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PROLOGUE
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Steve Lukather: “For forty years now critics have hated and eviscerated us. We truly are the redheaded stepchild of rock ’n’ roll.”


Dennis DeYoung: “I’m a song guy. You give me a good song, and a singer, and I’ll follow you.”


“WE JUST WROTE THIS SONG ABOUT TWO WEEKS AGO,” JOURNEY singer Steve Perry tells a baying crowd at the Oakland Coliseum. Behind him at a blood-red baby grand piano, Jonathan Cain, the band’s newest recruit, begins a chiming keyboard pattern. It’s joined by Neal Schon’s crunching guitar riff, and then bassist Ross Valory and drummer Steve Smith weigh in with a hulking, Led Zeppelin–like groove. The song they intro is titled “Separate Ways (Worlds Apart).” It’ll be another four months before Journey gets around to recording it, but it already sounds like a hit. A driving, euphoric FM radio anthem.


This much has been standard for the band ever since the release of Escape, their seventh album and the first to feature Cain, back in July 1981. A US Number One, Escape is well on its way to shifting more than ten million copies. The tour to support it opened in Osaka, Japan, on July 27, 1981. Tonight, Saturday, June 26, 1982, is the 131st and penultimate show of the band’s long run before a sellout 57,500-person hometown crowd. The final date, six days from now, will be played to 83,214 folks packed into the Rose Bowl football stadium, a six-hour drive down the West Coast from here in Pasadena, California.


It’s a mild evening, a gentle breeze blowing into the stadium bleachers from off the San Francisco Bay. The lights of the city, where Journey started up nine years previously, form a twinkling backdrop against the ink-black night sky. There is as well a tangible sense of occasion in the air. As “Separate Ways…” crescendos, Perry eases his high tenor voice to the upper limits of his three-octave range, seemingly effortlessly holding a single note at this extremity for six, seven, eight seconds, like a tightrope walker perfectly balanced over the edge of an abyss. No wonder when Freddie Mercury of Queen was once asked what it was like to be the greatest ever rock singer, he shot back, “I don’t know, ask Steve Perry.” Perry’s vocal gymnastics climax the song, the Oakland audience roaring him on.


The five Escape songs in Journey’s set tonight draw an even more tumultuous response, in particular its two keening ballads, “Open Arms” and “Who’s Crying Now,” but most of all the last song they play from off the album. Introduced by Cain’s tumbling piano line, “Don’t Stop Believin’” is met with rapture. The audience as one takes up its refrain as if it speaks to them, and for them, about all the seductive power and glory of this music: “Streetlights, people, livin’ just to find emotion, hidin’ somewhere in the night.”


Frozen there at this moment, Perry in a black tuxedo and tails, Schon like an off-duty astronaut in his white jumpsuit, Cain with his eyes squeezed shut, lost to the music, Journey is at its zenith as America’s preeminent rock band. So too is this the high point for the whole genre of music they have come to embody—AOR. Aside from Escape, two other multiplatinum AOR albums, Foreigner’s 4 and Hi Infidelity by REO Speedwagon, had topped the American charts in 1981. Toto, one of Journey’s opening acts in Oakland, is on the way to four million sales of their IV album, released that April, and propelled by a brace of blockbuster singles, “Rosanna” and then “Africa.” There is no bigger, no more evocative music reigning over the American airwaves just then than AOR.


For all that, there is a simple truth: No genre of music more than AOR has been so widely misunderstood, so consistently scorned. There was disco, the other derided movement in music overlapping it in the mid- to late 1970s. But disco’s reevaluation came about so much sooner and more generally. No, AOR is out on its own in the unloved stakes. In the words of Toto’s venerable guitarist, it is the redheaded stepchild. This in spite of it being one of the most enduring forces in American popular culture.


Even the brand name AOR is misleading, if not downright inaccurate. An abbreviation of “album-oriented rock,” it was initially coined to encapsulate a radio format pioneered by consultants such as Lee Abrams in the late ’60s and early ’70s, one that was based upon playing album tracks by rock artists rather than the Top 40 pop hits of the day. Ironically, it has ever since distorted a crucial point—that so much of the music made during the halcyon period spanned by this book, between 1976 and 1987, was in thrall to the power of the song, to the sheer, boundless sense of joy encapsulated by the three-minute pop single. “More Than a Feeling,” “Hold the Line,” “Keep On Loving You,” “Don’t Stop Believin’,” “Summer of ’69,” “I Want to Know What Love Is,” “Livin’ on a Prayer”—each one is a perfectly realized moment of magic.


AOR was further damned by the other term applied to it at the time—“corporate rock.” The implication being that this was music made by committee and rolled off a production line to a fixed blueprint. Something mechanical, sterile, and wholesale. Altogether too easy to mass-produce. In reality, AOR’s figureheads were masters of their craft. Their prowess was learned and honed through years of toil at the coalface of dingy rehearsal rooms and in subterranean recording studios. Galaxies removed from basic routine, their music was instead intricately made and recorded. The greatest of their records shine still as exquisite examples of minimalist art: verse–bridge–indelible chorus.


In this regard, these are classically produced pop songs in just the same way as those by the Beatles, or the Beach Boys, or any from out of Motown’s wondrous hit factory. In short, they were songs made for the radio, and more specifically, the FM radio format dominating America’s airwaves throughout the ’70s and beyond. Broadcasting out across its heartlands in pristine stereo, FM was the daily diet of millions of folks crisscrossing its highways and byways in their cars. By the 1980s and the Reagan era, AOR was as much the reigning soundtrack of Middle America as country music is today.


For a kid growing up in the suburban England of Maggie Thatcher and Radio One on tinny medium wave, the stars of AOR were barely present, hardly heard. The biggest of the American bands—Journey, Foreigner, Boston, REO Speedwagon, Toto—scantly featured at best in such specialist magazines as Kerrang! or Sounds. Or else one might catch an occasional song of theirs on Radio One’s late-night (which is to say, marginalized) Friday Night Rock Show, introduced by its laconic host DJ Tommy Vance as if from a deep slumber.


To that kid, AOR was music to be discovered by happenstance. Unlike punk, new wave, or two-tone, AOR was never ordained as cool, credible, or even acceptable by the self-styled critical cognoscenti of the day. None of the aforementioned bands ever once graced the cover of Rolling Stone magazine. On the contrary, when it wasn’t being ignored for the greater part, AOR was dismissed as an aberration, like an unpleasant stench stirred up but bound soon enough to vanish into thin air.


Except AOR didn’t disappear. Rather, it clung on, exiled for years to the cultural wilderness, and then, slowly but surely, seeped back into the mainstream. It ingrained itself into the fabric of American music.


Raised on Radio is nothing so much as a long overdue celebration of AOR and its leading lights, a first complete telling of its and their story. And, like all good stories, it has a well-defined beginning, middle, and end.


At the outset there was Tom Scholz. A bookish sort, native of Boston, Scholz for seven years from 1969 spilled the sounds in his head onto tape in the basement studio he’d built with his savings from working as a research scientist at Polaroid. Laboring alone in the main, Scholz was a true maverick obsessive. When at last his homemade recordings went out into the world under the banner band name of Boston, the cover of their self-titled debut album of 1976 was adorned with a guitar-shaped spaceship. Fittingly, since this was music that seemed to have been beamed in from another world. The Eagles’ astral harmonies colliding with Jimmy Page’s hard-rocking guitar. A lead singer, Brad Delp, whose voice soared to the stratosphere. Unerringly melodic songs heaving with hooks. These were its constituent parts, and they birthed AOR. For in Boston’s wake followed Foreigner, Heart, Kansas, Styx, REO Speedwagon, Toto, Pat Benatar, and Journey.


