Dr. Ulrich Dieter Einbrodt

Early Compositions of The Rolling Stones. Still Rhythm and Blues Covers
or Individual Works? Analyses of Selected Titlesof Their First LP.

It isawell known fad that ealy British Bands had alot of R & B and Rock "n’
Roll songs in their repertoire, even their first Albums reflead what they were
playing onstage;' own titl es were rare those days. Stones, Beales, Animals, all
depended on the same roots and covered material that they and the audience
aready knew. Some started ealier, some later, to mix their song list with own
compasitions. As the Beales had released eight own titles on their first album
(out of 14), the Rolli ng Stones ventured to start with threesongs of the 12 d the
first LP from 1964 More acarately, there ae only two songs and a half song
out of the Stones” writing: One is clealy credited to Jagger/Richards (Tell me),
one to Phelge, (Now I"ve got a witnessg), and the third to Phelge/Spedor (Little
by littl €).

Nanker/Phelge was the pseudorym Jagger and Richards used for ealy
compaositions, thoughit is unclea who is meant by whom. In some cases, they
used ore of these pseudoryms only, as in this case. , Little by littl € mentions
Phil Spedor as co-author, but his compasitional contribution remains unknown.
The dbum sleeve only says Spedor plays Maraca onthistitle.

Following the running ader of the dbum, the first own songis ,Now I've
got awitness(Like Uncle Gene And Uncle Phil)“, and there surely is a striking
corresponcence with the title of ancther song onthe same dbum, ,Can | get a
Witness' by E. & B. Holland, L. Dozier. This corresponcence, as closer
listening will show, goes far beyondthe shea simil arity of the title done.

As Hedor puts it, the band wanted to have some instrumental fun with the
riff of the original ,Can | get awitness' after reaordingit.? Thus, ,Now |"ve got
a witness (Like Uncle Gene And Uncle Phil)“ had more or less become an
instrumental cover version d ,Can | get a withess' and hes therefore to be
regarded as a musicd gag. Because of this, this ssng might be subtraded from
the two and a half own titles, asit isnot an own idea But as the Stones changed
some important elements, the song kecomes atypicd song d the band.

Firstly, to understand the dhanges made to the original, this original ,,Can |
get awitness' hasto be observed more dosely.

,Can | get awitness', already a wver version d Marvin Gaye'sR & B standard
hit-number,® follows the traditional blues sheme, but, because of the high
presto tempo o 192 keds, the bars are doulded, so that the scheme resultsin 24
bars for one chorus. Thus, the form of the songis asfoll ows:



Intro D Major 8 bars

6 chorusses:

1. DDDDGGDDAGDD (ead chord stands for two bars)
2: -/- A (Voc bre& onlast bar)

3: -/- DD

Insertion d one bar (A major)

4: -/-

5: -/-

6: fade out

This blues pattern is repeaed six times, with a vocd bre&k on A mgor in the
seaond chorus and a one-bar-insertion ketween chorus three and four. The last
chorusisnot completed as it is used for afade out.

Apart from the intro, there ae vocds throughou and nosolos. Instruments
included are drums, bass (hardly audible), amustic guitar and gano. On the
vocd side there ae dso badking vaces.

Now what did the Stones do to that song? The result is caled ,,Now |'ve gat a
witness (Like Uncle Gene And Uncle Phil)“. The ,uncles* here ae the guest
musi cians Gene Pitney and Phil Spedor, who dayed on,, Little by littl e*.

At first, the Stones changed the key from D major to the more stones-like E
major, maybe becaise Richards felt more & home in this key to improvise his
lead gutar. They aso changed from piano to organ, here played by guest
musician lan Stewart. They kept the fast tempo d approx. 192 leds, and so
relying onthe doulded blues £heme with 24bars for eat chorus. The band dd
not only omit the first eight bars instrumental intro of the original, they
cancdled aso the inserted bar between chorus 3 and 4 so the form consists of
the repeaed chorusss only. Moreover, they deaded that five dhorusses were
enough (it is comparitively short with ony 2:29 daying time, whereas ,,Can |
get awitness' lasts 2:55). In the seacondchorus the original form was taken ower,
so the band changed to the dominant chord (here: B) again onthe second kea of
the next to the last bar. With E major as tonic, the chord progressonis:

EEEEAAEEBAEE (ead chord standsfor two bars)
-/- B (secondchorusonly)

And so the song shows this form with five dhorusses:
1: Harmonicasolo

2: Harmonicasolo & solo argan; bassplays aquick riff in high paition
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3: nealy as 1, harmonicagoes onimprovising
4. lead gutar chorus, harmonicapausing
5:as1 and 3 with fade out

The instruments are: Drums, Bass 1, Bass 2, Leal Guitar, Organ, Harmonica,
Percusson (Tambourine).

Being nowv instrumental, the version dfers much field for improvising: guitar,
organ and harmonicaplay solos, even the basswinds up to unwsual virtuaosity.

As a ounterpart to ,,Can | get a witness', where Jagger had to sing all the
time, he cane forward here with playing harmonica throughou, only pausing
during the dhorus of the lead gutar.

The harmonic structure is built aroundthe dhord extension dayed onthe organ
(E major with nothird, starting from the fifth to major sixth and minor seventh
bad to major sixth). This motif continues with variations throughou the song,
changing to subdaminant (A major) and daninant (B major). The song starts
with an up-bea from the organ; the figure ill ustrates the beginning d the song
and the organ-part (seefigure 1).

Figure 1: Now I"ve got awitness Organ-motif
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In the seaond chorus, the organ changes to a solo (in combination with the
unstoppable harmonica); the organ solo contains not much more than chord
material and arpeggios of the E magor, A major and B mgjor chords.

While the drums consist mainly on abassdrum on 1and 3and a snare on 2and
4 and atambouine a additional percussve dement stresses the beas on 2and
4 as well; the basspart is much more interesting: Throughou the songthere can
be heard a second kess this must be aFender VI Bass' or second tessgtitar as
these deg sounds canna be played ona usua guitar. It is played with a pick
and therefore goodto hea due to its loud attadk tone. It is cdled seand lass
here because it plays arather ssmple line. The ever-repeaed motif of this bassis
shown in figure 2.



