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All six studio albums are newly mixed, supervised by The Doors and 
Bruce Botnick, their original engineer/ producer. 

We want our fans, both new and old, to hear what we discovered on 
listening to the actual multitrack recordings," says keyboard player Ray 
Manzarek. "There are background vocals by Jim Morrison, piano parts of 
mine that weren't used, and guitar stingers and solos by Robby Krieger that 
never made the original recordings, that can now be heard for the first time. 
We used state-of-the-art techniques to bring these discs to the same sound 
quality we experienced in the studio when we initially recorded our songs. We 
invite all our fans to join us in this re-creation of the legendary recording 
sessions of The Doors. And to be a part of our original conceptions." 
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INTRODUCTION BY ORIGINAL DOORS 

ENGINEER/PRODUCER BRUCE BOTNICK 

WARNING: This isn't the same album 
you've been listening to for the past 40 years. 
Well, actually, it is and it isn't. So don't get 
freaked out—play it loud and enjoy, and revel 
in the renewed experience of The Doors, as 
they were originally intended to be heard! 

First I need to introduce our cast of 
characters: Raul Rothchild, the producer; 
The Doors, Robby, Ray, John, and Jim; 
occasional bassist doubling Ray's piano 
bass, Larry Knechtel; and lastly, myself, as 
recording engineer. 

The Doors' first record, also known at 
EKS-74007, was recorded from late August 
into the first week of September of 1966 at 
Sunset Sound Recorders in Studio B in 
Hollywood. We recorded 4-track 1/2" at 15 ips 
NAB, and when we ran out of tracks, we 
overdubbed 4-track to 4-track. One of the 
most interesting things about going back and 
revisiting the original tracks was that we 
found little gems and mysteries. The most 
startling discovery was finding out that the 
album, as it has existed on the street for the 
past 40 years, is running slow and off-key— 
flat, to be exact. It came to my attention in 
early 2003 via an e-mail from Michael Hicks, 
Professor of Music at Brigham Young 
University. After much investigation and 
speculation, professor Hicks came to the 
conclusion that something was not quite 
right. 

In preparing for a lecture he was giving 
at the Society for American Music 
Conference in April 2003, he said, "AH the 
extant video- and audio-taped live perf¬ 
ormances of The Doors performing 'Light My 
Fire,' the sheet music to the song, and the 

statements of band members show the song 
on the single as being in a key almost a full 
half-step higher than the LP issue and CD 
reissues (the 45-rpm issue was at the 'real' 
pitch). For example, the verse chords should 
be an alternation between A-minor and F- 
sharp minor. But on the LP and CD releases, 
the chords are A-flat minor and F-minor 
(although both about 20 cents sharp). It also 
seems that the LP version was originally 
intended to be at the original pitch: when one 
increases the speed of the LP version to get 
the true chords, the total time is 6:50 as 
stated on the record cover, as opposed to the 
7:05 as issued on vinyl and CD." 

What I determined was the following: 
When the album was mixed at Elektra 
studios in New York, either the 4-track 
playback recorder was running slow, or the 
stereo 2-track was running fast. In those days 
we recorded and mixed on Ampex & Scully 
tape recorders. The tension system was such 
that when a full reel of tape was on the left 
side of the recorder, known as the supply 
side, it would run at something 
approximating accurate speed. When the 
situation was reversed, where the large load 
was on the take-up side, the recorder would 
slow down because of the mechanical 
braking system, and this could cause the mix 
to progressively run slower. So, things could 
go flat or sharp depending on what part of 
the tape the mix came from. 

What resulted is that the albums that 
are on the street, be they vinyl or CD, are 
playing back slow. The original 1967 singles 
of both "Break On Through" and "Light My 
Fire" ran on speed. Why? In those days it was 
common to put a wrap—a single piece of 
splicing tape—on the capstan of the 
mastering recorder in order to slightly speed 
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up the song so that it had a 
brighter edge on the radio. What 
we had achieved was to bring 
those songs back up to their 
correct speed. Additionally, in the 
single mastering, a Dolby A301 
was used in the "record stretch" 
mode, causing the single to 
sound hi-fi on AM (Amplitude 
Modulation) radio. So now, with 
the new mixes, you will hear the 
entire album at the correct speed 
and correct pitch—this could 
possibly change your life! 

