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13.

15.

18.

20.

25.

27

a9,

30.

that's all right

blue suede shoes

2. i forgot to remember to forget

4. i want you, | need you, i love you

love me 6. mean woman blues 7. loving you

treal me nice

king creole 11,

9. wear my ring around your neck

trouble 12. i got stung

i need your love tonight 14. o mess of blues

i feel so bad

bossa novo baby

it i can dream

kentucky rain

6. little sister  17. rock-a-hula baby
19. viva los vegas

21. memaries 22. don’t cry daddy

24. you don’t have to say you love me

an american Irilogy 26. alwoys on my mind

promised land

BONUS TRACK:

BONUS TRACK:

28. moody blue

i‘m a roustabout | previously unreleased )

rubberneckin’ | paul oakenfold remix - radio edit)
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With the sale of more than nine million copies of ELV1S 30 #1 HITS, twenty-six #1 chart posi-
fions around the world, including three weeks in the U.S., and a worldwide smash single (“A
~ Litle Less Conversation”), 2002 proved that the music of Elvis Presley is as alive today as it
has ever been.

That presents BMG with both o mission and a challenge. The mission is to offer as many of the
over 1000 master recordings in our vaulls fo o public that includes ot least one generation
that is just now discovering Elvis for the first fime. The challenge is how to present that materi-
al in @ manner that offers something both old and new.

ELVIS 2ND TO NONE gives us the opportunily, lo begin with, lo present the five transatlantic
#1s that, for reasons of space alone, we had o leave off the previous release. In addition, we
have included “I Forgot to Remember o Forget” and “Moody Blue,” two songs that made it
fo #1 on the U.S. country charts, along with “Wear My Ring Around Your Neck,” which was
a #1 R&B single in the U.S. For the rest, we flirted with the idea of including all of Elvis’ U.S.
and U.K. Top 10 hits = but that was soon discarded for the simple reason that, with more than
forty titles to choose from, we were faced with the same problem as with ELV1S 30 #1 HITS:
too much reperfoire to choose from! So we finally seitled on the idea of combining big hits
with @ mix of songs from throughout Elvis’ career that have achieved a level of musical and
historical importance for beyond their original chart status.

From Elvis’ first recording, “That's All Right,” just a regional hit on a few Southern radio sta-
tions, to “Always on My Mind,” relegated to the B-side of “Separate Ways,” time has proved
that Elvis” music encompasses much more than mere chart history. Although “Blue Suede
Shoes” was a classic by its author, Carl Perkins, few would argue that Elvis’ version does not
occupy an almost equally lofty position in rock history. Certainly no one with any interest in
Elvis’ career will have forgotien the memorable opening thot the song “Trouble” provides for




his 1968 television “Comeback” special = or its equally dramatic use in the film King Creole.

In addition fo the twenty-eight Elvis classics on this album, we have also included a recently
discovered version of o previously unknown song. It was the custom with Elvis’ movies to
invite submissions by several different sets of songwriters for each of the songs, and in the case
of Roustabout, Elvis had already recorded an excitingly dynamic version of Winfield Scolt's
fithe track before it was dropped by Paramount Pictures for another, entirely different song,
because of what the studio deemed an unsuitable lyric. We were unaware until recently,
though, of the confinued existence of that original track ~ until songwriter Winfield Scoit kind-
ly provided us with his acetate version, the only known surviving copy of this lost gem. The
30th track is @ new remix of a song originally from the 1969 film Change Of Habit. Similar
lo ELV1S VS JXL “A Little Less Conversation,” “Rubberneckin™ is a relatively little-known song
and in this case has been remixed by the progressive, innovative and renowned Paul
Oakenfold.

With ELVIS 2ND TO NONE we have continued the crifically acclaimed “new sound” concept
of ELV1S 30 #1 HITS. Every track has been pulled from original first-generation tapes (in some
cases previously unknown or unavailable), then mixed and remastered on the best contempo-
rary equipment with the aim of presenting Elvis with a sonic fidelity never previously achiev-
able but in @ manner as close as possible to the original intent,

We sincerely hope that you will enjoy this CD as much as you did ELV1S 30 #1 HITS. Elvis’
musical universe holds Something For Everybody, to coin a phrase used for the title of one of
his albums, and we plan o continue our exploration of the astonishing and varied array of
material thot Elvis Presley produced in his short lifefime for many years to come.