Figure 2: Now I"ve got awitness Motif of Second BassGuitar
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Interestingly, this bassuses the diromatic line of the tonica diord E maor also
for the subdaminant A major ( g, f sharp, f), seefigure 3.

Figure 3: Now I"ve got awitness A mgjor motif of the second less
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During the transition from B mgjor to A major in bars 17 — 20 this bass smply
emphasizes the tonic notes with the fifth below and makes use ajain dof the
chromatic lineto go kadk to its usual pattern, seefigure 4.

Figure 4: Now |"ve got awitness SeandBassfrom B major to A major
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Meanwhil e, the first bassoffers more dements of virtuosity. Firstly not audible
at all, it becomes louder and starts with its high-positioned motif in bar 13 when
the band changes badk to E major again. E major, by the way, is the field where
this bassdevelops its quality: During A major and B magjor it is hardly to track
and days not much more than tonic notes. Throughou all bars with E magor,
this bass fiowsits fast played, high-soundng pettern, only pausing for the lead-
guitar chorus (seefigure 5).

Figure 5: Now |'ve got awitness Bass1: Motif

The first two quarter notes are played detached to gve emphasis to eat
individual bar. The sound las very few overtones, but, due to this high pasition,
it gives an enriching timbre to the song

The ontribution d the harmonica @nsists of an endess ®lo that just pauses
during the lead gutar chorus. Jaggers playing reveds me typicd blues
elements and shows clealy his influences and h's mastering d the instrument.
As his playingisimprovised, al chorusses differ, but all contain several aspeds



of his gyle that are common. As an example the first chorus of the harmonica
solo (starting in the fourth ber) istranscribed here (seefigure 6).

Figure 6: Now |"ve got awitness Harmonica Solo, First Chorus
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Throughou, the harmonica uses the following ndes: e, f sharp, g, a b, ¢ sharp,
d; thus there ae typicd blue notes g and d herein this context and d these, g is
played often. Apart from the very short gracenotes f sharp and ¢ sharp, atypicd
pentatonic minor scde is used here, i.e.. e g ab d. Thoughthe diminished fifth
(b flat) is missng here, which would make the scde more bluesy still and as the
pentatonic minor scde is used for solo work in bues and rock as well, Jagger
can be identified here & a typicd blues harmonica player, using important
elements of that style.

The dedric guitar appeas in this ong as a leal gutar only. It has the fourth
chorus for its own, as the harmonica and the first bass are pausing here.
Different from the harmonica solo, which gces on for the whole songin ore
level and still more different from the organ solo which is fter than the
harmonicapart, with which it shares the seaondchorus, the lead gutar chorusis
the loudest of the songand so the lead gutar stands out from the rest of the song
dynamicdly. The transcription d the cmplete lead gutar solo can be seen in
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figure 7, shown with its up-bea as bar one, thus the dhorusis courted here up to
bar 25.

The lead gutar emphasizes on orly a few notes, much o it on €1, which is
quickly repeded with tremolo-effed in bar 7. The complete range used in the
solo hereis: g, g, a bflat, b, d, andthis, including the diminished fifth (b flat), is
atypicd blues-scde, including all threeblue nates g, b flat and din this context.

Figure 7: Now I"ve got awitness Leal Guitar Solo, Fourth Chorus
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Same & in the harmonica solo, the note g appeas often. Although bflat and b
are short gracenates, they are repeaed dften and in their typicd combination,
I.e. slide upwards from b flat to b. The minor seventh (d) ads as an aming pant
of that short motif. These notes are played in the gracenaotes from bar 15 to 20
of the dhorus and so they are used onthe E major, B major and A mgjor chord of
the acompanying instruments.

The use of this blues-scde and its applicaion owr al chords $ow a blues
and R & B-influenced playing style typicd for Richards. Some interesting
aspeds $houd be mentioned. For example the up-bed at the beginning and the
playing around the tonic note, aso the use of the dominant while the
acaompaniment is playing the subdaminant (here: slide from the gracenote dl
to b1 with long b onthe A major chord). In this gage, Richards is gill at the
beginning d his musicd carea and thus clealy influenced by his guitar idols
li ke Robert Johrson and Chuck Berry and their bluesand R & B playing.”

Apart from that, some dements are typicdly , Richards’ which he went on
using long after that first album: For example, he often plays motifs like the one
in bar 11. Two quarter notes — often with bend ugs - and then quickly falling
down afifth (from b1l to el) by means of two sixteenth naes (al and g1 and
one aghth nae (el), seefigure 7, bar 11. Moreover, Richards makes use of his
famous doule-stops,® which give a ¢imax to the solo by including the highest
notes bl and €2, followed by threequarter note rests to let the impresson work
more intensely.

Regarding the song, the Stones took the original R & B-song (the Marvin Gaye
Song), covered it to their ,,Can | get awitness’, and made their own R & B-song
out of it ,Now |I"ve got awitness.." by blending wsual R & B-material with their
distinctive andindividual playing.

What is more, the song shows Jhggers ability of blues harmonica and
Richards lead work, mixed with his influences and owvn motifs. The two bass
parts with ore bass (here the second) as acaompanying bessare another redly
individual asped.

The seaond , half-own* compasition onthe dbum, ,Little by little", has, as
described, an urclea authorship: As Phil Spedor is mentioned as co-author
here, he might have cntributed something to the song, but if he only gave the
ideaof including the maracas, which, as the dbum sleeve indicaes, he played
onthetitle or if there were further contributions for arrangement, lyrics or chord
or form structure, is not known.

,Little by littl * has, compared to the ,witness'-titles, a reduced tempo bu is
still fast with 170 bpn. Gene Pitney played piano,” bt it is recorded very soft
compared to the other instruments in the mix. The other instruments are dedric
rhythm and lead gutar, bassguitar, drums, vocds, harmonica aad maracas. With
arunningtimeof 2:39it is gill arather short songeven inthe ealy sixties.
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The song starts with a six bar intro before it goes over to the blues sheme,
which is douded here same & in the ,witness'- songs and thus amouns to 24
bars and it isrepeded five times. The dhord structure of the songis:

Intro: ED/H7G/E/E/E/H7/

Chorus: (Due to the variations with the seventh onthe E major chord, all 24 bkers
areill ustrated here.)

