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ABSTRACT

""You Wanna Play in My Band, You’d Better Come to Pick': Duane Allman and
American Music provides an understanding of why Duane Allman and the Allman
Brothers Band were groundbreaking and important. American music is quintessentially
Southern music and Duane Allman and the Allman Brothers Band, the band he founded
in 1969, is found at that intersection. In combining multiple genres of southern music
(nearly all African American in origin)—blues, rhythm and blues/soul, gospel, rock 'n' roll,
country and western, and jazz—into a cohesive sound, the Allman Brothers Band
ultimately created a new form of American music.

This dissertation demonstrates how that came to be. It puts Duane Allman into
context as a singular force in American music and the culture and music of the South.
Duane Allman's legacy is a story of the pursuit of musical excellence on his own terms.
That he did so from the South, with an integrated band, following an uncompromising
musical path, is what sets him apart.

Allman was a giant among his peers whose accomplishments in his brief career
dwarf those of many of his contemporaries. He created a sound that many other bands
have tried (and failed), to duplicate and a band that outlasted his own tenure by four

decades.
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Introduction

"Berry Oakley, Dickey Betts, Butch Trucks, Jai Johanny Johanson, Gregg Aliman,
and I'm Duane Allman!" exclaimed Duane Allman in the early morning hours of March 14,
1971, following a nearly 35-minute version of the Allman Brothers Band's instrumental
tour de force "Mountain Jam." The improvisation closed out the group's triumphant run
at Bill Graham's Fillmore East on March 11 through 13, 1971. Alilman's joyous
introduction reflected the confidence he felt in the six shows they had recorded. He and
his bandmates knew they had finally properly captured the septet's sound for its next
record, released in July 1971 as At Fillmore East.

The release of At Fillmore East and its subsequent success represented the
apogee of a musical journey Duane Allman had pursued in earnest since 1965. It was a
somewhat unique quest for two reasons. First, while Allman was neither a singer nor a
songwriter, he was known as the undisputed leader and "face" of the Allman Brothers
Band, the group he founded in March 1969 in Jacksonville, Florida. Second, Allman did so
from the South. While it is a region that produced a number of influential musicians and
birthed multiple musical genres, few bands had emerged directly from the South in the

rock 'n' roll era. Many of Allman's contemporaries, therefore, had to leave the region to



pursue musical fame and fortune, a course Allman himself had followed (unsuccessfully)
as well.

The story of how Duane Allman and his band so profoundly affected the world of
rock music can be traced back to 1960, when he picked up his first guitar. Shortly
thereafter, Allman formed his first band, the Uniques. Later known as the Escorts, this
group began playing cover songs in and around his home in Daytona Beach, Florida. By
1965, Allman and his brother began to tour in the South as the Allman Joys. In summer
1966, the brothers served a brief, and ultimately unsuccessful, apprenticeship in
Nashville under the tutelage of songwriter John D. Loudermilk, who could not garner
record company support for their efforts.

The Allman Joys disbanded soon after, and the brothers joined forces with several
other southern musicians as Hour Glass. In March 1967, Bill McEuen, manager of the
Nitty Gritty Dirt Band, discovered the band and helped them secure a contract with
Liberty Records in Los Angeles. Hour Glass recorded two records with Liberty, a self-titled
debut record (released in October 1967) and Power of Love (released in March 1968).
The experience was fraught with tension. Allman bristled under the direction of producer
Dallas Smith. His list of grievances was long. Not only did he dislike the material Smith
chose and the manner in which Smith recorded the band, but he hated Liberty's
restrictions on Hour Glass playing live. Smith and Liberty, however, operated within the
traditional music industry structure where the producer and record label wielded

authority over the artist. At that particular moment, Allman offered little else to his



employers besides the ability to play lead guitar (no matter how well), which limited his
options to them. In 1968, Allman angrily left Los Angeles to settle in at Rick Hall's FAME
Recording Studio in Muscle Shoals, Alabama.

At FAME, Allman first earned renown beyond a relatively small circle of intimates
and bandmates, recording as a session guitarist with Wilson Pickett, Clarence Carter, and
Aretha Franklin, among other notables. It was also in Muscle Shoals where Allman
secured music industry support—first with Rick Hall and later with Atlantic Records
executive Jerry Wexler and Macon, Georgia-based music empresario Phil Walden, who
had managed the late Otis Redding. Wexler and Walden's patronage was crucial, as it
afforded Allman the opportunity to pull together musicians to play music however he
(and they) desired, independent of record label or industry trends or pressures. Their
support also allowed Allman and his band to remain in the South.

Southern music comprises the foundation of Allman's story. The Allman Brothers
Band emerged from the region playing a new form of rock music that leaned heavily on
the band members' southern roots and influences. The region "gave rise to virtually every
form of American popular music," write as Bill C. Malone and David Stricklin.* The Allman
Brothers Band reflected this in their sound. The band fused elements and influences of
Appalachian string music and its bluegrass descendent, the acoustic blues of the
Mississippi Delta, the electric blues and rhythm and blues of the Great Migration, jazz,
country, western swing, gospel, and southern soul, among others. In melding a wide

variety of these southern influences with the contemporary sounds of psychedelic rock,



the Allman Brothers Band created a distinct form of American music. It was an original
approach that Allman lacked in his previous forays with the Allman Joys and the Hour
Glass.

On March 26, 1969, guitarists Duane Allman and Dickey Betts, drummers Jai
Johanny Johanson and Butch Trucks, bassist Berry Oakley, and Duane's younger brother
Gregg on Hammond B-3 organ and vocals played together for the first time at Trucks's
house in Jacksonville. "The Jacksonville Jam," as it has since been dubbed, birthed the
Allman Brothers Band.?

Allman was a bona fide guitar hero in the mold of British blues guitarists Eric
Clapton, Jeff Beck, and Jimmy Page and Americans Jimi Hendrix and Mike Bloomfield.
Each of these men built on the early electric guitar stylings of Chicago bluesmen like
Muddy Waters, Hubert Sumlin, and Buddy Guy and early rock 'n' roll guitarists such as
Chuck Berry, Link Wray, Eddie Cochran, and Duane Eddy. Their playing mostly reworked
the electric blues stylings that had emerged from Chicago and other Midwestern (and
even southern) cities as part of the Great Migration of African Americans from the South
to more charitable economic climates in the North.

Where Allman differs from these musicians is how he employed the form.
Allman’s playing differed significantly in that—unlike Clapton, Beck, Page, Hendrix, and
Bloomfield—he infused elements of jazz improvisation into his music and especially his
solos. By extending solos beyond the three-minute constraint of an AM radio single,

Allman and his bandmates created a new genre of jazz-influenced, blues-based rock. He



also played electric bottleneck slide guitar, theretofore used infrequently in rock music.
Allman also diverged from his peers in choosing to form a band of musical equals, one
that included a second lead guitar player, Dickey Betts. Consequently, the Allman
Brothers Band in no way solely served as Duane Allman's supporting band. Instead,
Allman was one-sixth of a band that together exceeded the sum of its parts. This was an
intentional—and brilliant—decision by Allman.

For an example of this, one can listen to Allman's early efforts in the Allman Joys
and Hour Glass—bands that included his brother Gregg. Both groups, while adept at
covering popular material of the time, lacked a spark and attracted scant music industry
interest and even less radio listenership. A stint with the 31st of February, the first
Allman-related project to include a future member of the Allman Brothers Band other
than his brother (drummer Butch Trucks), reflects likewise. Though the Allman Joys, Hour
Glass, and the 31st of February all were noted for incendiary live performances, the
sounds they captured on record never translated into appreciable interest or sales.? The
scant recorded material of guitarist Betts and bassist Oakley's pre-Allman Brothers
ensemble, the Second Coming, also reflects these missing elements. The band's sole
single, a cover of Cream's "| Feel Free" backed with the Jefferson Airplane's "She Has
Funny Cars," demonstrates an arrangement similar to the originals, with little evidence of
originality. Nor does the studio recording reflect the power and creativity that many

observers noted about the Second Coming's live performances. In fact, all of the

members' pre-Allman Brothers Band groups were best experienced live, a key element



that carried over to the formation of the Allman Brothers. This power, creativity, and
intensity ultimately made the At Fillmore East record so critical to the Allman Brothers
Band's breakthrough to wider audiences.

Many writers and scholars incorrectly identify the band solely as the progenitors
of Southern Rock—a genre of music that emerged in the early 1970s as part of an effort
term to market and codify rock bands from the American South.* The term "Southern
Rock," Christopher M. Reali writes,

[W]as coined by music writers from the northeast and west coast to differentiate

between music created by bands from the North or West. The adoption of the

phrase helped the music business to market bands from the South and exploited
some of the stereotypical images that northerners held of the South—hard-
drinking, pickup trucks, Confederate flags and gun racks. Several Southern Rock
bands which formed after the Allman Brothers Band embraced the term, and the
images it represented.”
There is no doubt that the success of the Allman Brothers Band made way for other
southern bands with similar influences to emerge from the South—Lynyrd Skynyrd, the
Charlie Daniels Band, Marshall Tucker Band, Wet Willie, among others. The Allman
Brothers Band, however, was something else entirely in Duane Allman's lifetime and
therefore, from 1969 to 1971 (the primary era of this study), does not reflect what many
refer to when they write about Southern Rock. As this predates by at least two years the
origin of the term "Southern Rock," the comparison does not work chronologically with

Duane Allman's tenure with the band. Allman's Allman Brothers Band played American

music.



As a whole, Southern Rock bands played a more country-influenced style than the
Allmans did in Duane Allman's time. Though Allman and Betts incorporated country
music into their guitar duels, they were modeled on western swing harmony lines of Bob
Wills's Texas Playboys—and thus utilized more as musical interpretive tools rather than
following a particular musical form. In addition, many Southern Rock musicians dressed
the part: wearing snap-button shirts, donning cowboy hats and boots, and using
Confederate flags in onstage backdrops and in marketing campaigns. The Allman
Brothers only reflected Southern Rock of popular imagination after the 1973 release of
Brothers and Sisters (two years after Allman's death).

Observers who connect the Allman Brothers only to Southern Rock when
addressing Duane Allman and his influence on American music build their arguments on a
flawed premise. Yes, the Allman Brothers Band was a rock band from the South—thus a
southern rock band. But because Allman himself had no affiliation with the Southern
Rock movement, it is wrong to winnow his influence solely to his band's role in the genre
that emerges after his death. Doing so overlooks Allman's true contribution to American
music, a fusing of southern musical forms into a progressive form of rock.

Scholarship that lumps the Allman Brothers Band together with Southern Rock
almost exclusively focuses on the post-1973 version of the band as an example of its
Southern Rock bona fides. In "Freedom, Manhood, and White Male Tradition in 1970s
Southern Rock Music," Ted Ownby utilizes a 1975 Charlie Daniels Band tune, "The South's

Gonna Do it Again," to frame his argument that the genre reflected the reaction of



young, white, southern musicians to the changes wrought by the Civil Rights Movement
and the subsequent criticism other regions of the country lobbed against the South.® This
does not reflect Duane Allman, who never publicly expressed pride in the South as
overtly as Daniels.

Ownby's focus on the preeminence of the country music influence to Southern
Rock is also misplaced when examining Duane Allman's tenure with the Allman Brothers.
Yes, the band had country influences, but these were more muted. As writer Joel Selvin
noted in 1971, "The only strain of country background is Dickey Betts. . . . Southern kids,
according to Duane, don't listen to country music anymore and haven't since rock 'n' roll.
It's their parents' music."” Ownby also misses the mark by using the Dickey Betts country-
inflected song "Ramblin' Man," a song on which Allman did not play, as his primary
Allman Brothers-related example.®

What Ownby does get right, however, is to identify Southern Rock musicians with
W. J. Cash's "helluvafella" tradition. The primary goal of the helluvafella was, Cash writes,
"to stand on his head in a bar, to toss down a pint of raw whiskey in a gulp, to fiddle and
dance all night, to bit off the nose or gouge out the eye of a favorite enemy, to fight
harder and love harder than the next man, to be known far and wide as a helluvafella."
Though Ownby never specifically mentions this comparison in relation to Duane Allman
(and the violent tendencies Cash highlights are atypical for Allman), much of Cash's

archetype fits Allman well.’



Mike Butler's "'Luther King Was a Good Ole Boy': The Southern Rock Movement
and White Male Identity in the Post-Civil Rights South," also uses Cash's helluvafella to
discuss white male identity in the post-civil rights South. By bringing up Southern Rock
bands' usage of the Confederate flag and related imagery, Butler argues that the bands
projected an image of following traditional Southern beliefs about race. This is simply not
true for the Allman Brothers Band. First, as an integrated band, the group rejected the
appearance of traditional forms of racial superiority. Second, the band used the rebel flag
imagery only once in its history: in promotions for a 1974 tour at the height of the
Southern Rock era.*?

Butler's piece also gives insight into examples of Southern Rockers' intense
regional pride. This, too, misses the mark as it relates to the early Allman Brothers Band.
For while the Allman Brothers Band of Duane Allman's time was unabashedly southern,
expressions of parochialism about the South were limited only to the band's desire to
remain in their homeland to launch their career.’! When asked about the region's
influence on the band, Duane Allman retorted, "l don't know! You can't ask about
something like that. How do you think it's affected our music? You can look at it
objectively, | was busy doing it so | don't know."*? To Allman, the southern influence was
evident in his music.

In "Growing Roots in Rocky Soil: An Environmental History of Southern Rock,"
Bartow J. ElImore uses a changing physical environment in the South as a lens through

which he examines Southern Rock. It is also an ill fit for the Allman Brothers. Nearly every
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member of the band hailed from an urban or suburban environment. Though surely band
members were familiar with pastoral visions of the South, only Betts had a rural
background. Elmore does, however, identify what he sees as a quintessential image of
southern iconography on the cover of the band's album in a photograph taken on the
portico of what looked like an old plantation home—actually a home within the Macon,
Georgia, city limits—and in its gatefold (a photo of the band sitting naked in a stream).*?
And while arguing that Southern Rock was a reaction to the changing southern
environment and landscape, Elmore uses examples from only two Allman Brothers' tunes
from the Duane Allman era: Dickey Betts's "Blue Sky"—with its pastoral images of a river
and a blue bird—and Allman's instrumental "Little Martha," before discussing Betts's
ubiquitous 1973 Southern Rock anthem "Ramblin' Man." Elmore's argument, while
interesting, ultimately falls short in defining the Duane Allman era as Southern Rock.