On "Break On Through (To 
The Other Side)," Jim sang, 
"She gets, she gets, she gets, 
ahhwooooo." Because of the 
morality issues brought about by 
radio and broadcast standards of 
that day, we couldn't cross what 
we affectionately called "the fuck 
barrier." So, we mixed out that 
terrible word, "high." A decision 
was made by Elektra Records that 
all of the band's performances of 
the song should reflect the 
album/single versions. On a 
recording made in 1967 at a San 
Francisco club called The Matrix, 
Jim sang the song without the 
word. The word "high" also be¬ 
came a well-documented issue 
with Ed Sullivan when The Doors 
appeared on his television show. 

The new mixes are 100% 
complete, and Jim now sings as 
recorded: "She gets high." There 
are instances during the album 
where either Robby or Ray are 
now being heard in places where 
they weren't heard before. 

Another big difference is during 
the climactic section of "The End" 
where Jim is rhythmically using the 
"f"-word; this version appeared 
over the closing credits of 
Apocalypse Now. 

During the mixing of this 
album for 5.1 and stereo on the 
Perception boxed set, we came to 
the conclusion that this is a 
different millennium we live in, 
and there isn't any advantage in to 
trying to re-create 1967, since 
we'd already been there and done 
that. Today's equipment is sd 
much better that we didn't have to 
compensate for vinyl and its 
limited 20-minute sides, inner- 
groove distortion, sibilance, AM 
radio, you name it—and so, the 
sky was the limit. Luckily, the 4- 
track masters are in great shape, 
and we were able to carefully 
transfer them at 96 kHz / 24 bit to 
ProTools HD. The mix was 
accomplished on a Digidesign 
Icon console using the latest state- 
of-the-art—for this year at least- 
digital equalizers from George 
Massenberg and Sony Oxford. On 
the digital reverb front, we used 
both ReVibe convolution and 
Altiverb Impulse Response room 
simulation. In analogue, EMT 140 
reverberation plates were em¬ 
ployed, which are the same type 
that were used on all the Doors 
albums. 

—Bruce Botnick 
May 2006 
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The Doors announced themselves to 
the world with a near-perfect debut album. It 
helped that by the time they stepped into 
Sunset Sound Studios in the summer of 1966, 
they had enough material for a double 
album—songs composed and worked out 
over a year of rehearsals and nightclub gigs. 
With just two sides of vinyl to fill, they didn't 
even have room for "Moonlight Drive," the 
song Jim Morrison timidly sang to Ray 
Manzarek that summer day in 1965 on Venice 
Beach, where the two former UCLA film 
department classmates happened onto each 
other. This was the song that convinced 
Manzarek they could form a rock band and 
make a million bucks. But it, along with 
several other early Morrison compositions, 
would have to wait until the second and even 
the third album. 

But a surplus supply of songs doesn't 
necessarily mean that a band is any good. 
And with The Doors you couldn't be sure. 
Their only previous recording experience 
had been a demo with a slightly different line¬ 
up (Morrison, Manzarek, and drummer John 
Densmore were in place, but Robby Krieger, 
who would prove to be invaluable as both a 
guitarist and composer, had yet to join). The 
spare, six-song recording drew only one 
offer, which came with no advance money 
and dissipated within months. Their lead 
singer had never sung professionally before 
helping form The Doors, and had learned his 
craft in a Sunset Strip dive of a nightclub, the 
London Fog. The Doors came to life as the 
house band at the Whisky a Go Go, but, by 
then, Morrison was habitually going onstage 
drunk, or high on LSD. 

In fact, when they arrived at Sunset 
Sound to begin work with Elektra's producer, 
Paul Rothchild, they'd just been fired from the 
Whisky after Morrison, flying on acid, impro¬ 
vised an Oedipal climax to the song "The 
End," telling his parents, in no uncertain 
terms, what he wanted to do to each of them. 