E/E/E/E/ EIE/E/E/IAIAIA/AIE/EIEIETIH7TIH7T/IAIAIEI/E/EIHT7
1: Versel

2: Led Guitar

3: HarmonicaSolo

4: Verse?2

5: Lea Guitar & Harmonica, Fade out

The intro consists of harmonica rhythm guitar, bass and dums. The
transcription d thefirst threeinstrumentsis shown in figure 8.

Figure 8: Little by littl e Intro
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The drums gart in bar 3, adding bassdrum on beas 1 and 3and snare on keas 2
and 4 The opening chords from the first bar till t he second kea of the third gve
akind d cadence, they do nd use the normal progresson d tonic, subdaminant
and daminant chords to manifest the tonic E mgor here, but they use amore
blues and rock oriented variation. E magor, D major, B mgor seven with the
seventh in the bass G major and badk to E major, so there ae complete chords
on the blue notes D and G. Can the D mgjor chord be described as being the
doule subdaminant in the E mgor key, G major goes gill abit further by being
the subdaminant to D major itself.

As the guitar plays the notes that are usual for the first position with open
strings, there ae not the coommon actave and fifth paralels that occur when
barré chords are used. Asthe bassplays afalling line from e to E, the harmonica
follows him in parallel motion for the first threenotes and moves up in contrary
motiontoitsinitial el again.

From the second lea of the third ber till the first of the fifth ber thereis a
parallel motion between rhythm guitar and bessin octave intervall, using ndes
of the pentatonic minor scde € g, a b and @ this line is concluded with an
octave jump upwvards. The harmonica aain adsin contrary motion and dces nat
dugicae the upward jump. Not before the second Felf of bar five there is a
parall el motion between harmonica and bess leading to the dominant chord. The
A note in bassand harmonica gives a disoonance to the E major chord o the
guitar, but in context, the upward motion leads to the dominant chord and makes
it still more mnsequent. Bar six is filled with this dominant B7, where the
rhythm guitar adds doulde-stops consisting d fifth and seventh and the bassuses
a diromatic line to stressthe fifth of the dhord.

The vocds® consist of two verses with nealy identicd notes (minor deviations
caused by different lyrics). Thefirst verse can be seenin figure 9.

The vocds can be divided into two parts by courting bar 1 to 8 (first half) as
verse and bar 8 (seaond Felf) to 24 as refrain, where the lyrics are repeded in
chorus1and 4

The range isfrom d to €l and includes the notes d, €, g, a, b, d1 and el; that
IS, the blue notes minor third (g) and minor seventh (d1) appea here. The verse
part persists mainly on the seventh (d1), sung ower the E major chord, which
gives the songanervous, angry quality that fits well to the message of the lyrics.
The vocds arefalling down to the fifth (b) shortly onthe next to the last word of
aphrase. The end d the verse part shows a line downwards from d1 to e with
longer staying onthe blue note g. As the verse part coversthe bars 1 to 8 it is
acompanied by the dhord E major only and thus the refrain part starts with A
major, pauses during the guitar interlude in E major (bar 13 second relf — bar 16
first half) and finishes over the dominant chord and last bars of the tonic.



Figure 9: Little by littl e: Vocds, 1% Verse/ Refrain (First Chorus)
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During the refrain part in A major, the vocds gressthe notes belongng to the
chord (a, e and €l), but resting long onthe blue notes g and d The handliing d
notes is smilar at the end d the dorus during the dominant part, where the b
and eis sungas parts of the dominant chord B major, but the blue notesd and g
are used as well. Therefrain part does not need to goto the end d the dhorus, it
isfinished in thefirst half of bar 21.

The bass guitar plays a speedy walking bess throughou; the first chorus is
transcribed in figure 10.

The other chorusses differ in minor variations only. The traditional walking
bassfrom jazz R & B and rock 'n” roll feaures mainly quarter notes; a few
additional eighth naes tend to speed upthe line. That is aso the cae here, but
Wyman uses comparably many eighth naes, often when high pants in the
melodic line ae amed at, for example in bars 2, 14 and 22 The bass guitar
takes over anather typicd traditional element of the walking bessfigure: Each
chord change is accantuated with the fundamental keynote, here e a, and bin
bars 1, 9, 13, 17, 19 and 21 In such a way the bass helps to emphasize the
chordal structure of the blues sheme. The range is A — g1 and so it misss the
deeper posshilities of the E-string, but there ae, on the other hand, high
positionsupto gl
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Figure 10: Little by littl e: Bass Chorus 1
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The material consists of alongrow of notes: A, B, ¢, d, d sharp, g, f sharp, g, g
sharp, a, b flat, b, c1, c sharpl, dl, el, f sharpl and g1 Here is included the
complete E major scde with the alditional blue notes minor third, diminished
fifth and the seventh, here expressed as g, b flat and d where b flat appeasonly
onceshortly nea the endin bar 24 as apassng nde. The natesd and gare used
often, d in bah octaves d and dl, whereas g is the normal case for the minor
third and g1 is played ony once dso in bar 7. The mgjor third of E maor (g
sharp) is played ony two times during the E mgjor partsin bars 6 and 8andasa
seventh in the B major part in bar 18. The sixth degreeof the E maor scde (c
sharp) is used more often to add the quality of this interval to the more simple
chords of the guitar, but, athoughthese ae played on guarter notes some times,
they read nad much more than the status of passng ndes due to the high tempo
of the song During the A maor parts, the ¢ sharp stresses the major quality
shortly (bars 10 and 20, but as the minor third of the A-scdeis used here dso
as ablue note (c), the impresson becomes blended same & in the E major parts.
The note ¢ gpeas oncein the E mgjor part (bar 16), where it has no spedfic
harmonic function bu ads as apassng nde only.

As the bassguitar offers interesting elements, it is even the more regrettable
that its level is o low in the mix and its sund with very few harmonics is
hardly audible. Moreover, it seaned to be recorded from a greaer distance, for
thereisakind d reverberation onthe bass und
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The harmonicagetsits slo onthe third chorus, and Jagger introduces it with the
exclamation ,,My turn!“, which he shousout at the end d the guitar chorus. The
complete solo is srown infigure 11.

