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1. I’VE BEEN LOVING YOU TOO LONG (TO STOP NOW) 3:56 / 2. SATISFACTION 5:02

Show 3, Set 2 3. DESTINY 2:56 / 4. SECURITY 2:57 / 5. GOOD TO ME 3:35 / 6. RESPECT 2:13
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TROUBLE 2:40 / 11. I CAN’T TURN YOU LOOSE 4:51 / 12. A HARD DAY’S NIGHT 4:13
13. THESE ARMS OF MINE 3:34 / 14. PAPA’S GOT A BRAND NEW BAG 10:08 

15. SATISFACTION 3:31



When singular musical talent is in its prime, onstage
and under the lights, every night can be historic. 

Ask anyone who witnessed postwar West Memphis: in 1951, Howlin’ Wolf could not
be touched. In 1979, the Clash were being billed as “The Only Band That Matters” and
were truly without peer (you can take my word on that—I caught them.) 

In the spring of 1966, Otis Redding’s road show was the one making history. “At that
time, Otis was it. Great band, great songs, great show,” remembers Taj Mahal, whose own
career was just beginning. 

“His was one of the most amazing performances I’d ever seen and I’ve seen some
great performances. I’m talking about being in the same room, not watching a film or
being at some big festival. This cat just had the rafters falling down.”

Redding broke through—from R&B hitmaker to national pop headliner—in ’66. Through
that year and the next, he was recorded live many times, backed either by Booker T. &
the MGs or the Bar-Kays. Yet there is but one set of recordings that caught Redding 
with his own band, in the tight quarters of a smoky nightclub. That venue? Los Angeles’s
long-celebrated roadhouse with the missing vowel: Whisky A Go Go.

Live On The Sunset Strip features three full sets from Redding’s famed four-night stand
on Sunset Boulevard in early ’66, when soul music was young and still defining itself.
Mahal made every one of those shows, experiencing the soul man in his diaphoretic,
rafter-shaking glory. 

“Otis was one of the most fantastic, natural sounding singers. It wasn’t that it
was a certain style—it was just great music, you know. He wasn’t trying to 
articulate like anybody else. He was himself.”

From the time of his first national hit in 1963, Otis Redding was his
own man, standing out from fellow rhythm-and-blues hitmakers with a sound that
was rawer, blacker. Back then, Motown was still a new thing, and shared the top
of the R&B charts with such carefully crafted tunes as Dionne Warwick’s “Walk on
By,” and Major Lance’s “Um, Um, Um, Um, Um, Um.” Redding may have lacked the
polish of the Temptations and the suave sophistication of Sam Cooke, two more
acts with R&B #1s during that period, but he drew heavy inspiration and songs
from both.

Sonically speaking, Redding was straight outta the South, and the dominant feel
in each of his hits—slow ballads like “Pain in My Heart” or uptempo numbers like “Mr.
Pitiful”—was straight outta the church. If Redding had a stylistic kin, he was most like
his fellow Georgian James Brown in terms of dealing with naked emotion and 
pushing his performances to the edge of gospel hysteria. Yet Redding’s arrangements
eschewed the tight hornlines and stop-start rhythms of the Famous Flames, offering
a rougher, looser sense of groove that was a signature of recordings that came out
of Stax Records in Memphis.

Stax, Memphis, and Redding had all played key roles in the birth of this grittier, 
increasingly popular sound called soul. In fact, so popular and pervasive was this new
style that by the mid-’60s, “soul” became a rubric for all styles of popular black music,
while the term found use beyond the musical, connoting a reconnection to cultural roots
and an abiding racial pride. (Even the pop mainstream adopted the term: before ’65 was out
the Beatles dubbed their 1965 album Rubber Soul; before the decade ended, Billboard
magazine replaced “Rhythm and Blues” with “Soul.”)

In 1966, Redding was 24 and defined not only the sound but the style and
look of a true soul man. Tall and lanky, he was ready to drop to his knees and
tear off the thin-lapelled jacket of his sharply pressed suit when it was time to
deliver the goods. His ten-piece band was his personal, traveling amen-corner,



urging him to testify night after night with catchy, sing-song lines—many of
Redding’s own creation—that matched his homegrown lyrics. His out-of-breath

stage patter was warm and downhome. “Ladies and gentlemens,” he addressed
his fans, “holler as loud as you wanna—you ain’t home!” 

By 1966, a national black audience knew Redding from his dozen R&B hits and
star billing in the top urban theaters like New York’s Apollo and Chicago’s Regal. White

America was not far behind. Two Redding numbers—“I’ve Been Loving You Too Long 
(To Stop Now)” and “Respect”—had crossed over to the Pop Top 40, and a number of
his recordings inspired covers by rock ’n’ roll bands, the Rolling Stones most famously
(a favor Redding returned a year later when he recorded a streamlined take of the group’s
best-known song).