In Dixie Lullaby: A Story of Music, Race, and Beginnings in a New South, journalist
Mark Kemp meditates on his own upbringing in the post-integration South. The memoir
uses the story of Southern musical culture as a form of self-therapy. Kemp's interviews
provide information not only on the milieu of Southern music, but also a window into
Southern culture as a whole. The actors in his story discuss the struggles of succeeding as
Southern musicians—whites playing what was then known as black music. It was the
Allman Brothers, all agree, who were the first to remain in the South yet still find success
in the music industry. Kemp invokes the influence of the music's working class roots,

citing how the songs of the era morphed from being the cry of the underdog in mournful
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blues such as the Allman Brothers Band's "Dreams" and "Whipping Post" to the
indignation found in the songs of Southern Rock such as Lynyrd Skynyrd's "Sweet Home
Alabama" and the Charlie Daniels Band's "The South's Gonna Do It Again."'> However, no
Allman Brothers Band songs truly fit this paradigm and Kemp's reflections decades are
tainted by the passage of time and the author's own attempts to come to grips with his
own southern upbringing. Yet while Kemp's take ultimately lacks much definitive analysis
beyond his personal experience, he does get into something others have yet to discuss:
the audience experience as it pertains to the meaning of the Allman Brothers Band.

What Kemp calls indignation in the songs of Lynyrd Skynyrd and the Charlie
Daniels Band, Ownby, Butler, and ElImore identify as rebellion. Ownby and Butler focus on
how this rebellion manifests southern masculinity; ElImore examines the concept as it
related to the southern landscape. Though neither are completely incorrect assessments,
each adds more to the Allman Brothers Band story than existed when Duane Allman was
alive. It is abundantly clear that Allman's focus was simply pursuit of excellence through
music, an ambition nearly all he encountered—bandmates, record label executives, other
musicians, critics, and listeners—maintain Allman achieved. His rebellion, therefore, was
against forces he believed precluded him from reaching that goal.® It included playing
African American-influenced music and affiliating closely with black musicians as well as
pushback against the traditional hit-making aspect of the music industry. It also meant
abandoning a promising career as a session guitarist in Muscle Shoals to form a road

band, bringing an African American into that band, rejecting music industry suggestions
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about how to feature that band, remaining in the South to live and record, and an
uncompromising approach to his band and its music. Thus, while Duane Allman was alive,
the Allman Brothers Band was not a Southern Rock band as these observers define it.
Allman instead founded a southern rock (lowercase "s" and "r") band—or a rock band
that hailed from south of the Mason—Dixon line.

For the Allman Brothers Band, the term "Swamp Music," which Jerry Wexler
coined in Billboard magazine in December 1969, is more apropos than Southern Rock. By
Wexler's definition, Swamp Music encompassed more than just bands from the South. It
was instead music inspired by southern sounds. "It is the Southern sound," Wexler wrote.
"R&B played by Southern whites." It included the Macon-based Allman Brothers Band;
Tony Joe White from Louisiana; the studio rhythm sections at Stax in Memphis and FAME
and Muscle Shoals Sound in Muscle Shoals; Los Angeles-based southern musicians Taj
Mahal, Delaney & Bonnie, and Leon Russell; musicians and venues in New Orleans;
Miami's Criteria studio; among many others. "What it is," Wexler concluded, "is
authentically country Southern, and the exceptions, Taj [Mahal], [Creedence Clearwater
Revival's John] Fogerty, and four of The Band, don’t disprove a rutting thing because they
know what the roots are."’ Despite Wexler's strong case for the appellation, Swamp
Rock never gained in popularity, and the Allman Brothers have been forever chained to
Southern Rock when defined within a musical genre.

In addition to incorrectly associating Duane Allman with Southern Rock, many

simply lump Allman together with other guitar-playing peers of his era. It is a facile
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comparison. Allman was more than just another excellent guitar player of the rock era.
He was instead one of a long line of southern musicians who changed musical history by
incorporating various genres and influences to create new musical forms that appealed
to musicians and audiences alike. Allman's band of five southerners and one
Midwesterner (Oakley) embody Malone and Stricklin's premise of the South "as an
incubus of entertainers and styles that have shaped the entire realm of American popular
music."*® Allman formed a band whose players brought forth elements that created a
unique form of American music. The Allman Brothers Band emerged from a deep well of
southern popular music: jazz, blues, country, rock, soul, rhythm and blues, gospel, and
even pop. They added to this mix an improvisation-heavy attack, jazz-like in approach,
with elements of the psychedelic sounds that emanated from San Francisco and
elsewhere. The Allmans’ sound was truly contemporary American music built on
longstanding traditions and trends.*®

Allman's career, therefore, is more a reflection of southern musicians such as
Jimmie Rodgers, Charlie Patton, Robert Johnson, Louis Armstrong, Fiddlin' John Carson,
Charlie Poole, A.P. Carter, Bob Wills, and even Elvis Presley than it is of his peers of the
rock era. Like Allman, these southern musicians incorporated a variety of sounds in their
music and played wide-ranging repertoires that included not only their "home" style of
music (country for Rodgers, Poole, Carter, and Wills; jazz for Armstrong; blues for Patton
and Johnson; and rock 'n' roll for Elvis), but also elements of mountain music, minstrelsy,

blues, Tin Pan Alley standards, jazz, ragtime, and pop.?° Allman did likewise in the Allman
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Brothers Band. His life's work reflected his musical forebears not only as a native of the
South, but in the wide repertoire his band played. He diverged from these precursors in
that he did his best work in a band context rather than as a solo performer.

Like these antecedents, Allman's band played a wide repertory. It covered electric
blues by Muddy Waters ("Trouble No More"), Sonny Boy Williamson ("One Way Out"),
and Elmore James ("Done Somebody Wrong"). It based its cover of Blind Willie McTell's
acoustic "Statesboro Blues" on Taj Mahal's electric version of the same song. The band
stretched out two popular blues and rhythm and blues standards, Ray Charles's cover of
"I'm Gonna Move to the Outskirts of Town" and Bobby "Blue" Bland's "Stormy Monday,"
to nearly twice their original length. The Allman Brothers Band's take on Junior Wells's
two-plus-minute song "You Don't Love Me" eventually exceeded nineteen minutes. Pop
songs made it into the band's repertoire in the form of "Mountain Jam"—an extended
instrumental take based on the melody of Donovan's "There is a Mountain" and in teases
of popular songs that the band's soloists performed live.?! And the song that leads off the
band's debut album, "Don't Want You No More," was an instrumental version of the B-
side of the Spencer Davis Group's minor pop hit from 1967, "Time Seller."

Though country music was not a major inspiration for the songs the band played,
its influence is nonetheless evident. Inspired by western swing, in particular, Allman and
Betts played improvised harmony lines on "Mountain Jam." Betts employed country-

inflected major pentatonic licks frequently, most notably on the Gregg Allman-penned
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"Midnight Rider." And Betts's own "Blue Sky," one of the last songs Duane Allman
recorded, features harmony lines directly inspired by Bob Wills's western swing.

The band also wrote and played instrumentals (which might be considered a
curious choice considering the high-caliber vocalist they had in Gregg Allman). Dickey
Betts's "In Memory of Elizabeth Reed" is perhaps the band's most famous instrumental
and in form, structure, and performance, it is jazz played in a rock context. "Hot 'Lanta,"
an instrumental credited to the entire group, is shorter and more tightly structured than
"Elizabeth Reed," and also reflects the band's jazz leanings. In addition to these examples,
the band's improvisational approach to nearly all of its songs, demonstrates the influence
of jazz on its overall sound.

Two additional songs in the Allman Brothers' early repertoire further define the
band. The first is the dreamy waltz-time blues "Dreams." Gregg Allman's lyrics bring to
mind Malone and Stricklin's depiction of the South "as a source of images and symbols,
both positive and negative, which have fueled the imaginations of musicians and
songwriters."?2 The song also contains one of the younger Allman's finest vocals and a
mesmerizing guitar part from Duane Allman that includes an extended slide guitar solo
that drew praise from casual listeners and critics alike.

The second is "Whipping Post," another original blues by Gregg Allman.
"Whipping Post" is a song about loss and hard times caused by a woman. The song's title
and lyrics also reflect a particularly memorable image of the antebellum South, though it

is an experience southern whites had probably only borne witness to. These are by no
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means distinctly southern themes, but they are universal in blues music. The band's
execution of the song demonstrates its uniqueness. "Whipping Post," particularly the
extended live version from At Fillmore East, contains elements of everything the Allman
Brothers Band brings to the table: strong vocals; excellent blues lyrics; multiple solos by
both guitarists (including call-and-response playing); propulsive rhythm anchored by the
bass guitar playing lead lines with, underneath, and through the music; multiple time
signatures; all played with a spirit of improvisation and risk. It is perhaps the song most
representative of the original Allman Brothers Band.

Despite this assessment, no single song in the Allman Brothers' oeuvre is truly
indicative of the band's repertoire. The Allman Brothers Band are therefore not Southern
Rock but, rather, American music. For while its music may not appeal to fans of each of
the genres it plays, the band provides an access point for listeners that is at once familiar
but also unique, as it takes music to new forms and in new directions. This dissertation
traces how the Allman Brothers Band reached that point. Duane Allman is at the center
of the story. As with all history, the narrative does not unfold in a straight line and, sadly,
Allman is killed in a motorcycle accident just as the band begins to achieve the success
and renown for which he strove.

Allman had to first learn not only to master his instrument and hone his talent as
a musician, but also to discover how to bring originality to the music. He also had to learn

to tame some of his impulses and frustrations with the larger music industry. He, like his
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peers, experienced his share of failures. What he learned from each of these was
important in how he constructed the Allman Brothers Band in 1969.

It seems obvious to a twenty-first-century observer looking at the breadth of
Allman's achievements, but without talent, Allman would never have emerged from
Daytona Beach, Florida, in the first place. Unlike his younger brother Gregg, he was not a
singer of any great ability, nor was he a songwriter. Thus, the traditional route to success
in the music business (through hit singles) was not ideal for him; initial stints with John D.
Loudermilk and Dallas Smith ultimately resulted in frustration and failure.

These setbacks honed in Allman a decision to put his musical vision first, to the
near-exclusion of a successful career by traditional means. This choice was
counterintuitive, particularly once he gained recognition as a session guitarist in Muscle
Shoals. While Allman certainly enjoyed the attention and the money he made as a
session musician, he missed the excitement and the interaction of a live audience and the
dynamic of working in a band context.

After securing the patronage of Jerry Wexler and Phil Walden, Allman set out to
form his band. He found them in Johanson, Oakley, Betts, Trucks, and his brother
Gregg.? The band was to be a band foremost. It would operate without a designated
front man or a declared leader. "When we need a leader, I'mit," he told Laurel Dann in
1971. "Everybody understands that." But the Allman Brothers Band did not need a

leader. "Because we got that goal, that attitude | told you about," he said.?*
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Each member of the band was a seasoned performer in his own right. Brothers
Duane and Gregg Allman had begun touring throughout the South in the mid-1960s as
the Allman Joys. Jai Johanny "Jaimoe" Johanson, Duane's first recruit to his new band,
had served as a drummer for a number of rhythm and blues performers including Percy
Sledge, Arthur Conley, and Otis Redding. Born in Chicago, bassist Berry Oakley initially
played lead guitar in the Shaynes, a Chicago band that had once opened for the Byrds in
1965. The following year Oakley joined the band of pop star Tommy Roe and toured with
them until 1967, when he relocated to Sarasota, Florida, where he first met guitarist
Dickey Betts. A Floridian like the Allmans, Betts had been a touring musician since the age
of sixteen as part of a traveling carnival called the World of Mirth. He formed his own
Florida-based bands, where he crossed paths with the brothers Allman, and in 1968
founded the Second Coming with Oakley. Drummer Claude “Butch” Trucks, from
Jacksonville, originally met the Allmans after his band had failed an audition at a Daytona
Beach club. In 1968, Trucks had joined forces with the Allman brothers in a short-lived
band called the 31st of February.

In assembling his band, Allman not only chose proficient instrumentalists, but also
players who pushed musical boundaries. Somewhat modeled on the music of British
blues guitarists such as Jeff Beck and Eric Clapton, Allman added a new element to the
equation: twin lead guitars. Until this point in rock’s evolution, a single guitarist typically
handled lead duties. With Betts, Allman changed this dynamic. He brought in a player

whom he (and later critics, contemporaries, and listeners) acknowledged as his equal.



19

Bassist Oakley, himself a former lead guitarist and formidable player in his own right,
commanded the bass as a third lead instrument, ultimately giving the band three guitar
soloists. Allman also added to the mix two drummers, Trucks and Johanson, a concept
rarely employed in rock music.?

That he subsumed his own ego, which by all accounts was considerable, in the
service of the collective of musicians he pulled together, puts Allman in a category by
himself. That the band he formed lasted four decades after his death speaks to Allman's
prescience as an artist. From 1973-1976, the Allman Brothers Band was one of the top-
grossing acts in American music. It co-headlined the Watkins Glen Summer Jam with the
Grateful Dead and the Band, and was instrumental in the early stages of Jimmy Carter's
1976 presidential campaign. It survived not only Oakley's death a year after Allman's, but
also multiple lineup changes, several breakups, financial ruin, and a bitter split from
founding guitarist Dickey Betts in 2000. On October 28, 2014, the Allman Brothers Band
played its final concert, leaving behind a forty-five year legacy of music.

