol, and François Truffaut.


Initial Foray into the World of Music


At the end of the fifties, music and fashion also entered Andrew Loog Oldham’s life. This was a double passion that soon became all-consuming. As he began to frequent the clubs of Soho, such as the 2i’s, the Flamingo, and Ronnie Scott’s, Oldham started to develop more and more of a taste for jazz and subsequently rock ’n’ roll. Before long he set up his first public relations company, in collaboration with Peter Meaden (the future manager of the Who), and then, with various agencies, worked for a number of musicians from Chris Montez to Little Richard via Bob Dylan (during the singer’s first visit to London in November 1962) and the Beatles (for whom he obtained an article in the columns of Vogue), this time as Brian Epstein’s assistant at North End Music Stores (NEMS). His experience in the world of fashion, meanwhile, was marked by close relationships with John Stephen, who had already acquired the sobriquet “King of Carnaby Street,” and then Mary Quant, who was in the process of emancipating young women of the baby-boomer generation with the miniskirt.


After the Crawdaddy gig, Oldham phoned Epstein: “I informed him I was resigning from NEMS, that I’d seen this group called the Rollin’ Stones and wanted to devote myself to them, try and become their manager.”5 He nevertheless proposed a deal to the Beatles’ manager in order to benefit from his experience. “Perhaps because Brian was already frantic from working the Beatles, Gerry & the Pacemakers, Billy J. Kramer and Cilla Black, he didn’t really hear me; perhaps I wasn’t that loud. Whatever—Epstein chose to pass on the offer.”5 In fact, this gave Andrew Oldham the opportunity he had dreamed of to take charge of his destiny.


The Great Architect of the Stones


With Eric Easton, a London artists’ agent who presided over the fortunes of, among other artists, the guitarist Bert Weedon and Brian Matthew, the presenter of Thank Your Lucky Stars, Oldham founded Impact Sound and, immediately after seeing the Rollin’ Stones at Richmond, became the group’s official manager (Giorgio Gomelsky having only acted as their manager on an informal basis).


Oldham’s mission was twofold: to get his protégés new club bookings and a record deal—which was achieved with Decca in the first few days of May 1963, and to work on their image. This would prove to be the work of a true genius, of “the great architect of the Stones’ public persona,”2 to borrow the words of Keith Richards. For Oldham, it was a question of intriguing, of shocking, of focusing teenage rebelliousness and frustrations—in other words of presenting an image substantially more anti-establishment than that of the Beatles. After expelling Ian Stewart under the pretext that a group of six musicians would not sell and replacing the apostrophe in Rollin’ with a g—for the sake of better comprehension—Oldham focused all his efforts on the media, which were continually on the lookout for a quote with a whiff of scandal about it. He must have loved that on February 28, 1964, the day after a concert by the Rolling Stones in Cardiff, Judith Simons wrote in the Daily Express: “They look like boys whom any self-respecting mum would lock in the bathroom! But the Rolling Stones, five tough young London-based music makers with doorstep mouths, pallid cheeks, and unkempt hair are not worried what mums think!”35 Furthermore Melody Maker published the question, “Would you let your sister go with a Rolling Stone?,” which appeared in the music paper on March 14. He was also the author of the following slogan on the back of their first opus: “The Rolling Stones are more than just a group—they are a way of life.” This could be summed up in another phrase attributable to Oldham: “the group parents love to hate.”


The Midwife of the “Glimmer Twins”


Andrew Oldham was not merely the ingenious orchestrator of the “anti-Beatles” image or of the “Stones bashing” that worked like a dream from 1964 onward and got the London gang on the front pages of the newspapers. Most importantly, it was he who forced Mick Jagger and Keith Richards to write. Keith’s initial reaction is telling: “Who do you think I am, John Lennon?”36 “It had never crossed my mind to be a songwriter until Andrew came to me and Mick and said, ‘Look, how many good records are you going to keep on making if you can’t get new material? You can only cover as many songs as there are, and I think you’re capable of more.’ We had never thought of that. He locked us up in a room about the size of a kitchen and said, ‘You’ve got a day off, I want to hear a song when you come out.’ ‘Who does he think he is? He’s got to be joking,’ Mick and I said. But in his own way Andrew was right. We walked out of there with a couple of songs.” 37 It was thanks to Oldham, therefore, that Jagger and Richards—soon to be nicknamed the Glimmer Twins—would go on to become one of the most gifted songwriting partnerships in the history of rock.


Though the manager and producer of the Rolling Stones, Andrew Oldham also had other irons in the fire. In 1965 he founded Immediate Records, one of the premier independent British labels, which would later produce artists such as Chris Farlowe, the Small Faces, and The Nice, and also, some time later, created The Andrew Oldham Orchestra, a band that was not exactly an orchestra, but rather a random and never definitive grouping of session musicians and stars (including the Stones) with whom Oldham made records.


The Decline of the Oldham Empire


But this well-oiled piece of machinery ground to a halt in 1967, when Brian, Mick, and Keith became prime targets of the authorities for the possession and consumption of narcotics. Oldham left for California, where he helped Lou Adler and John Phillips organize the Monterey Pop Festival (June 16–18, 1967). Out of sight, out of mind: as of September 20, 1967, Oldham ceased to be the manager of the Stones. He no longer recognized himself in the new direction taken by the group (notably at the time of Their Satanic Majesties Request), who reproached him with not putting enough effort into the production of their records. In reality, the Stones no longer had any need for a manager by this time. The dismissed Oldham subsequently poured all his energy into Immediate Records, the label he had created two years before, which would be declared bankrupt in 1970. After enduring a rough patch, he moved to Colombia. According to Sheila, his first wife: “He was devastated by the whole thing, and I don’t think he’s recovered.”38 Andrew Loog Oldham still lives in Bogotá, where he writes, presents radio shows, and gets involved with the occasional music project.
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I WANNA BE YOUR MAN



Lennon-McCartney / 1:44


SINGLE


I Wanna Be Your Man / Stoned


RELEASE DATE


United Kingdom: November 1, 1963


Label: Decca


RECORD NUMBER: F 11764


Musicians


Mick Jagger: vocals


Keith Richards: rhythm guitar


Brian Jones: slide guitar, backing vocals


Bill Wyman: bass


Charlie Watts: drums


Recorded


De Lane Lea Music Recording Studios (Kingsway Sound Studios), Kingsway, London: October 7, 1963


Technical Team


Producers: Andrew Oldham, Eric Easton


Sound Engineer: (?)


Genesis


Excited as they may have been to hear “Come On” playing on the British airwaves, Mick, Brian, Keith, Bill, and Charlie shared the opinion of certain critics that their first single failed to convey the energy they generated onstage, let alone reflect the music that really excited them. Andrew Oldham was acutely aware of this too, all the more so as the group’s repertoire at that time contained nothing that could be thought of as a potential hit. Yet it was hoped that this putative second single would enable the Rolling Stones to make a decisive leap forward, to present themselves as the Beatles’ most serious challenger. They recorded a version of “Poison Ivy” by the Coasters and “Putty in Your Hands” by the Shirelles, but the results were unanimously rejected on the grounds of inadequate quality. Where, then, to look for the successor to “Come On”?


As things turned out, it was the Lennon-McCartney songwriting duo that was to set them on the right track. On September 10, 1963, while walking along Charing Cross Road, Andrew Oldham spotted John Lennon and Paul McCartney. The manager of the Stones mentioned that he was having trouble finding a sufficiently catchy number for his protégés to record as their second single. Magnanimously, the young Liverpudlian songwriters, then in the process of recording their second album, With the Beatles, offered to come to the aid of the London quintet. They suggested that the Stones record one of their own compositions, an impassioned, direct love song—and potential hit—that they were getting ready to record the following day for their new album. Its title? “I Wanna Be Your Man.”


Andrew Oldham took Lennon and McCartney straight to Studio 51, Ken Colyer’s jazz club on Great Newport Street, not far from Charing Cross Road, where the Stones were rehearsing. The two Beatles showed them the chords and the words, and then, as a few ideas began to be exchanged, took themselves off into a corner for a moment—to everyone’s astonishment—to finish the song off. “Paul, being left-handed, amazed me by playing my bass backwards,”1 recalls Bill Wyman. In barely twenty minutes, it was as good as done. Keith Richards also recalls this key incident: “They played it through with us. Brian put on some nice slide guitar; we turned it into an unmistakably Stones rather than Beatles song. It was clear that we had a hit almost before they’d left the studio.”2 Oldham was suddenly able to see his protégés’ future in a different light: “They gave us a real tutorial in the reality they were forging for themselves.”5 Lennon maintained that from this day on, the Stones started to write their own songs. He would later acknowledge with some amusement that the song they had offered the Londoners was not one of their best: “It was a throwaway,”13 he told David Sheff in 1980. “That shows how much importance we put on them. We weren’t going to give them anything great, right?”13


Production


Three weeks later, on Monday, October 7, the Stones recorded “I Wanna Be Your Man.” Brian Jones sets the tone with his slide riffs and the solo played on his Gretsch Anniversary. Plugged into his Vox AC30 amplifier, this instrument possesses what was, for the time, an unusually saturated sound. Bill Wyman also plays an important part in the overall sound with his brand-new Framus Star F5/150 bass played with a plectrum. (He seems to have been using a second model, with a slightly different pickguard, that day.) The contributions of Keith and Charlie are more discreet, despite the latter’s new drum kit, the Ludwig Super Classic he started playing around this time. As on “Come On,” Ian Stewart is conspicuous by his absence. Jagger, for his part, makes the lyrics of the Liverpudlian duo his own, demonstrating considerable self-assurance. Compared to the Beatles’ version, the group sounds more direct, more rough-edged, and more aggressive, with an entirely appropriate “garage band” feel. The Stones’ version is without doubt more effective than the Fab Four’s. In spite of everything, the critics remained lukewarm. Released on November 1, 1963, the Rolling Stones’ second single nevertheless peaked at number 12 on the British charts on November 14.




“I Wanna Be Your Man” is not on any of the Rolling Stones’ original albums. It is included in the compilations Milestones (1972), Rolled Gold: The Very Best of the Rolling Stones (1975), Singles Collection: The London Years (1989), and GRRR! (2012).







FOR STONES ADDICTS


“I Wanna Be Your Man” was the first hit in the history of British rock to feature slide guitar. It was also the first number to be performed by the Rolling Stones on the television program Top of the Pops, in the show’s inaugural episode on January 1, 1964.
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STONED



Nanker Phelge / 2:09


SINGLE


I Wanna Be Your Man / Stoned


RELEASE DATE


United Kingdom: November 1, 1963


Label: Decca


RECORD NUMBER: F 11764


Musicians


Mick Jagger: vocals


Keith Richards: lead guitar


Brian Jones: harmonica


Bill Wyman: bass


Charlie Watts: drums


Ian Stewart: piano


Recorded


De Lane Lea Music Recording Studios (Kingsway Sound Studios), Kingsway, London: October 7, 1963


Technical Team


Producers: Andrew Oldham, Eric Easton


Sound Engineer: (?)


Genesis


“Stoned” occupies a special place in the career of the Rolling Stones, which was still in its infancy. It is neither a cover nor, properly speaking, an original composition, but more of an improvisation on “Green Onions” by Booker T. & The M.G.’s, “an inversion,”1 as Bill Wyman puts it, which reached number 3 on the Billboard pop chart in September 1962.


The track is credited to Nanker Phelge, a pseudonym used for those songs “written” or developed collaboratively by the various members of the group between 1963 and 1965. Nanker was the name of one of Brian Jones and Keith Richards’s favorite “funny faces” (fingers in the nostrils, drooping eyelids…), while Phelge refers to their roommate at Edith Grove, James Phelge.


James describes his surprise when he saw his name on the Stones’ second single: “I took my eyes from the record and saw the three of them standing there watching me intently, their faces lit with broad smiles.… ‘I hope you don’t mind us using your name?’ Brian asked. ‘We wanted to put it on the records.’ ‘No, that’s great,’ I said and read the label one more time. ‘What is Stoned anyway?’ ‘Just something we made up in the studio,’ said Keith, ‘an instrumental.’”3


The recording of “Stoned” would provide an opportunity for the revelation of another facet of Eric Easton’s character. With the session barely over, Oldham flew off in haste to Paris in order to deal with the early symptoms of manic depression that were beginning to affect him, a condition he would struggle with for the next thirty years of his life. In his absence, Easton, his associate, took it upon himself to explain to the Stones that their number was an original composition and that it was time to find a publisher in order to collect the future royalties. He told them about Southern Music, a company he recommended wholeheartedly, neglecting to inform them that he was co-publisher with that enterprise, specifically through South-Eastern Music. Upon Oldham’s return from Paris, he neglected to notify the manager of this “minor” detail. It was only at the beginning of 1964, after attempts were made to find the Stones a publisher for other songs that the deception came to light. From that point on, relations became more and more strained until they reached the breaking point in 1965, when Easton would be replaced by a certain Allen Klein…


Production


“Stoned” is an instrumental that was made in barely thirty minutes; Mick Jagger does no more than repeat the phrases stoned and outta my mind from time to time, with plenty of reverb on the voice as well as on the harmonica, played, it is presumed, by Brian Jones. This time Ian Stewart, playing for the first time on a release by the group, is given pride of place with a very prominent boogie-woogie piano part. The sixth Stone gives the impression of giving vent to his frustrations; one senses that he is pounding the keyboard in rage.


This number is obviously derived from “Green Onions”: the riff resembles the original, there is the same ride cymbal from Charlie, Keith’s—highly effective—solo is in a similar vein to the original, and Mick’s interventions are not without some resemblance to those of Booker T. Jones himself. In his memoirs, Oldham describes “Stoned” as a “constructive plagiarism.”5 Nevertheless, the Stones had just recorded their first self-penned number, the highly promising first in a long succession. And Beat Monthly described the number as a “groovy instrumental.”1 An encouraging start.




FOR STONES ADDICTS


On a few hundred copies of the Stones’ second single, the title of the B-side was printed as Stones rather than Stoned. This is a highly sought-after collector’s item.


