In fact, Redding’s version of “Satisfaction” was climbing up the charts when he rolled
into Los Angeles in the first week of April 1966. He was no stranger to the city. He had
waxed his first recordings there in 1960 as a Little Richard-style rocker performing as
“Rockhouse” Redding. “Shout Bamalama” had achieved regional success in the South but
that had neither the sound nor the impact of Redding’s later recordings.

The L.A. music scene had changed considerably since Redding’s first visit. By ’66, his
music could be heard regularly on KHJ—“Boss Radio”—programming an overlap of R&B,
pop, and dance music of the day. On April 2, Redding performed at the Hollywood Bowl
as part of a KHJ-produced “Appreciation Concert” that also featured Sonny & Cher,
Donovan, and The Mamas & The Papas. But it was in a small club in nearby West
Hollywood that Redding’s impact would hit hardest—and be recorded.

The Whisky A Go Go had opened in January 1964 at the corner of Sunset
Boulevard and Clark Street along L.A.’s fabled Sunset Strip. In two short years it
seeded a youth-oriented, cultural scene, a national dance-and-fashion trend that favored
mini-skirts and white Go-Go boots, and even produced a hit album Johnny Rivers at the
Whisky A Go Go. Among the local acts it presented were the Rising Sons, a blues-rock
ensemble that included Mahal and future guitar master Ry Cooder. The club was owned
and run by Elmer Valentine and Mario Maglieri, two former cops from Chicago, who were
ahead of the curve with their booking policy.

Mahal remembers: “They really did a lot to integrate what went down on the Sunset Strip.
In the beginning Elmer and Mario would have Martha and the Vandellas there, or they’d have
the Temptations, and all these people would be showing up and looking at each other, ‘what
are you doing here?’ The white people would be looking at the black people, black people
would be looking at the white people, and everybody’d be looking at the Mexicans.”

Throwing an unfiltered dose of Southern soul into what was becoming a bubbling
musical mix on the Strip, the Whisky booked the Otis Redding Revue for the Easter
weekend that followed his Hollywood Bowl appearance—Thursday through Sunday,
April 7-10. Typical of many R&B roadshows of the day, Redding’s entourage
included an emcee, a full, 10-piece band (led by saxophonist Bob Holloway)

and three up-and-coming singers performing one tune apiece before the 
headliner hit the stage. In ’66, Redding’s hand-picked protégés included blues
belter/pianist Katie Webster (who also played keyboards in Redding’s band),
teenager Carl Sims (later to achieve a degree of success on the Malaco label), and
Kitty Lane, a singer who recorded for the Baltimore’s small Ru-Jac soul label, and
“had a voice like Martha Reeves of Martha and the Vandellas,” says Mahal.

Normally, the Whisky presented two or three bands a night; a headliner of national
reputation, with one local act hired as support. To Mahal’s enduring pride, the Rising Sons
opened for Redding; once they finished their set—as he tells it—school was in session.
“After performing our act we couldn’t wait to get offstage to watch all the things the
musicians did, you know—like the bass player would stay down off the stage, behind the
drummer and watch the foot pedal on the drums and those guys would lock in.

“There were all kinds of things that I picked up by observing Otis. Otis was friendly,
his people were friendly. There was no snobbery—they wanted to meet everybody—‘Hi, my
name’s Bob, I’m the saxophone player. This is our trombone player here—hey man come
on over! These young fellows going to be opening up for us tonight.’ 

“For a bunch of young guys in the business to just be around someone who had a
national vibe like that, who put everything out on stage and wasn’t stuck up, that was 
totally fabulous.

“I remember we realized that Ry [Cooder]’s guitar was in the same tuning that Otis
wrote most of his songs in, which was open D tuning. Anyway, he asked to borrow it
and of course Ry ran right over with his great big, blonde-top. I’ll never forget Otis 
picking it up and that was the first time I knew he played guitar!”

Mahal continues:
“This is so burned in my mind—first of all, Otis’s show was a revue, the band would play
an instrumental number, like “Get Out of My Life, Woman” or “Sidewinder” then these 
different singers would come out and do one song. Then Otis’s valet would walk up to
the mic and say ‘Ladies and gentlemen, the man that brought you ‘Pain in my Heart’!
Blaammm! Horns blasting all over, drummer would go ‘Crack!’ ‘”Security”!’ Blaammm, crack!
‘I got to have some “Respect”!’ Then the band would go, ‘1, 2, 3. . .’ and Otis would
come charging out of the wings, do a side slide right past the microphone, then slide
back and grab the microphone, and start shouting out ‘I Can’t Turn You Loose. . .’