From there came the long middle of AOR’s heyday, the time of its greatest songs and, yes, also a litany of supernova albums, from Escape, 4, and Hi Infidelity up to Slippery When Wet by Bon Jovi and Def Leppard’s Hysteria. During what was the last genuine boom period of the music business, these were among its tentpole blockbusters.


As well, AOR’s ranks swelled with a deep pool of stellar talent. Mad professor genius Scholz. Toto’s crack collective of musicians, aside from their own band, so in demand they were essentially the backing group on the biggest-selling album of all time, Michael Jackson’s Thriller, and thousands more besides. Steve Perry’s golden voice. All were reined together by a rarefied group of supreme record producers, names such as Keith Olsen, Roy Thomas Baker, David Foster, Ron Nevison, Robert John “Mutt” Lange, the powers behind AOR’s throne. Each as driven and domineering as the other.


In tandem, they created, shaped, and influenced the prevailing sound of popular music through the ’80s. Clean, polished, finely nuanced, bittersweet pop melodies married to plangent guitar riffs. Power ballads and driving-with-the-top-down rockers. AOR begot such global smash hits as Don Henley’s “Boys of Summer” and Cyndi Lauper’s “Time After Time” every bit as much as it did “Africa” or “Don’t Stop Believin’.”


Ludicrous, too, is the notion that it was somehow safe and sterile. “Africa” surged over a drum loop almost before such a term had entered the popular lexicon. “Don’t Stop Believin’” stretched out like elastic before finally pinging into its chorus. Mutt Lange pieced together the records he made as if they were porcelain mosaics. This was music forged from daring and vaulting ambition.


Until it wasn’t. Inevitably, AOR grew to be so big, so top-heavy, it eventually tumbled. Toppled back to earth from becoming a parody of itself. As the hits increasingly got to be written by song doctors, the sound became one that might as well have been taken from off the peg. From there it was an ignominious drift to the margins and then to what seemed sure to be obscurity.


That, though, hasn’t proved to be the end of AOR’s story. Rather, with the noughties came classic rock radio, high-concept TV, iTunes, and Spotify. A popular culture informed by soundtracks, streaming, and playlists. Ever more easy access portals into music history, the charge points that resurrected AOR to life. “Don’t Stop Believin’” playing out the climactic episode of The Sopranos. More than a 130 different versions of “Africa” populating YouTube and TikTok. The path Mutt Lange’s signature multi-harmony production has beaten from Def Leppard to Shania Twain and on to informing the sound of the preeminent superstar of today, Taylor Swift. Billions of Spotify streams, and a surfeit of glorious songs that have undeniably entered the canon of popular standards.


Across its full span, this is a story of questing and endurance and ultimate triumph against the odds. A hero’s tale, in other words. Or, as the song says:


Workin’ hard to get my fill.


Everybody wants a thrill.


Payin’ anything to roll the dice,


Just one more time…


Don’t stop believin’,


Hold on to that feelin’.










PART ONE



NEW FRONTIERS










CHAPTER ONE



WHEN, WHY, AND HOW IT ALL BEGAN, AND FOR THE GREATER PART ON A FEBRUARY EVENING IN 1964.
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“Perhaps you should work at this music thing, son.”


Steve Perry: “My creative influences, my writing influences, my good times and bad times—all centered around the fact I had a radio in my car… Radio taught me about writing songs, taught Jon [Cain] to write songs and Neal [Schon] to play guitar. We were raised on radio.”1


Billy Squier: “I was very much a child of FM radio. It was a huge part of my life growing up in Boston. You know how today kids take online college courses? For me, listening to WBCN in Boston was like an online college of musical knowledge. I’m borrowing that phrase from Peter Wolf of the J. Geils Band. Peter used to do a late-night blues show on WBCN on the weekends. I called Wolf ‘Professor,’ and you could liken the disc jockeys to the faculty. They were teaching us. Without them and the stuff I gleaned from them I probably wouldn’t even be here.”


Ann Wilson: “I remember being in the car with my dad, on the way to the hospital to see newborn Nancy. ‘Sixteen Tons’ by Jimmy Dean came on the radio. I’ll never forget hearing that. I was three and a half.”


Steve Perry: “[Hearing Sam Cooke’s ‘Chain Gang’ on the radio] changed my life. My mom had an old Thunderbird with a six-by-nine-inch speaker on the dashboard. What an inspirational moment that was. And it led to my love affair with Aretha Franklin and Gladys Knight.”2


Mick Jones: “My grand moment of enlightenment came one evening watching Sunday Night at the Palladium on TV with Mum and Dad. Buddy Holly was a featured guest on the show that night. No sooner had Holly walked onstage and started his set than I burst into tears. Mum was frantic, but I couldn’t begin to articulate how I was feeling right then. I was just completely blown away by this gaudy-looking guy with horn-rimmed glasses and a Fender Strat. That was the moment I first knew what I wanted to do with my life.”


Jim Peterik: “I was four years old. I had two older sisters who were bringing home 45s. They’d stack them up on the RCA Victor spindle record player. Elvis Presley was probably my first hero. I saw him on The Ed Sullivan Show, and he was amazing. For Halloween when I was five, I had a little ukulele, and my mother put ‘Elvis’ on it in masking tape.”


Tom Scholz: “I actually grew up listening to classical music, Beethoven and Tchaikovsky and Rachmaninov. I didn’t become interested in pop music until I heard the Kinks.”3


Steve Lukather: “I can tell you the exact date I decided what I was going to do with my life. It was the evening of February 9, 1964. I was six years old, and I saw the Beatles on The Ed Sullivan Show. That for me was like the part in The Wizard of Oz when everything turns from black and white into color.”


Jim Vallance: “Anyone I’ve talked to, or read about, they all were watching Ed Sullivan that night, and they all were blown away. Tom Petty, Don Henley, everyone.”


Dennis DeYoung: “My good friend Dave had bought Meet the Beatles, and he had a pair of Beatle boots. There was so much hype in the United States. ‘The Beatles are coming! The Beatles are coming!’ I was skeptical on the whole thing. I heard ‘I Want to Hold Your Hand’ on the radio, and didn’t like it. I still don’t. I think it’s okay. We had a Sunday night dance at Harlan High School. That’s where all the chicks were, all the Catholic schoolgirls from the area would go there on Sunday nights. That was more important than the Beatles. The dance was 7 p.m. till 10 p.m. You’d get there at 7:45 p.m. or 8 p.m., not too late to miss anything, and Ed Sullivan came on at 7 p.m. I wanted to get in the car, go get gas, and get to the dance. But my buddy Dave said, ‘We’ve got to watch the Beatles.’ I lived in a two-flat. We were on the top floor, and my grandparents were on the lowest. I sat there and watched the Beatles in our front room. [Sings:] ‘Close your eyes and I’ll kiss you…’ My jaw hit the floor. It was an epiphany. And I, like millions of others, went, ‘That’s a good job.’”


Bryan Adams: “My parents had a Chevy Corvair. I’ve memories of being five, six years old and how my brother and me used to laugh and make fun messing about to the Beatles’ ‘She Loves You,’ repeating the ‘yeah-yeah-yeah’ parts to our parents ad nauseam.”


Nancy Wilson: “The first time I heard ‘Fool on the Hill,’ we were in a car. The local radio station was going to play the Magical Mystery Tour album in its entirety. It was appointment listening. I was at a choir competition and Ann came to pick me up in the red Chevrolet Impala we bombed around in. We called it the Astro Plane. My choir won the contest and then it was, ‘Okay, they’re gonna play Magical Mystery Tour right now!’ The timing worked out. We sat in the car in the school parking lot with rain pelting down on the roof and allowed our brains to be melted. The genius of Paul McCartney alone in that song.”