THE ROLLING STONES



(Get Your Kicks On) Route 66


I Just Want To Make Love To You


Honest I Do


I Need You Baby (Mona)


Now I’ve Got A Witness (Like Uncle Phil And Uncle Gene)


Little By Little


I’m A King Bee


Carol


Tell Me (You’re Coming Back)


Can I Get A Witness


You Can Make It If You Try


Walking The Dog




ALBUM


RELEASE DATE


United Kingdom: April 17, 1964


Label: Decca


RECORD NUMBER: LK 4605


Number 1 for 12 weeks


















THE ROLLING STONES, ON VINYL AND ONSTAGE


The Album


By the time the Rolling Stones entered the studio to record their first album, the Beatles had already released Please Please Me (March 22, 1963) and With the Beatles (November 22, 1963). Lennon and McCartney had demonstrated that they were extremely gifted songwriters, with, in particular, “All My Loving,” “She Loves You,” and “I Want to Hold Your Hand” opening up the United States and preparing the way for the British Invasion. The same cannot be said of the London quintet. Writing songs was not yet really their cup of tea. Their trump card was the blues—whether from the Mississippi Delta or the smoke-filled clubs of Chicago, which they were becoming more adept at playing each evening, above all Brian, who was sliding his bottleneck along the guitar strings as if his life depended on it.


This first album consisted of twelve tracks, recorded in five sessions between January 3 and February 25. It comprised nine cover versions, a debut credit for the Jagger-Richards songwriting duo (“Tell Me”), a group collaboration (“Now I’ve Got a Witness”), and finally a song (titled “Little by Little”) co-written by the group with Phil Spector, the inventor of the famous “wall of sound.” The track listing is entirely representative of the Stones’ stage repertoire at that time. Keith Richards: “The entire record was virtually our stage act apart from one or two dubs thrown in it. 80 per cent of it was straight what we played at Studio 51 or Richmond.”14 And this is precisely what won over the press from day one. A number of journalists expressed appreciation for the raw sound and the “immediate” character of the music, and went as far as to draw a parallel with the first few recordings made by Elvis Presley for Sun.


The general public did not wait for the enthusiastic comments of the music press before welcoming the Rolling Stones to the world of the LP in the most fitting way. Ten thousand fans preordered the first album, surpassing the Beatles and Please Please Me (a mere 6,000!). The Rolling Stones would remain at the top of the charts for twelve weeks and achieve the distinction of being one of the biggest-selling albums of 1964. Furthermore, in terms of albums released that year, the Rolling Stones were the only group to share the top spot on the charts with the Beatles (A Hard Day’s Night twenty-one weeks and Beatles for Sale seven weeks). Stonemania had finally gotten under way…


The Recording


Founded by Ralph Elman in the fifties, Regent Sound Studios, located at Denmark Street in London,4 had, since 1961, belonged to James Baring, an aristocrat and Old Etonian with a passion for rock ’n’ roll. Regent Sound Studios was oriented more toward commercial work and was used for recording voices for advertisements, although in terms of equipment and size, the facilities remained extremely modest. The studio itself was “no larger than an average good-sized hotel room,” notes Oldham, “with the control room the size of the hotel room’s bathroom.”5 It was, however, exactly what the young producer was looking for: an inexpensive studio of compact dimensions that would produce a compressed sound, a space in which each musician would interfere and react with the others—the very opposite of the usual criteria, in other words. Another major advantage was that the studio was mono only, which was ideal for producing the grainy, textured sound they all cherished: “Mono had the element we needed,” says Oldham, “what you hear is what you get.”5 Regent Sound Studios was also somewhere that allowed musicians to work without pressure in a reasonably relaxed atmosphere. Oldham: “I have no doubt the feel of those early Stones records was due in no small part to avoiding the major studios.”5


The Rolling Stones and Ian Stewart entered the studio on January 2, 1964, the day after their first appearance on Top of the Pops. Keith Richards recalls the available equipment: “a two-track Revox [Grundig according to a different interview] in a room insulated with egg cartons.”14 That Thursday in January, however, the six Stones were to serve as sidemen, with each of them paid £2 to accompany Oldham’s new protégée, the singer (and actress) Cleo Sylvestre in the recording of “To Know Him Is to Love Him” (by Phil Spector), the A-side of a single Oldham was producing, and after that the Andrew Loog Oldham Orchestra, directed by Mike Leander, in a recording of “There Are But Five Rolling Stones” (by Mike Leander and Andrew Oldham), which was destined for the B-side (with a few wrong notes from Stu [for example at 0:16]!).


The sessions for the group’s first album started properly on January 3 with Bill Farley, the in-house engineer who knew how to capture the sound they wanted to hear. “When they first arrived,” Farley later recalled, “no one had thought about arrangements. They just busked it until they got the feeling of the number. There was no dubbing [Keith Richards would later claim that there had been one or two overdubs]. They just told me exactly what they wanted as soon as the number had been worked out. How it turned out so well in the end I never really knew.”15 The resulting sound is direct, rough-edged, and typical of their stage performances.


The session dates vary from source to source. The following is what those involved can remember. On January 3, the Rolling Stones recorded three numbers: “Carol,” “Mona,” and “Route 66” (some say it was January 4 and add “You Can Make It If You Try” to the list). On January 10, the day of release of the EP The Rolling Stones (featuring “You Better Move On,” “Poison Ivy,” “Bye Bye Johnny,” and “Money,” although the 16, 17, and 18 of that month are also put forward as the release date), they returned to Regent Sound Studios to record “Not Fade Away” (“Honest I Do” and “I’m a King Bee” are also mentioned). There was then a gap of three weeks, during which the group played a gig to a packed house each evening. The album sessions resumed on February 4 with “Andrew’s Blues” (not used), “Can I Get a Witness,” “Little by Little,” and “Mr. Spector and Mr. Pitney Came Too” (not used).


On that particular day, four distinguished guests were present in addition to the Stones: the composer and producer Phil Spector; the founding members of the Hollies, Graham Nash and Allan Clarke; and the singer Gene Pitney, who had come straight from the airport armed with a good supply of cognac. Bill Wyman recalls: “Pitney played piano while Spector and the Hollies played tambourine and maracas and banged coins on empty bottles. We recorded three songs, ‘Little by Little,’ ‘Can I Get a Witness’ and ‘Now I’ve Got a Witness,’ which we invented on the spot. The session then degenerated into silliness, but everybody had a great time cutting ‘Andrew’s Blues’ and ‘Spector and Pitney Came Too’—both of which were very rude.”6 Finally, on February 24 and 25, “I Just Want to Make Love to You,” “Walking the Dog,” “You Can Make It If You Try,” “Honest I Do,” “I’m a King Bee,” and “Tell Me,” were recorded for the album as well as “Good Times, Bad Times” (and probably “Over You” by Allen Toussaint).



The Album Cover


The Rolling Stones’ first album was released on April 17, 1964. The cover photograph was taken by Nicholas Wright. From left to right can be seen Brian, Keith, Bill, Charlie, and Mick, photographed from the side, against a dark background, with their faces turned toward the lens in a halo of light—neither the name of the group nor the title of the album appear on it. The tone is nevertheless set by a few words on the back of the cover: “The Rolling Stones are more than just a group—they are a way of life.” Another masterstroke from Oldham, who had found a way of dispelling Decca’s misgivings!


Technical Details


At the beginning of 1964, Regent Sound Studios were probably equipped with a Revox G36 tape recorder, which was a model produced in 1963. By comparison with the usual criteria of the professional studios of the day, this might seem somewhat inadequate. However, as Oldham has explained, this equipment, along with the small size of the studio, was responsible for the authentic and direct sound obtained on the Stones’ early records. Nevertheless, it had its limits. Keith Richards: “It was easy to make that kind of sound but hard to make a much better one.”14


The Instruments


As for their previous recordings (“I Wanna Be Your Man” and “Stoned”), the guitarists remained true to their instruments. Keith played his Harmony Meteor H70 and Brian played the green Gretsch G6118 Anniversary he had bought in May 1963, each plugged into his Vox AC30 guitar amp. Keith also used a Harmony 1270 12-string acoustic. Bill alternated between his very first fretless bass (the Dallas Tuxedo that can be heard on “Come On”), and his recently purchased Framus Star. His amplification consisted of a Vox AC30 amp head and a Vox T60 bass cabinet. Charlie had also been playing a new acquisition since May 1963, a superb Ludwig Super Classic drum kit, the “Oyster Blue Pearl.” As for Ian Stewart, the keyboard player can be heard on upright piano and organ (presumed to be a Vox Continental MK1). The other instruments present on the record include harmonicas, hand claps, tambourines, and even a cognac bottle struck with a coin!




FOR STONES ADDICTS


The Rolling Stones’ debut LP was released in the United States on May 30, 1964, two days before the Stones arrived stateside. The cover photo was the same, but unlike the British release, the group’s name was featured on the sleeve along with the following slogan-like words: England’s Newest Hit Makers. In terms of the track listing, “Not Fade Away” replaced “Mona.” The album climbed to the promising position of number 11 on the charts.







“ANDREW’S BLUES”


After drinking several glasses of cognac, the Rolling Stones amused themselves by recording “Andrew’s Blues” with Phil Spector, Gene Pitney, Graham Nash, and Allan Clarke. This blues for Oldham is a kind of alternative version of “Can I Get a Witness” on which Spector, accompanied by Mick Jagger and Graham Nash, sings with a degree of jubilation. The only recording in existence is a bootleg version.


















(GET YOUR KICKS ON) ROUTE 66



Bobby Troup / 2:22


Musicians


Mick Jagger: vocals, hand claps (?)


Keith Richards: rhythm guitar, lead guitar


Brian Jones: rhythm guitar


Bill Wyman: bass, hand claps (?)


Charlie Watts: drums, hand claps (?)


Recorded


Regent Sound Studios: January 3, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


Bobby Troup is familiar to television viewers from his role acting in Emergency!, a popular seventies television series in the United States. Most importantly, he is known to rock ’n’ roll and rhythm ’n’ blues enthusiasts as the composer of “Route 66.” Based on the twelve-bar blues structure, this song, composed in 1946, takes its name from the famous road that connects Chicago and Santa Monica. In a certain sense it represents a glorification of travel as a symbol of freedom (several years before the writers of the Beat generation). Get your kicks on Route 66: the refrain says it all!


The song was first recorded by Nat King Cole in 1946 and became an enormous hit. Since then, numerous singers, from Chuck Berry to Brian Setzer and from Natalie Cole to the Cramps, have incorporated it into their repertoires. It even became a hymn for the bands of the British Invasion, with covers by the Rolling Stones, and later Them.


Production


The Rolling Stones recorded their version on January 3, 1964. They had already honed the number to such a point onstage, notably at the Crawdaddy Club in Richmond the previous year, that by this point they were performing it like a well-oiled machine. Compared to the Nat King Cole or Chuck Berry versions, the Stones revisit the route west with a great deal more adrenaline, which no doubt explains the substantial increase in tempo as they play. Having started at around 160 bpm, they finish at approximately 170 bpm! In fact, one cannot help wondering whether there was an edit at 0:10, just after motor west, so suddenly does the tempo change. But the energy is infectious and the five musicians play as one: the guitars deliver a solid, efficient pulse in an emphatically “Chuck Berry” mode, with a perfectly judged solo from Keith. Bill lays down a nice groove and even attempts a walking bass line that seems to delight Charlie. The drummer has clearly neglected to oil his bass drum pedal, which squeaks noticeably from the beginning of the track. Mick has gained in assurance since “Come On,” and his voice, with reverb and a slight delay, now has the effect of truly bringing the song to life and focusing the listener’s attention. Finally, hand claps have been added, no doubt by means of overdub. The Stones are rolling freely on their version of “Route 66.”




FOR STONES ADDICTS


“Route 66” was on the set list for the Rolling Stones’ first United States tour in 1964. The tour kicked off on June 5 in the city of San Bernardino, California, which features in Bobby Troup’s lyrics, hence the general excitement of the fans and the need for police intervention.


















I JUST WANT TO MAKE LOVE TO YOU



Willie Dixon / 2:19


Musicians


Mick Jagger: vocals, tambourine (?), hand claps (?)


Keith Richards: rhythm guitar, lead guitar


Brian Jones: harmonica


Bill Wyman: bass, hand claps (?)


Charlie Watts: drums, hand claps (?)


Recorded


Regent Sound Studios: February 24–25, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


“I Just Want to Make Love to You” is a blues number in the purest tradition of Chess Records, the label that epitomizes modern Chicago blues. It was written by Willie Dixon and recorded in 1954 by Muddy Waters (vocal) with the best lineup he ever had: Dixon himself on double bass, Jimmy Rogers on guitar, Little Walter on harmonica, Otis Spann on piano, and Fred Below on drums. The song was released as a single with the title “Just Make Love to Me” (with “Oh Yeh” as the B-side) and reached number 4 on the rhythm ’n’ blues chart of the day.


Although Etta James put her name to a superb adaptation in 1961, and Muddy Waters recorded a new version in 1968 for the album Electric Mud, the task of bringing “I Just Want to Make Love to You” (whose words have the merit of being extremely unambiguous) to the attention of their generation fell to the Rolling Stones. If there is any need to point out one more difference between the Stones and the Beatles, this is it: while the Fab Four were singing “I Want to Hold Your Hand,” the Stones were extolling the virtues of a far more raunchy form of intimacy!


Production


Musically, the London quintet has considerably upped the tempo relative to the original recording. The result is more Bo Diddley than Muddy Waters, even if Brian, on harmonica, remains true to the magic created back in the day by Little Walter. The number possesses a strong rhythmic foundation sustained with verve by Keith, Bill, and Charlie. It is a shame about the quality of production though: Mick’s reverbed vocal is saturated from start to finish, as are some of Charlie’s breaks (1:01). Brian’s solo harmonica is not really given enough prominence, but is instead dominated by Keith’s rhythm guitar, which is far too loud and regrettably forces the tempo. Hand claps have been added, no doubt by means of overdub, as well as a tambourine, which comes in after 1:56, presumably played by Mick. The sound is roots and almost “garage band,” and is certainly less successful than “Route 66.”




The Stones have changed Willie Dixon’s lyrics slightly, with the phrase I don’t want ’cause I’m sad and blue replacing I don’t want you to be true.







FOR STONES ADDICTS


“I Just Want to Make Love to You” was chosen as the B-side of the single “Tell Me,” released on June 13, 1964. Alive version, recorded at Wembley on July 6, 1990, can be found on the album Rarities 1971-2003 (2005).


