Ernst Mikael Jergensen







*Sings hillbilly in r&b time. Can you figure that out2” said a Louisiana radio
executive in 1955 in one of the kinder expressions of public opinion of the time,

“I sing all kinds,” said an eighteen-year-old Elvis Presley himself in 1953, when
seeking his first professional audition. But, he was careful to point out, he didn"t
sound like anybody else.

Still it would have been difficult for him to have lully explained the wide range of
styles that he admired - pop, gospel, country, classical, rhythm and blues - once
he had been caught up in the hailstorm of denunciation and praise that accompa-
nied his arrival as the avatar of a revolutionary new form of music called “rock
‘n" roll.” No one then could have guessed that he wanted to be known as a ballad
singer when he arrived for his lirst Sun session in July of 1954, This was the ses-
sion from which his unique country-Hlavored synthesis of blues singer Arthur “Big
Boy” Crudup’s “That's All Right” would emerge, and it was made up for the most
part of country weepers, sentimental ballads, lozily inflected Bing Crosby and
Dean Martin pop numbers, and attempts to match the graceful tenor of Ink Spols’
lead singer Bill Kenny — sometimes all in the course of a single song. But no one
could have guessed this becouse, after the success of “That's All Right,” virtually
none of that material was released at the time. Instead, Elvis’ discoverer, Sun
Records founder Sam Phillips, was, quite sensibly, “locking for that damned row

that hadn’t been plﬂwud_*



By the time that “I Forgot to Remember to Forget” came out in August of 1955,
Elvis, and Phillips, were consciously seeking to diversify both his style and his
appeal. The song, written by Sun staffer and steel guitarist Stan Kesler, echoed the
simple country melody and wordplay of Elvis* previous Sun single, Kesler's “I'm
Left, You're Right, She’s Gone.” This time, though, Elvis balked at what he evident-
ly took to be the “corniness” of approach. “Maybe it was a little too country,”
said Phillips, “and it was a slow song, too. But | loved the hook line, and | thought
it was something we needed at that point.” So W Memphis drummer Johnny
Bernero, a brond-new addition to a recording unit that had until recently consisted
of guitar, bass, and Elvis’ rhythm guitar M to play o “rim-shot snare on
the offbeat, keep it four-four until we go il'llu'h chorus, then go with the bass
beat ot two-four. And by doing that it mlm]ﬂ'n song] is twice as fost as II'
really is. And Elvis really loved it then.” ' |

The strategy worked. The song was as different, in its way, as any of Elvis’ other
Sun sides, and after reaching the Top 10 on the national country charts, “I Forgot to
Remember to Forget” quickly rose to #1 once Phillips had sold Elvis’ contract to RCA.

No persuasion was needed to induce Elvis to return to his first musical love once
he started recording for RCA, just after his twenty-first birthday in January of
1956. Two of the tracks from that first session were big-voiced bollads with quar-
tet-styled vocal backing, though “Heartbreak Hotel* was the first, hugely successhul
single release. But when Elvis returned to RCA's Nashville studio in April (after
recording three all-out rock sessions in New York, out of which “Blue Suede Shoes”
and much of his first album emerged), it was to cut another ballad, “1 Want You, |



Need You, | Love You,” fashioned with all the drama of an Ink Spots recitation,
which went on to become his second #1 pop single.

By the time that he started his first motion picture, in August of 1956, Elvis was
established as something more than o mere flash-in-the-pan, and the song which
gave the movie its title was as indicative of new directions as the inception of his
film career itself. “Love Me Tender® was a simple ballad based on the sentimental
Civil War number, “Aura Lee,” and dependent for its effect almost entirely on the
special qualities inherent in Elvis’ voice. Before recording it, he sang it for
Hollywood columnist Army Archerd on the movie set. “People think all | can do is
H he said. “I used o sing nothing but ballads before | went professional.” This
was the kind of music he had grown up singing in church, he told the movie jour-
nalist. He loved ballads, il- said, and planned to introduce them more and more
into his live act. £ 1