Billy Squier: “To have been a teenager in the 1960s, it was absolutely the greatest gift I could’ve been given. It was an era of possibilities. Anything was possible, and that’s the way we lived.”


Joe Elliott: “Marc Bolan was the marker for me. Everybody I’d seen before that was other people’s music. This was my guy. ‘Hot Love,’ ‘Jeepster,’ ‘Telegram Sam,’ ‘Metal Guru’—all the singles. I was a singles-based listener, because I couldn’t afford LPs. I’d save my dinner money up through the week, 12 pence a day, and on a Saturday, I could get a single for 60 pence. It would be T. Rex, or Slade, or Sweet. Pop-rock songs. Big guitars and drums.”


Joey Tempest: “I remember David Bowie’s ‘Space Oddity’ grabbing me because of the production. I thought it was wild.”


Joe Elliott: “I know we can’t talk about him, but the Gary Glitter singles were phenomenally brilliant. The first time I heard Glitter was at a kids’ disco at the Top Rank club in Sheffield. I was kissing this girl under the stairs. The drums came on for ‘Rock ’n’ Roll (Part 2).’ I said, ‘I’ll be right back!’ I legged it straight up to the record shop with the 60 pence I had left and bought the single. The girl is probably still under the stairs, a skeleton waiting.”


Ann Wilson: “Oh, they were all men back then. John Lennon, Paul McCartney, Robert Plant, Rod Stewart, Elton John, Harry Belafonte. There were a few female singers I really loved, like Judy Garland who was just an over-the-top, blow-you-away singer. But there wasn’t a female rock ’n’ roll icon yet.”


Nancy Wilson: “Lennon and McCartney were both incredible guitar players, acoustic and electric. Elton John’s piano playing was a big influence on my guitar playing. Eric Clapton. Jimi Hendrix. Jimmy Page, Stephen Stills, and Neil Young. Pete Townshend. Those were my muses. Rock ’n’ roll was my aim, and there were no great women rock ’n’ roll guitar players at the time. Even onstage today, I channel Jimmy Page more than I do somebody like Bonnie Raitt or Shawn Colvin.”


Steve Perry: “My dad was a singer, and I watched him from an early age. At four I recall looking up at him onstage and thinking: ‘I can do that.’”4


Lou Gramm: “Mom and Dad were both musicians. My dad played trumpet in high school. After high school he formed a big band, and my mom auditioned as the singer and got the job. They played for four or five years around the Rochester, New York, area. Then they got married.”5


Rick Nielsen: “My parents were opera singers, so I toured with them all over the country. Now I look back and see that it was in a way very shady. Anybody who dedicates their lives to being a musician has made certain mental and physical and monetary concessions, and because of it they end up being a little funny in the head. I don’t mean my parents were crazy, it’s just that the life is conducive to that.”6


Gary Richrath: “I grew up in Peoria, Illinois, which isn’t too interesting. The first music things I heard were the Everly Brothers and a lot of country guitar. My uncle was a country guitarist, and he gave me a guitar and said, ‘Learn how to play this. It’ll keep you from starving.’”7


Steve Lukather: “The only other passion I had as a small kid was Tonka trucks. They were made out of real steel back then and I used to collect them. I loved to see the garbage men come up our street, because of the huge truck they’d be riding in. At seven years old, I thought that was the coolest thing in the world. I told both of my parents, ‘If I can’t be a musician, I want to be a garbage man.’ They said, ‘Well, perhaps you should work at this music thing, son.’”


Eric Martin: “My dad was in the army. We lived in Italy, Germany, and all over the United States at the posts where he would be stationed. I made friends with other guys who played music. I was too skinny for sports. But if I played music, I thought maybe I’d get a little respect, and girls would like me.”


Rick Springfield: “When I was sixteen, I was in a bad mental state and tried to hang myself. I was so depressed. I didn’t want to go to school because I was failing, and I wasn’t really popular… I always found joy in writing and staying home and playing the guitar or reading, so that was my solace.”8


Bryan Adams: “My father subscribed to this thing called the Columbia Record Club. Once a month, they would send you a catalog and if my father bought an opera record from it, you’d be allowed to choose three other records for free. I’d say to my father, ‘Can I have this one, and that one?’ If I was lucky enough, he’d get them for me. I always chose the records with the hairiest bastards on the front cover. That’s how I found a lot of music—from image. It was all visual. It was how I discovered Creedence Clearwater Revival and Janis Joplin. One of the best records to pore over was Machine Head by Deep Purple. The inner sleeve had all these photographs of them recording the album. You could see their guitars and amps, which was amazing to me. I started trying to write songs when I was fifteen.”


Tommy Shaw: “I wrote my first song around age five. It was called ‘India Was the Town That I Was Born In.’ I didn’t know much about geography at the time.”9


Dennis DeYoung: “The first song I ever wrote was called ‘So Long Now.’ It sounded like a Beatles song. What else would it be? The lyrics went: ‘Fussing and fighting in thunder and lightning… Love was there, but now the cupboard was bare.’ I smell a Pulitzer!”


Desmond Child: “As soon as I was old enough, I was climbing up on the piano bench and banging away, creating my own melodies. I wrote my first song when I was fifteen. I was in eighth grade. My cousin had a girlfriend, or a girl that he was interested in, Laura Stern. My cousin and I are almost the same age, and we’re more like brothers, very competitive. There was something about Laura. She had the same look as Laura Nyro with the long brown hair. Her family were all musicians. I managed to get an invite to her birthday party at the Stern house. Being poor, I didn’t have a gift to bring, so I decided to write her a song. It was called ‘Birthday Blues.’ It went [sings], ‘Birthday blues, brand-new shoes. The wanting toos, all the yous you’d like to be.’ I played it to her at the piano, with her sat up next to me, and when she looked at me, it was like I’d won her over. Not that I wanted her so much, because I was really gay. But being so competitive with my cousin, I thought, ‘Well, what if I stole his girlfriend?’ I wanted to be somebody who could write songs that would grab people’s hearts. That’s where the journey began.”


Bruce Hall: “My first band was called Purple Haze, and we played at St. Pat’s, a church in Urbana, Illinois. They had teen dances. It was every Friday night, and they were big. I mean, kids from all over came.”10


John Elefante: “My brother and I started our first band when I was ten years old. We were called the DJs, Dino and John. I was the drummer. Then we formed a band with my cousins who’re also Elefantes. There were four cousins. We had this one gig at a teen center. There were a lot of kids there. Some of the other singers in the band sang songs, and then we started to run out of material. My mother was there, and she told me, ‘John, go up there and sing that one you sing at home all the time.’ I went out and sang the Jackson 5’s ‘I’ll Be There.’ We left out the drums. I used to sing it pretty close to the original. And that was it. Everybody else in the band said, ‘Hey, you’re our new singer.’”


Jim Peterik: “My band the Ides of March had a Number Two hit in 1970 with a song called ‘Vehicle.’ That was a tremendous landmark in my career. It was mind-blowing. Suddenly, we were on the road all over America and Canada. The summer of 1970, we were playing with Led Zeppelin, Janis Joplin, the Grateful Dead, Jimi Hendrix, and Brownsville Station. We were in Calgary, Canada, opening for Led Zeppelin. They invited us to a big party after the show. We showed up, and we were kids from Berwyn, Illinois. I mean, we had never seen an orgy before. We learned really quick how the big world of rock ’n’ roll works. It was too crazy. There were too many drugs. I went to use the john and there was Bonzo in the bathtub with a groupie. Crazy shit. It just wasn’t our scene. We weren’t comfortable with that kind of thing, so we excused ourselves from the party and went across the street to a Dunkin’ Donuts.”