HONEST I DO



Ewart Abner / Jimmy Reed / 2:11


Musicians


Mick Jagger: vocals, harmonica


Keith Richards: guitar


Brian Jones: guitar


Bill Wyman: bass


Charlie Watts: drums


Recorded


Regent Sound Studios: February 24–25, 1964 (January 10, according to other sources)


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


Jimmy Reed is one of the many guitarists from the state of Mississippi who subsequently gave modern Chicago blues its stamp of credibility. The Rolling Stones, who were playing “Ain’t That Lovin’ You Baby,” “The Sun Is Shining,” and “Bright Lights, Big City” well before they signed with Decca, cite the “big boss man” as one of their biggest influences. “Jimmy Reed was a very big model for us,” writes Keith Richards. “That was always two-guitar stuff. Almost a study in monotony in many ways, unless you got in there.… We were fascinated by it, Brian and I. We would spend every spare moment trying to get down Jimmy Reed’s guitar sounds.”2


Production


Jimmy Reed recorded “Honest I Do” in 1957 and went on to reach number 4 with it on the US R&B chart. Seven years later, it was the Rolling Stones’ turn to record it, with Brian Jones and Keith Richards conscientiously applying the technique of weaving two (not especially well-tuned) guitars, as practiced by the master. The harmonica part is played—extremely well—by Mick Jagger. By contrast with his penetrating voice, his harmonica playing is drenched in a long and deep reverb whose effect is to accentuate the plaintive character of the lyrics. Once again, the production is not as careful as it might have been, and the sound borders on—and, in the case of Charlie’s tom breaks, exceeds—the saturation point. Ultimately the Stones’ version adheres fairly closely to Reed’s, with the same prominent snare drum, a reasonably slow tempo, and a bluesy harmonica.




FOR STONES ADDICTS


On the first pressing of the album, “Honest I Do” was accidentally credited to Hurran and Calvert instead of Jimmy Reed.







IN YOUR HEADPHONES


At the very end of the track, during the fade-out at precisely 2:07, one of the two guitars finds itself alone, the other instruments having suddenly dropped out!


















I NEED YOU BABY (MONA)



Ellas McDaniel / 3:33


Musicians


Mick Jagger: vocals, maracas


Keith Richards: rhythm guitar, lead guitar (?)


Brian Jones: rhythm guitar


Bill Wyman: bass


Charlie Watts: drums


Unidentified: hand claps, tambourine


Recorded


Regent Sound Studios: January 3, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


Better known as Bo Diddley, Ellas McDaniel was a major source of inspiration for young British and US groups at the beginning of the sixties. A syncopated rhythm that had its origins in the depths of the Mississippi Delta before being revisited in the Chess Records canon of electric blues was the source at which the Rolling Stones drank—even before the Pretty Things, who took their name from a song by the rock ’n’ roll pioneer. “I Need You Baby (Mona)” was released in 1957 as the B-side of “Hey! Bo Diddley.”


Production


The London gang cut their own version of “Mona” during the session of January 3, 1964. The original spirit of the song derives from that hypnotic “Bo Diddley beat” that can also be found in “Not Fade Away,” released by Buddy Holly in October 1957 and later by the Rolling Stones themselves, for their third British single, on January 10, 1964.


The version of “Mona” offered up by the five English boys is distinctly more aggressive and more tribal than the original. This impression is reinforced by the drumming, with Charlie playing mainly on the toms. Unfortunately, Bill’s bass is lost in the sea of noise and provides the drummer with only limited support. It is the two guitars that play the most prominent part, heavily colored by the vibrato delivered by their Vox AC30 guitar amps, creating an authentic “Bo Diddley” sound. One of the two—Keith seems the most likely candidate—plays a solo that adheres closely to the original. The maracas played by Mick, who takes his cue from the master Jerome Green on the original recording, are another element in common with Diddley. Jagger delivers the lyrics brilliantly, the particular quality of his voice bringing a feline character to the number. On top of all this, added no doubt by means of overdub, are a tambourine part and hand claps, both highly effective.




FOR STONES ADDICTS


For the Rolling Stones’ first album in the United States, the record company London favored “Not Fade Away” over “Mona,” no doubt because as a single it had already reached number 3 on the British charts in February 1964, three months before the US release.


















NOW I’VE GOT A WITNESS (LIKE UNCLE PHIL AND UNCLE GENE)



Nanker Phelge / 2:32


Musicians


Mick Jagger: tambourine


Keith Richards: rhythm guitar, lead guitar


Brian Jones: harmonica


Bill Wyman: bass


Charlie Watts: drums


Ian Stewart: organ


Recorded


Regent Sound Studios: February 4, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley




Genesis


“Now I’ve Got a Witness” is a number conceived by the whole group, hence the Nanker Phelge credit. The Rolling Stones also had the support of various handpicked guests, however, hence the subtitle “Like Uncle Phil and Uncle Gene”—more specifically, “Uncle” Phil Spector and “Uncle” Gene Pitney, who attended some of the recording sessions for this debut album. Ian Stewart also plays for the first time on the record. Credited on the sleeve with guest status in exactly the same way as Spector and Pitney, Stewart was nevertheless a full-fledged member of the Rolling Stones.


Production


“We used to put out instrumentals from the very first album—‘Now I’ve Got a Witness’—just let a band have a blow once in a while,”11 reveals Keith Richards. This instrumental was recorded on February 4, following “Can I Get a Witness.” This explains a number of things, not least the shared tempo and keyboard part—this time played not by Gene Pitney on the piano but by Ian Stewart on the organ. Brian Jones again plays a wonderful harmonica, as if straight out of Chess Studios. It is just a shame that it has been mixed down. Keith Richards, for his part, slots a pleasant but not exactly unforgettable solo on his Harmony Meteor H70 into this classic blues framework. Mick Jagger abandons his role as singer for once, modestly picking up a tambourine instead. However, it is the rhythm section that really shines, with Charlie Watts and Bill Wyman complementing each other to great effect, the latter choosing to support the drums on the upper reaches of his fingerboard. “Now I’ve Got a Witness” is the first original, group-credited number on the album and benefits from good production. A fact perhaps not unconnected with Phil Spector’s presence at the session…




FOR STONES ADDICTS


“Now I’ve Got a Witness” is said to have been added at the last moment in order to complete the album.







IN YOUR HEADPHONES


Mick Jagger seems to have a few problems with his tambourine between 1:14 and 1:17!


















LITTLE BY LITTLE



Nanker Phelge / Phil Spector / 2:41


Musicians


Mick Jagger: vocals, harmonica


Keith Richards: rhythm guitar, lead guitar


Brian Jones: rhythm guitar


Bill Wyman: bass


Charlie Watts: drums


Gene Pitney: piano


Phil Spector: percussion, maracas (?)


Musician(s) not identified: hand claps, tambourine


Recorded


Regent Sound Studios: February 4, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


While British rhythm ’n’ blues of the early sixties was essentially a reworking of Chicago blues, differing from the original in nuance only, the pillars of this black American music scene were not always given the credit they deserved. In the case of “Little by Little,” for example, the Rolling Stones used the title of a blues number recorded in 1959 by Junior Wells and Earl Hooker and the laid-back rhythm characteristic of Jimmy Reed—in this instance “Shame, Shame, Shame” (dating from 1963)—without crediting any bluesman. The lyrics, on the other hand, are original. The song tells of a love that is dying little by little because the narrator of the song has discovered that his lover has been untrue.


Production


The main aim of the session of February 4, 1964, was to record the B-side of “Not Fade Away” so that the single could be released as soon as possible—as Decca was urging. The Rolling Stones, however, were fighting and had stopped speaking to one another. Andrew Oldham appealed for help to Phil Spector and Gene Pitney, who were stopping over in London after a brief trip to Paris. Pitney came up with the idea of pretending it was his birthday and that family tradition demanded the occasion be celebrated with cognac. The ploy worked! The newly restored harmony fostered a collaborative relationship between Spector and Jagger, who wrote the number in a few minutes in a corridor at Regent Sound Studios. One thing is for sure: with Phil Spector in charge, Gene Pitney at the piano, and Graham Nash and Allan Clarke of the Hollies also lending their support, the Rolling Stones were able to make a fine homage to the blues… and it only took them twenty minutes or so. For this reworking of “Shame, Shame, Shame,” the Stones and their guests let it rip, dispensing with any strict setup and allowing Jagger to send Richards off on a nicely executed guitar solo (“All right, Keith, come on!”) before himself launching into an impassioned harmonica break (“My turn!”), with Wyman going off on a kind of supercharged chorus on his bass (between 1:29 and 1:37). Pitney would later reveal that although credited with playing the maracas on the album, Spector actually contributed by striking an empty cognac bottle with a United States half-dollar!




FOR STONES ADDICTS


“Little by Little” was also the B-side of the Rolling Stones’ third single, released on February 21, 1964, which gave them their first top 5 hit in the United Kingdom, peaking at number 3 on February 27, 1964.


















I’M A KING BEE



Slim Harpo / 2:38


Musicians


Mick Jagger: vocals, harmonica


Keith Richards: rhythm guitar


Brian Jones: lead guitar


Bill Wyman: bass


Charlie Watts: drums


Recorded


Regent Sound Studios: February 24–25, 1964 (January 10, according to some sources)


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


“I’m a King Bee” is one of the most famous songs by Slim Harpo (the archetypal proponent of Louisiana or swamp blues). Slim recorded it in 1957 for the Excello label at the famous studio of J. D. Miller in Crowley, Louisiana, taking inspiration from the rhythm of “Rockin’ and Rollin’” by the Texan bluesman Melvin “Lil’ Son” Jackson. “I’m a King Bee” might not have been an immediate success on the hit parades, but a few years later it would become an essential number for British and US rock groups from Pink Floyd to the Doors and from the Grateful Dead to Led Zeppelin. Its insistent, hypnotic rhythm played an important part in this, as did the lyrics with their strong erotic charge: Well I’m a king bee, buzzing around your hive/Yeah I can make honey baby, let me come inside.


Production


Listening to the Rolling Stones’ version provides an insight into the work performed by Brian and Keith on guitar, and by Mick on vocal to penetrate the secrets of this “devil’s music” born in the bayous of Louisiana. Their adaptation differs from Slim Harpo’s original in the substantially greater rock ’n’ roll energy and the significantly more suggestive drive with which they endow the song. Jagger interprets the text with his customary talent, a defining mix of sensuality and insolence. He even indulges in a very good harmonica solo that seems to hold the attention of his bandmates to such an extent that they forget to change chord (at 2:01)! For the first time on the record, Richards plays an acoustic guitar, probably his Harmony 1270 12-string. But the track’s real interest derives from the combination of the slide executed by Wyman on his fretless Dallas Tuxedo bass and the brief response delivered by Jones on the downbeats. The effect is awesome, and worthy of the most skilled proponents of the genre. Jones also performs a brief solo imitating a bee in response to Jagger’s instruction to buzz (Well, buzz a while!) before taking up his bottleneck and executing a few heartfelt slides on his green Gretsch Anniversary. As for the drums, in an interview published soon after the release of the record, Charlie revealed that he had wrapped his bass drum in his £60 coat in order to obtain the sound he was after!




FOR STONES ADDICTS


Slim Harpo was finally honored in 2008, thirty-eight years after his death, when “I’m a King Bee” received a Grammy Hall of Fame award for its role in the history of popular music.


















CAROL



Chuck Berry / 2:35


Musicians


Mick Jagger: vocals


Keith Richards: guitar


Brian Jones: guitar


Bill Wyman: bass, backing vocals (?)


Charlie Watts: drums


Unidentified musician(s): hand claps


Recorded


Regent Sound Studios: January 3, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


Like many Chuck Berry songs, “Carol” is an ode to adolescence, with the inevitable sleek automobiles, rock ’n’ roll dancing joints, and, of course, the exaltation of female sensuality. To put it in a nutshell, it is a song on which the Chuck Berry legend was founded. It was released as a single in August 1958 (with “Hey Pedro” as the B-side) and reached number 18 on the charts.


Production


Following “Come On” and various other numbers they had performed onstage, the Rolling Stones now dipped into the Chuck Berry repertoire again for their first album. In fact “Carol,” recorded on January 3, 1964, was, along with “Route 66,” one of the first tracks they completed for it. They imbue it with the same energy as “Route 66,” moreover, and one can only admire the way Keith and Brian complement each other. Compared to Chuck Berry’s version, the Stones’ seems to have been given a shot of adrenaline. Carried along by an excellent rhythm section consisting of Charlie (whose bass drum pedal is still squeaking!), Bill, and Brian, Keith, on his Harmony, plays jubilant guitar licks that, it has to be said, closely resemble those of the inventor of the duckwalk—including the actual solo. Mick, who sings with a slight delay, plays his part with assurance and sets the whole thing alight. The only thing lacking is Ian Stewart’s piano, an instrument that is nevertheless present on Berry’s version. Finally, prominent and indispensable hand claps have been overdubbed. One thing to note is the very poor fade-out, which begins in the wrong place and continues for too long.


Jimmy Page, who attended some of the Stones’ early gigs, remembers this Chuck Berry cover in particular: “They did Carol and it sounds raw as fuck, they were really spitting it out. The whole vibe of it was just great. Carol was the sort of thing we’d been listening to for a number of years, and all of a sudden there’s a band of guys doing it in your living room. Amazing.”17


For a period of several years, “Carol” was to become one of the group’s bravura stage numbers, One of their best versions can be found on the album Get Yer Ya-Ya’s Out! (1970).




FOR STONES ADDICTS


In 1986, when inducting Chuck Berry into the Rock and Roll Hall of Fame, Keith Richards happily admitted: “I lifted every lick he ever played.”


















TELL ME (YOU’RE COMING BACK)



Mick Jagger / Keith Richards / 4:05


Musicians


Mick Jagger: vocals


Keith Richards: 12-string rhythm, backing vocals


Brian Jones: rhythm guitar, tambourine, backing vocals


Bill Wyman: bass, backing vocals


Charlie Watts: drums


Ian Stewart: piano


Recorded


Regent Sound Studios: February 24–25, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


As the first recorded number credited to Mick Jagger–Keith Richards, “Tell Me (You’re Coming Back),” marked an important turning point for the pair. It also marked their ascendancy over the group and, as a consequence, the end of Brian Jones’s leadership, at least on a musical level. According to the legend, it was Oldham who essentially forced Jagger and Richards to shut themselves away in a room and stay there until they had written their first song or two. Wyman, however, contests this legend: “Andrew had been encouraging them to write their own songs for some time, although the story that he locked them in the flat until they wrote some material is just another Rolling Stones myth.”1 Whatever the facts of the matter, the duo had embarked on a highly promising path and started to write more and more songs. These include “My Only Girl,” recorded by Gene Pitney with the title “That Girl Belongs to Yesterday” in early 1964.