The unit that played that final show mirrored the band Duane Allman created in
1969. In addition to original members Gregg Allman, Butch Trucks, and Jai Johanny
Johanson, it featured two guitarists steeped in the tradition of the Allman Brothers Band
in Warren Haynes and Derek Trucks (drummer Butch Trucks's nephew), an adventurous
lead bass player in Oteil Burbridge, and percussionist Marc Quifiones. As Haynes said on
the eve of the band's final run of shows in October 2014, "The thing I'm most proud of is

that we've been able to carry the mantle of a great tradition. . . . It was based on trying to
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tap into the vision and proud tradition of the original band."?® The origins of that vision
and proud tradition are what | explore in this work, showing why Duane Allman holds a
truly unique place in American music.

This dissertation focuses almost exclusively on the music and musical roots of
Duane Allman. It will not address in more than a cursory fashion the typical tropes of sex
and drugs and rock 'n' roll. There is already plenty of material available that discussing
these issues as they relate to Allman and the Allman Brothers Band. This well-trod ground
is simply not of interest to this writer.?’

| intentionally avoid the money-related troubles the band had with manager Phil
Walden. This is not because | find the story immaterial. Indeed, it is significant and
indicative of how the music business changed from the rhythm and blues era in which
Walden had come of age to the rock era—when rock music became a much more
complex and more lucrative business. All this is true, but it is already well documented
and falls beyond the scope of this study, which ends with Eat a Peach, the album the
Allman Brothers released after Allman's death on October 29, 1971.%8

The Allman Brothers Band's story stretches from 1969 to 2014, making its later
years too recent for historical study. For this reason, | have focused my research on the
Duane Allman era and the band's output from 1969 to early 1972. This period
encompasses the four albums released in Allman's lifetime or shortly thereafter: The

Allman Brothers Band (1969), Idlewild South (1970), At Fillmore East (1971), and Eat a
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Peach (1972). | avoid much discussion of the band's career after Duane Allman's death in
October 1971 —except as those discussions add context to the original era of the band.

Chapter One sets the story in the locale where it begins: the American South.
Following the Civil War and Reconstruction, the South began a long process of
modernization, reflected in the region's urbanization and through technology. These two
elements greatly affect southern culture and music. Improved transportation networks—
initially railroads and, later, roads and automobiles—made it easier for southerners to
migrate to towns and cities and to traverse the region. Modernization in the form of
phonograph records and the ubiquity of radio meant listeners could enjoy music in
settings other than live performances and thus, strains of southern music reached well
beyond the region. This chapter also addresses the racialization of southern culture and
music. African American southerners faced tremendous obstacles in the pre-civil rights
era. Black musicians documented their experiences, first through acoustic blues, which,
in tandem with urbanization, evolved to electric blues and rhythm and blues. Black
music's popularity led to the creation of what Karl Hagstrom Miller called "a musical color
line."?® Despite attempts at strict enforcement of this segregation, musicians, listeners,
and record buyers routinely crossed the racial barrier. In the 1950s, rock 'n' roll evolved
from this social and cultural milieu.

The sounds of rock 'n' roll, blues, and rhythm and blues inspired brothers Duane
and Gregg Allman and other southerners of the third generation of rock 'n' roll to pursue

music. This is the subject of Chapter Two, which spans from 1960 to 1967. The Allmans,
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like nearly all southern musicians of this era, followed the same path: they picked up
instruments in their early teens, founded garage bands, learned and sometimes recorded
a wide repertoire of cover songs, and began touring regionally. The musicians also
publicly flaunted racial conventions. Like fellow white, southern, rock 'n' roll pioneers
such as Elvis Presley, Jerry Lee Lewis, Buddy Holly, and Carl Perkins, they venerated and
emulated African American music and culture. Unlike their predecessors, however,
Allman and his peers much more prominently exhibited blues and rhythm and blues—
rather than country—inspiration. In doing so they added a sense of originality to
southern music. This chapter discusses how these experiences helped create the
opportunity for a renaissance in southern musical form and traditions with Duane
Allman's founding of the Allman Brothers Band.

For Duane Allman, however, the resurgence he led would have to wait. Chapter
Three documents that Allman had to first discover the vagaries of the music industry in
an ultimately failed trek to Los Angeles with his band, Hour Glass. It is here that Allman
confronted the stark reality that his talent as a guitar player is less valuable to the music
industry than he believed it should be. The chapter unfolds Allman's time in California, his
return to Florida, and his groundbreaking session work for Rick Hall in Muscle Shoals,
which ultimately secured Allman a recording contract.

After unsuccessful recordings as a solo artist, Allman decided to form another
band. Following his disastrous experience with Hour Glass, the guitarist determined

several things about his new project. First, it was important that the band remained in
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the South, a lesson he learned recording demos with Hour Glass at FAME. Second, the
band would harness the collective talents of each of its individual members rather than a
group supporting a front man. Third, it disavowed adherence to any music industry
pressures.

Chapter Four covers Allman's formation of the Allman Brothers Band, focusing on
the careers and musical influences (mostly southern) of each band member and
highlighting how each contributed to the band's overall sound. In particular, it
underscores the importance of the first two members of the ensemble: drummer Jai
Johanny Johanson and bassist Berry Oakley. This chapter also delves more deeply into
two elements somewhat unique to the Allman Brothers Band: the use of two drummers
and twin lead guitars. The chapter also describes how the band's various musical
influences morphed into the Allman Brothers' particular form of American music.

Guitarist Dickey Betts said the band developed in phases. Chapter Five charts that
development. It discusses the group's decision to follow a course divorced from the hit-
making path each had followed earlier in their musical careers. The chapter also explains
more in depth how the band's individual and collective influences manifest themselves in
the band's repertoire, both original and cover songs. Chapter Five also explores how the
band and its management presented themselves to audiences as a touring ensemble and
nonpareil live act. The group's relentless touring pace and frequent live shows propelled

a popularity that belied the relative paucity of success garnered by their first two records:
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The Allman Brothers Band and Idlewild South. Both factors led to the decision to record
the band's third album live.

Chapter Six traces how essential Phil Walden was to the early Allman Brothers
Band. Walden was the band's manager and primary benefactor. He not only encouraged
and supported the band's idea to record a live record, but also shepherded the process
through the executives at Atlantic Records. At Fillmore East, the album released in July
1971, was Walden's reward for his belief in Duane Allman's vision. Since 1969, Walden
had supported the Allman Brothers Band financially and materially—including resisting
suggestions to relocate the band from the South. Without his backing, | argue, the Allman
Brothers Band would never have achieved renown beyond the small cadre of fans it had
reached solely through touring.

Chapter Seven introduces introduce a new element to the study of the Allman
Brothers Band: audience reception. To date, books and literature on the band have
focused on the statements and recollections of band members and people within the
group's immediate sphere of influence. While some have also included critical
commentary, the authors have presented this material more in passing than giving it any
significant analysis. This is remedied in a chronological study of reception of the band's
live concerts and albums and singles. Ultimately, it proves that most listeners—fans and
critics alike—responded positively to the new form of American music Duane Allman’s

band created.
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Duane Allman as a person, a band leader, and a musician comprises Chapter
Eight. A truly unique individual firmly dedicated to his craft as a musician and hyper-
focused on achieving his singular musical vision, he lived vicariously. The latter proved his
ultimate downfall, as he died tragically at age twenty-four. The chapter expands on
daughter Galadrielle's argument that her father’s life was a love affair with music.
Chapter Eight describes how that romance unfolded in Allman's time not only with the
Allman Brothers Band, but also his appearances and recordings with peers such as
Delaney Bramlett and Eric Clapton. Allman's enduring legacy is a band that outlived him
by forty-three years.

Finally, a concluding chapter examines the public history implications of the
Allman Brothers Band. The band's various lineups from 1969 through 2014 provide
historians and ethnomusicologists a prism through which to examine a variety of music
industry trends, including the aforementioned Southern Rock period of 1973-1982, the
resurgence of rock through the classic rock radio format, and the band's regrouping as a
touring act beginning in 1989. In addition, this chapter discusses Allman Brothers
material culture through the Allman Brothers Band Museum at the Big House, in Macon,
Georgia.

In sum, this dissertation seeks to provide an understanding of why Duane Allman
and the band were groundbreaking and important. It fills an important gap as current
literature on Duane Allman and the Allman Brothers Band is biographical in nature and

lacks the insight historians bring to their work. To date, five books about the Allman
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Brothers Band and/or Allman have been published. They are: Tom Nolan's The Allman
Brothers Band: A Biography in Words and Pictures (1976); Scott Freeman's 1995 book
Midnight Riders: The Story of the Allman Brothers Band; Randy Poe's Skydog: The Duane
Allman Story (2006); Gregg Allman's autobiography, My Cross to Bear (2012); a full
history of the band, Alan Paul's One Way Out: The Inside History of the Allman Brothers
Band (2014); and Galadrielle Allman's story of her relationship to her father's music,
Please Be With Me: A Song for My Father Duane Allman (2014).

Each of these books is integral to any telling of the band's story, but stop far short
of being a work of scholarship. Only Galadrielle Allman's book begins to touch on the
"why" of the importance of the band, and primarily as conjecture from her father's
perspective.?® None addresses audience reception in any meaningful way and none put
the band in the context of the time period in which they developed, lived, played, and
thrived. As the only existing biographical works on the Allman Brothers Band, this work
leans on these sources. In addition, | have culled a number of primary sources, many
from college and alternative newspapers; magazines such as Rolling Stone, Crawdaddy,
Creem, and others; interviews of the band spanning 1972 through today; and bootleg
recordings of the original band.

Taken together, these sources put Duane Allman into context as a singular force
in American music and the culture and music of the South. Duane Allman was a giant
among his peers whose accomplishments in his brief career dwarf those of many of his

contemporaries. In creating the American music of the Allman Brothers Band, Allman
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invented a sound that many other bands have tried (and, | believe, failed), to duplicate
and a band that outlasted his own tenure by four decades. American music is
quintessentially Southern music and Duane Allman and the Allman Brothers Band, the
band he founded in 1969, is found at that intersection. This dissertation will demonstrate

how that is.

L Bill C. Malone and David Stricklin, Southern Music/American Music (Lexington,
KY: University Press of Kentucky, 2003), 18.

2 N.B.: A quick note on terminology. | refer to drummer Jaimoe as Jai Johanny
Johanson throughout this work. While Johanson was called Jaimoe during Duane Allman's
lifetime, he did not formally adopt this moniker until years after Allman's death. In
addition, for consistency's sake, | have corrected the spelling of guitarist Dickey Betts's
first name in each case | encountered it. In the band’s early days, writers used "Dicky,"
"Dickie," and "Dick" (he later used Richard Betts when touring and recording). | have
done likewise with the spelling of Gregg Allman's name.

3 Shades of the soon-to-form Allman Brothers Band are very evident in the
combination of Trucks' powerhouse drumming, Gregg Allman's vocals, and Duane
Allman's guitar playing and arrangement of the 31st of February's version of Canadian
folk singer Bonnie Dobson's "Morning Dew"—made famous by the Grateful Dead.

4| have capitalized Southern Rock intentionally to highlight it as a
marketing/music industry term and genre.

> Christopher M. Reali, "Blues-Rock, Progressive: A Style Analysis of the Allman
Brothers Band," (master's thesis, Hunter College of the City University of New York,
2007), 1.

6 Ted Ownby, "Freedom, Manhood, and White Male Tradition in 1970s Southern
Rock Music," in Haunted Bodies: Gender and Southern Texts, eds. Anne Goodwyn Jones
and Susan V. Donaldson (Charlottesville, VA: The University Press of Virginia, 1997), 369—
388.

7/ Joel Selvin, "Duane Allman," Earth, January 1971.



28

8 A majority of Ownby's examples are songs by Lynyrd Skynyrd, who fit the
Southern Rock archetype much better than the Allman Brothers.

9 W.J. Cash, cited in Ownby, 371.

10 Bytler correctly highlights Bill Graham's use of a plantation image in a
promotional poster from a September 26, 1973 show at the Winterland in San Francisco.

1 Mike Butler, "'Luther King Was a Good Ole Boy'": The Southern Rock Movement
and White Male Identity in the Post-Civil Rights South," Popular Music and Society 23, no.
2:41-61.

12 Ellen Mandel, "The Georgia Peach," Guitar World, November 1991, 73.

13 His article also sites random Duane Allman quotes about the South to support
his thesis.

14 Bartow J. EImore, "Growing Roots in Rocky Soil: An Environmental History of
Southern Rock," Southern Cultures 16, no. 3 (Fall 2010): 102-128.

15 Mark Kemp, Dixie Lullaby: A Story of Music, Race, and New Beginnings in a New
South (New York: Free Press, 2004), 4-12, 25-28, 38, 50-51, 67-81, 87, 104.

16 Many argue that Allman's use of drugs became one of the forces that impinged
his music-making ability—and would only have gotten worse in the future. | do not
necessarily dispute this contention, though it's impossible to know.

17 Jerry Wexler, “What It Is—Is Swamp Music—Is What It Is,” Billboard, December
1969, accessed February 2, 2016, https://www-rocksbackpages-com.ezproxy.mtsu.edu/
Library/Article/what-it-is--is-swamp-music--is-what-it-is.

8 Malone and Stricklin, 14.

19 Were it not for the band's grounding in blues-rock, in fact, it might have been
dubbed fusion: the jazz/rock musical combination that emerged in 1969 with the Tony
Williams Lifetime and Miles Davis's Bitches Brew band.

20 See Patrick Huber, Linthead Stomp: The Creation of Country Music in the
Piedmont South (Chapel Hill: The University of North Carolina Press, 2008); Jocelyn R.
Neal, The Songs of Jimmie Rodgers: A Legacy in Country Music (Bloomington and
Indianapolis: Indiana University Press, 2009); and Barry Mazor, Meeting Jimmie Rodgers:
How America's Original Roots Music Hero Changed the Pop Sounds of a Century (Oxford:



29

Oxford University Press, 2009). Bill Monroe is another of these antecedents, who took
old-time Appalachian mountain/folk music, sped it up, and added lightning-fast, jazz-like
breaks to form bluegrass music.