John Kalodner: “All I knew was that I wanted to make records, be famous, and fuck girls.”11










CHAPTER TWO



JOURNEY, REO SPEEDWAGON, STYX, AND KANSAS LIFT OFF.
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“There was no good reason to believe we could be anything but what we were, which wasn’t much.”


Dennis DeYoung: “It was 1961 when we met, on an August day. I heard John Panozzo and his brother Chuck practicing. They were twelve years old, and I was fourteen. I played accordion. We formed a band the very next day. We called ourselves the Tradewinds, and we were playing music to make our parents happy. We did music from the 1930s, ’40s, and ’50s. Dance band music, basically. We played weddings and anniversaries, mostly in the beginning to relatives, or friends of relatives who would hire us. We were nice boys. Good kids. I didn’t have any thoughts about becoming a professional musician. Ours was a working-class neighborhood. My dad was a printer. He used to show me his hands. ‘See these hands?’ he’d say to me. And they were permanently stained blue from the ink. He’d tell me, ‘Don’t end up like me, digging a ditch for a living. Go to college. Be smart. Make something of yourself.’ I went to the University of Illinois as a journalism major. Got a degree and became a schoolteacher. Got married and had a kid before I had a record deal. So, I was a little older. That has always, I think, informed my view of how I see myself as a professional musician. Not a rock star, but a dude who makes his living at the greatest job in the world, which is being a rock musician.”


James “JY” Young: “Styx were all from the south side [of Chicago], considered the working-class side of town. Dennis was the oldest guy in the band, and he’s obviously a very talented guy. The Panozzo brothers lived down the street from him, so it was kind of natural for them to at least try to work together. I drove a cab part-time in Chicago to make ends meet. It took about a year to get that recording contract and then we were devoted to the whole thing from there.”1


Chuck Panozzo: “We signed our contract with Wooden Nickel Records in 1970. I was teaching high school at the time, as was Dennis. I taught art. Dennis was a music appreciation teacher.”2


Dennis DeYoung: “Everything was stacked against us, like it’s stacked against everybody who starts out. In our case, we had so many false steps to get to what you would call success. There were many times when I really believed that it wouldn’t happen, even though I’d convinced myself. I was the driving force, always, in the organization. I believed long before I should have. There was no good reason to believe that we could be anything but what we were, which wasn’t much, but somehow you see good in yourself.”


James “JY” Young: “The record company was trying to get us to wear upside-down crosses just to make us outrageous. But there were very strong Catholic upbringings for both Dennis and the Panozzo brothers. For me, I just looked at it as a joke. I didn’t know about the devil.”3


Chuck Panozzo: “We were going absolutely nowhere career-wise. I went without pay for incredibly long periods of time.”4


Dennis DeYoung: “I don’t know how to write a song, I really don’t. Songwriting’s a skill that’s not really tied to musicianship, or any number of things. It’s magic. Talk to any songwriter and they’ll tell you this: ‘I’m there and suddenly there’s a song. I don’t know how that happened, because there’s no good reason for it.’ Yet, there it is. So I had to unlock this in me. In 1972, I sat down and wrote ‘Lady.’ I didn’t know what it was, swear to God. Because I had never written a hit record in my life. The way ‘Lady’ all of a sudden explodes into this loud band? That was the template I discovered completely by accident. ‘Lady’ is that way because ‘JY’ has always got to be the hard rocker, right? And I’m the melody guy. So when I played the melody and he walked in the room, and he recorded what we call the uninvited power chords, it made it into a thing. I gave it to the producer when we were doing our first record and he said, ‘Well, let’s save that for the second album.’ The second album in 1973, ‘Lady’ appears, and it’s released as the first single. It’s one of the most catastrophic failures in all of Western mankind. I mean, it bombed. That second album was essentially me introducing myself as the songwriter. There were seven songs on the album, and I had five of them. And the record was a stiff. And I thought, ‘Well, they hate me. They truly hate me.’”


Neal Doughty: “Alan Gratzer lived right across the hall from me in my dorm at the University of Illinois. We were just about the only hippies on the engineering campus. A minority of two against the world. I walked into an engineering class one day and saw ‘REO Speedwagon’ written on the board in giant letters. It was a milestone in the history of transportation: a high-speed, heavy-duty truck. It was the only name we ever considered.”5


Irving Azoff: “I was at school at the University of Illinois, and a couple of my fraternity brothers were in bands. I [was] sort of putting my way through college booking bands. Some of these people were at the University of Illinois in Champaign, and some of these people were really talented. So a natural outgrowth of this, rather than just be a booking agent, was to manage these guys and try to escape the Midwest. I managed REO Speedwagon, who were local guys. I also managed another artist I really believed in. His name was Dan Fogelberg.”6


Gary Richrath: “Dan Fogelberg was in a band in Peoria. At that point, they were our rival. Dan’s band did all Who material, and he used to fling the microphone cords. [My band] were the Yardbirds. There was actually a lot of music there then, but after about a year, a year and a half, it just tapered off, and everything moved to Champaign. Which is where REO got together and where Dan moved. Danny started getting into this acoustic thing, and I started getting into REO. That was during 1970, 1971, and everybody came to the University of Illinois to get out of the draft. I was sixteen then.”7


Alan Gratzer: “Dan used to live about two houses down from me. It was real funny. Here we were, this hard rock band, and Fogelberg would come out before us with an acoustic guitar and play all the songs off his first album. No one knew who he was, but he was good enough so that people didn’t boo him offstage.”8


Gary Richrath: “I was the biggest guitar player in Peoria. And when I moved to Champaign, I joined the biggest band in Champaign. And then that band became the biggest band in the Midwest. So we’ve always been big—we just didn’t let anyone know about it.”9


Kevin Cronin: “I was a guitar teacher. For one summer I sold women’s shoes, which was an education. And when I got a call from Gary Richrath about joining REO, I was driving a yellow cab in Chicago. I thought the name sucked, to tell the truth. But I went with it.”10


Gary Richrath: “We were [Irving Azoff’s] failure. He wanted me to be like Peter Frampton, but Frampton wasn’t that impressive a guitarist—someone to aspire to like Beck or Page, Townshend or Clapton.”11


Kevin Cronin: “Every song we play, Gary’s all over it for me. We either wrote it together, produced it together, rehearsed it together, arranged it together, fought over parts that we played.”12


Irving Azoff: “Essentially, I landed in California. My grandmother was here, and my aunt was here. And it was the lesser of two evils to New York. We’d secured a record deal [for REO] on what was then Epic Records.”13


Gary Richrath: “We were just a bar band with a huge local following, and one day some producer came out, signed us to a label, and said, ‘Go make an album.’ Back in the bars, it’s not like they have a spotlight on you, so I played high and fast because I wanted people to notice me… The rest of the guys played fast, too. It was keep up or get out.”14


Herbie Herbert: “I put [Journey] together, absolutely, man by man. Personally, I handpicked each person. It was my band, and I had total authority, and total autonomy, and total control, and nobody minded one fucking bit.”15


Eric Martin: “Herbie used to tell me stories all the time about how he started out. It was him and another guy named John Villanueva who basically were the roadies for Santana. They were at Woodstock. Herbie was a big guy. He went out to the scaffolding and did the sound for Santana at Woodstock. Herbie went on and managed a band called Frumious Bandersnatch, which Ross Valory was in, and he knew Gregg Rolie and Neal Schon from Santana. Neal Schon was this new young gun. He was, like, fifteen years old and the story was that Eric Clapton wanted him to join him for the Delaney and Bonnie years. Herbie wanted to take all these guys and make a great rock ’n’ roll band.”