The first official Jagger-Richards composition comes as something of a surprise in that it is a pop ballad rather than a blues number, thereby confirming the growing influence of Andrew Oldham, who sees this as a way of reaching a wider audience—at the expense of Jones, who was a purist of the Chicago twelve-bar blues. The lyrics are somewhat sentimental: I want you back again/I want your love again. This is far closer to the sweet love songs of the beat groups than to the torrid “I Just Want to Make Love to You” and covers of Motown soul numbers, and the black rock ’n’ roll music of Chuck Berry and Bo Diddley. Jagger explains in 1968: “We didn’t want to do blues forever, we just wanted to turn people on to other people who were very good and not carry on doing it ourselves.”18


Production


The recording took place on February 24 and 25, 1964. Mick Jagger recalls: “Keith was playing 12-string and singing harmonies into the same microphone as the 12-string. We recorded it in this tiny studio in the West End of London called Regent Sound, which was a demo studio.”19 And according to Keith, there was nothing finished about the version of “Tell Me” that eventually made it onto the record: “Yeah, and that was a demo. Andrew stuck it on the album because we needed another track. It was cut as a demo and Andrew was gonna try and flog it off to somebody.”11 In other words, Oldham wanted to find another artist to record it in order to generate royalties. Although no major artist has ever covered it, there have, to date, been fifty or so versions of the song. Keith opens the number with chords on his 12-string Harmony 1270, supported by Charlie on toms and Bill on bass (mixed down). Mick then launches into his vocal, aiming at breaking the hearts of the teenage girls he addresses both earnestly and in a tone of pained emotion. To say the least, “Tell Me” is not the Stones’ greatest masterpiece—either in terms of style (it is simply a pretty little song in the manner of the Merseybeat bands or the Dave Clark Five) or production (the ensemble is pretty untidy, particularly the vocal harmonies sung simultaneously by Keith, Brian, and Bill, which are not equal to those of the Beatles or even the Hollies, who attended some of the recording sessions for the album). Brian plays rhythm on his Gretsch, whose sound is curiously saturated through his Vox AC30. He also delivers a not particularly unforgettable solo based on arpeggios, whose reverb level gets progressively stronger (see his performance on the Mike Douglas Show in June 1964). It is also Brian who plays the overdubbed tambourine. In his excellent book Rolling with the Stones,1 Bill mentions that Stu was on piano, as the liner notes also make clear. But to hear his contribution requires some careful listening. Nevertheless, the Stones are unique, and despite being an early piece of work, this song possesses a charm that was soon to produce an effect, for “Tell Me” was released as a single in the United States (with “I Just Want to Make Love to You” [spelled “I Just Wanna Make Love to You”] on the B-side) on June 13, 1964, a week after the start of their first US tour. The release was a success, and it was with this song that the group entered the Billboard charts for the first time. It peaked at number 24 on August 8, 1964, and spent a total of ten weeks in the hit parade. This song was never released as a single in the United Kingdom. It is interesting to note that a number of years later, someone pointed out to Oldham that the English version was longer on the fade-out than the US version. Oldham, surprised, replies that he had not noticed at the time because he had been too busy, adding: “By the time I wasn’t too busy, I really didn’t care!”20




FOR STONES ADDICTS


“Tell Me” can be heard on the original soundtrack of Mean Streets, a film directed by Martin Scorsese in 1973.







FOR STONES ADDICTS


There is a version of “Tell Me” with piano (although the piano part is almost inaudible) and another without. This second version was included by mistake on the very first copies of The Rolling Stones. It is interesting to note that the album version runs to 4:05, whereas the single only plays for 2:40, the guitar solo having totally disappeared.


















CAN I GET A WITNESS



Brian Holland / Lamont Dozier / Eddie Holland / 2:58


Musicians


Mick Jagger: vocals


Keith Richards: acoustic rhythm guitar, backing vocals


Brian Jones: tambourine, backing vocals


Bill Wyman: bass, backing vocals


Ian Stewart: piano


Unidentified musician(s): hand claps


Recorded


Regent Sound Studios: February 4, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


“Can I Get a Witness” is a number by the trio Brian Holland–Lamont Dozier–Eddie Holland (H.D.H.), who were inspired purveyors of hits to Berry Gordy’s record company Motown. The number was written for Marvin Gaye, who recorded it on July 17, 1963, with the Supremes, and with the Holland brothers and Lamont Dozier, no less, on backing vocals. The title of the song refers to the ritual in black churches whereby the preacher poses the question Can I get a witness? and the congregation devoutly and contemplatively responds with an Amen.


Production


In addition to its religious dimension and the enormous subtlety and sensitivity of Marvin Gaye’s voice, the success of “Can I Get a Witness,” which peaked at number 22 on the Billboard pop chart in December 1963, rests on the boogie-woogie piano of Earl Van Dyke (a member of the famous Funk Brothers). Ian Stewart was one of Britain’s most faithful proponents of this style of piano playing. His role is therefore key to the Rolling Stones’ version, in which Mick Jagger is recast in the role of a preacher for the good cause. In fact, the Stones’ version relies even more heavily on the piano than Marvin Gaye’s. This gives it something of a Ray Charles flavor, despite being fundamentally more rock ’n’ roll. Jagger adopted a more rasping, bluesy voice with a rapid-fire delivery that makes him almost unrecognizable. Oldham explains why. He suggested that the Stones do a version of “Can I Get a Witness,” but Jagger did not know the words very well. “I called Freddy Bienstock, who published the song,” recalls Oldham, “and Mick ran from Regent Sound to pick up the sheet music left in reception at Freddy’s Savile Row office.” Upon his return, Mick rushed straight to the mic “and that’s the reason the vocal on our ‘Can I Get a Witness’ sounds so breathless.”5 The bass-drums duo lay down the perfect groove, and Keith plays rhythm on his Harmony 1270 12-string. Brian has abandoned his Gretsch and makes do (at least it is presumed to be Brian) with the tambourine. Yet Oldham, in his memoirs, mentions guitar overdubs. Does he mean Brian or Keith? Finally, the vocal harmonies are sung by Keith, Brian, and Bill. Hand claps can also be heard, no doubt overdubbed.




FOR STONES ADDICTS


February 4, 1964, the day the Stones recorded “Can I Get a Witness,” was the day the Beatles gave their last concert at the Olympia in Paris. Three days later, the Fab Four jetted off to the United States, marking the start of the British Invasion…


















YOU CAN MAKE IT IF YOU TRY



Ted Jarrett / 2:03


Musicians


Mick Jagger: vocals, tambourine (?)


Keith Richards: acoustic guitar, backing vocals


Brian Jones: rhythm guitar, backing vocals


Bill Wyman: bass, backing vocals


Charlie Watts: drums


Ian Stewart: organ


Recorded


Regent Sound Studios: February 24–25, 1964 (January 3 or 4, according to some sources)


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


Born in Nashville in 1925, Ted Jarrett wrote his first songs as a teenager. But it was not until after the Second World War that his career really got under way, first of all as a disc jockey on the Nashville radio station WSOK, and then as the writer of “It’s Love Baby (24 Hours a Day),” which became a number 2 on the R&B charts for Louis Brooks and his Hi-Toppers. Jarrett subsequently put his name to two more hits: “Love, Love, Love” for the honky-tonk singer Webb Pierce (1955) and “You Can Make It If You Try” for the rhythm ’n’ blues singer Gene Allison (1957).


Production


Acclaimed by the public (reaching numbers 3 and 36 on the black and pop charts, respectively, in 1958), “You Can Make It If You Try” came into being after Jarrett was abandoned by his girlfriend. The Rolling Stones express this heartache extremely well, with Jagger’s vocals and Stewart’s keyboard both strongly gospel-tinged. This effect is reinforced by Stu, accompanying the group on what is apparently a Vox Continental. And without really departing from the gospel idiom, the Stones bring a rock ’n’ roll flavor to the number that is absent from Gene Allison’s—slower—version. Once again, Keith is on acoustic guitar while Brian carves out a doo-wop counterpoint on his Gretsch Anniversary, accompanied by a backing vocal in similar mode (and more successful than the backing on “Tell Me”) from Bill, Brian, and Keith. “You Can Make It If You Try” provides the Rolling Stones with a new palette: after rock, blues, rhythm ’n’ blues, and the pop ballad, here they try their hand at gospel. Oldham wanted to reach the widest possible audience, and it looks as though he succeeded.




FOR STONES ADDICTS


On the first few copies of the album, the If is missing from the title, yielding: “You Can Make It You Try”! So to all collectors out there…


















WALKING THE DOG



Rufus Thomas / 3:09


Musicians


Mick Jagger: vocals


Keith Richards: lead guitar


Brian Jones: vocal harmonies, rhythm guitar, whistling


Bill Wyman: bass


Charlie Watts: drums


Unidentified musician(s): hand claps


Recorded


Regent Sound Studios: February 24–25, (January 3–4, according to some sources)


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


The name Rufus Thomas inevitably evokes the Memphis scene. After starting out as a singer at Elks Club on Beale Street, Thomas joined Sam Phillips’s Sun stable before moving to Jim Stewart and Estelle Axton’s Stax (originally called Satellite), where he recorded “Cause I Love You” with his daughter Carla in 1960. He even provided this record company with one of its first resounding hits with “Walking the Dog,” which reached number 10 on the Billboard pop chart in December 1963.


As with so many blues and rhythm ’n’ blues numbers, double entendre plays an important part. As well as its obvious meaning, walking the dog has overtones of masturbation and oral sex. If you don’t know how to do it/I’ll show you how to walk the dog, sings Mick Jagger in the role of a connoisseur…


Production


“Walking the Dog” is a song steeped in the soul of the Southern states, in which the Rolling Stones are perfectly at home. In their brilliant version they give the impression of being entirely at ease. In an extremely rare instance in their recording history, Brian Jones provides the vocal harmonies for Mick Jagger and whistles at the end of the refrains, causing Keith Richards to comment drily: “I always knew he had talent!”21 It is interesting, moreover, to note the very husky quality of his voice. Keith again, on the subject of Brian: “Brian at that time is the leader of the band. He pulled us all together, he’s playing good guitar, but his love is the harmonica. On top of that, he’s got the pop star hangup—he wants to sing, with Mick, like ‘Walking The Dog.’”11 Brian also plays rhythm on his green Gretsch Anniversary, while Keith Richards plays lead on his Harmony Meteor H70, delivering extremely good blues-rock licks throughout as well as an excellent solo—without doubt the best on the album. Bill Wyman and Charlie Watts lay down the necessary groove, supported by overdubbed hand claps that are both very prominent in the mix and fearsomely efficient. As for Mick Jagger, the singer does not have to try too hard to bring out the secondary meaning of the lyrics. Compared to the Rufus Thomas version, the British quintet’s possesses a more aggressive and ostensibly rock ’n’ roll dynamic. All in all, one of the best tracks on the album.




The Rolling Stones performed “Walking the Dog” on the Australian show Big Beat ’65 on January 29, 1965. The two guitarists have changed their instruments: Brian Jones is playing his famous Vox “Teardrop” and Keith is on his Gibson Les Paul Standard.







FOR STONES ADDICTS


“Walking the Dog” was released in Australia in 1965 as the B-side of the single “Under the Boardwalk,” the Rolling Stones’ first number 1 in that country (for three consecutive weeks!).


















THE ROLLING STONES



Bye Bye Johnny


Money


You Better Move On
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EP


RELEASE DATE


United Kingdom: January 10, 1964 (other dates, such as January 16, 17, or 18 have also been suggested for its release)


Label: Decca


RECORD NUMBER: DECCA DFE 8560


















BYE BYE JOHNNY



Chuck Berry / 2:11


Musicians


Mick Jagger: vocals


Keith Richards: guitar lead, backing vocals


Brian Jones: rhythm guitar, backing vocals


Bill Wyman: bass


Charlie Watts: drums


Recorded


Decca Recording Studios, West Hampstead, London: August 8, 1963


Technical Team


Producer: Andrew Loog Oldham


Sound engineer(s): not identified


Genesis


After the success of “I Wanna Be Your Man,” which reached number 12 on the British charts, Decca and Andrew Loog Oldham wanted to test the Rolling Stones’ popularity. To this end they had the band record a four-track EP that they named The Rolling Stones. The first number was “Bye Bye Johnny” by Chuck Berry, recorded in 1960 for Berry’s album Rockin’ at the Hops and also released as a single with “Worried Life Blues” as the B-side. “Bye Bye Johnny” is a sequel to the celebrated “Johnny B. Goode,” which tells the story of a country boy and brilliant guitarist whose mother predicts he will be a star. In “Bye Bye Johnny,” the guitarist’s mother is the heroine. She is described putting her son on a Greyhound bus heading west, where he is to make motion pictures in Hollywood. She later receives a letter from Johnny, telling her that he has fallen in love and will return to the Southern states as soon as he has got married…


Production


The Stones’ version is far more dynamic than Chuck Berry’s. Keith launches right in, re-creating the original introduction note for note on his Harmony Meteor. His sound is pretty saturated, resulting no doubt from the Top Boost function on his new Vox AC30 guitar amp. He also plays the solo in the style of his American idol, acquitting himself extremely well. Brian, who had also recently acquired a Vox AC30, plays rhythm on his Gretsch. Unfortunately, he is too loud, impairing the overall balance to some degree. Bill is as nimble as ever on his fretless Dallas Tuxedo and combines with Charlie to form the same rock-solid rhythm section. Mick has no difficulty with the lead vocal and is supported by a highly enthusiastic, although unfortunately totally saturated, backing vocal. It should be said that Oldham, who was in charge of production, had not succeeded in mastering the art during the three months since he assumed the role for “Come On” on May 10. Hence the rather unmethodical ensemble and accelerations in tempo. During the first refrain, between 0:22 and 0:29, the group can be heard suddenly stepping on the gas.




FOR STONES ADDICTS


When the Rolling Stones recorded “Bye Bye Johnny,” the encounter on Dartford railway station between Mick Jagger and Keith Richards in October 1961 was no doubt still fresh in their minds. On that day Jagger was holding The Best of Muddy Waters and… Rockin’ at the Hops.


















MONEY



Berry Gordy / Janie Bradford / Barrett Strong / 2:33


Musicians


Mick Jagger: vocals, tambourine


Keith Richards: guitar, backing vocals


Brian Jones: harmonica, backing vocals


Bill Wyman: bass


Charlie Watts: drums


Recorded


De Lane Lea Studios, Kingsway, London: November 14, 1963


Technical Team


Producer: Eric Easton


Sound engineer(s): not identified


Genesis


From the time of Tamla Motown’s creation in 1959, Berry Gordy was able to rely on a solid team that included Smokey Robinson, Marvin Gaye, Barrett Strong, and Janie Bradford. The first hit for the Detroit record company was penned by Berry Gordy himself with Janie Bradford and Barrett Strong. This was the aptly named “Money (That’s What I Want).” It was recorded by Barrett Strong and released on the Tamla label in August 1959. The song rose to numbers 2 and 23 on the R&B and pop charts, respectively.