2L For example, in recordings from shows on July 3, 5, 9, and 10, 1970, Duane
Allman quotes "Aquarius" by the Fifth Dimension as he begins his solo on "In Memory of
Elizabeth Reed."

22 Malone and Stricklin, 14.

23 |t is somewhat ironic that the last person to join Allman's new band was his
brother Gregg—as the Allmans had been in bands together since first picking up
instruments. But when Allman pulled his band together, Gregg Allman was in Los Angeles
fulfilling the Hour Glass contract his brother had walked out on.

24 Laurel Dann, "The Last Interview with Duane Allman," Creem, December 1973,
accessed September 18, 2017, https://www.duaneallman.info/duaneslastinterview.htm.

2> Allman wanted two drummers, Johanson said, "'Because Otis Redding and
James Brown have two." Quoted in Alan Paul, One Way Out: The Inside History of the
Allman Brothers Band, 1st. ed. (New York: St. Martin's Press, 2014), 19.

26 Alan Paul, One Way Out: The Inside History of the Allman Brothers Band, 1st St.
Martin's Griffin ed. (New York: St. Martin's Griffin, 2015), 414.

27 See Paul, One Way Out; Galadrielle Allman, Please Be With Me: A Song for My
Father (New York: Random House, 2014); Gregg Allman, My Cross to Bear (New York:
HarperCollins Press, 2012); Scott Freeman, Midnight Riders: The Story of the Allman
Brothers Band (Boston: Little, Brown, and Company, 1995); Tom Nolan, The Allman
Brothers Band: A Biography in Words and Pictures (Sire Books-Chappell Music Company,
1976); Willie Perkins, No Saints, No Saviors: My Years with the Allman Brothers Band
(Macon, GA: Mercer University Press, 2005); and Randy Poe, Skydog: The Duane Allman
Story (San Francisco: Backbeat Books, 2006).

28 Freeman's Midnight Riders provides the most thorough account of the band's
issues with Walden's management and contracts.

29 Karl Hagstrom Miller, Segregating Sound: Inventing Folk and Pop Music in the
Age of Jim Crow (Durham, NC and London: Duke University Press, 2010).



30

30 Similar to Erik Larsen's Devil in the White City, Please Be With Me is a
combination history/novel. It is not a work of historical fiction, but includes the author's
conjecture of thoughts and motives.



31

Chapter 1

This Is a Story about the South

This is a story about the South—not of the South, nor of a monolithic South.
Rather, it reflects the region in which Duane Allman and his bandmates grew up,
mastered their instruments, learned to play other people's songs, wrote their own songs,
and toured the South playing them. It is also where the Allman Brothers Band was
formed.

It is not a story about a rural, agricultural South—though elements of it are
inexorably interwoven. And while urbanization plays a major role in the narrative, it is not
the primary focus. Instead, the tale unwinds in small communities and along the
highways and byways of the region in the post-World War Il era. And as the elements of
the journey finally come into place, they do so in Macon, Georgia, a quiet middle Georgia
town ninety miles from the state's capital in Atlanta.

As this is a story about the South, a black/white racial dynamic prevails.
Segregation was strictly enforced legally and extra-legally throughout much of the time
period covered in this work. In spite of the efforts to keep the races separate, southern
youth had access to and gravitated toward the music of both blacks and whites. It was
the music of black southerners that initially inspired Allman and those who would
become his bandmates to pick up instruments and adapt into their own repertoires. In

combining multiple genres of southern music (nearly all African American in origin)—
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blues, rhythm and blues/soul, gospel, rock 'n' roll, country and western, and jazz—into a
cohesive sound, the Allman Brothers Band ultimately create a new form of American
music.?

A generation of historians has explored the social, racial, and economic dynamics
of the South in the postbellum era.? Following the Civil War and Reconstruction, the
South began its long, arduous process towards modernization in two main ways central
to this story: the African American struggle for equality, and transformation from a rural,
agricultural-based economy one more centered on industry. This progression rarely
followed a straight line, but without it, the Allman Brothers Band would never have
achieved any renown.

Though the region never urbanized to the extent of its northern neighbors, this
modernization and transformation manifested itself in urbanization on a larger scale than
ever seen before in the South. The migration from the country to the city manifested
itself physically, economically, and metaphorically. These movements begin in the latter
part of the nineteenth century and continue apace throughout the next century. The
changes were dramatic.?

As southerners moved from farms to cities and towns, they carried with them a
vibrant culture preserved and adapted from Old South traditions and mores. Historian
David Goldfield finds the rural South and its cities to be intimately connected and
inseparable, and thus refutes the conclusion of early twentieth-century sociologist Louis

Wirth, who maintained cities were distinctive environments that destroyed or
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permanently altered their migrant cultures. While true of America's immigrant-heavy,
turn-of-the-twentieth century cities in the North and Midwest, it was not true of the
South. Nevertheless, these rural immigrants greatly shaped the southern cities to which
they migrated.*

The South had remained primarily rural from its earliest days of European
settlement and urbanization in the antebellum South was remote and diffuse: Typically,
cities of four thousand people or less established to support the region's staple
agricultural economy. In the decades following the Civil War, southern urbanization
continued to lag, increasing only slightly, from 9.6 percent of the population in 1860 to
12.2 percent, in two decades. (In contrast, northeastern urbanization grew from 35.7 to
50.8 percent.)®

As the region's predominant export and the axis around which much of its
economy revolved, the cotton economy dominated the region and its urbanization
patterns and trends. The South's largest cities were port cities that grew up to support
the export of cotton. It was big business. In 1830, 20 percent of the nation's leading cities
were southern. Yet by 1900, only one remained, New Orleans. Modernization in the
efficiency in processing raw cotton and improved marketing techniques precipitated this
decline. The result was a different kind of urbanization than in the more industrial North
and Midwest: a growth of smaller towns and cities that grew up around these new

enterprises.®
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Railroads fully unhitch the New South from the Old. Construction of southern
railroads outpaced the rest of the nation in the last quarter of the nineteenth century. By
1890, nine of every ten southerners lived in a county serviced by a railroad. Southern
villages quickly sprouted around railroad stops, doubling in number between 1870 and
1880, and doubling again by the turn-of-the-century two decades later.” Stores,
storehouses, and taverns emerge along with rural railroad stations. This national network
of railroads led to southern shopkeepers bypassing the South's larger port cities
altogether.

After 1890, southern cities began "a new era of consolidation and expansion,"
Edward L. Ayers writes. Railroad stations "pulled hitherto scattered activities under one
roof, reopened the flow of traffic by consolidating rail lines and crossings, and made land
previously used for railroads and their ancillary activities available for other businesses."
Consequently, by 1910 nearly one-third of southerners lived in a city or town. These New
South cities, Ayers concludes, no longer stood "as isolated islands in a vast rural sea but
rather as the center of trade and ambition for dozens of smaller towns and cities."®
Southern life and culture, including music, thus began to revolve around urban areas for
the first time in its history.

At the beginning of the twentieth century, another transportation-related
technological breakthrough overlapped, and later overtook, railroads: the automobile.
Along with it came the need for a more efficient network of paved roads. Many southern

cities responded accordingly, constructing roads first as part of the Good Roads



35

Movement, and later in answer to America's need to more efficiently move men and
materiel in World War I. "Road building," Tammy Ingram argues, "was a crucial linchpin in
the transition to the modern South, a transition that shaped the region's political
institutions as much as its infrastructure." The expansion of infrastructure spurred
economic growth, that in turn lead to an increase in southern manufacturing in the early
twentieth century. Roads also offered an escape from the isolated life of many rural
southerners.®

Economic opportunity expanded exponentially as result of federal investment in
the region beginning in World War |, and continuing with the New Deal. And while both
were transformational for the region's infrastructure, the Second World War proved the
major catalyst for the region's infrastructure and economic growth. This activity spurred
another round of Southern urbanization.

Because the South lagged far behind the nation in per capita income and
resources, the federal government invested heavily in the region during the World War Il
years, often to the exclusion of other areas of the country. The South became home to
more than two-thirds of America's military bases. This infused the region's economy with
both money and people, further spurring additional economic gains and modernization.
The region continued its urbanization, with the farm population decreasing by 20 percent
and urban population growing by 36 percent. At the height of the war buildup between

1940 and 1943, David Goldfield writes, "Forty-three of the South's forty-nine
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metropolitan areas reported population increases, compared with twenty-five of
seventy-four metropolitan areas in the North."1°

These economic and transportation enhancements also led to an industrialization
of the South also industrialized. Beyond the economic boon to the region, how
industrialization impacted southerners culturally is critically important to understanding
the context and significance of the Allman Brothers Band's story. Rural southerners
migrating to these new southern cities carried their cultural and musical traditions with
them. The sense of community they developed is particularly evident in their musical
traditions.?

Historian Patrick Huber finds this music an authentic representation of its people.
“Millhand singers and musicians," he writes, "wrote and performed songs that bore the
stamp of both the older rural, largely agricultural world . . . and the newer urban-
industrial world that they themselves occupied. The musicians, he argues, "lived at the
precise historical moment that allowed them to combine the collective memories of the
rural countryside with the upheavals of urban-industrial life to create a distinctive
American music that spoke to the changing realities of working-class life in the early
twentieth-century South.”1? Jacquelyn Dowd Hall, et al. assert it more plainly. "Country
music in the 1920s and 1930s bolstered a sense of unique, regionwide identity."*3

Two other modernizing elements emerged within this urban migration: the
phonograph and radio. Both were significant in the proliferation of popular music in the

South, most notably radio. As Hall, et al. note, "The radio and the phonograph put
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millhands across the region in touch with each other, allowing those who missed [live
concert] performances to hear and enjoy the same music." Music became a communal
ritual to these new urban migrants. "Millhands carried on a conversation about their
favorite songs," Hall, et al. write, "talking not so much about the factory as about the
stuff of daily life—family and friends, romance, and personal tragedy." The sentiment
evoked by lyrics "struck chords of recognition" with audiences; some, such as "Wreck on
the Highway" and "Little Mary Phagan," reflected actual events and personal experiences.
Eventually, they argue, this music is "homogenized and commercialized."'*

Radio is a critical ingredient in this mix. The medium literally opened up the
airwaves to the sounds of southern performers and southern vernacular music. Out of it
spawns a national musical culture. This culture manifests itself both with southern music
and a music industry that evolved from the sale of Tin Pan Alley sheet music to the
proliferation of recordings. This transformed the music business, setting the stage for the
explosion of rock 'n' roll in the decades to come.!?

Understanding the impact of radio and the music business that grew to support it
is key to comprehending southern musical culture. Radio provided access to southern
music across North America and even worldwide. The development of a recording
process (and industry) spurred generations of southerners to seek opportunities to share
their music beyond merely live performances.

Radio also helped break down the region's most notable social barrier: the

separation of the black and white races. Race and race relations loom large throughout



38

all of southern history; lessons in how southerners adapted and reacted to these racial
boundaries live throughout southern music of the early, mid-, and late-twentieth century.
For while social mores and Jim Crow laws restricted physical interaction between
southerners of different races, radio accomplished no such thing. Despite consistent and
multiple attempts to the contrary, it was impossible to truly segregate the airwaves.
Radio carried the music of southerners to the masses and, in turn, brought African
American music and culture into the lives of white southerners in ways theretofore
unavailable. In short, technology crossed the South's color line.

For southerners migrating to cities, music offered not only a connection to their
rural pasts, but also presented a way to cope communally with their living conditions.
This is true for the music of black and white southerners alike. "Southern rural music—
blues, country, gospel, work songs, and field hollers," Pete Daniel observes, "evolved
from the everyday trials, tribulations, and hopes of southern farmers." In the era before
the proliferation of the radio or the phonograph, Daniel reports, itinerant musicians
"traveled along an invisible network composed of the shifting and overlapping itineraries
of minstrel and vaudeville shows, one-night stands in small towns, street corners,
brothels, juke joints, and honky-tonks." Whether country and western (then dubbed
"hillbilly"), blues (called "race" music until 1949), or gospel, the music of these rural
southerners was vibrant and continually evolving. Younger musicians, Daniel argues,
"might well have learned how their ancestors played, but its presentation addressed

contemporary concerns and provided a commentary on family, love, tragedy, and
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frustration." The music of rural southerners of both races had its roots firmly in the rural
soil. That music, Daniel maintains, fueled a "mid-century revolution."*® It was a revolution
Duane Allman was a part of as well.

Things were worse for blacks. While whites at the bottom of the economic
spectrum suffered mightily in this environment, at the end of the day they were still
white, and had opportunities as whites that were simply not available for African
Americans. In 1903, W.E.B. Du Bois articulated a principle that must be understood
today: Knowledge of the black freedom struggle—and white reaction to it—is critical to
understanding the modern South. “The problem of the twentieth century," he writes, "is
the problem of the color line."” From the earliest days of Emancipation through the Civil
Rights Movement and beyond, the region has struggled to integrate African Americans
into full citizenship. This was intentional and politically motivated. Following the Civil
War, white southern landowners created systems to keep blacks in a form of permanent
peonage through sharecropping. Thus, black southerners were rarely able to ascend the
agricultural ladder from tenancy to land ownership. By creating laws that kept African
Americans from access to political or economic power, whites also drove a wedge
between the economic interests of the poorest of the South's residents, white and black.
In doing so, white elites maintained control of the lower castes in the South, black and
white. To express and relieve their frustrations, many black southerners turned to music,

blues in particular.
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Of all of the southern musical genres, the blues have probably received the most
scholarly attention.® Although elements of the blues seeped into white performers'
repertoires prior to the rock 'n' roll era, blues was predominantly the domain of African
Americans. Blues musicians gave voice to their listeners' concerns,, Robert Palmer
argues. They "gave their audience a music that was theirs and theirs alone." Blues, he
continues, expressed "something profoundly important about the depth, vitality, and
continuity of African American culture."*®

Just exactly what those profoundly important messages represented to African
Americans has long been contested. Initial interpretations emerged in the early 1960s as
scholars Paul Oliver and Samuel Charters and folklorist/song collector John Lomax
interpreted blues music as ultimately conservative in nature. To these writers and their
adherents, blues lyrics connote an acceptance of the African American plight—the
individual cries of anguish. Lomax's son Alan, and later scholars such as Amiri Baraka (née
LeRoi Jones) refute these interpretations and see within the blues a latent resistance and
resentment toward the Jim Crow system. Indeed, they see a rejection of accommodation,
finding instead liberation in the songs of bluesmen.?°

Blues music, whether accommodationist or a form of resistance, was a form of
protest against the racial conditions of segregation. Yet because of Jim Crow's stultifying
nature, blues as protest was rarely an overt endeavor. Its song forms, lyrics, and

performances were often veiled in double meanings, a significance southern blacks

understood all too well. W.E.B. Du Bois dubbed this the “double consciousness” of
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African American life. The navigation between acceptance and resistance to Jim Crow
enabled black performers to preach a message of personal freedom despite the
oppressive environment in which they lived.?!