“Well, PANDE-F**KIN’-MONIUM! Everyone in the place was just nuts. And then he
put out so much energy in that first song—he’d heat up so much—that he’d take his
jacket off, loosen up his tie and roll his sleeves up and say, ‘Alright, now we want to
get with a slower song. . .’ and he’d do ‘These Arms of Mine’ or any of the great
soul ballads he was doing then. “Otis did stuff, he bent words around—the thing
I learned from him—we used to say ‘worry a line,’ which meant hold on to it and
shake it a little bit—the song, the line, the note. ‘These…arms…of…miiiiine…’
—that would kill me.”



Redding was an instant phenomenon, packing the house and
inspiring the Los Angeles Times to write: “Drawn by his growing popularity, a fervid

audience, shoe-horned into the club, chorused in on some of his songs and at one
point interrupted his introduction of a ballad by clamoring for more of his fast paced

tunes . . . Redding was assured of an In Group [sic] following Thursday night when from
among his spectators emerged Bob Dylan, trailed by an entourage of camp followers.”

(According to Redding’s manager Phil Walden, Dylan offered Redding a listen to his
recent recording “Just Like a Woman” that evening with the hope that he’d cover it.
Though Redding was open to performing the work of younger songwriters—besides
“Satisfaction,” the Beatles’ “Day Tripper” was in his repertoire—he apparently thought
Dylan’s song was too wordy.)

Asked if any other big names were in attendance, Mahal replies, “the star who was
there was Otis Redding, that’s all I know.”

In the months that followed, more and more came to see Redding in the same light.
Redding’s run at the Whisky added to the momentum of ’66, followed by two more radio
hits (“Fa-Fa-Fa-Fa-Fa (Sad Song)” and “Try a Little Tenderness”) and the top spot on 
an all-star soul tour of the U.S., and his first tour of Europe. During Christmas week, a
three-night stand at San Francisco’s Fillmore Auditorium—the cradle of hippiedom and
rock culture—blasted Redding into his final year. 

Through ’67, each triumphant event seemed scripted to secure Redding’s status
as the king of soul, and is now an indelible part of his legend: his headlining of the
Volt/Stax tour of Europe in March. His spotlight-stealing performance at the historic
Monterey International Pop Festival in June. His song “Respect”—re-arranged by Aretha
Franklin into a feminist/Civil Rights anthem—ruling the airwaves that entire summer. And
tragically, on December 10, his death in an airplane crash that dramatically froze his star
forever in its perfect, meteoric apogee. In the public mind, Redding would never grow old
nor could his career ever falter. The significance of each track of music he left behind
has grown—including three nights of nightclub performances from early ’66.

“Right now we’re fixing to, since tonight is the last night and the man
done paid us, we’re gonna goof off a little bit now…”

—Otis Redding, April 10, 1966

Johnny Rivers’s hit album in ’64 not only helped put the Whisky on the national
map a mere six months after the club’s opening, but established it as a choice venue
for a concert recording. For Redding, a live album in 1966 it was a no-brainer: his
manager and label were looking to further Redding’s crossover potential. Engineer
Wally Heider, the West Coast’s leading recorder of live performances, was hired
to tape three nights of Redding’s run at the Whisky—two sets on Friday, April
8, and three the next night and two on Sunday.

As steady and consistently proficient as Redding’s studio output was 
until his demise, it’s understandable that the rougher Whisky material was held
back for posthumous release. In ’68, the LP In Person at the Whisky A Go Go
offered ten cherry-picked tracks and notes by L.A. Times critic Pete Johnson 
(who originally reviewed the show). In 1993, the CD Good to Me: Recorded Live at
the Whisky, Vol. 2 expanded on a largely forgotten 1982 LP release, and included an
emcee introduction and other unheard tracks.

While those releases juggled selections from different shows, Live On The Sunset Strip
stands out as an historically true document, offering the last three consecutive sets of
Redding’s historic run, the last from Saturday night, and two from Sunday. They capture
Redding and his band in top form, on the most relaxed nights of their week at the Whisky.
The tracks are sequenced exactly as they took place—and the overall feeling is loose
and welcoming—proof of the generosity of spirit Mahal encountered that weekend at the
Whisky. 

There are flashes of impromptu brilliance and warts-and-all fun. Check out Redding’s
good-natured interaction with his crowd and sidemen. Note how he turns the close of
“Satisfaction” into a call-and-response holy-roller. How, during “I Can’t Turn You Loose,”
he name checks Sam and Dave’s recent hit “Hold On, I’m Comin’,” released by Stax only
weeks before. And how, angling to extend the last set of the week, he takes a stab at
the Beatles’ “A Hard Day’s Night,” then tears into a lengthy version of James Brown’s
“Papa’s Got a Brand New Bag.”