Long before entering the Rolling Stone list of 500 Greatest Songs of All Time (at number 288), there had already been numerous cover versions of “Money (That’s What I Want).” The Beatles recorded the song during the sessions for their second album, With the Beatles. Over the weeks that followed, it was the Rolling Stones’ turn to add it to their repertoire. This was at the instigation of Mick Jagger, who had purchased the single bearing the Motown name a little while before: “I can remember buying Barrett Strong’s Money, which was [a] really big R&B hit in America, but didn’t happen when it came out in England. When we saw that those things were popular, we said, ‘well, let’s do that.’ So we did.”24


Production


After attempting an initial version at the Decca Recording Studios on August 8, the Stones recorded another take on November 14, this time at De Lane Lea Studios. In the absence of Andrew Oldham, it was Eric Easton who looked after the production. The best that can be said of it is that the results leave something to be desired, especially in terms of recording quality. The sound is saturated, the instruments are difficult to distinguish, and Mick Jagger would have benefited from some adjusting in the coda. The Stones did not want to bring in Ian Stewart, who would have been able to play the riff on the piano, following Barrett Strong’s example, so Keith Richards plays it on the guitar, supported by Bill Wyman on bass. Brian Jones is on harmonica but his contribution is drowned out by the general noise. Jagger pulls out all the stops to bring the number off, but there is no getting around the fact that his performance is not up to the standard of Strong or Lennon. Easton was perhaps aiming for a “garage band” sound, but all the evidence is that he failed.




IN YOUR HEADPHONES


When Mick Jagger launches into the coda of “Money” at 2:05, the group adds an extra beat to the preceding bar. Is this an error or a deliberate effect?


















YOU BETTER MOVE ON



Arthur Alexander / 2:41


Musicians


Mick Jagger: vocals


Keith Richards: rhythm guitar


Brian Jones: acoustic guitar, backing vocals


Bill Wyman: bass, backing vocals


Charlie Watts: drums


Recorded


Decca Recording Studios, West Hampstead, London: August 8, 1963


Technical Team


Producer: Andrew Loog Oldham


Sound engineer(s): not identified


Genesis


The third number on the EP is titled “You Better Move On.” It was composed in 1961 by Arthur Alexander, and recorded in a modest shack rented by Rick Hall in Alabama that was to become the prestigious Fame Studios of Muscle Shoals. This song has inspired numerous cover versions, notably by the Hollies in the United Kingdom. The song’s protagonist refuses to heed the advice of “kind souls” who would have him believe that the woman he loves is not for him and that he ought to leave—the fruit of bitter personal experience for Arthur Alexander.


Production


By the time they recorded it during the session on August 8, 1963, the Rolling Stones had been performing “You Better Move On” for over a year. This was one of the first ballads to be cut by the group. It was also for this number that Brian got out his Harmony 6-string acoustic for the first time in the Stones’ recording history. Mick takes hold of Alexander’s lyrics and delivers a sensitive interpretation, intended to move the group’s audience of teenage girls. His voice is clearly doubled-tracked in the bridge, between 1:19 and 1:50. Bill takes it upon himself to play a lilting bass line but joins Brian, with plenty of reverb, on backing vocals, which are on the whole, pretty successful. An imperturbable Charlie marks the tempo on his ride cymbal while Keith plays rhythm on his Harmony Meteor. The result hit the mark in the United States. Oldham would never tire of congratulating himself on the successful marriage between his ideas and those of the group: “For a second time, the collision between my pop opportunism and the Stones’ R’n’B purity had ended amicably in a hit.”5 According to Roy Carr, a future contributor to the New Musical Express, if the number had been marketed as a single rather than as an EP, “It could have been their first UK No. 1.”1 “You Better Move On” was included in the album December’s Children (And Everybody’s) that was released in the United States on December 4, 1965.




FOR STONES ADDICTS


The bass line of “You Better Move On” was a major inspiration for Ben E. King and the Drifters on “Save the Last Dance for Me” (written by Doc Pomus and Mort Shuman).







“You Better Move On” was the song with which disc jockeys chose to promote the Stones’ EP.


















POISON IVY



Jerry Leiber / Mike Stoller / 2:06


Musicians


Mick Jagger: vocals, tambourine


Keith Richards: rhythm guitar


Brian Jones: rhythm guitar, backing vocals


Bill Wyman: bass, backing vocals


Charlie Watts: drums


Recorded


Decca Recording Studios, West Hampstead, London (first version): July 9 (or 15, according to some sources) / De Lane Lea Studios, Kingsway, London (definitive version): November 14, 1963


Technical Team


Producer: Eric Easton


Sound Engineer: not identified


Genesis


From “Hound Dog” to “Stand by Me,” Jerry Leiber and Mike Stoller’s songs have been performed by a huge number of artists, at the forefront of whom are Elvis Presley and doo-wop bands the Drifters and the Coasters. “Poison Ivy” was written by Leiber and Stoller in 1958. Recorded the following year by the Coasters, it climbed to number 1 on the R&B charts and number 7 on the pop charts. The heroine, Poison Ivy, is apparently the embodiment of the femme fatale. She is as attractive as she is dangerous: She’s pretty as a daisy, but late at night when you’re sleeping/Poison ivy comes a creeping all around. Jerry Leiber would later tell David Ritz that he had made Poison Ivy “a metaphor for a sexually transmitted disease.”22


Production


The “Poison Ivy” recording session on November 14, 1963, was not the group’s first experience with the song. They had already worked it up four months earlier, on July 9, 1963, for the B-side of a single that never saw the light of day. Dick Rowe of Decca asked Michael Barclay to “assist” Andrew Oldham. Barclay was an experienced producer who had been responsible, among other things, for the success of the doo-wop version of “What Do You Want to Make Those Eyes at Me For?” by Emile Ford & The Checkmates (1959–1960). According to Rowe, the recording was a disaster: “The Stones thought Mick was a fuddy-duddy; he thought they were mad.”23 The results were unsatisfactory. A few copies of the single were pressed, but were withdrawn from sale by Decca not long after.


Four months later, “Poison Ivy” was back on the menu. The Rolling Stones rerecorded it during the November 14 session, making a far better version than the first time around. The result was extremely well crafted, and Eric Easton’s production was in a different league than his work on “Money.” Brian and Keith’s guitars complement each other perfectly, Bill and Charlie provide extremely good rhythmic support—with Charlie wrapping up the number with a drum break on his Ludwig Super Classic—and Mick is in fine form (with plenty of reverb), carrying off this second version with conviction while at the same time playing a not particularly audible tambourine. He is supported by Bill and Brian’s backing vocals, which to some extent recalls the Beatles of the day.




FOR STONES ADDICTS


Several hundred copies of “Poison Ivy” / “Fortune Teller,” recorded in July 1963, were pressed before Decca decided to withdraw the single from sale. The two numbers would later be reunited on Saturday Club (1964), a BBC compilation that also included Dave Berry & The Crusaders, Jet Harris & Tony Meehan, and the Tornados…
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NOT FADE AWAY



Charles Hardin / Norman Petty / 1:48


SINGLE


Not Fade Away / Little by Little*


RELEASE DATE


United Kingdom: February 21, 1964


Label: Decca


RECORD NUMBER: DECCA F 11845


Musicians


Mick Jagger: vocals, hand claps, tambourine, maracas


Keith Richards: 12-string acoustic guitar, guitar solo


Brian Jones: harmonica


Bill Wyman: bass


Charlie Watts: drums


Recorded


Regent Sound Studios: January 10, 1964 (January 28 and February 4, according to some sources)


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


Recorded by Buddy Holly at the Norman Petty Studios in Clovis, New Mexico, on May 27, 1957, “Not Fade Away” was released the following October as the B-side of his single “Oh, Boy!” The song takes its rhythm from Bo Diddley—the logically named “Bo Diddley Beat,” or “Bo Diddley Sound”—that is a modern version of African American religious chants, the shouts that had their origins in the folk culture of West Africa. There is also a certain rhythmic affinity with the Cuban dance known as the habanera. A syncopated, hypnotic rhythm that corresponds perfectly to the idea of a love that “never dies.”


Although a cover, Andrew Loog Oldham has always considered “Not Fade Away” to be a Rolling Stones song, indeed the first by the Jagger-Richards songwriting partnership, for their arrangement. The A-side of their third single in the United Kingdom (with “Little by Little” as the B-side), “Not Fade Away” reached number 3 on the UK charts on February 27, 1964. It also opens side one of the American LP The Rolling Stones, England’s Newest Hit Makers (displacing “Mona,” track four on the British LP), which was released in April 1964.


Production


After listening to the Buddy Holly recording, Keith Richards immediately saw that “Not Fade Away” fit the Stones’ repertoire perfectly and that he would be able to transcend the original with a more aggressive, more accentuated riff. In truth, however, the person who really identified the number as a potential next single for the group was none other than Oldham himself. He explains in his memoirs: “[I] found Keith exactly where I’d left him that morning—fag in mouth, guitar on knee, singing bits of Buddy Holly’s ‘Not Fade Away.’”5 Suddenly, hearing Keith incorporate a riff that was far more “Bo Diddley” than anything on the original version, things fell into place for Oldham: “I heard our next record. I could actually hear the record in the room. The way he played it—you could hear the whole record. It was less pop more rock. It was a magical moment for me.”5


The recording took place at Regent Sound Studios on January 10. Other dates have also been mentioned by various sources, such as January 28 and February 4, when Phil Spector was present in the studio, but neither of these is confirmed by Bill Wyman, least of all the second: “It’s often said that we recorded ‘Not Fade Away’ at this session, with Phil Spector playing maracas, but Andrew used this as publicity, although he was more impressed than the media were.”1


According to Oldham, the take used as the basis for overdubbing took just twenty-five minutes. Keith, who had played the song numerous times at the apartment he shared with Mick and Oldham in Willesden, launches into the introduction on his Harmony 1270 12-string acoustic. The result is instant magic, providing a glimpse of the art of the riff that Richards would continue to hone throughout his career. Bill answers almost immediately with an E on his bass (at 0:05), which is the group’s signal. The machine lurches into action, and it could be said that “Not Fade Away” defines the true sound of the Rolling Stones for the very first time: the energy, the aggression, and the sensuality. Their version is far superior to Buddy Holly’s; the five English boys take hold of the number and give it an irresistible drive. Bill Wyman: “Buddy played it very lightly. We just got into it and put the Diddley beat up-front.”1 Charlie further accentuates the tribal aspect with his heavy, aggressive use of the toms. Brian contributes to the success of the number with an excellent harmonica accompaniment that shows off his exceptional mastery of the instrument. Mick, who double-tracks his own voice, gives one of his best vocal performances of 1964, delivering the lyrics perfectly. According to Bill Wyman, he also performs the hand claps and played the tambourine and maracas (again overdubbed). Finally, Keith adds an extremely successful overdubbed solo on his Harmony Meteor, which he shares with Brian on harmonica. One could almost view “Not Fade Away” as the real birth of the Stones, as the beginning of their true artistry.




Although Gene Pitney played no part in the recording of “Not Fade Away,” his name was used to help promote the single. The American singer was extremely popular in the United Kingdom at that time, in particular as a result of performing the songs from the films Town without Pity (1961) and The Man Who Shot Liberty Valance (1962). This is before he recorded the Jagger-Richards number “That Girl Belongs to Yesterday.”







FOR STONES ADDICTS


When the Rolling Stones recorded “Not Fade Away” in 1964, they had no idea that several years later Paul McCartney would buy up the Buddy Holly song catalog. Since then, every time this song is broadcast or sold, it is their pal from Liverpool who benefits from the publishing royalties!
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IT’S ALL OVER NOW



Bobby Womack / Shirley Womack / 3:30


SINGLE


It’s All Over Now / Good Times, Bad Times


RELEASE DATE


United Kingdom: June 26, 1964


Label: Decca


RECORD NUMBER: DECCA F 11934


Musicians


Mick Jagger: vocals, tambourine


Keith Richards: lead guitar, backing vocals


Brian Jones: rhythm guitar, backing vocals


Bill Wyman: bass


Charlie Watts: drums


Recorded


Chess Studios, Chicago: June 10, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Ron Malo


Genesis


In the mid-sixties, Murray the K was one of the most famous disc jockeys on the East Coast of the United States. Hosting a show on the New York radio station WINS (Ten-Ten WINS), he played a major role in the British Invasion. While referring to himself somewhat self-flatteringly as the “fifth Beatle,” he was also a fan of the Rolling Stones. Thus on June 1, the day the group arrived in New York, he played the five Londoners “It’s All Over Now,” which had been recorded some time previously by Bobby Womack’s group the Valentinos for SAR Records, the label founded by Sam Cooke (a producer as well as a singer-songwriter). Furthermore, Murray the K convinced the group to record the song themselves in order to widen their repertoire. It tells of a man who has stopped loving a woman because she has made him cry, a woman who has run around with every man in town.


“It’s All Over Now” was released in the United Kingdom (with “Good Times, Bad Times” as the B-side) on June 26, 1964, and reached number 1 on the charts on July 2. It was the Londoners’ first number 1 in their native country. The single was released in the United States on July 25, a little more than a month after they completed their first tour. “It’s All Over Now” peaked at number 26 on the Billboard charts on September 19.


Production


The session took place on June 10, 1964, in the studios of Chess Records, a veritable place of pilgrimage for the Rolling Stones, who had been invoking the names of Muddy Waters, Willie Dixon, and Howlin’ Wolf since the group’s earliest days. Keith recalls: “2120 South Michigan Avenue was hallowed ground—the headquarters of Chess Records in Chicago. We got there on a last-minute arrangement made by Andrew Oldham, at a moment when the first half of our first US tour seemed like a semidisaster.”2


In charge of the session was Ron Malo, Chess’s revered sound engineer, who had been responsible for the success of Bo Diddley, Chuck Berry, Muddy Waters, Howlin’ Wolf, and Etta James…


It is immediately apparent that the recording quality has been raised to a new level. All the instruments can be heard, and in particular Jagger’s voice sounds like never before. His delivery of the lyrics and the texture of his voice are finally shown off to their best advantage. Compared to the Valentinos’ version, that of the British band sounds determinedly both more blues and more rock, but also with a country feel that did not go unnoticed in the US. “We didn’t think it sounded country & western until we read it,”1 states Bill Wyman. The two-guitar introduction immediately commands attention. Keith, who was now playing his new Epiphone Casino, and Brian, faithful to his Gretsch Anniversary, obtain a swampy sound thanks to the reverb added by the studio’s fender amps. This introduction with its weaving guitars is typical of the Stones’ sound. Charlie used the studio’s Ludwig drum kit (his bass drum can be heard clearly for the first time!) and he is supported by Bill with his Framus Star bass plugged directly into the console (no distortion in the bass). Mick taps out the beat on a tambourine (no doubt overdubbed) and is accompanied in the refrains by Keith and Brian on backing vocals, with Mick and Keith sharing a refrain for the first time. It is Keith who delivers the solo, which John Lennon told Keith he didn’t like: “John could be quite direct. The only rude thing I remember him saying to me was about my solo in the middle of ‘It’s All Over Now.’ He thought it was a crap. Maybe he got out the wrong side of the bed that day. OK, it certainly could have been better.”2 Finally, in the coda, Brian can be heard marking the rhythm with thunderous chords on the guitar, still with plenty of reverb. The result is a triumph.