As time passed and circumstances changed, scholars now find the blues to be
both resistant and accommodationist.??> As new opportunities became available for
African Americans, the countercultural messages of blues lyrics changed from those of
bluesman Charlie Patton singing of sharecropping's hardships, to Big Bill Broonzy
celebrating the urban migration, to Peetie Wheatstraw singing the praises of the New
Deal, and to Sonny Boy Williamson singing of patriotism in World War Il. R. A. Lawson
identifies this dichotomy in the change from a “me”-centered mentality to the “we,”
whereby the artists changed from eschewing traditional values of work and sobriety to
praising “hard work, national unity, and patriotism.”?3

Jim Crow provided the environment in which blues culture thrived. It also
provided an outlet for blacks to subtly undermine the system. Their resistance lived in the
margins—the private spaces to which society relegated African Americans. There,
bluesmen and their audiences subverted and ridiculed Jim Crow. As southern mores
forced African American deference to whites in public, blues musicians projected a
braggadocio that offered acknowledgement of a shared experience with their
audiences.?*

Because of the ubiquity of Jim Crow, many black blues musicians made only short

stops in southern cities (or bypassed them altogether) as they migrated north. While they
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found continuing discrimination and prejudice in the North as well, one thing was absent:
Jim Crow. Like country music to white, rural southerners living in cities, blues connected
black immigrants to the urban North to their roots. For both black and white southern
migrants to cities, Pete Daniel maintains, "The culture that had served them so well in the
country evolved to fit city spaces. Across the country, the collision of rural music with the
energized urban beat reshaped the cultural landscape."?> As the sister of Clarksdale,
Mississippi-born bluesman Muddy Waters once remarked to him, "They don't listen to
that kind of old blues you're doing now, don't nobody listen to that, not in Chicago."?®

The louder noises of the city added their own challenges to the music of itinerant
southern bluesmen. By the 1940s, black popular music morphed into what Robert Palmer
calls "a mixture of older black blues and vaudeville styles and material with the newer
swing rhythms."?’ The music of rural African Americans in cities became urbanized and
amplified, and soon morphed into rhythm and blues.??

As southerners adapted their rural musical traditions to the environs of cities and
small towns, the business of music remained strictly segregated. As radio began its
ascension as the main medium through which people accessed music, strict divisions
emerged along genre and racial lines. For the American music industry (and many of its
consumers), country music became the dominion of whites, as rhythm and blues became
for African Americans. Karl Hagstrom Miller dubs this phenomena “segregating sound.”

As Miller notes, the musical color line created around facile distinctions of race and

region “did not reflect how generations of southern people had understood and enjoyed
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music.” The ideal, he argues, was fundamentally flawed. “People's musical worlds were
less defined by who they were—in terms of racial, class, or regional identity," Miller
writes, "than by what music they had the opportunity to hear.”?

Radio revealed these opportunities for listeners. Historian Charles L. Hughes
notes that program managers attempted to enforce this musical color line as most radio
stations segregated black and white music. Some exceptions emerged, mainly all-black
WDIA, which broadcast out of Memphis, Tennessee. "But," Hughes argues, "the majority
of radio stations gave black musicians a much smaller space than their white
counterparts."3°

Despite this relative dearth of programming and the limited number of black-
owned stations, radio was absolutely critical in changing the South's racial dynamic. The
medium, Brian Ward concludes, helped promulgate notions of racial harmony. Leaders of
the modern Civil Rights Movement, he notes, leveraged radio “to persuade [the] vast
middle ground of white southerners to accept racial change and ultimately to help
fashion a new, more racially tolerant white southern identity.”3!

But it was ultimately consumers, both black and (especially) white, who effected
changes through their buying and listening habits. White radio station owners and
programmers took note, and stepped up efforts to provide listeners what they wanted to
hear. While some were genuinely interested in the freedom struggle, most responded to

market forces and worked to stay in sync with listeners. “At the point of listening,” Ward

writes, “Southern black and white audiences often consumed much of the same cultural
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materials and imbibed in many of the same social value.” This consumption challenged
the "tyranny of Jim Crow,” he concludes.??

Multiple facets of African American life—social, economic, emotional, legal, and
cultural—intersected on the airwaves. Radio countered the prevailing negative images of
African Americans and thus, Ward argues, "promote[d] a more inclusive vision of
American democracy.”3? This manifested itself particularly in the lives and musical
influences of white youth in the postwar South.

Attempts to enforce the racial divide on the radio ultimately failed. The airwaves
simply could not be segregated. Black and white youth could listen to any program of
their choice, regardless of intended audience or the performer's race.3* As Hughes notes,
"a growing body of listeners heard an expanding variety of musical programming that
simultaneously defied the supposed separations between musical categories."3”

While WDIA in Memphis was the first prominent station to migrate to an
exclusively African American format (particularly Dewey Phillips's Red, Hot, and Blue
program that ran from 9:00 p.m. to midnight), few radio stations carried more weight
than Nashville, Tennessee's WLAC.® The station had broadcast pop and country music
since the 1930s, but a fortuitous call to the station from a group of black college students
in 1946 spurred a sharp change in direction that would prove highly influential. The men,
attending college on the Gl Bill, asked deejay Gene Nobles to play "some boogie or some
blues." Nobles responded affirmatively, asking them to bring him records to play. They

brought Noble platters by Roy Milton, Pete Johnson, and Louis Jordan, which the deejay
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substituted for the station's usual fare of Glenn Miller and Frank Sinatra.3” Audience
response was overwhelming. Within ten days, David Henry reports, "The station started
getting mail from listeners in Nashville, El Paso, Washington, Detroit, New Orleans, the
Bahamas, Jamaica, Panama, Venezuela, Canada, and Tuscaloosa. People wanted to know
more about this music, and where they could buy the records."38

WLAC agreed to Nobles's request to change the show's format permanently,
provided he found a sponsor, which he did in the person of Randy Wood. A white man
(like Nobles), Wood operated an electronics store in nearby Gallatin, Tennessee, that also
sold records, mainly pop and classical. Soon after Nobles unveiled his rhythm and blues
show, Wood noticed a spike in customer requests for the music the deejay played. In
response, Wood started a mail-order record business and began sponsoring Nobles's
show. The partnership was a rousing success for both men. Randy's Record Shop became
a major catalyst in the widespread, national popularity of black rhythm and blues music.3®

Initially, Nobles played music by African American artists such as Louis Armstrong,
Pearl Bailey, Billie Holiday, and Fats Waller. Later WLAC deejays such as John "John R."
Richbourg and Bill "Hoss" Allen proved instrumental to careers of such African American
stars as Little Richard, James Brown, Ray Charles; groups such as the Coasters and the
Dixie Hummingbirds; blues musicians Jimmy Reed and B.B. King; and soul music icons Otis
Redding, Marvin Gaye, and Aretha Franklin.*® And as America's major recording

companies (Columbia, RCA, Decca, Capitol, Mercury, and RCA) continued to focus

exclusively on white pop music, WLAC's playlists reflected tunes from a network of
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independent record labels that sprang up: national labels such as Chess, Atlantic, and
Savoy; as well as Nashville-area companies such as Dot, Bullet, Republic, Tennessee, and
Excello.*

WLAC appealed to black and white audiences alike. In addition to Nobles, two
younger white men joined WLAC as deejays: the aforementioned "Hoss" Allen and "John
R." Both men affected an African American-inflected patois that fooled listeners, black
and white alike, into thinking that they were black. No less an authority than James
Brown, the self-proclaimed Godfather of Soul, reflected, "[John R.] had so much soul that
people in the black community thought he was black!"4?

The station's influence also extended well beyond the American South. The
station's 50,000-watt, clear channel signal boasted listeners in twenty-eight states, three
Canadian provinces, and four continents. Mavis Staples, of the famous R&B group the
Staple Singers, recalled the story of one such listener from Hibbing, Minnesota, Robert
Allen Zimmerman, better known as Bob Dylan. In the early 1960s, a mutual admirer
introduced Dylan to the Staple Singers. "'Bob,' Staples remembers the man saying, 'These
are the Staple Sing—' That's as far as he got before young Dylan turned huffy (in Mavis's
reenactment) and cut him off. 'l know who the Staple Singers are,' he snapped. 'l've been
listening to the Staple Singers since | was twelve years old.' Mavis recalls her father Pops
Staples's astonishment. How did this Jewish kid from Minnesota know so much about the

Staple Singers? "'l listen to Randy,"" Dylan answered, identifying WLAC by a nickname

associated with its sponsorship by Randy's Record Shop.*?
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WLAC is rightfully credited for its groundbreaking influence on popular music in
the latter part of the twentieth century, particularly the music that evolved from the
South. “I've interviewed a thousand musicians over the years,” said Scott Mullins,
program director at WTMD in Baltimore, “and so many of them have cited WLAC as an
early influence. | doubt there is a country, rock 'n' roll, blues, R&B, or soul artist from that
era east of the Mississippi who wasn't touched by the magic of that station.”4

"It was often a choice between listening to country music on WSM, or to our
blues," Allen, recalled. "And they'd rather listen to blues than country. We found this to
be true at the University of Alabama, LSU, Georgia, Florida, all the colleges, we had them
locked up. And out in the country also. White guys growing up in Tennessee, Louisiana,
Mississippi, Arkansas, Texas, Alabama, if they were musically inclined they played country
music but they listened to WLAC, as well as to the Grand Ole Opry on WSM, and it all
influenced them. . .. [B]ut it didn't come out like Muddy Waters or Howling Wolf, it came
out rockabilly, and from rockabilly came white rock 'n' roll."4>

Rock 'n' roll carried with it a mélange of influences, black and white. As Pete
Daniel notes, "Southern musicians profoundly influenced musical development in the
twentieth century, not because they embodied pure European or African traditions but
because they dynamically exchanged and incorporated their vast musical knowledge." It
was a vibrant cultural exchange, he explains, one "that produced jazz, blues, country,

gospel, rhythm and blues, rock 'n' roll, and soul music."4® Robert Palmer gets more

specific than Daniel. "[T]here were boogie and blues in the Deep South," he writes, "jazz-
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flavored jump blues and western swing in Texas and the Southwest, hard-driving gospel
rhythms in the black churches, street-corner vocal groups in the big cities, and myriad
forms of boogie-woogie: barrelhouse piano in the logging camps, country boogie for the
hillbillies, big-band boogie in the urban dance halls."4’

Rock 'n' roll is the sound of the first generation of American children to have
significant buying power, the result of the post-World War |l Baby Boom and an
unprecedented era of American economic prosperity. It was also the soundtrack of the
first youth generation to have a music that was truly its own. Prior to rock 'n' roll's
ascendance, white popular music was issued in two categories: pop records for adults
and children's records for youth. The former typically consisted of soothing, romantic
ballads from Perry Como, Bing Crosby, and Johnny Mathis and the orchestras of
Montovani, Percy Faith, and their contemporaries. Children's records included songs such
as "The Ballad of Davy Crockett."*® In response—or perhaps rebellion—white youth
gravitated toward rhythm and blues. "Compared to Perry Como and Patti Page," Palmer
asserts, "even the most formulaic R&B seemed to sizzle." More sexually suggestive than
their parents' music and with an emphasis on the forceful backbeat perfect for dancing,
rhythm and blues, he continues "seemed to mirror more directly the flux and frenzy of
the times as seen through a teenager's eyes."4°

The musical taste of American teenagers of the 1950s and 1960s influenced a
noteworthy shift American culture. The music "signaled a significant generational

departure from traditional racial attitudes and comportment," Michael Bertrand writes.
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Rock 'n' roll, he argues, represented "an experience capable of affecting the ideology of
race." White southern youth “allowed African American culture and taste to penetrate
and shape their own behavior and perspectives. . . . [and] seemed more receptive to
change in social relationships, signaling the inauguration of a new era in reference to race
in the South.” Music disrupted racism as it opened avenues of interracial communication
and interaction. Radio is most responsible for serving as the conduit. It enabled black-
influenced music and artists to proliferate and began the long process of breaking down
social and musical barriers.*°

Nearly every book on the origins of rock 'n' roll cites its mainstream cultural
explosion to Elvis Presley's arrival on the scene in 1954.°! Presley has long been called the
"King of Rock 'n' Roll," a title that many African American musicians of the era (most
notably "Little Richard" Penniman) dispute. Presley, they claim, was a pale imitation of
black rhythm and blues shouters Wynonie Harris and Arthur "Big Boy" Crudup, whose
"Good Rockin' Tonight" and "That's All Right" Presley recorded. Even Presley's
combination of rhythm and blues and country, they argued, was imitative—as African
American performers such as pianist Fats Domino and guitarist Chuck Berry had long
before woven country-inflected sounds into their music.

What is probably most significant about Elvis and his white rock 'n' roll peers is
what Bertrand characterizes as "a willingness to identify completely with the rhythm and
blues singers they emulated. They were not pretending to be, or making fun of, African

American artists." Presley and his contemporaries instead attempted to connect to black



50

musicians through performance style, fashion, and presentation. And thus, Bertrand
concludes, "They were forcing their way out of the complex, rigid southern folk and
country music tradition into which they had been born.">?