Figure 11: Little by littl e: Harmonica Solo, Chorus 3
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The solo starts with an up-bea shown in bar 1, so the dhorusis courted here up
to bar 25. The solo can be divided rythmicdly in two structures: First there ae
the two parts that consist mainly of the trill s with sixteenth naes, then there ae
two parts with longer nates, i.e. whole notes, half notes, quarter notes and a few
eighth ndes. The first E mgjor sedion (bar 1 to 9) starts with the up-bea onal,
swings up to d2and begins to trill with aternating d2and bl(bars1 and 2. In
this case, the d naeisthe louder and daminant one, which emphasizes the blues
charader as being a blue note in this context. This is the only materia for the
first seven bars. The first trill goes on realy for four bars until Jagger pauses to
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breahe and starts again with the up-bea (bar 5), to go ontrilli ng for two more
bars. In bar 9 afalling line marks the end o the first E mgjor sedion. Thisline
consists of a complete pentatonic minor scde (e, d, b, a, g), which then rises to
the blue note g (bars 8 —9).

Again with an upbed, the first A mgor sedion is introduced, here with b
(last quarter note of bar 9). The A sedionis mainly filled with long ndes, the
most dominant toneis €l and being the fifth of the A maor chord. In threetimes
of four, this fifth is preceeled by the blue note d1, which ads aso here & the
fourth within the scde of A mgjor. Bar 15 produces the dimax of the solo with a
high pasitioned falling line, which aso is nothing else than a pentatonic minor
scde (d, b, a, g, €). The two bars of the dominant secion B mgor (bars 18 and
19) are fill ed with trill s again, this time the trill i ntervall s change every time &
the beginning and in the middle of a bar, so it starts with d sharp and b then c
sharp and ain bar 18; then gces onfallingto band gsharp andto a and f sharp
in bar 19. With this material, the trill s use only elements of the E maor scde,
(with the exception d the missng fundamental €), changing their functionin the
B7 chord to key-note, major third, fifth, seventh and even to ninth (a).

This trilling d the B sedion is expanded to the second A part, where the
intervall s change more quickly: thefirst half of bar 20isfill ed with f sharpand d
sharp, then a dange to e and ¢ sharp onthe third bea and to d and b onthe
fourth. Thislast structure is continued in the next bar (21) till the third bed.

The last bars of the ending sedion d E major (bars 22 — 25) are fill ed with
long legato lines of deg e notes, with a d nde & a danging nde. The last
chord B7 isintroduced with an upbea in the next to the last bar, it stresses the
key-note with alongwhale note.

In this ong the guitar has threefunctions: Aside the usua filli ng with chords
during the vocds and speda lead bre&s in chorus 2 and 5 here there ae
interludes that fill out spaces left by the vocds. The typicd rhythm pattern is
showninfigure 12.

Figure 12: Little by littl e Rhythm Pattern, E major
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The first bar of the repeaed pattern is fill ed with the E major chord orly, made
of quarter notes and two eighth naes on the third bed. In the second kar the
guitar plays two quarters with the E major chord and changes then to eighth
notes with doube-stops. These awnsist of ¢ sharpl and el (first and third eighth
notes) and band el (second and fourth eighth ndes), so ¢ sharp ads as a sixth
here and in combination with the follwing eighth it functions as a retardation to
the b nde. Thisisthe materia for the first E magjor sedion (bars 1 to 8). The A
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major and B major parts do nd differ much; they emphasize the fundamental
chords with oy afew varations.

The other E mgjor sedions of the chorusses 1 & 4, that is, the vocd chorusses,
are filled with the guitar interludes when the vocds rest. There is aso an
interlude & the end d the harmonica solo (chorus 3), where interlude 2 is
played. During chorus 1, interlude 1 is played in the bars 13 — 16 of the dhorus
and interlude 2 in the bars 21 — 24. These interludes are shown in figures 13
(interlude 1) and 14(interlude 2).

Figure 13: Little by littl e; Interlude 1, Chorus 1

IRy EE _

LI

WA

| S I

TTT%
=

| I L-.

Figure 14: Little by littl e; Interlude 2, Chorus 1
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The transcriptions how what the guitar isdoingin chorus 1; the interlude in the
harmonica solo (chorus 3) is exadly the same & the second interlude from the
first chorus, same with chorus 4, where interlude 2 is repeaed. Only the first
interlude in chorus 4 dffers, but has the same ending for the chord E major 7
with ad nae.

The ending is the only difference between interlude 1 and 2 in the first
chorus, interlude 1 aims at the chord E major7 and therefore accetuates the
intervall of a seaond (with the notes d and e) and the note d functioning as the
seventh here, where interlude 2 comes to end at the B mgor 7 chord and
introduces it with the rising line g b flat and b (see bars 3 and 4 d bath
interludes). The first two bars of these interludes are made of materia of the E
major scde (e, f sharp, g sharp, ¢ sharp and a), therefore there is no Hues
element to be found lere. The only blue note is played in the mentioned ending
of interlude 2, where b flat ads as apassng nde.

The lead gutar takes its chance on chorusses 2 and 5 where dhorus 5 is hared

with the harmonica and faded ou, therefore dhorus 2 is transcribed here,
demonstrating the complete solo in figure 15.
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Figure 15: Little by littl e: Lead Guitar, Chorus 2
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The solo has arange from e — a2 and thus alimited bassrange (not regarding the
last chord that goes down to B), but it goes up hghto a2; its medium, however,
15

This 0lo can be divided into seven parts:

5) Bending & doule-stop part

4) Doule-stop part
6) Closing part

2) Hammering part
3) Bending sedion
7) Closing chord

1) Opening part



isaplaying aroundthe note €l. The material is. e, g, a, b, d1, €1, g1, al, bflat 1,
b1, c sharp2, d2, €2, f sharp 2, g2, g sharp2, a2. Thislooks like amixture of the
E maor scde and pentatonic minor scde plus blue notes. But Richards does not
apply the whole scde permanently, there ae distinctive dianges within the
diff erent parts of the solo.