=
Just one week later, ﬂnm of sessions, he recorded o varied group of songs,
pnm:rily for his sum, among them o ballad by songwriters Jerry Leiber
‘and Mike Stoller. hibwq:ﬂ Stoller, both twenty-three and co-writers of “Hound
Dog" among many other rhythm and blues hits, had originally conceived of “Love
Me" as o kind of goof, their version of “what [the hillbilly comedy team] Homer
and Jethro might have done to a legitimate lyric” ~ but Elvis took it perfectly
stroight ond introduced o whole new emotional element to the song that the song-
writers had previously not even suspected. They were subsequently induced to
contribute a couple of numbers to Elvis’ next picture, Loving You, including the
title track which, like “Love Me,” might have been written with a certain hipsterish
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irony but which Elvis once again pul across with utter sincerity. The musical
highlight of the picture, though, was “Mean Woman Blues,” a kind of throwback to
Elvis’ lifelong fascination with the blues, constructed in somewhat artificial but
thoroughly convincing pop fashion and introduced into the film in the midst of @
calé fight in which Elvis is goaded by a sneering bully into performing the song,
then knocks his tormentor into the jukebox which has, miraculously, provided his

musical accompaniment.

Leiber and Stoller wrote most of the soundtrack for Elvis’ next two pictures,
Jailhouse Rock and King Creole, which represent, both musically and dramatically,
the unquestionable high point of Elvis’ cinematic art. On “Treat Me Nice,” from
the first, Dudley Brooks, an alumnus of the Lionel Hampton band, plays the knock-
about piano part, and Elvis delivers one of his most insouciantly confident vocal
performances. “King Creole” and “Trouble,” on the other hand, represent a kind
of Dixieland blues melange, with “Trouble” in particular giving Elvis an opportunity
for the kind of braggodocio blues style popularized by Muddy Waters which, ten
years loter, would serve so eHfectively as the introduction to his 1968 “Comeback”
television special.

It may well have been this kind of musical experimentation, along with a public
contractual dispute with guitarist Scotty Moore and bass player Bill Black, his
original backing musicians, that encouraged him to jettison his usual studio
approach and work with a Nashville rhythm section that included virtuoso country-
jazz guitarist Hank Garland in June of 1958, in his one army session. Here Elvis
returned for the last time to an all-out rock approach, with material like “1 Got



Stung” and “| Need Your Love Tonight” that for the most part had been created
explicitly for him. These songs were scarcely the equal of numbers like “Don’t Be
Cruel,” “Hound Dog,” or even “Jailhouse Rock” - at least not as pure material -
but the superheated performance that Elvis gives them, which is perhaps fanned by
both his concerns about the future and a rhythm section that really takes off, creates
a kind of uninhibited sound that would never again be recaptured in the studio.

With his return from the army in March of 1960 his interests had taken o different
turn, and he was committed to expanding both his vocal and musical range. Even
on roots-oriented material like “A Mess of Blues” and “Little Sister,” both written
by the great songwriting team of Doc Pomus and Mort Shuman, as well as Chuck
Willis* “I Feel So Bad,” an up-to-date Latin-tinged blues, there is a kind of self-
conscious restraint, accompanied by an almost amused, slightly ironic detachment
that is entirely missing from the earlier work.

He was able to bring this same voice to his movie soundtrack recording, in which,
on material like “Rock-A-Hula Baby” and “Bossa Nova Baby,” he successfully sub-
stituted attitude for belief, and on Pomus and Shuman’s brilliantly over-the-top
“Viva Las Vegas” achieved a degree of casuval polish matching that of two of his
original models, Dean Martin and Bing Crosby. He was at this point making what
amounted to the first music videos, in which plot and character were beside the
point and the underlying marketing strategy was for the music to sell the movies,
the movies the music. Which they very effectively did. Perhaps the best way to
look at Elvis in these films is as the kind of consummate professional who can do
whatever is asked of him - and do it gracelully = and their great popularity,
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along with the enthusiasm with which successive generations have seized on
well-crafted numbers like “Viva Las Vegas,” only underlines the solid musical
foundation on which that professionalism was built,