FOR STONES ADDICTS


On November 5, 1964, the Stones made their first appearance on French television in the series Quoi de Neuf? On the show they encountered a small hitch while lip-synching to “It’s All Over Now.” Neither of the two guitarists had a strap on his instrument and they were forced to keep lifting their guitars up… What’s more, Brian Jones seems not even to have had any strings to play! It is assumed that their own guitars were not available and that the French television station had lent them a couple without being made aware of the problem…







Bobby Womack is said to have asked his manager to intervene to get the Stones to record “It’s All Over Now.” He subsequently claimed to hate their version before coming to appreciate—and to greatly appreciate—the level of royalties.
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GOOD TIMES, BAD TIMES



Mick Jagger / Keith Richards / 2:30


SINGLE


It’s All Over Now / Good Times, Bad Times


RELEASE DATE


United Kingdom: June 26, 1964


Label: Decca


RECORD NUMBER: F 11934


Musicians


Mick Jagger: vocals


Keith Richards: 12-string acoustic guitar


Brian Jones: harmonica


Bill Wyman: bass (?)


Charlie Watts: drums


Recorded


Regent Sound Studios: February 24–25, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


“Good Times, Bad Times” is one of the first songs to be written by Mick Jagger and Keith Richards—at Andrew Oldham’s urging. In terms of both the lyrics and the music, it was written under the influence of the black American bluesmen. A love affair is made up of good and bad times, sings Jagger, adding that in spite of the hard times… there’s gotta be trust in this world.


Production


This stripped-down ballad, dominated by Keith Richards’s Harmony 1270 12-string, has a strong acoustic blues feel. The use of this instrument works well, with great licks that are reminiscent of Blind Willie McTell and Leadbelly. Keith is accompanied on the harmonica by Brian Jones, who plays with his customary excellence. It is difficult to hear the bass, but this is possibly because Bill Wyman is playing with deliberate understatement. Charlie Watts has chosen to confine himself to the bass drum, but occasionally lacks a certain precision in his placing of the beat (listen from 0:54). Finally, Mick Jagger delivers the lyrics with a combination of feeling and restraint, and the ample reverb on his voice reinforces the blues side of the ballad. It is a good number, and an homage to the musicians the writers especially admire. “Good Times, Bad Times” figures on various albums, notably 12x5 (October 1964). It is a shame the song has virtually never been covered by other artists.




Led Zeppelin open their eponymous first album with a track titled “Good Times, Bad Times” but this is credited to Page, Jones, and Bonham, and has nothing to do with the Stones number of the same name.


















FIVE BY FIVE



If You Need Me


Empty Heart


2120 South Michigan Avenue


Confessin’ The Blues


Around And Around




EP


RELEASE DATE


United Kingdom: August 14, 1964


Label: Decca


RECORD NUMBER: DECCA DFE 8590


















IF YOU NEED ME



Wilson Pickett / Robert Bateman / Sonny Sanders / 2:05


Musicians


Mick Jagger: vocals, tambourine


Keith Richards: rhythm guitar, backing vocals (?)


Brian Jones: rhythm guitar, backing vocals (?)


Bill Wyman: bass, backing vocals (?)


Charlie Watts: drums


Ian Stewart: organ


Recorded


Chess Studios, Chicago: June 11, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Ron Malo


Genesis


“If You Need Me” is a song written in 1963 by Wilson Pickett, the producer Robert Bateman (co-writer of the Marvelettes’ “Please Mr. Postman”), and Sonny Sanders. After recording a demo, Pickett sent it to Jerry Wexler, the charismatic producer at Atlantic Records. Wexler instantly fell for the melody and characteristic rhythm of the soul ballad and asked Solomon Burke to record it. The “King of Rock ’n’ Soul,” as he was later nicknamed, transformed it into one of the biggest hits of his career, taking it to number 2 on the R&B charts. There was nothing Wilson Pickett could do but weep. Or almost nothing… what he actually did was record his own version of the song, which was the first release by Lloyd Price’s label, Double L Records, although he was not able to progress beyond number 30 on the R&B charts with his own song!


Production


In June 1964, it was the Rolling Stones’ turn to record “If You Need Me”—at the prestigious Chess Studios in Chicago. The cover by the six Brits is substantially more energetic than the versions by either Solomon Burke or even Wilson Pickett. It is Ian Stewart who sets the tone on a Hammond B-3 organ with a sound and style of playing that are simultaneously blues and gospel. He is supported by the guitars of Keith Richards and Brian Jones: the one arpeggiating the chords as in any self-respecting ballad, the other strumming more discreetly. Mick Jagger’s vocals respect the gospel feel of the number, and he also incorporates the “sermon” (between 1:00 and 1:28) that is an indispensable component of the gospel genre, while at the same time infusing the song with a rock ’n’ roll drive that brings the whole thing alive. Jagger is supported by a second voice, probably Keith, who in turn is joined in the vocal harmonies (during the sermon) by Brian or Bill. Finally, Charlie’s drumming is impeccable, laying down a discreetly swinging groove while at the same time providing Bill with a platform for a solid bass line. The overall sound is concise, direct, and entrancing, thanks to the magic of Chess and Ron Malo.















EMPTY HEART



Nanker Phelge / 2:39


Musicians


Mick Jagger: vocals, tambourine


Keith Richards: lead guitar, backing vocals


Brian Jones: rhythm guitar, harmonica, backing vocals (?)


Bill Wyman: bass


Charlie Watts: drums


Ian Stewart: organ


Recorded


Chess Studios, Chicago: June 11, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound engineer: Ron Malo


Genesis


Whereas “If You Need Me” is infused with the soul of the South, “Empty Heart” has the unmistakable feel of modern blues, in particular the kind created at Chess Studios. Mick Jagger plays the role of a tenderhearted romantic for whom life without love is meaningless: Well you’ve been my lover for a long long time/Well you left me all alone and end my time, he sings.


Production


“Empty Heart” was recorded during the Rolling Stones’ second session at Chess Studios, the day after “It’s All Over Now.” The song was created by the six members of the group, which explains why it is credited to Nanker Phelge. It is more of an improvisation than a number with well-defined refrains and verses. But the results are explosive. The atmosphere of “Empty Heart” derives first and foremost from Brian Jones’s (probably overdubbed) harmonica with ample reverb. This too is reminiscent of the great names who worked with Chess Records, in particular Sonny Boy Williamson (Alex Miller), who was responsible for dozens of hits for the Chicago label (including “Don’t Start Me Talkin’,” “Your Funeral & My Trial,” and “Let Your Conscience Be Your Guide”) before going on to record with the Yardbirds and the Animals. Brian is also responsible for the superb introduction, in which he gives his Gretsch ample vibrato in true Bo Diddley style. Keith plays lead on his Epiphone, delivering distinctly blues-rock licks that literally electrify the number. Significant character is added by an unusual drum part from Charlie in which the ride cymbal plays a very prominent role and the snare drum marks the fourth beat of the bar. Supported by Bill’s bass, the rhythm section is nothing other than a metronomically precise locomotive. Ian has again been called upon to make a discreet but indispensable contribution on the Hammond organ. And Mick delivers an excellent vocal performance, seconded by the incredible Keith (and probably Brian too), who launches into a distinctly gospel falsetto (at 0:41 and 1:42). All in all, “Empty Heart” is a very good, impressively produced number that shows the Stones progressing in leaps and bounds since their arrival in the United States. The song went on to be covered many times, notably by MC5 in 1972 and by the Grateful Dead in 1966.




FOR STONES ADDICTS


The Rolling Stones played “Empty Heart” live throughout 1964 before removing it from their set lists.


















2120 SOUTH MICHIGAN AVENUE



Nanker Phelge / 2:10


Musicians


Mick Jagger: tambourine


Keith Richards: guitar


Brian Jones: harmonica


Bill Wyman: bass


Charlie Watts: drums


Ian Stewart: organ


Recorded


Chess Studios, Chicago: June 11, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Ron Malo


Genesis


“2120 South Michigan Avenue” clearly refers to the address of Chess Studios and Chess Records in Chicago, founded by Leonard Chess in 1947 as Aristocrat before being renamed in 1950, when Phil joined his brother Leonard in the crazy enterprise. It must surely have taken an inordinate love of the blues on the part of these two Jews from Poland, as well as a distinctly reckless streak, for them to commit themselves to the promotion of a musical style that up to that time had been of sole interest to the African American community, a community that was poor, despite its overwhelming majority, and subject to the implacable laws of racial segregation. Who could have imagined that a decade later, Muddy Waters, Willie Dixon, Howlin’ Wolf, and Chuck Berry would have become the mentors of the baby boomers of aged, prudish England, the architects of an incredible musical revolution?


Production


“I played the bass riff for 2120 South Michigan Avenue and then everyone picked up on it. It was credited to Nanker Phelge.”1 The number was effectively structured around this very good bass line played by Bill on his Framus Star, whose sound is mildly saturated (probably through the mixing desk because he was not using a guitar amp). “2120 South Michigan Avenue” is an instrumental in which Mick contents himself with playing the tambourine. Keith plays rhythm guitar on his Epiphone Casino, and Brian gives an excellent harmonica solo with abundant reverb. It has to be acknowledged that this harmonica provides the number with all its interest (other than the riff). Stu is again part of the setup, showing what he is capable of on the B-3 and thereby contributing that very particular sound which was so characteristic of the sixties. Ron Malo remembers that they recorded quickly because Muddy Waters had just stopped by at the studio: “So Muddy came in and they did a couple of his things. So they did this tune they wanted to dedicate to Muddy and for lack of a better title, the tune became 2120 South Michigan Avenue—Muddy Waters Was There and dedicated it to Muddy Waters.”25 Bill Wyman denies the rumor that Muddy Waters took part in the session: “It has been said that he played guitar towards the end of the track. Not true. He did not play with us in the Chess Studios—not that we would have minded.”1




COVER


2120 South Michigan Avenue is also the name of an album released by George Thorogood & The Destroyers in 2011, which includes a very good cover of the Stones’ number.







FOR STONES ADDICTS


There are two versions of “2120 South Michigan Avenue.” The version on 12x5 lasts for 3:39. The one on the EP has been cut to 2:10. On the long version, Keith plays a guitar solo in which he shows no sign of being intimidated by the presence of the master, Muddy Waters.


















CONFESSIN’ THE BLUES



Jay McShann / Walter Brown / 2:51


Musicians


Mick Jagger: vocals, harmonica


Keith Richards: lead guitar


Brian Jones: rhythm guitar


Bill Wyman: bass


Charlie Watts: drums


Ian Stewart: piano


Recorded


Chess Studios, Chicago: June 11, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Ron Malo


Genesis


The pianist and singer Jay McShann was one of the mainstays of the musical scene in Kansas City, where a form of swing jazz developed in the thirties that had its roots firmly in the blues tradition. His band is also famous for numbering Charlie Parker, the inaugurator of the bebop aesthetic, as well as tenor saxophonist Ben Webster and the singer Walter Brown among its musicians. The latter was the archetypal blues shouter. He recorded “Confessin’ the Blues” with Jay McShann’s band in Dallas, Texas, on April 30, 1941, and this went on to become one of the great blues standards.


Production


For their recording of “Confessin’ the Blues” (the fourth number on the EP) at Chess Studios, the Rolling Stones took their inspiration not so much from the original version by Jay McShann and Walter Brown, or even from Chuck Berry’s version, as from Little Walter’s 1958 recording of the song for the Checker label (a subsidiary of Chess). The British group have slowed the tempo considerably, resulting in a wonderful blues number whose impact has been augmented by the talented Ron Malo, the sound engineer who provided the Stones with access to the sound of their idols. The two guitars launch straight in. The sound is raucous, with Keith, on lead, carving out weighty phrases on his Epiphone while Brian provides a steady rhythm on his Gretsch. As well as singing, Mick also (almost certainly) plays the harmonica, the true heart of the song, his playing skillfully bathed in reverb by Ron Malo. This time, Stu plays an excellent boogie-woogie piano that has perhaps been mixed down a little too much. With this cover of “Confessin’ the Blues,” which they had been playing since the early days, the Stones manage to get close to the sound and caliber of all the great names that preceded them at this place. Chess was a key stage in the group’s development, and “Confessin’ the Blues” was included on the album 12x5, released in the United States in October 1964.















AROUND AND AROUND



Chuck Berry / 3:05


Musicians


Mick Jagger: vocals


Keith Richards: lead guitar


Brian Jones: rhythm guitar


Bill Wyman: bass


Charlie Watts: drums


Ian Stewart: piano


Recorded


Chess Studios, Chicago: June 11, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Ron Malo


Genesis


In his autobiography,16 Chuck Berry explains that “Around and Around” came to him during a jam session during a final rehearsal before going onstage: “One of the riffs we struck upon never left my memory and I waxed in the tune with words about a dance hall that stayed open a little overtime.” And the music pioneer explains how he preferred to use the phrase ’til the moon went down to ’til the early morning. “Around and Around” was chosen as the B-side for “Johnny B. Goode,” released by Chess Records in March 1958.


Production


What else could the Rolling Stones do at Chess Studios but pay homage to Chuck Berry, whose mantle they claimed to be taking up? There was nothing random about their choice of “Around and Around.” The number had been part of the Little Boy Blue and the Blue Boys’ repertoire since 1962. Mick Jagger, Keith Richards, Dick Taylor, Bob Beckwith, and Allen Etherington had even recorded it (the very first recording in the career of the Rolling Stones!) and sent the tape to Alexis Korner.