At the dawn of the 1960s, the heavily black-influenced sounds of rock 'n' roll were
firmly established as a new musical genre. A cultural outgrowth of the South's
modernization, southern white youth became inspired to pick up instruments, form
bands, and write and perform songs similar to those of black rhythm and blues
performers and white rock 'n' rollers. Brothers Duane and Greg Allman were so inspired.

The music broadcast by WLAC held sway to a generation of southern youth. As
Augusta, Georgia, native Willie Perkins and future Allman Brothers Band road manager
recalled, "Every red-blooded southern boy tuned in to [WLAC] every night.">3 He

continued:

Back then, there were not any rock radio stations. There were radio stations that
would play country and western music in the morning, big band music during the
day, black music in the afternoon, and then at night they would have network
programming.

So there were certain time segments during the day that you could listen to black
music on the radio. | always was attracted to that kind of music. When | got into
high school | started hearing about the clear channel stations that broadcast at
night. There was WLAC in Nashville and WCKY in Cincinnati as well as a station in
Del Rio, Texas.

These big stations boomed all over the South and played black music at night.
They played the early Chess Records like Chuck Berry, Muddy Waters, and Bo
Diddley, among others. These stations had sponsors from Nashville that were
primarily record shops. | recall that Randy's and Ernie's record shops were two of
the sponsors. Their advertised specials were you could get six or eight records for
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half price. While | didn't turn out to be a musician, hearing black artists on these
stations did have a big influence on me.

At the same time Duane and Gregg were also listening to the same programs at

night as well as a lot of other guys. You'll find that a lot of musicians especially
those from the South were really influenced by what they heard on WLAC radio.>*

WLAC also proved to be the source through which Duane and Gregg Allman
discovered African American music, particularly the blues. "We heard all them people [on
WLAC]: Muddy Waters, Jimmy Reed and so on,” Duane Allman recalled.> "We would
listen to WLAC," brother Gregg noted. "Good God almighty, the music we heard on that
station! Muddy Waters, Howlin' Wolf, Little Milton, Bobby 'Blue' Bland, Sony Boy
Williamson—WLAC is where we first heard them all, and it just went from there.”>®

For Duane and Gregg Allman, the music represented more than just notes and
melodies. It was, Duane Allman shared, "The truth and light for sure." Through WLAC's
programming, he discovered "Muddy Waters, Bobby Bland, J.B. Hutto, Little Walter—and
they led to older cats like Robert Johnson and Blind Lemon Jefferson and Blind Willie
Johnson. Have you heard 'Dark was the Night' by Blind Willie? That gave me chills when |
heard it.">’

As Allman and his band toured the nation from 1969 to 1971, others noticed the
influence they carried with them from of African American rhythm and blues artists. It
was clear, Michael Smith of the Chicago Tribune wrote in a review of a 1971 Allman
Brothers concert in Chicago, that Allman had spent an "inordinate amount of time tuning

in the late night rhythm and blues shows from Nashville's WLAC." Though the Allman
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Brothers Band's music was a much-updated version WLAC content, Duane, Gregg, "and
four others who share Duane's musical vision set up in the Auditorium Theater and bore
extraordinary witness to what WLAC hath wrought.">®

What WLAC wrought was a truly unique band borne of the region it called home.
Just as the early sounds of rock 'n' roll emerged from a combination of black rhythm and
blues and white country music, the Allman Brothers Band played an amalgam of sounds
they heard growing up in the South. The band's influences themselves derived from the
musical heritage of rural southerners and are ultimately the products of a modernized,
more urban South. The band Duane Allman founded comprised five southerners (Duane
and Gregg Allman, Dickey Betts, Butch Trucks, and Jai Johanny "Jaimoe" Johanson) and
one midwesterner (Berry Oakley of Chicago). All six were deeply influenced by the
region's music.>

Four of the players hailed from Florida: Betts, Trucks, and Duane and Gregg
Allman. While the most geographically southern state of the continental United States,
Florida today is in many ways completely unlike the rest of its southern neighbors. A state
full of transplants, its urban areas are much more reflective of urban cultures in other
regions of the country. Yet at the time Duane and Gregg moved to Daytona Beach (from
Tennessee) in 1957, Florida was very much a part of the Civil Rights-era South. The
brothers were a product, therefore, of the rapidly changing southern culture of the

modern era of the Civil Rights Movement.
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Chapter 2

"Now Everything's Run Together and Melted Into One Big Thing":

Duane Allman and Southern Musical Culture

Many white southerners of Duane Allman's era followed a similar path as
musicians. They first formed garage bands and learned stylistically wide-ranging
repertoires of cover songs. Some recorded low-fidelity recordings in local, ad-hoc studios.
Still others grew into regional touring ensembles. A few, Duane Allman among them,
ultimately left the South to pursue greater fame and fortune; many more stayed behind.

These musicians bucked tradition in three major ways. First, they overtly
displayed and promoted a reverence for and appreciation of African American music and
culture. In this way, they followed in the footsteps of fellow white southerners, first
generation rock 'n' roll pioneers Elvis Presley, Jerry Lee Lewis, Buddy Holly, and Carl
Perkins, among others.! They diverged in that they played music in a style and substance
that more prominently displayed blues and rhythm and blues influences than the heavier
country influences of Presley, et al. In addition, their live repertoires and early recordings
also reflected the strong influence of the British Invasion/British blues: most notably in
their close approximations of rhythm and blues or electric blues songs.

Allman followed this path with one significant detour: He ultimately achieved
musical fulfillment and success by remaining in the South. In doing so, he blazed a trail

for other southern musicians by demonstrating that playing and recording original music
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in the South not only was possible, but also was preferable for the musicians and the
audience.

In his time as a touring and recording musician from 1965 through 1968, Allman
learned the importance of original material and original arrangements pursuant to his
own musical vision. Originality mattered, region mattered, and race mattered. Combined,
all three elements created an opportunity for a renaissance of southern musical form and
traditions.

Little Richard, Elvis Presley, Fats Domino, Chuck Berry, and other stars of the early
rock 'n' roll era provided the initial inspiration for southerners such as Allman (nearly all
of them male) to pick up instruments, learn songs, and form bands. Though strongly
inspired and influenced by African American music, racial boundaries—both stated and
understood—severely hampered interaction between white and black musicians. Indeed,
it could be quite dangerous. White musicians formed bands and barnstormed the region
playing first in white teenage clubs and at white high schools and gymnasiums. Soon
enough, they graduated to bars, nightclubs, and other venues that included both white
and black patrons. Ultimately, a community of musicians across the South formed around
Allman and his band that further introduced African American music to mainstream
white culture. This community grew far beyond regional cover bands and blossomed into
a full-fledged musical movement of southern rock music.?

Duane Allman and his contemporaries were a part of a third generation of

American rock 'n' roll musicians. They followed southerners and original rock 'n' roll
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progenitors—artists such as Berry, Richard, Domino, Presley, and Carl Perkins—who
adapted and transformed the black rhythm and blues made famous by Louis Jordan,
Wynonie Harris, Charles Brown, and others, often with a decidedly country music
inflection and influence. The second generation of artists, the Teen Idols, often covered
rhythm and blues and black rock 'n' roll artists, but "whitened" it in a way that stripped
much of the music of its racial undertones. (See Pat Boone's decidedly antiseptic
renditions of Richard's "Tutti Fruitti" or Domino's "Ain't that a Shame.") Allman and his
southern peers added more musical flavor to the mix, and included in their repertoires
the electric blues of such artists as Jimmy Reed, Muddy Waters, B.B. King, and Bobby
"Blue" Bland.

The bands they formed were a product of the modern, postwar South and of the
Civil Rights Movement. While more urbanized, the region comprised smaller towns and
communities—and not necessarily suburbs of larger cities. It was the Sunbelt South.
Allman's generation grew up and formed, toured, and recorded with bands in these
smaller metro areas like Daytona Beach, Jacksonville, and Tampa, Florida; Florence,
Sheffield, and Muscle Shoals, Alabama; and, later, Macon, Georgia.?

Just as in the country, race relations in these cities remained complex; crossing
musical and cultural boundaries was always easier for whites than for blacks.* White
musicians' attraction to African American music and culture was counter to southern
social mores. Thus, while white musicians leaned heavily on the influences of black music,

very few bands of this era were integrated.> And while these performers had been raised
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with prejudicial attitudes toward African Americans, their attraction to black music
helped to alter their racial perceptions. Allman and other white southern musicians of his
era demonstrated connections and conversations between black and white southerners
that extended beyond what was considered acceptable interracial interactions. Music
became a prime vehicle for interacting with black culture and overcoming segregation's
cultural divide. As Sonny Fussell, an early bandmate from Daytona Beach recalled, "We
didn't care what color your skin was or what language you spoke. It was just a simple
matter of fact, 'Man, you can play, and it sounds good."'® Duane and Gregg Allman, in
particular, reflected this sentiment, by playing black music with black musicians

Others recognized music's role in bridging the racial divide. Reflecting many years
later, Harry Weinger of the African American doo-wop group the Platters noted,
"Because of our music, white kids ventured into black areas. They had a sense of fair play
long before the Civil Rights Movement."” Phil Walden, founder of Capricorn Records (the
Allman Brothers Band's record label), agreed. "l think rhythm and blues had a hell of a lot
to do with turning the region around on race relations. When people get together and
listen to the same music, it makes hating kind of harder."® Yet while black music did hold
some sway in cross-cultural communications, its reach was often limited. Many white
southerners still had problems differentiating between black musicians and African
Americans in general. This is reflected in a hand-written sign posted on a New Orleans
telephone pole in late 1950s. "Send all the n----rs back to Africa," it read, "except for Fats

Domino."?
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In addition to the strong influences of indigenous African American music, the
music Duane Allman first played professionally also carried strains of music arriving from
across the Atlantic Ocean. Dubbed "The British Invasion" by the American press, bands
such as the Beatles, the Rolling Stones, the Kinks, and the Dave Clark Five sparked a
revolution in American youth culture through their purchase of records, attendance at
concerts, and the formation of bands. These British musicians expressed a reverence for
the music of the American South, particularly the blues and the early rock 'n' roll sounds
of performers such as Presley, Berry, Richard, Holly, and many others.% In addition to
providing a new musical direction—an amalgam of British musical traditions with
American blues, rhythm and blues, and rock 'n' roll—many of the bands, most notably
the Beatles, also wrote their own music. This was relatively unheard of in American
popular music at the time.

The Beatles and their contemporaries also helped usher in a new chapter in rock
'n' roll (and American) music: the era of the band. Prior to the British Invasion, rock 'n' roll
performers were either billed as individual singers (Presley, Berry, Domino, Richard) or
top-billed in front of a group (Buddy Holly and the Crickets, Bill Haley and the Comets).
British Invasion bands were collectives of musicians in which the whole was greater than
the sum of its parts.'! This inspired a generation of southerners to seek out like-minded
individuals and form bands themselves. British bands demonstrated to American

musicians the possibility of making music as a unit of (relative) equals rather than simply
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serving as backing musicians in support of a singer. In such bands, no single performer
had to carry the entire ensemble.?

The Beatles burst into most Americans' consciousness on February 9, 1964, with
their appearance on the Ed Sullivan Show. The impact of the performance, viewed by an
estimated seventy-three million people—then the largest audience in the history of
television—is remembered by many as a cultural lightning bolt.'? "The minute | saw the
Beatles on the Ed Sullivan Show—and it's true of thousands of guys," Rock & Roll Hall of
Famer Tom Petty of Gainesville, Florida, recalled. "There was the way out. There was the
way to do it. You get your friends and your self-contained unit. And you make the music.
And it looks like so much fun." "Within twenty-four hours," Petty continued, "everything
changed. | wanted a group. | set about scouring the neighborhood for anybody that
owned instruments, that could play instruments."'* Greenville, South Carolina, native Toy
Caldwell (later founder and leader of the Marshall Tucker Band), forged a similar path as
Petty, forming a British Invasion-inspired band called the Ramblers shortly after the
Beatles' £d Sullivan appearance.

Many of the early bands Allman, Petty, Caldwell, and others formed are today
referred to as "garage bands." The term is less a professional connotation than a
description of the music itself and who played it: amateur musicians, typically inspired by
the artists of the British Invasion, playing cover versions of popular songs in living rooms,
garages, and other non-professional settings. Their music, Roy Shuker contends, "was

characterized by enthusiasm, commitment, and energy, rather than technical ability."1®
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"Garage bands," Jeffrey M. Lemlich claims, "were bona fide dignity makers. With even the
most average student able to learn a few simple tunes . . ., this otherwise average
student was transformed into something way beyond ordinary—a weekend star, more
than just another fish in the difficult sea known as teenage life."’

Just as significant as the Beatles' arrival was a second wave of British bands,
musicians who adhered much more closely to the repertoires, sounds, and formula of
American bluesmen Muddy Waters, Robert Johnson, Son House, Howlin' Wolf, and
others. British blues bands such as the Yardbirds, John Mayall's Blues Breakers,

Fleetwood Mac, the Animals, and, later, Cream and Led Zeppelin, unveiled additional
possibilities for southern musicians.*® As Duane Allman noted in 1970, these bands
actually imported the blues back to the United States. "The best thing that happened,"” he
said:

was that the British intervention of the scene made it possible to play what you

wanted to play and do what you wanted to do without having to be relegated to

the funky places. It widened the whole thing to the point where we didn't have to
be restricted. Everyone began to dig the blues and everyone was getting it. At first
| didn't like it because | felt it was pretty cheap and watered down. We were
digging Jimmy Reed and Sonny Boy Williamson. In the beginning, | dug the Beatles
more than the Stones because they were doing something new. Later |
appreciated the Stones. Now everything's run together and melted into one big
thing.*®

For Allman, this "melting" was key—the Allman Brothers Band he was leading at
the time of this quote epitomized a melding of multiple styles of southern music into a

cohesive sound. Under Allman's leadership, the band fused elements of the electric blues

made so popular by British blues bands; the rhythm and blues heard on radio stations
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such as Nashville's WLAC and Memphis's WDIA; the rock 'n' roll of Elvis Presley, Chuck
Berry, and Little Richard; elements of country and acoustic string band music they
encountered on Nashville's WSM and in their home parlors; and, eventually, the
psychedelic sounds emanating from San Francisco. In doing so, they reflected a robust
musical culture experienced throughout the South in the 1960s.