Neal Schon: “Those years with Carlos were crazy. We lost many brain cells a long time ago. Probably when I was nineteen, I really peaked on my craziness.”16


Herbie Herbert: “When the band played without Carlos, Neal played all the solos so well nobody noticed the difference. Then the percussionists walked out and in effect you had Journey right there.”17


Ross Valory: “When I left the Steve Miller Band, Herbie had left the Santana organization, as had Neal Schon and Gregg Rolie. Herbie got the bright idea, let’s put Neal and Gregg, Ross and George Tickner, and Prairie Prince of the Tubes together and create what had been loosely the Golden Gate Rhythm Section. Many artists had been coming to the Bay Area to record. Herbie’s idea was to create a Wrecking Crew, so to speak, that could back anybody up. But it quickly evolved into what was a very experimental band on its own.”18


Gregg Rolie: “Journey at first was really a players’ band. There was a lot of solo work… We toured eight months out of the year and then we’d go in and record, and then do it again.”19


Eric Martin: “When I first met Herbie, I went into his office and there was this huge painting of Journey hung up on his wall. There’s Neal Schon with a necklace of bones around his neck. They looked so organic, earthy, jazzy back in 1974, 1975. Herbie scared me, even though he looked like a gigantic hippie. He wore overalls with pot plants on them. He weighed a couple of hundred pounds. He used to sit on the couch at Bill Graham’s office and just watch Bill. He idolized Bill. Bill was a great man, but he was a screamer. He was a really aggressive guy, and Herbie had a little of that. He was a mellow guy, too. He smoked a lot of pot. He had this huge desk, with all of these Indian carvings in it, and a gigantic calendar on this desk. He was a planner, a general. Then he had his roach clip and his big, fat joints that looked like submarine sandwiches. There would be all this wafting of smoke in his office. What you saw was what you got. He’d have two milkshakes, two hamburgers. And Journey was Herbie’s baby, man.”


Phil Ehart: “Four of us had gone to high school together, but from the very beginning, three things made Kansas unique: the songs written by Kerry [Livgren], the vocals of Steve Walsh, and Robby Steinhardt’s violin.”20


Steve Walsh: “Don Kirshner signed us on a demo that I wrote all the songs for. He wanted us because we’d got a violin, and he thought he was gonna hawk us as some kind of hillbilly hoedown group. The songs I had submitted, oh God, they were awful… So, we go in to record our first album [in 1974], and we have already hired Kerry, who has just introduced us to his whole repertoire of musical compositions, which were at least 180 degrees away from mine. Man, when we delivered that album, Kirshner didn’t know what the hell to think.”21


Phil Ehart: “We spent years in bars doing nothing but playing all these greasy, sleazy, old dives all over Kansas.”22


Jeff Glixman: “Kansas was a very good band, but they were a little too arty-farty for my taste. I became really enthused when they started putting the songs together for their second album.”23


John Elefante: “I was always appreciative of a very musical band with a great singer, like Kansas. They could play songs with hooks, and then break out and make a ten-minute thing out of it. They would blow your mind musically.”


Steve Walsh: “We opened for Queen, Mott the Hoople… Hell, we did everybody. Freddie Mercury was an asshole. He was a prima donna. A diva, if you will. That’s about having an ego bigger than you are talented, bigger than you deserve.”24


Kevin Cronin: “The first six years of our career were rather rocky. I left the band for a couple of years to pursue a solo career, which was short-lived.”25


Alan Gratzer: “Whenever we would be reviewed, we’d almost immediately be lumped into this ‘Midwestern’ genre. ‘Midwestern rockers, no substance, no this, no that.’ When we’d play a live show, and it was a great show, sold out, people storming the stage, four encores, we’d read the next day that we didn’t do so well. We just had to take it with a grain of salt.”26


Gary Richrath: “Irving thought that the only way for us to make it was to play all the time, and he was right. It ended up, though, that we had to make our records in three weeks, and naturally, they suffered from being done so fast. But if we stayed off the road for a month, we were broke.”27


Kevin Cronin: “This guy who was kind of a mover and shaker in LA, he hung out with us. And the Eagles. He said he’d discovered this new drug, and it wasn’t addictive, and it made you creative, the sessions go better in the studio. ‘It’s called cocaine.’ We were like, ‘Yeah! It’s not addictive and it makes you really creative… Let’s go!’ It became a part of our culture for a number of years. You got to the studio and by midnight everyone’s tired. Well, take a toot and suddenly it’s four o’clock in the morning and you’re still playing.”28


Dennis DeYoung: “I’d been preaching to the guys in Styx for two and a half years that the record company were idiots. We were with a local record company. I think it was a front for a Chinese laundry. We were stuck in Chicago playing. We couldn’t get on a tour. I mean, they were real idiots. Because when we played ‘Lady’ every night, the crowd would go mental. Of course there’s other songs they like, but that’s the one. You didn’t have to be a rocket scientist to see that.”


James “JY” Young: “‘Lady’ wasn’t a hit the first time it came out, but we had a radio station in Chicago that believed in it. WLS, which went 50,000 watts clear channel out from Chicago all the way to Daytona Beach and the East Coast.”29


Dennis DeYoung: “We were playing night after night in Chicago. What we didn’t know was, the kids would hear ‘Lady’ being played live and they were going home and requesting it to the biggest radio station in Chicago and the Midwest, WLS. Two and a half years later, we were up to our last chance. It was our last album on our deal, and we were finished, we didn’t have any success. We stopped by WLS to drop off an album. It was like seeing the pope. You couldn’t go into WLS if you were nobody. Everybody who was played on WLS was already somebody. It was a closed-door policy. But they let us in the building and told us, ‘Jim Smith, the program director, wants to speak with you.’ JY and I go in, and we give Jim Smith the new album. We’re in a big conference room, nice chairs. Nice guy. He goes, ‘I’m not going to play anything from the new record, but tonight at eight o’clock I’m going to play “Lady.” And I’m going to play it once a night until it’s a hit. Because I think it’s a hit, and I thought so two and a half years ago.’ Jim had ascended the totem pole at the station in that two and a half years. He did what he said, and because he did that, I’m talking to you now. If he doesn’t do that, you don’t even know who Styx is, you would never know.”


James “JY” Young: “Getting that first hit record is the next essential step in the process. ‘Lady’ was Number One in every city across North America. That’s really when we broke out on a national level.”30


Dennis DeYoung: “The minute I saw that, I said, ‘Okay, follow me, boys. I know the way to go.’ After the success of ‘Lady,’ I knew instinctively that what I was doing was correct for who we were. Because I never wrote a song in Styx that I didn’t write knowing the characters that were going to record it. I knew we had this pretty unique power harmony we could do. Some say aggravating. Ah, fuck ’em. It was unique in its own way. And then in 1975 we did Equinox, which is a pretty darn good record. It had eight songs. Seven of them I was involved in the writing and singing. It was my vision for the band. And it did good, but again, instead of being platinum or gold like it should have been… I went through a really tough period emotionally, trying to deal with that.”


James “JY” Young: “Tommy [Shaw] came along in late ’75 when John Curulewski decided he was fed up with Dennis.”31


Dennis DeYoung: “John didn’t want to do it anymore. It was a personal thing inside of his family. I’ve never talked about it, and I never will.”