But it was not passion. That only resurfaced as Elvis returned unconditionally to
non-soundtrack recording in 1969, as o prelude to his return 1o live performing
in Las Vegas later that year. It began with the 1948 television special at which he
debuted both “Memories” and “If | Can Dream.” With the lalter you see Elvis
once again taking chances, both social and musical, as he embraces o song
about universal brotherhood written directly in response to Martin Luther King's
and Bobby Kennedy’s assassinations. “You know, I'll never sing another song that |
don’t believe in,” he told producers Steve Binder and Bones Howe with the utmost
conviction at the conclusion of the show. “I'll never make another movie that |
don’t believe in.”

This sense of artistic commitment was only strengthened in his January and
February 1969 sessions at Chips Moman’s American Studio, his first recordings
in Memphis in fifteen years. The first two singles to come out of those sessions,
“In the Ghetto” and “Suspicious Minds,” were the biggest hits Elvis had had in
almost seven years, but the next two, “Don’t Cry Daddy” and “Kentucky Rain,” |
represented the same kind of musical dedication and rueful adult perspective.
This was a whole new Elvis working very hard to get the most out of challenging
emotional material ~ and, for the first time since he had recorded ot Sun, working
to meet the demanding standards of a producer who was willing, and able, to
challenge him.




Publishing politics prevented him from returning to American, but he attempted to
match the Memphis feel in Nashville in 1970 and 1971, with a youthtul rhythm
section that equaled Chips’ studio band and his own musical instincts to guide him.
Elvis recorded o full country album at the 1970 sessions, and gospel and Christmas
LPs the following year, but it was the soulful folk and contemporary moterial to
which he was increasingly drawn that provided the focus for both, with his remake
of Dusty Springfield’s 1966 hit, “You Don't Have to Say You Love Me,” long o
favorite of Elvis’, one of the highlights.

By the time that he recorded Mickey Newbury’s “American Trilogy” live in Las
Vegas in early 1972, he was still seeking the same kind of unifying principle with
which he had originally put together his Vegas show as a forum for every type of
music that had ever influenced him, virtually the entire range of American vernac-
ular music all under one big tent. Newbury's song, joining together “Dixie,” “The
Battle Hymn of the Republic,” and the old spiritual, “All My Trials,” could almost
have stood for an anthem of national reconciliation, and Elvis sang it with absolute
conviction at almost every one of his live shows for the next three years.

“Always On My Mind” followed almost immediately and represented a confessional
moment, as Elvis, in the grip of an acute personal crisis, recorded a series of bit-
tersweet songs (“Separate Ways,” Kris Kristofferson’s “For the Good Times,”
“Where Do | Go From Here?”) that expressed a kind of raw vulnerability and
despair. That same vulnerability surfaced again and again over the last five years
of Elvis’ life, as the young man for whom singing had once offered a means of
expression unavailable to him in any other form (“He Iried not to show it,” said
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Sam Phillips of his most celebrated discovery, “but he felt so inferior”) found it
increasingly difficult even to enter a recording studio. That was the reason that his
final, 1976 sessions were recorded in a makeshift studio in the “Jungle Room” o
Graceland, and while the pain may not be so evident in his rendition of “Moody
Blue,” which reached #1 on the country charts, it runs all through those sessions,
both in titles like “Hurt” and in the difficulty that he had in achieving them.

What also runs through these sessions is the same love of music, of every diverse
strand of musical expression, that Elvis had felt from the start. You can find it,
however haltingly expressed, in country classics like “She Thinks | Still Care,” in
sadly inadequate sentimental originals, and in his last great evocation of the kind
of subtly swinging music with which he had started out his career, Dennis Linde’s
“For the Heart.”

Onstage he could still occasionally lose himself in the moment - when he was
singing “How Great Thou Art” or “Unchained Melody” or “Tryin’ to Get to You.”

“It's like a surge of electricity going through you,” he had said back at the begin-
ning. “It's almost like making love, but it's even stronger than that... Sometimes |
think my heart is going to explode.”

Peter Guralnick

Peter Guralnick is the author of Last Train to Memphis and Careless Love,
a wo-volume biography of Elvis Presley.
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