Yes, some performances are as rough as they are passionate. With Otis Redding that
was often the point, the gritty paradox that still drives his legend. Even when singing the
saddest of his sad, sad songs, Redding could not hide an exuberance that powered his
music and always moved the crowd. Just ask one who was there.

“I’m still real clear about those shows that I saw,” says Mahal. “It was raw and 
unscripted. It was just the joy of music, you know. The joy of rhythm, the joy of energy,
especially since so many of us were dancing. That’s what’s different from today. I don’t
care how slow his songs were—we were dancing to Otis Redding.”

—Ashley Kahn
March 2010

Ashley Kahn is the author of A Love Supreme: The Story of John Coltrane’s
Signature Album, Kind of Blue: The Making of the Miles Davis Masterpiece, and
other titles. He often contributes to National Public Radio’s “Morning Edition”

and teaches music history and journalism at New York University.







DISC 1
Show 2, Set 3

1. SECURITY 3:07
2. JUST ONE MORE DAY 5:20

(Redding-Cropper-Robinson) Irving Music, Inc.-BMI

3. THESE ARMS OF MINE 3:10
(Otis Redding) Irving Music, Inc./Regent Music Corp.-BMI

4. SATISFACTION 6:44
(Jagger-Richards) ABKCO Music, Inc.-BMI

5. I CAN’T TURN YOU LOOSE 6:20
6. CHAINED AND BOUND 4:52

7. RESPECT 2:36
Show 3, Set 1

8. I’M DEPENDING ON YOU 4:46
9. I CAN’T TURN YOU LOOSE 6:18

10. SATISFACTION 6:06
(Jagger-Richards) ABKCO Music, Inc.-BMI

11. CHAINED AND BOUND 7:32
12. JUST ONE MORE DAY 4:33

(Redding-Cropper-Robinson) Irving Music, Inc.-BMI

13. ANY OLE WAY 4:03
(Redding-Cropper) Irving Music, Inc.-BMI

DISC 2
Show 3, Set 1 cont.

1. I’VE BEEN LOVING YOU 
TOO LONG (TO STOP NOW) 3:56

(Redding-Butler) Irving Music, Inc.-BMI

2. SATISFACTION 5:02
(Jagger-Richards) 

ABKCO Music, Inc.-BMI

Show 3, Set 2
3. DESTINY 2:56

(Wayne Moman) Irving Music, Inc.-BMI

4. SECURITY 2:57
5. GOOD TO ME 3:35

(Redding-Green) Irving Music, Inc.-BMI

6. RESPECT 2:13
7. CHAINED AND BOUND 6:57

8. MR. PITIFUL 2:18
(Redding-Cropper) Irving Music, Inc.-BMI

9. SATISFACTION 6:28
(Jagger-Richards) ABKCO Music, Inc.-BMI

10. OLE MAN TROUBLE 2:40
11. I CAN’T TURN YOU LOOSE 4:51

12. A HARD DAY’S NIGHT 4:13
(Lennon-McCartney) Northern Songs, Ltd. 

c/o Sony/ATV Tunes-ASCAP

13. THESE ARMS OF MINE 3:34
(Otis Redding) Irving Music, Inc./Regent Music Corp.-BMI

14. PAPA’S GOT A BRAND 
NEW BAG 10:08

(James Brown) Dynatone Publishing-BMI

15. SATISFACTION 3:31
(Jagger-Richards) ABKCO Music, Inc.-BMI

All selections written by Otis Redding 
(Irving Music, Inc.-BMI), 
except as indicated.

Recorded live at the Whisky A Go Go, West Hollywood; 
April 9 and 10, 1966.

Robert Holloway, Robert Pittman, Donald Henry—tenor saxophones
Sammy Coleman, John Farris—trumpets

Clarence Johnson, Jr.—trombone
James Young—guitar
Ralph Stewart—bass

Elbert Woodson—drums 

Recording Engineer—Wally Heider
Supervision—Neshui Ertegun

Produced for release by Bill Belmont
Mixed by Adam Muñoz

Mastering—Joe Tarantino (Joe Tarantino Mastering, Berkeley, CA)
Editorial—Rikka Arnold

Project Assistance—Chris Clough, Nick Phillips, Jeffrey Spector
Art Direction by Geoff Gans & Abbey Anna

Package design by Geoff Gans / rarecoolstuff.com
Cover and poster artwork by Dennis Loren © 2010

Cover & poster photo of Otis Redding, courtesy of Stax Archives
Inside tray photo courtesy of Dominic Priorie 

Photo of Otis Redding on page 9 by Nat (The Cat) Robinson. 
courtesy of Zelma Redding

Los Angeles Times article written by Pete Johnson Los Angeles Times, 
Copyright © 1966. Reprinted with Permission.
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