Fortunately, they'd impressed Elektra 
Records founder Jac Holzman weeks earlier 
at the club. Holzman, on a couple of previous 
visits, had seen the band at their messiest; 
had seen them turn things around; had come 
to admire the musicianship of the classically- 
trained Manzarek, the jazzy John Densmore, 
and the versatile Krieger; was taken with the 
charismatic and unpredictable Morrison. But 
what ultimately sealed a deal was their musi¬ 
cal intelligence. Their repertoire, he noted, 
eschewed peace and love songs of the day, 
but included a sprightly reading of "Alabama 
Song (Whisky Bar)," by Kurt Weill and 
Bertoldt Brecht. "And when I heard, really 
heard, Manzarek's baroque organ line under 
'Light My Fire,' I was ready to sign them." 

And so it was that, just a year after 
they'd banded together, The Doors reported 
to Sunset Sound. "The first night," Krieger 
recalls, "we were afraid to play too loud. With 
all that expensive equipment in there, we 
were afraid that we'd blow it out." But with 
Rothchild, who'd produced The Paul 
Butterfield Blues Band, Love, and several folk 
acts for Elektra, at the controls, along with 
Sunset Sound's Bruce Botnick serving as 
engineer, The Doors were soon on track. 

Over several rehearsals Rothchild had 
heard the band's repertoire, which ranged 
from "Back Door Man," a Willie Dixon and 
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Howlin' Wolf piece of nastiness that reflected 
The Doors' love of the blues, to Morrison's 
and Krieger's short but impressive stack of 
their early efforts as songwriters. These 
included "Light My Fire," which Krieger came 
up with after Morrison encouraged his 
bandmates to contribute some new songs 
(Krieger had the first verse and chorus com¬ 
pleted; Morrison supplied the second verse— 
"the time to hesitate is through . . . "). There 
was "Twentieth Century Fox," which Morrison 
wrote for his girlfriend, Pamela Courson. For 
the stomping chorus, Rothchild, an admirer 
of The Beatles' adventures in the recording 
studio, had all The Doors stomping on a 
wooden platform. "Soul Kitchen" was 
Morrison's salute to a favorite cheap soul- 
food restaurant in Venice. "Break On 
Through (To The Other Side)," would be the 
first single—but only after a first brush with 
censorship. Morrison's lyrics included the 
line, "She gets high," which he sang four 
times. Elektra was aware that songs with 
drug references were often banned from 
radio station playlists, and the line was mixed 
down to a more acceptable, if puzzling, 
series of "she gets," followed by a moan. 

One of the many amazing things about 
this debut album is how accomplished and 
assured the band sounds, given Morrison's 
condition. One night he'd be too wasted to 
give "The End" a good shot. The next evening 
he was fine—more than fine. 

Rothchild recalled: "It was the most 
awe-inspiring thing I'd ever witnessed in a 
studio. It's still one of the top musical events 

of my life, and I've made over 160 records. We 
were about six minutes into it when I turned to 
Bruce and said, 'Do you understand what's 
happening here? This is one of the most 
important moments in recorded rock 'n' roll.' 
When they were done, I had goosebumps 
from head to foot. It was magic." 

Rothchild lavished high praise on the 
band, and then, as producers are wont to do, 
asked for another take. Again, magic. "I don't 
think we can do that any better," Manzarek 
told Rothchild, who replied, "You don't have 
to. Between these two takes we have one of 
the best masters ever cut." Rothchild and 
Botnick combined the first half of the first take 
and the second half of take two. 

After only ten days and $10,000, The 
Doors had their first album completed. And, 
after "Break On Through" failed to do just 
that, Rothchild took the seven-minute-long 
"Light My Fire" into a studio and removed 
Manzarek and Krieger's solos, and The 
Doors had their first # 1 hit. 

It was July 1967, two years after that day 
on Venice Beach when Morrison told 
Manzarek, rather shyly, that he'd been work¬ 
ing up some songs. 

—Ben Fong-Torres 
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BREAK ON THROUGH 
(To The Other Side) 

You know the day destroys the night 

Night divides the day 

Tried to run 

Tried to hide 

Break on through to the other side 

Break on through to the other side 

Break on through to the other side 

We chased our pleasures here 

Dug our treasures there 

Can you still recall 

The time we cried? 