Part one with its rising and falling lines, interrupted by a quarter note rest,
uses the pentatonic minor scde only (e, g, a, b, d) to lay groundfor a blueslike
charader of the solo with its g and d Bue notes, seebars 1 and 2

Part two continues to use this material, here now with different articulation:
From the short gracenaotes (@) there ae hammering-ons up to b, followed by the
note d, which isregularly plucked. So this part consists of these threenates only
(bars 3 and 4. This playing styleis aurely influenced by Chuck Berry.

Part three tanges the aticulation again and gaes over to bendings. (Here
shown with a, b* over the two ndes, indicaingthat thefirst noteis quickly bent
up to the pitch of the second creaing a kind d speaa effed that is very
popuar with eledric guitar playing in rock music in general.) Here, these
bendings use the note &l as a starting pant and kend the string so that the note
b1 will sound Asthe movement is quick, the note dl can only be head shortly.
The repeded use of thisarticulation appeasin bars5 - 7, where thefirst nateis
an eighth nae, so the bending is longer (or slower), and in bars 9 and 11with
very short al naes. As the hammering, this kind d bending with insisting on
one note only (here: b), is ancther indicator for Chuck Berry's influence In this
part, the typicd Richards motif (a quickly falli ng line down a fifth with the two
sixteenth naes, as observed in ,Now |"ve got a withess.."), does appea here
also for two times, seebars 6 and 12 Concerning scaes, no nrew material is used
here, the pentatonic minor is dominating. As this is the part where the blues
scheme has its A magor sedion (bars 9 — 12), the insisting on the high b
functions as a ninth, to add harmonic colour to the dhord.

The fourth part introduces the doulde-stops to the dorus, lealing to the
climax of the solo with the highest note &, which is readed by a short bend
upwards from g sharp2. The doulde-stops with the notes bl and €2, thus
produwcing the fifth for the E magor chord, start at the end o bar 12, therefore
they ad like an up-bed, as the E mgor part of the scheme beginsin bar 13.

The fifth part of the solo is a mixture of doulde-stops, bendings and, at its
end, of afew regularly plucked naes. It covers threebars of the second E major
part, the omplete dominant B major part and the second A mgjor part (bars 14 —
19). Here we have another mixture of articulation and daying styles: The
doulde-stop is a bended ore, where the high nde csharp is bended upto dand
then released again down to ¢ sharp; in the same way the lower note ais bent up
to b and released to a ajain. This is the only time where the note ¢ sharp
appeas. The different bending adion a range is due to the different gauge and
handing d the strings. During a bend d two strings (as here with the doulde-
stop), the lower string wually bends more when played in the same fret (here
played probably in the high paition o the 12" fret) and thus the lower note is
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raised a whole note, whereas the higher one is raised for a half step only. The
other material isthe same & in the rest of the solo, that is, E pentatonic minor.

The sixth part of this lo surprises with an unwsual ending (bars 21 — 23):
Here, for the first timein this lo, the material changes to the E major scde, or
at least, to important elements of this scde. With comparably big jumps up and
down, the guitar forms a memorable and dstinctive dosing line. The high nde g
sharp2 is followed chromaticdly by g2, to jump down to the only existing due
note b flatl in the solo, foll owed also chromaticdly by al, just to jump upagain
to f sharp2, which blends over to the lead ou note €. As all other steps in this
solo are rather small, these jJumps make this ending all the more outstanding.

The seventh part does not redly belong to the solo when lead gutar playing
Is considered, but as it fills the last two bars of the dorus, it shoud be
mentioned. The guitar changes to chord playing here, giving a complete B major
chord with three different b naes and doulbed fifth. To make it rhythmicdly
more urgent, the dhord starts on the last eighth of the next to the last bar, then
soundng onfor the last bar, seebars 23— 24.

The last, fifth chorus of the song das not last much more than 15 seconds due
to the quick fade out that already starts in the seventh bar of this chorus, which
feaures a seaond gutar & harmonica solo, where bath play in combination. In
the few first bars that are well to hea no rew or outstanding materia is
presented, so this chorus can be left aside here.

Same & ,,Now |'ve got awitness..”, , Little by littl € demonstrates the handling
of R & B-material with individual playing. The harmonica and lead gutar solos
show the influences as well as sme own motifs, like in Richards guitar playing.
These motifs, which he might liked best, occur in several songsin hislead gutar
playing and thus they are transfered to be one of his charaderistics, thoughthey
surely go badk to Chuck Berry’s influence a well. The bassguitar offers a sure
way how to ded with walking basslines, but as the walking bessis not at all
typicd for asong d the Rolli ng Stones, or, more predsely, for a songcomposed
by the band, the bass guitar clealy shows its blues, R & B and Rock "'n” Roll
influences here on ore hand. But as the bassgoes beyondthe usual walking kass
figures on the other hand by including, for example, high eighth nde lines, it
adds individual elements. The vocds rely completely on pentatonic material,
and therefore they use ascde which istypicd not only for ealier stylesasR &
B but also for many rock music styles to follow, a fad which Jagger might not
have foreseen in the ealy sixties.

The song, Tell me*, which is clealy credited to Jagger and Richards, does not
use the blues sheme and therefore there is a diff erent approach to the music: As
Hedor puts it, Jagger was aware that home-grown R & B was pointlessand so
they opted for pure pop tall adry — gentle and sentimental .’
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The songsounds in B major, in this key the aoustic guitar is strange to play
and as this guitar sounds as if open strings were used, the tuningin E flat (tuned
down ore half step) makes the playing namal again, it isto be asumed that at
least the guitars were tuned down. Thus the song is transcribed the way it is
played, that is, in C mgjor, to show more dealy what the bandis doing.

The instrumentation is: Acoustic guitar, eledric guitar, bass guitar, drums,
vocds, baking vacds, and tambourine.