Tommy Shaw: “They flew me up from Alabama and I auditioned, sang the high note on ‘Lady’ and was hired.”32


Dennis DeYoung: “Our road manager said he knew this kid. Tommy comes up to my house. He’s living with his parents and playing acoustic guitar in a bowling alley in Alabama. He comes in and I say, ‘How old is that person?’ He’s five-seven, he had long blond hair, and he looked like he was seventeen. We had a tour coming up. We had to play ‘Lady.’ Nobody gives a shit about anything else. John was the highest voice in Styx. He had a remarkably high falsetto voice. He sounded like a black chick. We needed somebody who could sing that highest part. I went to the piano, and I said to Tommy, ‘Sing this.’ He sang it perfect. He sat back down and pulled out a reel-to-reel, and he played me a tape that had ‘Crystal Ball’ on it. Not the ‘Crystal Ball’ you know, but the demo Tommy brought in. It sounded like America, or Crosby, Stills & Nash. I heard his acoustic playing and his sense of melody, and his harmony. I knew I needed a writing partner. I wanted a songwriter who could sing. I had JY and Dennis, and I needed one more. Because you had John, Paul, and George. See what I mean? Everything was about the Beatles.”










CHAPTER THREE



ENTER THE WILSON SISTERS.


[image: ]


“Boys will be boys, men will be slimeballs.”


Ann Wilson: “My father was in the Marine Corps. He was John Wilson. My mother was a stay-at-home mom, which people could do in those days. She took care of us kids and ran the household and the finances. She was Lois Dustin Wilson. They were liberal. Mom just wanted for us to be happy, basically. She said it again and again. ‘I’m not going to tell you what to be or do necessarily but be blissful and do what you really love.’ And we did.”


Nancy Wilson: “We had what was basically a music university growing up in our living room. Dad was the leader of the Marine Corps marching band. He had a conductor’s baton. He would put on marches and conduct to the classical music in the air in the living room. We’d do interpretive dance scenes from West Side Story, jumping off the back of the couch. It was a complete musical family—aunts and uncles, grandparents, cousins. We’d have family get-togethers whenever it was possible, large groups of us, and do the harmony singing, the Irish ballads and the off-color English pub ballads, like ‘Great Titanic.’ Songs our grandparents would drink their beer and sing along to.”


Ann Wilson: “It was a pretty normal upbringing, but there were hard things about it. I was always the new kid in school because we were a military family and having to move every eighteen months or so. The Marine Corps would tell you where you were going to be stationed next and off you would go. I was never a popular kid. I wasn’t like a cute blonde girl. I was really sort of an outcast. More apt to be in the folk music society than a cheerleader.”


Nancy Wilson: “Dad retired from the Marine Corps because of Vietnam. He didn’t believe there was any nobility to that war. That’s when we settled as a family in Seattle. We lived in our tight-knit little bubble of music and comedy. That had been our language and our safe zone as a traveling family. Our parents were very encouraging. It was the neighbors, the Joneses, that said, ‘Don’t let Nancy play guitar, it’ll ruin her fingernails.’ Well, they were right, but I didn’t really care about fingernails. I got proficient on guitar instead of worrying about my fingernails.”


Ann Wilson: “It wasn’t until I was in high school that I realized I could sing and carry a tune.”


Nancy Wilson: “Ann had the voice of doom, and I was really consumed by being her accompanist on guitar, piano, ukulele, anything with strings on it, basically. I had babysitting jobs. I gave guitar lessons to local kids. I tried to get a job as a mechanic at a gas station, because I was interested in cars. They said it was a man’s job and I couldn’t do it. Ann had one other job in her life besides music. In high school she got a job at McDonald’s. She put on the outfit. Her second day on the job, she complained to the management that it was a dangerous place to work because the floors were so slick with grease from the fryers. She was immediately fired. Her one, true, actual job lasted two days.”


***


Ann Wilson: “Being in front of an audience, for me it was just having the privilege of singing the songs. I was very zealous.”


Nancy Wilson: “I was in all of Ann’s bands before Heart. They were plentiful. Dad lent us his reel-to-reel Sony tape machine, and he and Mom helped us make payments on cheap guitars. Lucky for us they were so supportive. They knew we were good at it, and we were getting proficient really fast.”


Steve Fossen: “Roger Fisher and I teamed up starting our senior year in high school. He came over to my parents’ house. We were sitting in the basement, and he said, ‘Hey, let’s start a band.’ We shook hands on it and said, ‘We’re not stopping until we make it big.’”


Mike Fisher: “Roger and I had been in a series of bands. Roger played guitar and I kind of managed. I wouldn’t even say managed, because I didn’t have the slightest idea what management was. Our first band was called the Deserters, which is ironic.”


Steve Fossen: “Roger and I put together a four-piece called Army. Mike Fisher was involved before he went to Canada to avoid the draft.”


Mike Fisher: “This was 1967. The Vietnam War was raging, and I was eligible to be drafted. I received a notice to report for induction and basically didn’t. I was so sick the day I was supposed to go I couldn’t even get out of bed. I don’t know, maybe it was psychological. The government created a case against me, the United States versus Mike Fisher. I packed a garbage bag full of clothes and goodies and left. Roger and our bass player, Steve, drove me in my car to Bellingham, which was close to the Canadian border, and I stayed with a friend.”


Roger Fisher: “Steve and I drove back home, and 5 a.m. the next morning, the FBI were at the door asking for Mike Fisher.”


Mike Fisher: “I decided that I was definitely going to leave the US. I figured the justice system wasn’t working properly if this can happen. I went up to Canada. It was easy. No one was waiting for me at the border, and Canada was very sympathetic to draft dodgers.”


Steve Fossen: “Then it was Roger and me for the next three or four years. We changed our band’s name to White Heart, then shortened it to Heart. We thought it was a great name. The word ‘heart’ means so much to so many different people. Roger and I were super-motivated and ambitious. We annoyed the heck out of everyone else in the band with our enthusiasm, enough so that they all quit. We found ourselves homeless. All we had was our Chevy van full of equipment. We were sleeping in people’s backyards.”


Ann Wilson: “After high school, I went to art college, the Cornish College of the Arts in Seattle. I found out really quickly I wasn’t meant to be a fine artist. I answered a newspaper ad for a singer and went and auditioned for these guys, Steve Fossen and Roger Fisher. We drank coffee all afternoon and jammed, and they hired me.”


Roger Fisher: “The vibe with Ann was so amazing. It was just like fireworks going off. There was no doubt there was magic there. We played solidly for the next nine months. We only took Thanksgiving and Christmas off, because Steve and I wanted to get out of debt.”


Steve Fossen: “Ann was pretty much a folk singer at the time. We got her to sing some Janis Joplin, and more things like that.”


Mike Fisher: “Roger’s band was playing in Bellingham, and I decided to risk going down to see them. I had a fake ID and a cute little Triumph sports car at the time. I was going to college up in Vancouver and working construction. I went down and that’s when I met Ann.”


Ann Wilson: “We were playing at this club in Bellingham called the Iron Bull. We were working out this Janis Joplin song, ‘Move Over.’ I was smoking a cigarette and drinking a beer, a real sort of hard-ass chick in those days. Michael walked in. He looked at me, I looked at him, and it was one of those things where your gazes grab each other and won’t let go.”


Mike Fisher: “Man, sparks flew. We were just instantly in love at first sight. We started corresponding after that night, and I came down again to hang out with them in Portland. Anyway, Ann decided she’d rather be with me than be in the band, so one day she just showed up at my doorstep with her suitcase.”


Ann Wilson: “Oh, when I went to Vancouver I was following my heart.”


Mike Fisher: “I was renting this amazing property in West Vancouver. It was kind of an upper-class neighborhood. A mini-château house on a two-acre estate, with a smaller round house next to it, overlooking a babbling brook that flowed down from the mountainside.”


Ann Wilson: “Michael had the smaller cottage that was kind of in the back of the woods. This little round house. That was where we lived for a good six months before the band followed me and wrecked our solitude.”