The extensive repertoires and influences were second nature to these
southerners, as they were for previous generations. "Music," historians Bill C. Malone and
David Stricklin argue, "has been one of the great natural resources of the South and one
of its most valuable exports." The South is where America's two major folk music
traditions—of the British Isles and of Africa—link and acquire "a special character
because it arose in a society long defined by its limitations: a social context of poverty,
slavery, suffering, deprivation, religious extremism, and cultural isolation." Music allowed
southern musicians to transcend the region's limitations.

According to Malone and Stricklin, music was integral to southern cultural
inheritance. "It provided a means of release and a form of self-expression that required
neither power, status, nor affluence. The result was the creation of a body of songs,
dances, instrumental pieces, and musical styles—joyous, somber, and tragic—that
simultaneously entertained, enriched, and enshrined the musicians and the folk culture
out of which they emerged."?° The British and African styles from which southern music
evolved did not arrive to the South undiluted and thus, southern music is deeply rooted

in the past while continually demonstrating adaptability of present musical influences
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and forms. This dichotomy, Malone and Stricklin argue, is one of the great realities of
southern music.?!

Such was the music of Duane Allman and the southern musicians of his era.
Allman and his contemporaries, therefore, were players in a long tradition of southern
music, one that morphed and changed from its roots, and incorporated a wide variety of
sounds, styles, and influences. As fellow southern musician, music critic, and blues
historian Robert Palmer reflected, "One thing we didn't talk about was what a
contemporary music critic might call the astonishing eclecticism of our musical offering.
There we were, stirring Dixieland and surf music, rockabilly and R&B, pseudo-jazz and
honky-tonk country and western into a big gumbo. We had no idea we were breaking
down barriers and cross-fertilizing genres. In those days, the definitions were not so
firmly fixed."?? Southern musicians like Palmer, Allman, and others made artistic choices
that fused a new sound out of current and historic popular traditions in rehearsal spaces,
on the bandstand, and in studio recordings at Stax, American, and Argent in Memphis
and at FAME Studios in Muscle Shoals.

Southern musicians took many different paths to music. Some, such as Paul
Hornsby of Elba, Alabama, received instruction at home. "My daddy . . . played old-time
fiddle. ... Not to be confused with bluegrass. [T]he tunes he learned, he learned them
from other old-time fiddlers, and they learned them from other old-time fiddlers and
probably a lot of those songs came over from the old country. ... So | grew up hearing

this kind of stuff, and when | was about fourteen | started playing."?3 The same is true for
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founding Allman Brothers Band guitarist Dickey Betts. Immersed in music from a young
age, his earliest experiences were Saturday night family gatherings for music making.%*
Betts's father also played fiddle. "But we didn't call it bluegrass. It was called string music,
and he'd played Irish reels and things." Betts first played ukulele, mandolin, and banjo,
and graduated to guitar at age sixteen.?> Winter Haven, Florida, native Larry Howard,
later of the band Grinderswitch, had similar first-hand exposure, learning music from his
father, who had a bluegrass band that sometimes featured fiddle player and future Betts
collaborator Vasser Clements (from Kissimmee, Florida). Eventually Howard studied
music theory and composition at the University of Miami and later toured on trombone
for six weeks with Count Basie's band as a fourteen-year-old. Upon his return in the fall of
1964, Howard joined his first band on guitar.?®

Radio continued to wield a powerful influence on southern music and culture.
"From listening to all that good music [on WLAC]," Allman told Tony Glover in 1971, "it
was a simple step to wanting to learn how to play it."?’ Pianist Jim Dickinson highlights
the influence of the all-black programming of WDIA in Memphis. "Probably the first thing
| remember real well," he recalled in 1979, "would be Rufus Thomas's radio show. . ..
Howlin' Wolf | was into as soon as | heard it." His early band, he recalled, "[P]layed rock
'n' roll in a very primitive way. Really in a Chicago way. . .. [A] lot of Chuck Berry, Muddy
Waters sounding stuff."?® Tom Wynn, who manned the drum chair for Macon's Cowboy,
recalled the influence of local Orlando stations. "l used to listen to the local AM stations

all the time—always Top 40 and the R&B station. . .. Even the radio stations were
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segregated. . .. [There were] different record stores too, but eventually | found the R&B
store downtown on Church Street next to the train tracks."?’ It was in a local record store
that Chapel Hill, North Carolina, native Buck Williams started his first band. "Alex Taylor,
my closest friend back in high school, and myself spent all this time in a place called
Kymp's Music Store in Chapel Hill listening to old blues aloums—Miississippi Fred
McDowell, Lightnin' Hopkins, and all that stuff. Neither one of us could play anything, but
we decided to put a band together anyway, and it became a pretty good band."3°

Radio was important to the musical development of Jimmy Hall, front man for the
Mobile, Alabama, band Wet Willie, as were his father's musical tastes. "My dad would
bring home records and stuff that he enjoyed, like Elvis and Jerry Lee. | remember
watching these guys on TV and seeing how much my dad liked them and him going, 'This

is good, listen to this." Hall highlighted the black roots of the music he was hearing.
Presley and Lewis, he reflected, "Had a real black influence. . . . | was listening to James
Brown. ... Wilson Pickett, | always loved him, the classic soul singer, [and] Otis Redding—
just amazing energy."3! Hall's experience with his father's musical tastes counters that of
contemporaries. Buck Williams remembered, "My parents used to hate the music | would
listen to. They listened to Guy Lombardo, Mitch Miller, and stuff like that. | listened to
Fats Domino, the Platters, Buddy Holly, Elvis, and all this R&B stuff out of New Orleans—
Ernie K-Doe, Lee Dorsey, Irma Thomas."3? There was music in the Allman household as

well. Gregg Allman remembered his mother Geraldine had listening tastes similar to

Williams's. "[M]y mother did have a home entertainment center. . .. She had Johnny's
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Greatest Hits, by Johnny Mathis. | always thought that was a beautiful record with all the
strings and everything . .. .She listened to this other guy, [big band leader and singer]
Vaughan Monroe. Vaughan would be on the radio when she took us to school in the
morning—every morning."33

It was Gregg, a little more than twelve months his brother's junior, who provided
the impetus for the Allmans to begin their pursuit of music. The brothers were born in
Nashville, the familial home of their late father, Willis. Following his untimely death, they
relocated to Daytona Beach, Florida, with their mother, and made regular treks back to
Middle Tennessee to visit family. It was summer 1960 in Nashville when neighbor Jimmy
Banes introduced Gregg to the guitar, playing either "She'll Be Comin' 'Round the
Mountain" on a Silvertone or "The Long Black Veil" on a Beltone guitar. While Gregg's
story of this incident has changed over the years, several details remain consistent: The
song is a well-known standard, the guitar is cheap and difficult to play, and the
instrument mesmerized him.?* "My life changed that day," he wrote many years later. "It
did. ... We talked and talked about that guitar, and | went over the next day, and the
next day, and | was so thankful for him."3>

Later that same summer, the brothers caught another strain of musical fever
from a Nashville rhythm and blues revue headlined Jackie Wilson.3® The bill included
black stars Otis Redding, B.B. King, Johnny Taylor, and Patti LaBelle, among others. The
concert held the elder Allman brother in thrall, writes his daughter Galadrielle Allman.

"[E]veryone rocked in their seats," she writes. "All except Duane. Gregg says his brother
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sat forward on the edge of his seat perfectly still, transfixed."3’ "Little brother," he said to
Gregg, "we've got to get into this."3®

Picking up guitars was but the latest in a string of attempts the Allmans had made
to learn music. "We wanted to get into the school band," Gregg remembered. "We both
wanted to play trumpet, but we lost interest in it."3° Efforts to learn piano via lessons also
proved unfruitful. Duane Allman quit the lessons, telling the teacher, "The reason | don't
want to do this is because I'm never going to need it for the rest of my life. I'll never need
this damn music—take it and keep it."" It was an unfortunate statement, one he still
lamented years later. "She died before | could get back and apologize to her. | always
regretted that really bad."*°

Gregg Allman bought the household's first guitar. Upon returning from Nashville,
he procured a paper route to earn money to buy it. The instrument became a bone of
contention between Gregg and his older brother, who often absconded with the guitar to
play it himself. Soon, Geraldine purchased a second guitar for her elder son.** Duane
played his guitar constantly, and although Gregg was first to start, "[H]e passed me like |
was standing still."4?

The Allmans soon sought out others to play with. "Musicians find musicians,"
Gregg Allman recalled. "And | met every one of them in Daytona—black, white, and
everything in between. Stealing licks—somebody would show you a lick, and that would
open up a whole can of worms of licks. | was really studying them, and by this time,

Duane was to0o."*? His brother began learning guitar from Jim Shepley, a friend who was
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three years his senior. Both Allmans revered Shepley. Gregg called him "the coolest thing
that ever walked."** Duane acknowledged him as a mentor. "The cat that actually taught
me how to play is Jim Shepley—old 'Lightning Fingers'. . . . If you wanted to learn to play
something right, anything, you'd go to him."#> Shepley, the younger Allman wrote, was a
dedicated teacher. "He had a bunch of these hot licks down. . . . [H]e sat with Duane all
the time."4®

Duane Allman first gravitated to Shepley's mastery of Jimmy Reed's blues stylings.
Reed, a bluesman from the Mississippi Delta, was one of the most popular blues artists of
the 1950s and early 1960s, and his records were in regular rotation on WLAC. His hits
became standard for southern musicians, black and white alike. "Ain't that Lovin' You
Baby" was covered by a number of artists over the years, most notably by Bobby "Blue"
Bland. The Rolling Stones recorded "Honest | Do" on their debut album. Reed's "Big Boss
Man" appeared on the Grateful Dead's self-titled live album.*’ Reed was an early
influence. "Duane had never really heard Jimmy Reed," Shepley remembered. "And he
flipped out when he heard all this stuff, so he immediately wanted me to show him all
this Jimmy Reed stuff."*® "From the first day | showed him Jimmy Reed licks," he said,
"Duane knew that he only wanted to be one thing: a rock 'n' roll star."4° Memphis
bluesman B.B. King was another mutual influence. "We both liked B.B. King," Shepley
recalled. "l had learned a bunch of B.B. King songs, and | showed Duane as much B.B. King

as | knew, because | was a pretty big fan of B.B. And so was Duane, once he heard him.">°
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In Daytona Beach in 1961, Duane Allman formed his first band: the Uniques.”! He
played lead guitar, his brother Gregg and Sonny Fussell played rhythm guitars, and Ted
Petrucciani played piano (the band's drummer's name is lost to history and the Uniques
never had a bass player).>? The band enjoyed some regional success, Fussell recalled.
"We played and won a talent show at the [Daytona Beach] bandshell. We did school
dances at the high school and junior high school and played a couple of school assemblies
and really rocked the place. Played Y-Teen dances, all the young stuff, high school stuff,
all around town.">3

While the band's exact repertoire is undocumented, it was surely patterned on
the African American music they heard on WLAC. Petruciani noted the band members'
interest in the blues and the attraction of black music led Allman and his bandmates to
the African American neighborhoods of segregated Daytona Beach. "[We] went to black
side of town regularly," Fussell said.>* "When we first started," Allman recounted in an
interview from 1970, "Gregg and me were playing rhythm and blues. We always had
blues roots, but there weren't any other white groups in Daytona, Florida, and the only
way we could break into the scene was to try to play black music in white clubs. It was
tough because black musicians were doing black music in black clubs. Like we were all
doing the same thing."> It was not insignificant that these interactions happened

coincident with the events of the modern Civil Rights Movement, a time of great social

and cultural change for the South and for the nation.
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Playing music provided Duane Allman and his bandmates a mechanism to interact
with African American culture. It was an act of rebellion. Duane, Gregg, and bandmates
broke strict social mores when they ventured to the black side of town. It was also a risky
proposition in the Jim Crow South. To Allman and his bandmates, it was a risk worth
taking. "l don't remember ever having apprehension about going over there," Petruciani
recalled. "But there were a lot of kids who as we grew up, had nothing to do with the
blacks."*® Floyd Miles, an African American singer who befriended Duane and Gregg
Allman remembers the tension well.

[1]t was sort of a frightening thing. Duane really admired blues, people like B.B.

King and myself and guys that played in the band with us. . . . [H]e was one of the

few white guys that would go in the black neighborhood and play. Well, he was

one of the few guys that would go into the black neighborhood to a nightclub,
period, back in those days.