The tempo varies from 112 upto 126 bpn. The intro starts dowly with 112
the verses ead up a bit and the refrains intensify the tempo further. The A-
parts of the verses fall badk again in tempo after a precaling refrain, but eah
new refrain will be dightly faster until the band reades 126 bpn in the last
fading ou refrain. As there were no click tradks in the ealy sixties, there ae
two reasons for this change of tempo: The band dd na redize or care @ou it
or, more cnwvincing, the B-parts of the verses and the refrains were suppacsed to
speeal up ly purpose to suit the more dynamic playing style of these parts of the
song and also of the more urging message of the lyrics direded to the lover to
,come badk®.

The song daes nat follow a blues sheme, but shows a song form with three
parts A, B, and C, where A and B constitute the verses and C is the part of the
refrain:

Intro

Versel

Refrain

Verse 2

Refrain

Solo = Verse scheme

Refrain

Verse 4

Refrain & fade out

So, leaving ou the intro, the sequence of verses and refrains is repeaed and the

guitar solo foll ows the verse scheme with A and B part and there is no kridge,
the pattern A — B — C isrepeaed four times.
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The dhord structure of the songwill be demonstrated by the aoustic guitar,
asthisinstrument is present during the whole song.

The intro consists of four bars instrumental playing with orly amustic guitar,
bassand dums (seefigure 16).

Figure 16: Tell me: Intro
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The pattern has only two bars, which are repeaed. The aoustic guitar starts
with a C mgor chord (written here & played, confer the remarks on tuning
abowe), played with an arpeggio, followed by the danging ndes f1 and dl1
aroundthe note €l. The last e note is wustained for a half note boundto awhole
note. The bassguitar adds a whole note cin the second bar, introduced by the
short gracenote A. As A is the open A-string d the bass the note ¢ ca be
reated by hammering onthe third fret. This note of the bassguitar is sippated
by the drums, more acarrately, by the bassdrum only, which is gruck here on
thefirst bea of the seaond kar aswell.

This dhort and econamicdly scored intro prepares the following verse. The
verses consist of two parts A and B, the A-part is the softer one. In the cae of
the first verse, the vocds of the A-part are only acoompanied by the aoustic
guitar. The scoring will then become more complex ead time: The A-part of the
seaond \erse feaures also a bassqguitar (very soft in the mix) and a tambourine
that is druck redly loud onead fourth bea of abar. During the A-part of verse
three thistambouine goes on and the bassguitar (now louder) is suppated by a
loud kassdrum, comparable to the cmbination d these two instruments in the
intro.

The harmonicd substance of all the A-parts of the verses is supgied by the
aooustic guitar, seefigure 17.

The A-part consists of eight bars with the dhord pattern C G C G, ead chord
is played ower two bars. The structure of the pattern played by the aoustic
guitar duringthe chords C G is smply repeded here. Rhythmicdly, all bars gart
with aquarter note, foll owed by six eighth naes. To get arich soundwith lots of
deep fundamentals, chords in the first position with open strings are used here,
also the oppatunity of playing all six strings is taken, so the rangeis from G —
g1, where G is used as the basstone in the C mgjor chord as afifth.
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Figure 17: Tell me: Verse, A-part, Acoustic Guitar
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There ae afew suspensions here: In the C mgjor part the last two eighth chords
in the first bar use the note d instead of e, thus suspending the next note g which
appeas again onthe first bea of the second lar. In the G mgor part, the same
tedhnique is applied by suspending the third (here: B) by the second (here: A).
Thisis used in the first G mgjor bar on the third bea for one eghth and in the
seaond G magjor bar threetimes onthe complete second kea and onthe first half
of the third. These suspensions give more ,,colour” to the ssmple dhord changes.

During the B-parts of the verses, the aoustic guitar is dill i mportant as
giving chord accompaniment to the song now together with the dedric guitar
(seefigure 18).

Figure 18: Tell me: Verse, B-part, Acoustic Guitar
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The rhythmicd structure has not changed, using quarter chords on the first bea
and eighth chords for bea two, three ad four. As the A-parts, the B-parts
consist of eight bars as well, but here the chords change in ead bar. The chord
patternis. EF G C E F D G, thus providing aside from the subdaminant (F) and
dominant (G) aso the major dominant of the tonic paralel (E) and the doude-
dominant (D). The first two bars of the four bar pattern are equal (E F) and the
third and fourth bars change. As the E mgjor chord ads as akind o surprise, as
it isnochord belongngto the C maor scde, the last G major as dominant chord
leads diredly to the refrain, which starts with the tonic C major.
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The refrain is made of a ssimple turn-aroundfigure with tonic, tonic parall e,
subdaminant and daminant, here: C major, A minor, F mgor and G mgor. The
aooustic guitar plays these dhords with the same rhythmic structure & in the
verses. A guarter note dhord is followed by eighth nae dhords on keds two,
three ad four. Each chord is played for two bars, so the refrain lasts eight bars
aswell, seefigure 19.

Figure 19: Tell me: Refrain, Acoustic Guitar

The bassquitar has, compared to the fast walking basslinesin ,Little by littl &
or the highregistered payingin, Now |'ve got awitness..”, adifferent function
here. In , Tell me*, the basshas to add deep frequencies and simply suppat the
keynates of the chords; the slow ball ad daes not need fast played basslines.

After the two naes in the intro, the bassis slent for the A-part of the first
verse and hes its next entry in the B-part of this verse, so this part is analysed
first, seefigure 20.

Figure 20: Tell me: Verse, B-part, Bass
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With afew exceptions, the bassfeaures the fundamentals only, that is, the key-
notes of the chords E major, F magjor, C major and G mgjor, so it follows arising
line from e to g here. During the F mgjor bar, the bassuses a danging nde €
for the C major chord, it jJumps down to the keynote and adds an underlyingfifth
in this bar. The D major chord is suppated by the third (here: f sharp), which
adsasalealing ndeto thefollowing g
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Rhythmicdly, the bassrelies mostly on the simple repetition d one note with
guarter note, eighth rest, eighth nde and bound ntes, so ead ndeis not struck
more than threetimes. In the last bar of this part (the second appeaance of the
chord G major), the bassimitates the rhythmic structure of the aoustic guitar by
using a quarter nate for the first bea and eighth ndes for beds two, three and
four.

During the following refrain where eat chord is played for two bers, the bass
guitar uses the rythmic structure of the C major bar from the B-part of the verse,
that is, quarter note, eighth naerest, eighth nae and helf note, seefigure 21.