Mike Fisher: “One night I had this incredible, lucid dream. This vision of a band playing. I could hear the music. It was a combination of the aggression that Rog has and the incredible soulfulness of Ann when she sang. I couldn’t think of any other band like that, one with the power of Led Zeppelin and the amazing connection I’d seen Laura Nyro have with her audience. I thought what if we could marry those two together somehow? I couldn’t sleep for the next two nights. I stayed up and worked on equipment ideas and designs and business plans. I suggested to Ann we call Rog and see if he’d be up for this. Rog was over-the-top fired up. Steve wanted in, too. So they came up to Vancouver.”


Steve Fossen: “At the time, the economy in Seattle was pretty bust. There was a big billboard that went up that said, ‘The last person out, turn off the lights.’”


Mike Fisher: “We moved into the big house on the property. Ann and I, Steve and his wife and their child, and for a while, Rog and his wife. The house had a huge basement with a stone fireplace. A great rehearsal room.”


Ann Wilson: “I wasn’t pleased about it. Not at first. It wasn’t my idea. I wanted the romance of just being with him in this little house to go on forever. When the rest of the guys in the band and their wives started to trickle in, and wanted to throw down their sleeping bags, I was kind of like, ‘Get a hotel!’”


Mike Fisher: “I sat the three of them down on the couch and laid out the five-year plan.”


Steve Fossen: “We hired a couple of Canadian musicians and within six months we were one of the top bands in Vancouver. That’s when Ann got turned on to Led Zeppelin and Robert Plant. From then on, her singing got way more aggressive.”


Mike Fisher: “Nancy came up to visit Ann. She and Ann sat down on the couch, brought out their acoustic guitars, and started singing together. Man, it was incredible. Because they had been singing together their whole lives. We wanted Nancy in the band right away, but she was going to school.”


Nancy Wilson: “I was at Pacific University in Oregon, studying literature and creative writing. The campus was in the tiny town of Forest Grove. I’d walk down the block from the campus and go play acoustic sets at a local bar, the Pepper Grinder. I got $20 one time for playing ‘Stairway to Heaven’ by myself. I’d try to slip in a few original things, too. I was working on music of my own. ‘Soul of the Sea’ was one of the songs I was writing at the time that ended up on the first Heart album.”


Mike Fisher: “Nancy kept coming up to visit Ann, and we would always have her sit in with us on songs. She had such an angelic persona. So soft and gentle in her manner.”


Roger Fisher: “I was uncontrollably out of my wits about her. Completely smitten.”


Nancy Wilson: “Finally, I dropped out of college. Quit and went to Vancouver to be in Ann’s band. It was an auspicious beginning. A lot happened really quickly.”


Ann Wilson: “Nancy joined us in early ’74. It made Heart vastly more interesting for me. Nancy’s a great harmony singer, and a great acoustic guitar player. She added to the band what I felt was missing.”


Steve Fossen: “Shortly after Nancy joined, we came to the attention of Mike Flicker and Mushroom Records in Vancouver. We did a demo, which they liked, and they agreed to finance our debut album.”


Mike Fisher: “Mike Flicker was this hotshot producer who’d moved up to Vancouver from LA. He came and saw the band, but didn’t think they cut it. He thought he might be able to do something with Ann, but he didn’t want to mess with any of the other guys. I just said, ‘It’s going to be the band or nothing.’”


Ann Wilson: “We made Dreamboat Annie in the summer of 1975. It was going from zero to ten. It was the first time I’d been in a recording studio doing my own original stuff. I knew absolutely nothing about singing on a big studio mic. Mike Flicker was my mentor. He taught me everything I know in those early recording sessions.”


Nancy Wilson: “To me at the time, it seemed like Abbey Road. But Can-Base was just a hole-in-the-wall recording spot in Vancouver. We met Howard Leese there. He was a co-producer with Mike Flicker. Howard was a cool guy. He played guitar and keyboards, and he wound up being in the band. We were so hell-bent on making something cool happen, and so doggedly determined to be good. We were up early. We were on time. I think we actually pulled it off.”


Roger Fisher: “I was always pursuing Nancy, but she was very aware that I was fairly adept at getting together with girls. That wasn’t a popular topic with Ann and Nancy, they really looked down on it. I saw Nancy out to the car one day and we kissed, and that was that. Man. We just started hanging out all the time. A friend had given me a jar of psychedelic mushrooms in honey. We ate those mushrooms all the time.”


Mike Fisher: “The two brothers and sisters together, it was a recipe that could only go right, at least for a while. We were so tight. It was a wonderful, powerful energy that we had.”


Nancy Wilson: “Bad idea! In my mind, it was more a professional arrangement than a real relationship. It was easier to have somebody to bunk with in a hotel than have to pay for the extra room. There was an easier communication through line between the two brothers and the two sisters. Those guys had started the band, and I was new to it, and Roger had a crush on me. I kind of went along with it for a while there, but for me it was never like the ultimate relationship I was looking for. It made things more practical on different levels. But still, a bad idea.”


Roger Fisher: “Ann and Mike and Nance and I moved into an A-frame house in a place called Point Roberts. That was at a time when Nancy and I were creating together. The marriage of our inspiration and talent together just produced really beautiful stuff. Ann and Nance were working on this song idea one day. They said, ‘Hey Rog, we were thinking there could be this other guitar part over what we’re playing here. Can you think of anything?’ I listened, and in my head, I heard, ‘Dah, da-da-da-da, dah!’ Then I just sat and played them the riff for ‘Crazy on You.’ We had a democracy that every idea would be tried. It just so happened most of mine were pretty good.”


***


Steve Fossen: “It was ‘Magic Man’ that was the song that changed everyone’s lives. It was the first song of mine I heard on the radio.”


Nancy Wilson: “Mike Fisher was Ann’s ‘Magic Man.’”


Ann Wilson: “I thought my voice sounded high and shrill, and kind of nervous. But you know, there were a couple of tweaks Mike Flicker gave me. Like, ‘Don’t say, “Ow!” say, “Ohh.” Little things that just helped it to sound better.”


Roger Fisher: “When Dreamboat Annie came out in September ’75, it was being distributed around Canada and nothing was happening. We were playing a residency at this nightclub called Lucifer’s in Calgary. Oh my God, we hated it. It was a popular place with older people who spent money buying a lot of alcohol. We attracted a hippie audience, and they didn’t drink that much. Plus, we kicked ass and were too loud. They kept telling us to turn down.”


Mike Fisher: “But they paid really well. Ultimately, we decided it wasn’t the right place for us and we needed to quit. Ann and I went upstairs to meet the manager, and as soon as we sat down, he said, ‘Well, guys, I’m going to have to let you go.’ Literally, the same day the phone rang, and it was Shelly Siegel, the head of the record company, asking us if we could get out of our residency because we had an opportunity to go open for Rod Stewart in Montreal.”


Nancy Wilson: “We took the train across the country to get our big break opening for Rod Stewart. It’s kind of a romantic rock story.”


Steve Fossen: “After that, we opened up for every band you could think of. We toured Europe with Nazareth. My father was always pretty skeptical about the whole music thing. He would keep saying to me, ‘Hey, when are you going to get a real job?’ A critic from the Seattle Times flew over to Paris to interview us. They ran a picture of the band with the Eiffel Tower in the background in the paper. Dad never mentioned getting a real job again.”


Roger Fisher: “Around that time I really started to understand this wasn’t my band so much. It was Ann and Nancy’s band. It was a hard pill to swallow. I’d realized their songwriting was really good, above anything I’d ever done, but it was difficult to accept I was kind of just a musician in their band.”