In barely two years, the Stones had achieved the feat of recording “Around and Around” in the very same studios where its creator had made so many immortal masterpieces. Keith Richards leads in with Berry’s unforgettable riff. The Stones are at ease and self-assured. Their version is nothing less than a lesson in rock ’n’ roll, in which each band member dedicates himself to rocking to the max. Keith Richards carves out the lion’s share for himself with a superb guitar part that clearly resembles the original, while at the same time allowing his own unmistakable style to shine through. He is utterly at one with his Epiphone Casino. Keith is supported by Brian Jones—of whom it can never be overstated what an extraordinary rhythm guitarist he was—on his Gretsch. Ian Stewart plays a superb piano part that demonstrates how essential he was to the group, while Bill Wyman and Charlie Watts work as a veritable rhythm machine. Finally Mick Jagger, in magnificent form, puts the icing on the cake with a highly controlled performance (perhaps even a little too controlled). Chuck Berry, who was present in the studios, is supposed to have said: “Swing on, gentlemen, you are sounding most well, if I may say so.”1 History does not record whether he was talking about “Around and Around” or some other number…




FOR STONES ADDICTS


On October 28 and 29, 1964, the Stones took part in the Teen Age Music International (TAMI) Show alongside the likes of James Brown, the Supremes, the Beach Boys, Chuck Berry, and Gerry and the Pacemakers. They opened their performance with… “Around and Around.” Incidentally, Chuck Berry did extremely well, with no less than six of his songs performed during the course of TAMI.
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CONGRATULATIONS



Mick Jagger / Keith Richards / 2:28


SINGLE (US)


Time Is on My Side* / Congratulations


RELEASE DATE


United States: September 26, 1964


Label: London Records


RECORD NUMBER: LONDON RECORDS 45-LON9708* (SEE P. 80)


Musicians


Mick Jagger: vocals


Keith Richards: 12-string acoustic guitar, backing vocals


Brian Jones: rhythm guitar, backing vocals (?)


Bill Wyman: bass


Charlie Watts: drums


Recorded


Regent Sound Studios: May 12, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


“Congratulations” was one of the first ballads written by Mick Jagger and Keith Richards, possibly during the session on May 12, 1964, at Regent Sound Studios. Although it lacks the emotional power of the future “Play with Fire” and “Lady Jane,” it gives a hint of the duo’s taste for mockery and even cynicism. The congratulations in question are addressed by the songwriters to a master in the art of breaking hearts who sows nothing but sadness around him.


Production


“Congratulations” is thus a ballad whose tone is pretty bleak, and this is possibly why Decca and Oldham did not feel it was appropriate to offer it to the British public. With its somewhat muddled and untidy sound, the production cannot be counted among Oldham’s finest. Charlie Watts introduces the number with a tom break. Keith Richards immediately joins him on his Harmony 1270 12-string that gives the number its color. He even plays a solo, albeit not a particularly unforgettable one, on this instrument (1:38). Brian Jones accompanies him with distinctly fifties-sounding licks on his Gretsch (and a wrong note at 2:07!). Indeed the whole feel is reminiscent of the fifties, with Bill Wyman using a plectrum on his bass (no doubt his Framus), which is given plenty of reverb, as are Charlie’s drums. Mick Jagger whispers the ballad with emotion but a certain lack of conviction, while Keith (and possibly Brian?) provide vocal harmonies. “Congratulations” gives the impression of being a demo rather than a final version; the rhythmic ensemble is no more than average and the bridge is too predictable. This song is another surprising demonstration of the emphatically pop flavor and ballad style of the early Jagger-Richards compositions. The blues comes to the fore in their writing no more than rock.


Forming the B-side of the single “Time Is on My Side,” which was released in the United States on September 26, 1964, “Congratulations” can also be found between “Under the Boardwalk” and “Grown Up Wrong” on the album 12x5, released in the United States on October 17, 1964. It was another nine years before “Congratulations” appeared on an album in the UK, and then only on the compilation No Stone Unturned, which was released in the United Kingdom in October 1973.




The word “Congratulations” was misspelled on the album 12x5, where it was printed as “Congradulations.” It was not until the album was released on CD that the mistake was corrected.







COVERS


Denied the opportunity to listen to a recording of “Congratulations” by the Rolling Stones, the British public were nonetheless able to fall back on a pop cover of the Jagger-Richards composition recorded by the little-known group West Five in 1965.
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LITTLE RED ROOSTER



Willie Dixon / 3:06


SINGLE


Little Red Rooster / Off the Hook


RELEASE DATE


United Kingdom: November 13, 1964*


Label: Decca


RECORD NUMBER: DECCA F 12014* OFF THE HOOK [(SEE P. 88)


Musicians


Mick Jagger: vocals


Keith Richards: acoustic rhythm guitar


Brian Jones: slide guitar, harmonica


Bill Wyman: bass


Charlie Watts: drums


Recorded


Regent Sound Studios: September 2–3 (?), 1964


Technical Team


Producers: Andrew Loog Oldham


Sound Engineer: Bill Farley


Genesis


When writing “Little Red Rooster,” Willie Dixon drew on the work of the pioneers of country blues such as Charley Patton and Memphis Minnie, who had recorded “Banty Rooster Blues” (1929) and “If You See My Rooster” (1936), respectively, and even Blind Lemon Jefferson, who gave the world the provocative “Black Snake Moan” in 1927. Like his illustrious predecessors, Dixon handles the double entendre with consummate skill: I am the little red rooster… Keep everything in the farm yard upset in every way… Ain’t had no peace in the farm yard/Since my little red rooster’s been gone. The sexual metaphor is clear…


“Little Red Rooster” was recorded by Howlin’ Wolf, accompanied by Hubert Sumlin (guitar), Johnny Jones (piano), Willie Dixon (double bass), Sam Lay (drums), and possibly Jimmy Rogers (guitar), in June 1961. It was released as a single with “Shake for Me” in October 1961 and appeared on the album Howlin’ Wolf the following year. Although it failed to chart, this did not prevent it from becoming a modern blues standard covered by legions of performers from Sam Cooke to… the Rolling Stones.


Production


Andrew Loog Oldham was not keen on the idea of recording “Little Red Rooster” at the very moment his protégés were starting to free themselves from the hold of Chicago blues with singles such as “Tell Me” and “It’s All Over Now.” “Andrew didn’t want us to do it. He wanted us to do some more pop-oriented song,”26 claimed Bill Wyman in 1978. The Stones, however, held their ground—and were right to do so. “We were getting no-no’s from the record company, management, everyone else,” writes Keith Richards, “but we felt we were on a crest of a wave and we could push it. It was almost in defiance of pop.”2


The Rolling Stones’ version is a masterpiece. It is sometimes said that Mick, Keith, Bill, and Charlie recorded their parts on September 2, 1964, and that Brian Jones overdubbed his guitar the following day. But photographs taken during the session prove that Brian Jones was very much present in the studio and recording with his friends that day. Moreover, it was nothing short of a veritable bravura moment for the founder of the Rolling Stones, the sensuality of whose slide guitar playing admirably underscores Jagger’s vocals (The dogs begin to bark, hounds begin to howl), while at the same time expressing his profound attachment to the African American idiom. Brian plays one of Keith’s brand-new guitars, a superb white Fender Telecaster, not, as some people suggest, with open G tuning, but with standard tuning, as demonstrated by various videos from the time. Furthermore, in 1964 open tuning was not very common in the United Kingdom, and the Stones did not start to use it until the album Beggars Banquet (1968). With the bottleneck on his little finger, Brian delivers an excellent slide guitar, doubtless one of his best. He is accompanied by Keith on rhythm, who is using his new 6-string acoustic for the first time, a Framus Jumbo that has replaced his Harmony. It is noticeable that Bill’s bass sounds like a double bass. It seems that Keith is doubling it on his guitar, his bottom E string no doubt tuned down several tones for the purpose. Charlie’s snare drum sound is curious too. He is definitely using brushes, but the result sounds as if it is being doubled by Latin percussion. Credit for the (overdubbed) harmonica part also goes to Brian, even though television broadcasts of the day show Jagger on harmonica. Either way, the quality of the playing is beyond dispute. Moreover, the production lives up to the group’s performance, with excellent sound engineering by Bill Farley.


By the time the Stones’ cover of “Little Red Rooster” (with “Off the Hook” as the B-side) was released on November 13, 1964, some 200,000 fans had preordered the single. By December 9, it had reached number 1 on the UK singles chart, their second top placing following “It’s All Over Now” in July. Brian Jones had thus achieved his objective of getting the blues to the summit of the British hit parade. Moreover, “Little Red Rooster” was one of the Rolling Stones recordings best loved by the Stones themselves. In the United States, by contrast, it was decided not to release the single because the earlier versions of “Little Red Rooster” had been banned from the airwaves on account of their strong sexual connotations. The group nevertheless took every opportunity that came along to perform it on television, notably in May 1965 on The Ed Sullivan Show, Shindig! (with Howlin’ Wolf on as well!), and Shivaree. Between 1964 and 2003, “Little Red Rooster” was regularly included in the band’s set lists for its world tours. In his autobiography Life, Keith Richards would later describe the impact the record had on the US public: “… suddenly Muddy and Howlin’ Wolf and Buddy Guy are getting gigs and working. It was a breakthrough. And the record got to number one. And I’m absolutely sure what we were doing made Berry Gordy at Motown capable of pushing his stuff elsewhere, and it certainly rejuvenated Chicago blues as well.”2















THE ROLLING STONES NO.2



Everybody Needs Somebody To Love


Down Home Girl


You Can’t Catch Me


Time Is On My Side


What A Shame


Grown Up Wrong


Down The Road Apiece


Under The Boardwalk


I Can’t Be Satisfied


Pain In My Heart


Off The Hook


Susie Q




UNITED STATES RELEASE: (FEBRUARY 13, 1965)


Everybody Needs Somebody To Love / Down Home Girl / You Can’t Catch Me / Heart Of Stone / What A Shame / I Need You Baby (Mona) / Down The Road Apiece / Off The Hook / Pain In My Heart / Oh Baby (We Got A Good Thing Goin’) / Little Red Rooster / Surprise, Surprise.







UNITED STATES RELEASE: (OCTOBER 17, 1964)


Around And Around / Confessin’ The Blues / Empty Heart / Time Is On My Side (Mono Version 1, Organ Intro) / Good Times, Bad Times / It’s All Over Now / 2120 South Michigan Avenue / Under The Boardwalk / Congratulations / Grown Up Wrong / If You Need Me / Susie Q.







ALBUM


RELEASE DATE


United Kingdom: January 15, 1965


Label: Decca


RECORD NUMBER: LK 4661


Number 1 for 10 weeks


















THE ROLLING STONES NO. 2: THE SECOND ALBUM FROM THE MOST AMERICAN OF BRITISH GROUPS


On June 1, 1964, the Rolling Stones took off from London for their first tour of the United States. If the “bad boy” image skillfully cultivated by Andrew Oldham had intrigued or seduced the several hundred fans who greeted them at John F. Kennedy Airport, the establishment and certain sections of the entertainment world seemed little disposed to extend a warm welcome to the group. During their appearance on the Hollywood Palace TV show on June 3, for example, Dean Martin treated them to his usual pithy turn of phrase aimed at raising a laugh among the crowds, joking about their hair not being long: “They just have low foreheads and high eyebrows.”27 He then added: “That’s the father of the Rolling Stones. He’s been trying to kill himself ever since,”27 referring to a trampoline artiste who was also a guest on the show.


Organized from London by Eric Easton, the tour that kicked off in San Bernardino, California, on June 5 and ended with two shows at Carnegie Hall in New York on June 20 was a partial success: the band triumphed on the West and East Coasts, but flopped completely in San Antonio, Texas, where the audience reserved their applause for the local groups and loudly booed the five Londoners.


The Rolling Stones would nevertheless return to the United States a few months later for a second tour: thirteen dates and eleven cities including Sacramento, California, and Chicago, Illinois, between October 24 and November 15. According to Charlie Watts, “America was a joke when we arrived, but by the time we left we had an audience and by the time we came back we had made a hit record. It was all uphill, but the audience grew every time.”9


The Album


Produced by Andrew Loog Oldham, The Rolling Stones No. 2 was released in the United Kingdom on January 15, 1965, in other words three months after 12x5 (October 16, 1964—or October 24 according to some sources) and a month before The Rolling Stones, Now! (February 13, 1965), two LPs that were aimed exclusively at the US market. It marked a distinct development from the Stones’ previous album in that it includes three of the early songs composed by Mick Jagger and Keith Richards, who were pushed into writing by Andrew Oldham: “What a Shame,” “Grown Up Wrong,” and “Off the Hook.” Musically, this LP nevertheless sounds like a logical follow-up to the previous one. Like its predecessor, it is another reworking of modern blues and black rock ’n’ roll, and in particular of Muddy Waters and Chuck Berry (Chess Studios having played a not insignificant role in this). At the same time, however, it is possible to detect, on the part of the five Londoners, a desire to explore new musical avenues: soul in “Everybody Needs Somebody to Love,” “Time Is on My Side,” and “Pain in My Heart,” and swamp blues in “Susie Q.” Furthermore, with this second album, Mick Jagger confirmed that he was capable of adapting to any style, and Brian Jones and Keith Richards, supported by a rhythm section of rare efficiency, revealed themselves to be truly complementary and compatible guitarists, the alchemists of a blues rock of outstanding sensual intensity.


The Rolling Stones No. 2 was an enormous success from day one in the United Kingdom. It was number 1 for ten weeks and remained on the charts for thirty-seven consecutive weeks. The critics were also enthusiastic, even in Liverpool, where the Mersey Beat announced on January 16, 1965: “It’s a very fine LP, with the Stones well into their rootsy, true R&B style, with no concessions made to commercialism or the hit-parade. There’s a fantastic atmosphere to most tracks and this helps the group to sound more live than on any previous record.”1 Half a million copies were sold throughout the world, 400,000 in the United Kingdom alone.


The Album Cover


The cover photograph is identical to that used for the US album 12x5, with the only difference that neither the name of the group nor the title of the album (an idea that began with the first LP) appears on it. This photograph takes the form of a close-up of the five members of the group against a blue background that grows progressively darker from left to right. Charlie Watts at the center and Brian Jones on the right are both wearing ties, which comes as something of a surprise. Keith Richards is in the foreground and Bill Wyman is on the left. Mick Jagger, with his collar unbuttoned, is at the back on the left. The photo was taken by David Bailey, a photographer who came to attention through his work in Vogue magazine and made a name for himself immortalizing “swinging London.” He was already a close friend of Mick Jagger by this time and explains that he positioned Mick deliberately because he did not want the others to think he had received special treatment as a personal friend.9 On the back are black-and-white portraits of the five Rolling Stones accompanied by a long and controversial text by Andrew Loog Oldham. Constantly on the lookout for new ways of attracting publicity, the group’s manager encourages potential buyers who are too hard up to buy the record to go and knock a blind man on the head and steal his wallet. In January 1965, a certain Mrs. Gwen Matthews, secretary of the Bournemouth Blind Aid Association, made a complaint. The matter was debated two months later in the House of Lords. Decca, sensing that trouble lay ahead, took preemptive action by removing the incriminating text from subsequent pressings and stickered the copies awaiting sale. Bill Wyman observes that “When you read Oldham’s sleeve notes you certainly realize that he was on another planet.”1


The Recording


Seven of the twelve tracks on the second album by the Rolling Stones—as well as their first number 1 hit “It’s All Over Now”—were recorded in the United States during their US tours. This was unprecedented for a British group. They completed the record in seven sessions: three at the legendary Chess Studios in Chicago (June 10–11 and November 8), one at the prestigious RCA Studios in Hollywood (November 2), and three at the Regent Sound Studios in London (September 2 and 28–29), which they now knew like the back of their hands. The group’s sound is rich and diverse, and, paradoxically, this varied sound quality enabled them to discover their sonic identity.