Break on through to the other side 

Break on through to the other side 

Break on through to the other side 

Everybody loves my baby 

Everybody loves my baby 

She gets high, she gets high, 

she gets high 

She gets high, she gets high 

I found an island in your arms 

A country in your eyes 

Arms that chained us 

Eyes that lied 

Break on through to the other side 

Break on through to the other side 

Break on through to the other side 

Made the scene from week to week 

Day to day, hour to hour 

The gate is straight 

Deep and wide 

Break on through to the other side 

Break on through to the other side 

Break on through to the other side 

Break on through, break on through 

Break on through, break on through 

Yeah, yeah, yeah 

Yeah, yeah, yeah ... 

SOUL KITCHEN 

Well, the clock says it's time to close now 

I guess I'd better go now 

I'd really like to stay here all night 

The cars crawl past all stuffed with eyes 

Street lights shed their hollow glow 

Your brain seems bruised with 

numb surprise 

Still one place to go 

Still one place to go 

Let me sleep all night in your 

soul kitchen 

Warm my mind near your gentle stove 

Turn me out and I'll wander, baby 

Stumbling in the neon groves 

Well, the clock says it's time to close now 

I know I have to go now 

I really want to stay here all night 

All night 

All night 

THE CRYSTAL SHIP 

Before you slip into unconsciousness 

I'd like to have another kiss 

Another flashing chance at bliss 

Another kiss 

Another kiss 

The days are bright and filled with pain 

Enclose me in your gentle rain 

The time you ran was too insane 

We'll meet again 

We'll meet again 

Oh tell me where your freedom lies 

The streets are fields that never die 

Deliver me from reasons why 

You'd rather cry 

I'd rather fly 

The crystal ship is being filled 

A thousand girls, a thousand thrills 

A million ways to spend your time 

When we get back 

I'll drop a line 

TWENTIETH CENTURY FOX 

Well, she's fashionably lean 

And she's fashionably late 

She'll never rank a scene 

She'll never break a date 

But she's no drag 

Just watch the way she walks 

She's a twentieth century fox 

She's a twentieth century fox 

No tears, no fears 

No ruined years 

No clocks 

She's a twentieth century fox 

She's the queen of cool 

And she's the lady who waits 

Since her mind left school 

It never hesitates 

She won't waste time 

On elementary talk 

'Cause she's a twentieth century fox 

She's a twentieth century fox 



Come on, baby, light my fire 

Try to set the night on fire 
Got the world locked up 

Inside a plastic box 

She's a twentieth century fox, oh yeah 

Twentieth century fox, oh yeah 

Twentieth century fox 

She's a twentieth century fox 

LIGHT MY FIRE 

You know that it would be untrue 

You know that I would be a liar 

If I was to say to you 

Girl, we couldn't get much higher 

Come on, baby, light my fire 

Come on, baby, light my fire 

Try to set the night on fire 

The time to hesitate is through 

No time to wallow in the mire 

Try now we can only lose 

And our love become a funeral pyre 

Come on, baby, light my fire 

Come on, baby, light my fire 

Try to set the night on fire 

The time to hesitate is through 

No time to wallow in the mire 

Try now we can only lose 

And our love become a funeral pyre 

Come on, baby, light my fire 

Come on, baby light my fire 

Try to set the night on fire 

You know that it would be untrue 

You know that I would be a liar 

If I was to say to you 

Girl, we couldn't get much higher 

Come on, baby, light my fire 

Try to set the night on fire 

Try to set the night on fire 

Try to set the night on fire 

Yeah, we're on our way 

And we can't turn back 

'Cause it's too late 

Too late, too late 

Too late, too late 

I LOOKED AT YOU 

I looked at you 

You looked at me 

I smiled at you 

You smiled at me 

And we're on our way 

No, we can't turn back 

Yeah, we're on our way 

And we can't turn back 

'Cause it's too late 

Too late, too late 

Too late, too late 

And we're on our way 

No, we can't turn back 

Yeah, we're on our way 

And we can't turn back 

I walked with you 

You walked with me 