Figure 21 Tell me: Refrain, Bass
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It even imitates the underlying fifth (g) here. During the A minor chord, the bass
plays the third (c) and moves to the keynates again with the F major and G
major chords. In that way, the basshas arising line from c to gin the refrain,
which adds an increasing tension to this part of the song

With the beginning d the second \erse, the bassacmmpanies the A-parts of
the verses aswell, seefigure 22.

Figure 22: Tell me: Verse, A-part, Bass
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The simple and repeaed change from the dhords C major to G mgjor is played
with the rhythmica and harmonicd structure known from the refrain for the C
major bars and with asingle whale note for the G major bars.

In the whole song, the bassplays these patternsin all verses (A- and B-parts)
and in the refrains. There ae only a few rhythmicd variations during the lead
guitar solo (that is equal to the verses with A- and B-parts), where there ae no
bound ndes in the B-part so there is an extra quarter note struck on the fourth
bed.
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The dedric guitar starts at the same time with the bassin the B-part of the first
verse and continues into the refrain, but it pauses then for all the following A-
parts. Except for a short glissando ona deeo string that leals to the second E
major in the B-part of the verses, the part of the dedric rhythm guitar does not
diff er much from what the aoustic guitar is playing.

The dedric guitar fedures a solo (see figure 23) between the second and
third refrain, which has the same structure & the verses, so there ae A- and B-
parts here & well. Different from the two previous los in ,Now I've got a
witness.. and , Little by littl€*, where wild improvising around pentatonic
scdes formed the motifs and petterns that are typicd for Richards and where his
influences came through herein , Tell me" thereisasimilar situation asthereis
for the bass guitar: Fast lines are not needed for this kind d ballad, the lead
guitar aswell plays asolo that is suitable for the song In arder to be as different
from the otherwise influencing R & B and Rock "'n” Roll material as posshble,
Richards chose ssimple dhord arpeggios for his slo.

Figure 23: Tell me: Lead Guitar Solo
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By playing barré chords in high pasition, all notes, once struck, will fit
harmonicdly. The notes are the results of the pasitions Richards has chosen, for
C major, he took the 8" fret, for G major and for D major, the 10" fret. E major
is played onthe 12" and F mgjor on the 13" fret. While using these positions,
the notes nealy come automaticdly. His part was to dedde when to move up a
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down the strings — and therefore up a down the melodic line - and hav longa
note shoud last.

Most bars fedure arising and a falling line a well, once 4a its climax, the
line falls down by big jumps like atwelfth asin bar one, or more gently as in
bars three or seven. The used material is. For the C mgor chord: g, c1, €1, g1,
c2; for the G mgjor chord: g, d1, bl; for the E mgor chord: €1, g1, b1, e2; for
the F mgjor chord: f, c1, f1, al; (the last two bers are rhythm like playing, so the
range is augmented here down to d for bath D major and G major). It comes
clea that, for one exception, only the notes from the dords are played here
(tonic, third, fifth, and dten octaves of the tonic). The one exception is the E
major chord, where the lead gutar uses the minor third (here: g) and therefore
playing an arpeggio over the E minor chord, althoughthe acomanying acoustic
guitar plays E major, seebars nine and thirteen. This can be interpreted as the
blue note g for the E maor chord or, regarding the entire solo; the solo uses the
complete material of the C major scde where the note g isthe fifth.

Often the entry is not on the first bed of a bar, but on the second (once, see
bar one) or on the second half of first bed, like in bars three five or seven. In
many cases the highest note in a bar is alonger one, often two eighth ndes are
boundto last one quarter, seefor example bars threg six, seven, eight.

Starting with the tenth bar he uses doule-stops that consist of tonic and third
(for F major in bars ten and fourteen and for G major in bar eleven). C major in
bar twelve is played with afourth, consisting d the tonic ¢ and unarlying fifth
g. During the seaond appeaance of E major in bar thirteen, athird isused as a
doule-stop with the blue note g and with b.

Thelast two barsfeaure no arpeggios, but barré chord rhythm guitar playing;
both chords are played onthe 10" fret and therefore have the note d in the bass
once a atonic (for D mgor), and as afifth (for G major). In G magor, the high
el-stringis not used, for Richards prefersto play the d-, g- and b-string with his
littl e finger that has to mute the high el-string for this barré position aherwise it
would produce asixth, which is not wanted in most cases. For thisreason, the D
major chord is played with six strings, the G mgjor chord with ony five strings
here.

The vocds™ start the A-part of the verse with a short up-bea, seefigure 24.

(As the up-bea is $rown as bar one, the A-parts amourts up to seventeen
bars here.) The motifs used here ae comparatively short (not more than threeor
four notes) and many longer rests lie between them. The first four-bar-pattern is
repeded entirely. It is made of simple melodic lines with small steps not greaer
than a third. The material consists of only threenotes cl1, d1 and €l. The lines
stop onthetonicin C mgjor (c) or onthefifthin G major (d).
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Figure 24: Tell me: Verse 1, Vocds
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The first four bars of the B-part are not repedaed, but differ not only becaise of
the different ending, but also duing the E major and F mgjor chords. Whereas
the A-part uses deg naes, the pitch israised in the B-part. The E mgjor chord is
represented with its fifth and fourth, the F mgor chord with fifth and third. In
the repetition d these dhords (bars 14— 15), there ae rhythmicd deviations due
to the different handling d syll ables. For the endings of ead four-bar-pattern of
the B-part, the vocds chocse different notes: The first half over the C maor
chord (bar 13) sustainson g i.e. onthefifth, the last chord G major at the end d
the second part sustainson b(bar 17), that is, the third of the G major chord. The
last threenotesin bar seventeen belongto the up-bea of the refrain.

The entire material of the vocds dhows a complete C major scde, depending
onwhat chord isin the acompaniment, the anphasisis sifted to the tonic note
(C mgjor), fifth and third (G major), fifth (E maor), fifth and third (F major) for
the long sustaining ndes. Notes nat belongng to the dhords are dhanging ndes
as the nate ain E major (bar 10 and 14, or the note ain G major (bar 12). The
note cin the D major chord ads as a passng nde and as a leading nde to the
following b(seebars 16— 17).