Ann Wilson: “No, I have to take issue with the idea that it’s mine and Nancy’s band. I think of Heart as belonging to all. Now, if other people were going to go round the democratic process, they would just go straight to Nancy and I and say, ‘Girls, what do you want?’ And that made the men in the band furious. We always treated them as equals, but nobody else did.”


Mike Fisher: “To me, the Ann and Nancy thing was more of a marketing thing, initially anyway. It was the way to sell the band.”


Ann Wilson: “Mushroom Records certainly decided to capitalize. I think it was because they couldn’t think of anything better. Two sisters, wow! Think of all the possibilities for titillation. They took out a full-page ad in Rolling Stone. A picture of Nancy and me, looking at each other lasciviously, our bare shoulders together, and with the caption, ‘It was only our first time.’ I mean, that was not even run past us. Objectification at its finest, and that’s how they were going to portray us.”


Nancy Wilson: “Chauvinism was so rampant at the time. If you were a pretty girl, you had to endure it. I think we just took it with a ton of salt, like over the shoulder. Like, boys will be boys, men will be slimeballs.”


Ann Wilson: “All of that made us really angry. Nancy and I weren’t raised with any of that kind of stuff. Our mother was probably an early-generation feminist. She was just so dignified, so respectful, and she passed that on to us. When we saw ourselves being treated in such a sleazy, cheesy way, we totally rebelled. Also, Mushroom Records wasn’t paying us. They were trying to treat us in the old-fashioned way when it came to that as well. Ride them hard, use them up, don’t give them anything, and then do away with them.”


Mike Fisher: “Shelly Siegel had an incredible coke habit and that megalomania ego thing going on. This little band Heart was only popular because of him in his mind. Meanwhile, our album is taking off like crazy but as an opening act we’re not making any money. We were making more from doing nightclubs. We opened for Rush, ZZ Top, all these different bands doing big shows. The record company wasn’t giving us any tour support. Mike Flicker got in some arguments with Shelly about it, and Shelly fired him. But see, when I negotiated the record deal with Mushroom, I had put in a ‘key man’ clause in the contract because Mike was the reason we wanted to be there. When they fired Mike, they violated our contract, and we didn’t need to be with them anymore.”


Ann Wilson: “Thank goodness Mike Flicker was also being mistreated and he decided to leave the company. Mike was our ‘key man’ in our contract. We exercised that option, and we left, too.”










CHAPTER FOUR



FROM A BASEMENT IN BOSTON.
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“I felt, kind of naively, that someday it was going to happen.”


Fran Sheehan: “By the time I got to high school I was playing in bands around Boston. Barry [Goudreau] and I knew each other, and Sibby [Hashian] and I knew each other.”1


Barry Goudreau: “Sib served in Vietnam. He was an officer in the army.”2


Fran Sheehan: “I remember all of us playing a Hell’s Angels bar one night. There was a rail around the band, so the Angels could gulp a handful of whites and just hang on. They’d scream at us. They’d throw bottles off the ceiling. We’re talking about dues.”3


Tom Scholz: “I started playing piano… and the organ when I was at MIT in Boston, just for the fun of it. I played in local school bands.”4


Barry Goudreau: “I was in my last year at high school and Tom had just graduated MIT. My band needed a keyboard player, and we placed an ad in the local paper. Scholz answered the ad. He was just starting to play guitar, too, the first month we were together. One month he was learning how to play the guitar. The next month he was unbelievable. It wasn’t long before it turned out to be his group—and we were doing his material.”5


Tom Scholz: “I realized there was absolutely no future in trying to play in bands in bars if I really wanted to do this… from an artistic sense. So I stopped it altogether. I found that the only way that I could really get the ideas on tape that I was hearing in my own mind was if I did the parts… I started around 1969. That’s when I wrote my first song, which was ‘Foreplay.’ It was an instrumental piece.”6


Jim Masdea: “Tom asked to come to my home in Jamaica Plain, where I grew up, bringing his keyboard, his guitar, and everything, and we would start writing original material. He came from the end of 1969. Everything was set up in my basement.”7


Tom Scholz: “The most important thing was to find a singer I really believed in and to stick to him like glue.”8


Fran Sheehan: “Barry hooked Brad up with Tom and himself.”9


Brad Delp: “In the summer of ’69 I was playing in a cover band with Fran Sheehan. We didn’t have many gigs. We were mostly rehearsing. The drummer from that band mentioned that there was a group playing at a nearby club that was looking for a singer. I went to see them at a little club on Revere Beach. It was a three-piece band then because their singer had just left. The guitarist was Barry Goudreau. Tom Scholz was playing Hammond organ and kicking bass with the bass pedals of his Hammond. Jim Masdea was playing drums. Barry was the only one singing at the time. Two songs that I remember them playing were ‘Green Onions’ by Booker T. and the M.G.’s and ‘Casey Jones’ by the Grateful Dead. I spoke with them after their set and they said they had recorded some original songs at a local studio and wanted a singer to go back in with them and record some more. I auditioned for them about a week later and got the gig, partly because I could sing ‘Rocky Mountain Way.’ Tom was a big James Gang fan. And partly because I don’t think they had anyone else come down to audition.”10


Barry Goudreau: “Brad was actually my brother-in-law.”11


Tom Scholz: “I met Brad, soft spoken and unassuming, when he auditioned in a recording studio outside of Boston one night to sing several songs I had written. Having endured countless sessions with other singers, most with undeserved egos, I had only the faintest glimmer of hope that he might be good enough to squeak by as a suitable vocalist. He didn’t warm up. He just listened to the pre-recorded instrument track once. Then he started to sing. I don’t know if it took two seconds or three, but before he finished singing the first line, I knew that some guardian angel had just delivered to me one of the best vocalists ever to step up to a microphone. Then he kept going and I realized he wasn’t just one of the best, he was amazing. High notes I hadn’t heard followed by harmonies, and he overdubbed exact duplicate layered tracks, all with ease, all with emotion, and yet all technically precise.”12


Brad Delp: “I always knew singing in a band is what I wanted to do. But I wasn’t doing anything personally to promote it. I felt, kind of naively, that someday it was going to happen.”13


Tom Scholz: “Jim Masdea and especially Brad contributed greatly, but there was no band, and I actually always worked individually with Brad, or Jim.”14


Fran Sheehan: “Those guys started playing together a little bit. And they started doing some tapes. I think they were called Mother’s Milk then. Sib did a stint with them. Whenever I was off the road from playing, they would bring me some of the tapes and I’d sit in and sing backup.”15


Tom Scholz: “I was working [as a senior product designer] at Polaroid and the money I made went into recording demos. Then after I’d blown enough money doing that… I decided I would put my own little demo studio together. I cobbled something together from a few tape machines, bought as junk.”16


Brad Delp: “Tom had an old reel-to-reel tape recorder. We got hold of another one and Tom figured out how he could bounce the tracks back and forth. I don’t recall even having a mixer. We went from one tape to another. Ultimately, Tom had been saving up some money to put a down payment on a house. He was married at the time. He took that money, which was all they had, and bought an eight-track recorder.”17


Tom Scholz: “Gradually, I put a better studio together over the years. This was where I did most of the work and developed ‘Peace of Mind,’ ‘Rock & Roll Band,’ and ‘More Than a Feeling.’ That whole process took until 1975.”18


Barry Goudreau: “Tom had a very focused way of doing things. That was very powerful, actually.”19


Tom Scholz: “All of these demos were done the same way. Jim Masdea played drums, and I would overdub all the instruments. Brad Delp would overdub all the singing parts. I made so many tapes and sent them out, and I’d just get all these rejection slips back. Being married and looking at thirty coming up, it was time to throw in the towel… So I was gonna finish this last demo, sell the equipment, and stop pissing away all the money doing stupid recordings.”20
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