I talked to you 

You talked to me 

And we're on our way 

No, we can't turn back 

Yeah, we're on our way 

And we can't turn back 

'Cause it's too late 

Too late, too late 

Too late, too late 

And we're on our way 

No, we can't turn back 

END OF THE NIGHT 

Take the highway to the end of the night 

End of the night 

End of the night 

Take a journey to the bright midnight 

End of the night 

End of the night 

Realms of bliss 

Realms of light 

Some are born to sweet delight 

Some are born to sweet delight 

Some are born to the endless night 

End of the night 

End of the night 

End of the night 

End of the night 

Realms of bliss 

Realms of light 

Some are born to sweet delight 

Some are born to sweet delight 

Some are born to the endless night 

End of the night 

End of the night 

End of the night 

End of the night 
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TAKE IT AS IT COMES 

Time to live 

Time to lie 

Time to laugh 

Time to die 

Take it easy, baby 

Take it as it comes 

Don't move too fast if you want 

your love to last 

You've been movin' much too fast 

Time to walk 

Time to run 

Time to aim your arrows 

At the sun 

Take it easy baby 

Take it as it comes 

Don't move too fast if you want 

your love to last 

You've been movin' much too fast 

Go real slow 

You'll like it more and more 

Take it as it comes 

Specialize in havin' fun 

Take it easy baby 

Take it as it comes 

Don't move too fast if you want 

your love to last 

You've been movin' much too fast 

Movin' much too fast 

Movin' much too fast 

THE END 

This is the end, beautiful friend 

This is the end, my only friend 

The end of our elaborate plans 

The end of everything that stands 

The end 

No safety or surprise 

The end 

I'll never look into your eyes again 

Can you picture what will be 

So limitless and free 

Desperately in need of some 

stranger's hand 

In a desperate land 

Lost in a Roman wilderness of pain 

And all the children are insane 

All the children are insane 

Waiting for the summer rain 

There's danger on the edge of town 

Ride the king's highway 

Weird scenes inside the gold mine 

Ride the highway West, baby 

Ride the snake 

Ride the snake 

To the lake 

To the lake 

The ancient lake, baby 

The snake is long 

Seven miles 

Ride the snake 

He's old 

And his skin is cold 

The West is the best 

The West is the best 

Get here and we'll do the rest 

The blue bus is calling us 

The blue bus is calling us 

Driver, where are you taking us? 

The killer awoke before dawn 

He put his boots on 

He took a face from the ancient gallery 

And he walked on down the hall 

He went into the room where his sister lived 

And then he paid a visit to his brother 

And then he walked on down the hall 

And he came to a door 

And he looked inside 

Father? 

Yes, son? 

I want to kill you 

Mother, I want to... 

Come on, baby, take a chance with us 

Come on, baby, take a chance with us 

Come on, baby, take a chance with us 

And meet me at the back of the blue bus 

Fuck, fuck 

Kill, kill, kill... 

This is the end, beautiful friend 

This is the end, my only friend 

The end 

It hurts to set you free 

But you'll never follow me 

The end of laughter and soft lies 

The end of nights we tried to die 

This is the end 

photo: Joel Brodsky 17. 



l. Break On Through (To The Other Side) [2:27] 

2. Soul Kitchen [3:32] 

3. The Crystal Ship [2:32] 

4. Twentieth Century Fox [2:32] 

5. Alabama Song (Whisky Bar) [3:17] 

6. Light My Eire [7:00] 

7. Back Door Man [3:34] 
8.1 Looked At You [2:22] 

9. End Of The Night [2:50] 

10. Take It As It Comes [2:18] 

li. The End [ii:4i] 

Bonus Tracks 
12. Moonlight Drive (Version 1) [2:43] 

13. Moonlight Drive (Version 2) [2:30] 

14.. Indian Summer (8/19/66 Vocal) [2:36] 

Words & music to oil songs by The Doors, published by Doors Music Co. 

(ASCAP), administered by Wixen Music Publishing, Inc.; except "Alabama 

Song (Whisky Bar)" by Kurt Weill & Bertolt Brecht (Harms Co. ASCAP) and 

"Back Door Man" by Willie Dixon & Chester Burnett (Arc Music BMI) 

photo: © Bobby Klein / Retna Ltd. 
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