The refrain feaures badking vacds aongwith the lead vocds, the transcription
of therefrain can be seen in figure 25.

The first bar shows the ending d the B-part of the verse and the up-bea to
therefrain. Thelead vocas snga sequencing motif here that can be divided into
two parts— opening and ending parts. With variations, all these parts appea four
times. All parts feaure afalling melodic line, which is only partly transposed
upwards 0 there is a tonal variation here in the sequencing. The pitch of the
starting nde in the opening part is raised from g (during the C mgor chord) up
to a (on the A minor chord), stays on this note during the F magjor chord and
continues to climb to b onthe G magjor chord.
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Figure 25: Tell me: Refrain, Vocds & Badking Vocds
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During C magjor and A minor, the last threenaotes of the opening sequence ae e
d and c, for F mgjor, these ae changed to f, e and d and for G magjor to the
higher line b, a and g All the next to the last notes ad as passng tones here. The
first three ending parts of the sequencediffer mainly in the first note; g, e, a, and
b, so, in contrast to the raising d the opening part, the second ending part goes
down for A minor. The last notes of the first two ending parts are equal, for F
major the nate eis exchanged with the nate f. The last ending is a shortened
version. The material consists of a cmmplete C major scde with no bue notes.

Rhythmicdly, all opening parts of the sequence ae identicd, same & the
first three exding parts. The opening parts have their entries always on the
sceond led, the ending parts aways on the second half of thefirst bed.

The badking vacds consist of two short fill s: First, they lead over from C
major to A minor with key-naotes, starting with ¢ over the passng nde b to &;
seaond, they lead from A minor to F major by fifth naes from e over passng
note d to c. With their last notes they fill the rests of the lead vocdsin bars four
and six onthefirst beat.

As guitar and bass the vocds are ssimple in this ong espedally when the
verses are wncerned; moreover, there is no wse of blue notes or pentatonic
scaes. Thevocdsrely completely onthe C mgjor scde.

At last, some spedal fedures of the drums sall be noted: As the bassdrum is

already present in the intro, it plays an important role during the third verse.
Silent during the A-parts of the first and seand \erse, the bassdrum suppats
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the bassin the A-part of the third verse and adds additional strucks, seefigure
26.

Figure 26: Tell me: Verse 3, A-part, BassDrum
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As the A-parts of the verses are very soft, the loud kassdrum gives an urgent
element to this verse, even more, as it includes more and more aghth naes in
the middle of the bars. This playing is arealy present during the lead gutar
solo, but as thisis a louder part of the songin general, the bassdrum is nat so
striking asin the verse.

The drums contribute anather important asped to the song Ead B-part of
the verses is introduced by loud strucks on the toms as an up-beda: Two strucks
(the last eighth of a bar) to introduce the B-part of verse 1, and threestrucks in
the seaond \erse (and also for the B-part of the lead gutar solo). These strucks
are left out in the third verse.

The tambouine is aso payed with changing adion duingthe song Starting
on the B-part of the first verse, it usually beds on kea two and four, in the A-
part of the seaond \erse, it changes and days the fourth beda only. During the
rest of the song, it goes on keaing ontwo and four, even in the third verse.

As a summary, some points sioud be in mind: The intense use of pentatonic
scdes and Hue notes is the usual case for rock and popmusic as blues and R &
B lay the grounds for many of the newer styles of rock music. In the ealy times
of the Rolli ng Stones, however, bea and rock and popwere not invented yet, a
musician who wsed this materia clealy shows hisroats. Therefore, the first two
songs are in the R & B and Rock "'n” Roll tradition, althoughthey show several
aspeds that demonstrate individual handling d the material.

The song,, Tell me* was arranged to be & far from this well known material
as posshble, its smple compasition d vocd and hkasslines and the apeggio solo
demonstrate that the band was dgill trying. On the other hand, a ballad is
clerverly chosen here: This gyle does not need masterly adion in solos or
acmompanying, the emphasisis on ,feding’. It is a known fad that the ball ads
of the Rolli ng Stones do nd lad this element, later ball ads as ,,As teas go by,
,Lady Jane“, Ruby Tuesday“, ,Angie‘ and many others clealy show that the
band has foundan important part of its repertoire and its compasitional talent in
this gyle. Not using the blues heme must have been anather challenge to the
songwriters.
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The band went on lsing R & B and Hues influenced songs for the fast titles,
until in 1965they wrote , Satisfadion” and finally founda compasition method
for their fast songs: Theriff oriented rock song, of which Keith Richards becane
amaster. From then on the R & B influenced material becomes more rare.

Notes:

! ¢f. Richards, Keith. in: St. Michad, Mick (Ed.) Keith Richards. In His Own Words. London,
1994. p. 24

2 cf. Hedor, James. The Complete Guide to the Music of The Rolli ng Stones. London, 1995.
p. 21.

3 ¢f. Ewing, Jon. The Rolli ng Stones. Quate Unqude. Bristol, 1996. p. 21.

* The Fender IV Bassis a short-scde Bass Guitar with six strings; with its (for a bas9 rather

short scde it looked aimost like anormal eledric guitar. It was built only from 1961 63. See
Baan, Tony; Moorhouse, Barry. The BassBook. London, 1995. p. 88.

> cf. Vogel, Joachim. Masters of Rhythm Guitar. Briihl, 1992. p. 16.

® These doule-stops are surely due to the influence of Chuck Berry. Cf. Gill, Chris. Guitar

Legends. The Definitive Guide to the World's Greaest Guitar Players. London, 1995. p.109.

" cf. Hedor, p. 2122.

® The lyrics are not transcribed here, for the article has its emphasis on tonal structure.

% ¢f. Hedor, p. 23.

9 Transcribed is the first verse with its refrain. The other vocds of the rest of the song do nd

differ from the first verse. Minor rhythmicd variations are due to the different handing of

gyllables.
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SoundCarriers:

»Can | get awitness', Now |"ve got awitness(Like Uncle Gene And Uncle Phil)“, , Tell me*:
al on: The Rolling Stones. DeccaBLK 16 306P (1964
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