The first sessions were held in Chicago on June 10 and 11, 1964. Chess Studios enjoyed a mythical status among blues lovers, and Keith Richards recalls: “There in the perfect sound studio, in the room where everything we’d listened to was made, perhaps out of relief or just the fact that people like Buddy Guy, Chuck Berry and Willie Dixon were wandering in and out, we recorded fourteen tracks in two days.”2 These fourteen numbers included the single “It’s All Over Now” (released in the UK on June 26 and in the US on July 25), and two songs that were included on The Rolling Stones No. 2: “I Can’t Be Satisfied” and “Down the Road Apiece.” The London quintet returned to Chess during their second US tour of 1964, on November 8, and recorded another seven numbers including, it has been claimed, a version of “Little Red Rooster” in the presence of Willie Dixon himself (although this story has never been confirmed), “Time Is on My Side,” and “What a Shame.” Chess is also a particular sound, one of whose architects was Ron Malo, the extraordinary sound engineer who would work with numerous artists during his career including Buddy Rich, Ahmad Jamal, Bo Diddley, Muddy Waters, Chuck Berry. Ron Malo provided the Rolling Stones with the opportunity to sound like their idols. Malo would later maintain that he had no difficulty getting things right: “I didn’t have to work to get a sound. It was simple to set up, very simple microphoning.”28 And he was the de facto producer of the record in collaboration with the group. Mick Jagger confirmed this in 1968: “[Andrew] didn’t know anything about blues. The cat who really got it together was Ron Malo.”29 All the more so as Oldham, according to Ian Stewart, was reluctant to record at Chess. “It was done very much against Andrew’s wishes,”1 he would later claim.


A few days earlier, on November 2, the Stones had cut six numbers in the enormous Studio A at the RCA Studios in Hollywood. Of these, “Everybody Needs Somebody to Love,” “Down Home Girl,” and “Pain in My Heart” were also selected for the second album. It was through Phil Spector’s favorite arranger, Jack Nitzsche, that the British band came to work with David Hassinger, one of RCA’s best sound engineers. Hassinger went on to record numerous artists during the course of his career, notably Jefferson Airplane, Sam Cooke, and the Byrds. In 1969 he bought the studios of a small label called Moonglow Records. Renamed the Sound Factory, these studios eventually became one of the most renowned recording venues in the United States. For his part, Jack Nitzsche, who had taken a liking to the Stones at the TAMI Show in October 1964 (he was directing the house band), contributed piano parts to the album recordings made during the RCA sessions. He was the very first musician from outside the band to do this, although there would be many more over the coming years.


As for the other five tracks on the album, they were all recorded at Regent Sound Studios in London with the faithful Bill Farley at the controls: “Off the Hook” and “Under the Boardwalk” on September 2, and “Grown Up Wrong,” “You Can’t Catch Me,” and “Susie Q” on September 28–29.


Technical Details


Due to the rarity of studio photographs and eyewitness accounts, the equipment used to record the Rolling Stones in 1964 is relatively difficult to identify. What is known is that Bill Farley used an AKD C12 microphone to capture Mick Jagger’s voice and Neumann U67s for the guitar amps. Ron Malo is thought to have used a Universal Audio 610 console at Chess while also benefiting from an amazing echo chamber made by Putnam & Co. (one of the jewels in the Chess Studios crown), while David Hassinger used a Neve console and Neumann M49, RCA 77-DX, RCA 44-BX, and Shure mics.


The Instruments


The Rolling Stones invested in some new musical instruments in order to make this second album. Richards abandoned his Harmony Meteor H70 in favor of an Epiphone Casino, a Gibson Les Paul dating from 1959, a white Fender Telecaster (that only Brian would use while recording), and a Framus Jumbo 5/97 6-string acoustic. Brian Jones retained his Gretsch G6118 Anniversary, but at the beginning of July acquired a superb Vox MKIII, a model that was immediately nicknamed the “Teardrop.” The guitarists plugged into Fender Showman and Fender Concert amps. Bill Wyman continued to play his Framus Star bass, occasionally using a Fender 6-string bass at the RCA Studios. He used Vox Foundation and Fender Bassman amps and occasionally plugged directly into the console. Charlie Watts used a house Ludwig drum kit at Chess, while remaining faithful to his own Ludwig “Oyster Blue Pearl” for the other sessions. Mick Jagger and Brian Jones used Hohner Echo Super Vamper harmonicas. As for Ian Stewart, the Stones’ keyboardist played a Hammond B-3 organ and a Steinway piano. Finally, numerous percussion instruments including tambourine, güiro, castanets, and triangle were also used on the recordings.




FOR STONES ADDICTS


At the concerts in San Antonio in early June 1964, the Rolling Stones made the acquaintance of a young saxophonist named Bobby Keys.







Chuck Berry is supposed to have taken refuge in the echo chamber at Chess Studios for two months while undergoing a difficult period in his life.







Keith Richards2 remembers seeing Muddy Waters in the middle of painting the ceiling at Chess, while Bill Wyman1 specifically refutes this. The Stones’ bassist does, however, claim that Muddy helped them carry their equipment into the studio.


















EVERYBODY NEEDS SOMEBODY TO LOVE



Solomon Burke / Bert Berns / Jerry Wexler / 5:05


Musicians


Mick Jagger: vocals, tambourine


Keith Richards: lead guitar, backing vocals


Brian Jones: rhythm guitar, backing vocals (?)


Bill Wyman: bass, backing vocals (?)


Charlie Watts: drums


Ian Stewart: piano


Recorded


RCA Studios, Hollywood: November 2, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound engineer: Dave Hassinger


Genesis


Although this number is credited to “Solomon Burke–Bert Berns–Jerry Wexler,” Burke has always protested that he was the sole writer, claiming that he used to sing it in church as a child. He claims to have sung it to Jerry Wexler and Bert Berns during a recording session at Atlantic on May 28, 1964, but that they judged the tempo to be far too fast for the song to be a hit. Wexler, meanwhile, has always claimed that the song resulted from a three-way collaboration. Whatever the truth may be, “Everybody Needs Somebody to Love” was only a modest success for Solomon Burke on the 1964 R&B charts. It did, however, spawn a vast number of cover versions and entered the Rolling Stone list of Greatest Songs of All Time at number 429. The Stones recorded it on November 2, 1964. There are two studio versions. The first, which opens the second British album, has a running time of 5:05; the second, which opens The Rolling Stones, Now!, destined for a US audience, plays for only 2:58.


Production


The version of this number on the UK album offers the listener a taste of the RCA studio sound with David Hassinger at the controls. It is a rich, well-defined, mellow sound that in no way adulterates the rock ’n’ roll essence of the Rolling Stones. As such it differs from the rawer, more direct sound of Regent Sound Studios. At 5:05, this was the longest number recorded by the six British musicians to date. John Lennon had the following to say about this: “The album’s great, but I don’t like five-minute numbers.”1 Jagger and his group transform the song into a rhythm ’n’ blues epic, a hypnotic odyssey based around Bill’s bass riff (which differs slightly from the Solomon Burke version) and Charlie’s drums. Brian plays rhythm on his superb Vox Teardrop, with Keith playing lead on his 1959 Gibson Les Paul, both plugged into Fender Showman amps. There seem to be two solo guitar parts, notably from 3:10 (easier to identify on the stereo version), in all probability overdubbed by Keith. The vocal counterpoint and harmonies, sung, it is presumed, by Keith and no doubt supported by Bill and Brian, never cease to surprise the listener, who is regaled with a falsetto (2:35) and various other vocal extravagances that are effective on the whole. Ian is on piano, although his highly rhythmic playing could perhaps be more prominent. Mick’s vocals border on gospel-like preaching, while at the same time remaining undeniably rock ’n’ roll. Also featuring tambourine and hand claps (overdubbed), this long version emphasizes the considerable progress made by the group since their first album, in terms of both sound and interpretation.


The second, “short” version, which was available exclusively in the United States (on the album The Rolling Stones, Now!) is quite different. The tempo is roughly the same but the approach differs. The atmosphere is more soul, the backing vocal is more prominent, and there is more reverb on the overall sound. The hand claps are prominent and accentuate the somewhat Motown feel. The Stones give the impression of letting themselves go, in particular in the vocal harmonies, which, if the truth be told, are not always precisely in tune (for example at 1:37) but the ensemble is nevertheless successful. How did this version come to be released at all, the long version having initially been earmarked for the album? Clearly a wrong turn was taken somewhere along the line.




Among the most outstanding covers of this song are those by Wilson Pickett, Dusty Springfield, the 13th Floor Elevators, the Jerry Garcia Band, and, of course, the Blues Brothers.







On November 2, 2002, during their Licks World Tour, the Stones joined Solomon Burke onstage at the Wiltern Theatre in Los Angeles to perform “Everybody Needs Somebody to Love.” The recording is available on the Live Licks album, which was released in November 2004.







FOR STONES ADDICTS


Mick Jagger performed “Everybody Needs Somebody to Love” at the 2011 Grammy Awards in homage to Solomon Burke, who died on October 10, 2010.


















DOWN HOME GIRL



Jerry Leiber / Arthur Butler / 4:15


Musicians


Mick Jagger: vocals, harmonica


Keith Richards: lead guitar


Brian Jones: rhythm guitar


Bill Wyman: 6-string bass


Charlie Watts: drums


Jack Nitzsche: piano


Recorded


RCA Studios, Hollywood: November 2, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound engineer: Dave Hassinger


Genesis


“Down Home Girl” was written by Jerry Leiber and Arthur Butler, two great shapers of the musical revolution of the fifties and sixties. The first collaborated with Mike Stoller on a number of hits for Elvis Presley, the Drifters, and the Coasters, while Butler was the singer with the Impressions (with Curtis Mayfield) as well as a renowned songwriter.


The expression down home is used to describe a person with qualities associated with the rural Southern states. The heroine of the song, a “natural girl,” comes from the Deep South, New Orleans to be precise. She may smell of turnip greens but she is a fine-looking woman who moves in such a sensual way that men gotta get down and pray and go to Sunday mass.


Alvin Robinson was the first to record a version of “Down Home Girl,” just a few months before the Stones. Keith Richards remembers how the group came to choose this song: “Andrew and I walked into the Brill Building, the Tin Pan Alley of US song, to try and see the great Jerry Leiber, but Jerry Leiber wouldn’t see us. Someone recognized us and took us in and played us all these songs, and we walked out with ‘Down Home Girl.’”2 As simple as that.


Production


The Stones’ version is pure gold. In terms of feel, it is halfway between Motown and the blues. Brian executes a very good guitar intro on his “Teardrop” before launching into a rhythm part with ample reverb. Keith plays lead on his Les Paul, delivering an insistent three-note lick at the end of every other line (played by the trumpet on the original version). Bill, trying out for the first time a Fender 6-string that he picked up in the studio, delivers an excellent bass line, explaining later that this instrument: “gives a fantastic treble effect.”1 The piano part is played not by Ian Stewart but, at the request of the group, by Jack Nitzsche, who at that time was Phil Spector’s valued collaborator and as such the co-creator of the famous “wall of sound.” Finally, not only is Mick’s delivery of the lyrics excellent, he also seems to be responsible for the harmonica part. “Down Home Girl” is one of the most commercial, though sadly underestimated, numbers of the Stones’ early career, one that perhaps deserved to be released as a single.




FOR STONES ADDICTS


Listeners may wonder whether Bobbie Gentry was partly inspired by “Down Home Girl” for her hit “Ode to Billie Joe,” released in 1967.


















YOU CAN’T CATCH ME



Chuck Berry / 3:38


Musicians


Mick Jagger: vocals


Keith Richards: lead guitar


Brian Jones: rhythm guitar


Bill Wyman: bass


Charlie Watts: drums


Recorded


Regent Sound Studios, London: September 28–29, 1964


Technical Team


Producer: Andrew Loog Oldham


Sound engineer: Bill Farley


Genesis


In “You Can’t Catch Me,” Chuck Berry draws on a real-life experience. While returning from a concert in New York at the wheel of his Buick, a number of convertibles drew up and tried to race him on the New Jersey Turnpike. Before long a patrol car arrived on the scene. Everything turned out all right in the end, however, and all that remained was for Chuck Berry to transform the incident into a song—and embellish it with a highly attentive girlfriend and a radio playing rock ’n’ roll.


“You Can’t Catch Me” was the third song that Chuck Berry recorded at Chess Studios—on May 21, 1955 to be released the following year (with “Havana Moon” as the B-side), it failed to chart. On the other hand, it was featured on the original soundtrack of Rock, Rock, Rock (1956), a movie by Will Price glorifying the pioneers of rock ’n’ roll.


The Rolling Stones incorporated “You Can’t Catch Me” into their playlist a mere twelve years after originally recording the song. An initial cut was made on June 24–26, 1964, at Regent Sound Studios, while the version on the album dates from September 28 to 29.


Production


For this third cover on the album, the group opted for a more fifties sound. Brian Jones, most probably playing his Gretsch Anniversary, employs a characteristic slap-back echo. Charlie Watts, perfectly at ease with this type of groove, overdubs himself playing the rim of his snare drum, supported by Bill Wyman, on his Framus Star bass, who swings incessantly up and down the fingerboard. Keith Richards, less faithful than usual to the Chuck Berry guitar part (except in the intro), plays short licks on his Epiphone Casino and delivers a solo that is more blues rock than rockabilly. As for Mick Jagger, he delivers the lyrics without any real spark, for this is not one of the best Chuck Berry covers the Stones have ever made. Slower than the original, it lacks conviction and may seem a little repetitive toward the end. No doubt the group was not on form that day. The track may be well made, but one expects better of the Stones… Nevertheless, Keith names “You Can’t Catch Me” as his favorite number on the album: “It has a fantastic heavy beat which builds up like a locomotive coming up behind you.”1
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