Being a musician, he knew most of the guys that was playing there, wherever he

went, and most of the people got to know him—the white guy that plays blues,

that plays the guitar so well. So he was accepted and people got to know him. He
was just another one of the guys after a while.>’

Miles recalled that at George's Place, a club in Daytona Beach's black neighborhood near
Bethune Cookman College, Allman "would go play there for free, just to play the blues for
the black people and with the black people.">®

Miles met Allman sometime in 1963 when he and his brother played a brief stint
in the House Rockers (a band that included Shepley). The white House Rockers served as
backing band for the Untils, a group of black singers that included Miles. The integrated

combo was the house band at the whites-only Surf Bar, a nightclub at Daytona Beach's
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Ocean Pier. "The Surf Bar," Shepley remembered, "that's where we all got started in
terms of being in a band and digging soul music. . .. This is where all the musicians in the
area...went to play music, because this was the happening music. . . . This is where we
all got schooled in music."> Fellow Daytona Beach musician Sylvan Wells also fondly
remembers the music scene at the Pier:
The Ocean Pier would book black acts, so the musicians would hang out there. . ..
As a musician, you could go to any of the black clubs, and you were treated with
respect and invited to come in as long as you wanted to sit in and play. So it
wasn't unusual at all for white musicians to run around with black musicians.
There may have been segregation on the street, but it didn't exist among
musicians.®0
Despite this relatively halcyon view of race, conditions differed greatly for black
musicians. While Gregg Allman concurs with Wells's assessment about musicians
accepting other musicians, he adds a small caveat that reflects the difficulties African
Americans throughout the Jim Crow South experienced. "If a musician could play, we
didn't look at his skin color, but unfortunately we were in the minority back then since
when it came to racism the shit was boiling up in the South."® While it might not have
been unusual for white musicians to play in segregated spaces, the situation was not
reciprocal. Van Harrison, a later bandmate of the Allman brothers, recalls the older
Allman as a fierce defender of his black peers. "Duane had a sense of social justice," he
said. "We were spending time with black musicians. . . . [And] we got taken down verbally

for doing that a few times we went into some restaurants where they did not want us to

bring our black friends in with us. One time we had a confrontation. | forget if it was
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Duane or me who told them to shove it up their ass. These were the friends that we had
and these were the guys we were working with. It was normal for us.®? Of the dominant
racial mores of the time, Gregg Allman reflected, "Thank God | started playing music at it
early enough age that | didn't develop that [racist] mindset."®3
Despite their acceptance in the black musical community of Daytona Beach, the
Allmans' mother Geraldine was none too happy about her sons' new acquaintances.
Joining forces with the integrated House Rockers/Untils was, Gregg shared in 1973,
"When the trouble started in the family. 'Going to play with them n----rs again?","
Geraldine would ask her sons. ("We had to turn my mother on to the blacks," he
concluded. "Took a while, but now she's totally liberated."®*) He offered a specific
example of their mother's early objections to them playing music with African Americans:
As Duane and | were playing our way through high school in Daytona, we met this
guy Hank Moore who had the Hank Moore Orchestra, and Hank Ballard and the
Midnighters were his back-up singers. We pooled our money and Hank Moore
came down to our house, and we had the whole garage band together. He sat
there and took us through "Done Somebody Wrong" and that changed my whole

life. | saw the structure of music, and we all got it.

Then my mama came home, and she'd never grabbed me by the ear. "l want to
know what you're doing with that n----r in the front room."

"N----r? Ma, that ain't no n----r that's Hank Moore."

"So, what are you doing here?"

"Well so far, he's taught us all kinds of good music."

"I want him out of here soon as you can do it." She said it in a voice that meant

business, but | forgot about that as soon as | got back in there | just picked up my
guitar and started playing, and by now, man, we had it. My mother went back
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there to get dressed, and she noticed we were all playing together—that was the

first time we ever sounded like a band. It didn't change her mind about a black

man being in the house, but it changed her mind about the music.®®

Interactions like the Allmans had with Hank Moore occurred on bandstands as
well. Unwelcome in clubs on the white side of town after their sets ended, the Untils and
other black musicians in Daytona Beach would retire with the Allman brothers in tow to
clubs such as George's Place or the Paradise Inn, in the community's black neighborhood.
"Everybody got to know Duane and Gregg," Miles recalled. "They were just like one of the
guys. They were known as 'Those white boys who can play that funky music.' Duane
could just play it all."®®

It was in these after-hours jam sessions, Miles recalled, that "We really built our
bonds." Miles, for one, felt a kinship with the Allmans. "They were called hippies because
they had long hair and were weird. The bond was built between us because we all
experienced some kind of discrimination."®’” This was, he said, "Probably why we got
along so well. We had each other and we had the music." Miles, Gregg Allman
remembered, "caught a lot of hell from his friends for hanging out with this white boy. He
took me across the tracks, literally."®®

There, in a combination barbershop, pawnshop, and record shop, Gregg and his
brother would buy the records by the black stars of the era.®® Miles served as an
additional guide to African American music, a supplement to the playlists of WLAC. "He'd

say, 'This is James Brown, and this is B.B. King, and this is Sonny Boy Williamson, and this

is Howlin' Wolf."”? "We bought as many records as we possibly could," he noted. "We
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would save our money, borrow from others, whatever we had to do."’! "We listened to
Elmore James, Sonny Boy Williamson, Howlin' Wolf, Ray Charles, B.B. King. . .. Little
Milton was about my favorite."’? From these artists, the Allman brothers picked up
additional songs for their live repertoire and also gained a deeper understanding of the
various styles of African American music that had so inspired them.

The music they performed reflected the sounds they heard on radio, songs they
learned from Shepley, records Miles introduced them to, and the setlists of bands at the
Surf Bar. "We were about thirteen or fourteen," Duane Allman recalled, "doing Hank
Ballard and the Midnighters stuff, Chuck Berry tunes—and trying to get the Beatles
harmonies down."”3 Around 1962 or 1963 (Miles was unclear of the exact date), the
Allmans played briefly in another of Miles's bands, the Universals. Miles remembers that
the band's setlists included the music of African American performers: the Isley
Brothers's "Twist and Shout" (originally performed by the Top Notes and released in
1961), the doo-wop hit "Daddy's Home" by Shep and the Limelites, and two Hank Ballard
songs—"The Twist" and "Thrill on a Hill.""4

Tired of playing in other people's bands, Allman formed in 1964 what has long
been called his first true band, the Escorts. In the Escorts, Allman got his first taste of
playing music beyond Daytona Beach. "There were a lot of little high school dance clubs
and teenybopper clubs around the East Coast of Florida," bass player Harrison recalled.

"We would play a lot of those things."”> "[Duane] was a little too ambitious to stay in one
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place," Miles recalled. "He wanted more. We were kind of settled there, so he started
doing little things, like try to form his own group and travel some."’®

Following the band formula of the Beatles', the Escorts featured Duane and his
brother Gregg on guitar and vocals, Van Harrison on bass, and Maynard Portwood on
drums. "The songs we played," Gregg Allman remembered, "were a collection of tunes
that we all happened to know"—songs they played in the Uniques, the House Rockers,
and the Universals and in after-hours sessions in Daytona Beach's black neighborhood.
No matter the race of the artist whose songs they covered, the music was African
American in influence and origin. "We did a whole bunch of old R&B love songs," Gregg
Allman recalled. They covered songs by white artists—Roy Orbison's "Pretty Woman" and
"You've Lost that Loving Feeling" by the Righteous Brothers—and black—The

Impressions's "I've Been Trying" and Tommy Tucker's "Hi-Heel Sneakers." Allman recalled
that brother Duane chose African American crooner Lenny Welch's "Are You Sincere" for
the band's set, which also included "That Boy" by the Beatles, "because we had to play a
Beatles song."”’” The Beatles had not only conquered the listening habits of American
teenagers, they had invaded setlists as well.

The Escorts were strictly a cover band. "Most clubs just wanted us to be a jukebox
on stage," Gregg Allman noted, "and we were a great one."’® Despite their clear

superiority as musicians, their cover repertoire hampered the band. They soon had

crosstown competition from the Nightcrawlers, a band of fellow teenagers that made
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some noise on local charts with an original song, "A Little Black Egg." As Nightcrawlers
guitarist Sylvan Wells remembered:

Gregg and Duane were always much better musicians. Their band was always, |

thought, a lot better than we were. We were not near the musicians they were,

but we started writing our own material very early.... We did that largely because
if you tried to play covers, then everyone who heard you would compare you to
the record and we couldn't be as good. So we were playing about 80 percent
original material and people liked it. We got the jobs and breaks early because of
that. Duane and Gregg were still playing basic old R&B. They were great, but they
were not getting the recognition because they were a cover band.”

Wells had learned an important musical lesson, one the Allmans had yet to
discover: Originality was key. "It used to drive them crazy," he continued, "because we
were getting all the jobs and all the recognition, and they were so much better musicians
that it was ridiculous. . . . But we were playing original material. That was the
difference."® "We did no original songs," Gregg Allman (yet to unlock the door to
songwriting that would later bring him acclaim) wrote. "At this point we never even
thought about it."8!

Lee Hazen, who operated a makeshift studio in a rented cottage in nearby
Ormond Beach had a front-row seat to these developments. "It was funny," he remarked,
"because Sylvan was learning to play from Duane, and Duane could play circles around
him. But because these guys had some original material, they had a record that got
airplay, and they became real popular. Even more popular than the Escorts." Sometime in

early 1965, the Escorts ventured to Hazen's studio to record for the first time. According

to Hazen, the band "wanted to come up and do a demo tape because they had heard
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what the Nightcrawlers had done."# In addition to songs from their live repertoire,
"Pretty Woman" and "You've Lost that Loving Feeling," they recorded a version of Ray
Charles's "Don't Let the Sun Catch You Crying" and songs from British Invasion bands the
Searchers ("Love Potion No. 9") and Gerry and the Pacemakers ("Ferry 'Cross the
Mersey").83

While the Escorts lacked an original song of their own to promote, playing cover
songs was not uncommon. "When you didn't have any records out," Floyd Miles
recollected, "you had to duplicate those cover tunes, and that is what made you good or
bad, because you didn't have anything to identify you. You had to make it on those cover
tunes."® In addition, as original artists had theretofore eluded most white southern
musicians who lacked the means and wherewithal to travel to the centers of the
American music industry: Los Angeles, New York, or Chicago. It also stymied the growth
of southern music, an observation Robert Palmer made in 1969, just as the Allman
Brothers Band were coalescing. "Making a living at rock," Palmer observed, "meant
playing Top 40. It's the same all over the South, and that's why southern bands have
always been known for incredibly exact, mimetic renderings of the latest Beatles, Stones,
and whatever. It is also why southern rock bands have been comparatively late getting
into their own music and their own stylings; they simply had to live, and just having hair
below your collar was enough of an impediment. In many ways, the black music, rhythm

and blues, was more vital than rock in those days."®>
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With their well-executed repertoire of covers, the Escorts earned a regular
engagement at the Martinique, a marquee venue in Daytona Beach. And in in April 1965,
the Escorts and the Nightcrawlers co-opened a Daytona Beach concert for the Beach
Boys—the most popular American band of the era. Sonny Fussell recalled that the gig
emboldened Duane Allman. "It was a great performance for them. ... You're used to
playing in a small club to maybe fifty to eighty people. | don't know how many were there
that night, but that's the first big stage opportunity that | know that they had and they hit
the note for sure."8® Escorts bass player Van Harrison agreed. "I remember it being a big
deal. Duane said, 'Man, if this works out, we can make it big. We can go on the road."
Harrison, still in high school, saw things otherwise. "l remember thinking, 'There's no way
in hell | can go on the road except for weekend things."'®’ Thus, Allman began to separate
himself from the musical pack as one with professional aspirations.

After the Beach Boys show, the Escorts returned to Hazen's studio, this time with
a new bass player, Bob Keller. Songs included two setlist staples of white southern bands
of the era: Bobby "Blue" Bland's "Turn on Your Love Light" and "What'd | Say" by Ray
Charles.® It also contained one original, an instrumental attributed to Duane and Gregg
Allman.?? Sometime in summer 1965, the band changed its name to the Allman Joys and
hit the road as touring musicians.?® "Duane," Jim Shepley remembered, "realized [he
wasn't] going to make it out of Daytona Beach, Florida. So he immediately put together a
club band. ... They started traveling out into the Southeast, doing mainly rhythm and

blues."?! The year 1965 is significant for the beginning of their touring career as it was



83

when Gregg Allman graduated from Sea Breeze High School. (His brother had dropped
out of high school a year or two earlier—"| can read. | can write, what more do | need?"
his family recalls him saying—but often did Gregg's homework for him so he could focus
on music.%?)

To reach a wider audience, the Allman Joys signed a booking contract first with an
agency out of Atlanta, later switching to a company based in Nashville.?® They toured a
relatively small circuit in the Southeast that Duane Allman later dubbed "the garbage
circuit of the South" because of its grueling nature.®® The band "worked go-go and liquor
bars in places like Atlanta and Mobile," Allman said.®> They also played shows at regional
colleges including some booked by former rival Sylvan Wells, who had quit playing music
in 1965 but started booking bands when he attended Florida State University.®®

The Allman Joys' first regional show was at the Stork Club in Mobile, Alabama. The
band was paid $444 per week to play six, forty-five-minute sets a night, seven days a
week. Their first encounter with the vagaries of the road in the South was a hairy one.
"Boy, it was a nasty fucking place," Gregg Allman recalled.?” When they arrived at the
venue, he noted, "The head of the club greeted us and told us to come back to his office.
He unbuttoned his shirt and turned around and show us an Army .45. 'You listen up here,
if you all got any knives or guns, for any shit planned for my club, just remember, | got
bigger ones than this in here."'?®

This threat of violence was a constant for southern musicians. Chuck McCorkle of

Greenville, South Carolina (and brother of Marshall Tucker Band guitarist George
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McCorkle) shared one such experience. "One night we were playing at some bar. ... |
saw a guy get stabbed to death. Several people jumped on this guy and started stabbing
him to death. We just kept playing. The police came and hauled everybody off."%° Robert
Palmer, an Arkansas native, weaves a lyrical version of a similar tale from a club he played
in rural central Arkansas. As the band played on the bandstand, "A rumpled old hillbilly
approached . .. peered nervously over his shoulder and muttered low, 'Say, could you
boys play me, oh any old Hank Williams tune? It sure would sound good to a man on the
run. We played 'Your Cheating Heart'. . . . Half an hour later, the state troopers arrived . .
. and questioned everyone. ... A man had robbed a bank and they were hot on his trail;
they felt sure he must have stopped here."1%0

In addition to the very real danger posed within the venues themselves, having
long hair further complicated matters. As Marty Jourard writes about Gainesville, home
of the University of Florida and a regular stop on Duane and Gregg Allman's tours. "It was
hard to tell whom the rednecks hated more: African Americans because of their color, or
white males who had long hair."'°* The Allman Joys experienced their share of this
harassment. In 1965, the band lodged at the Anchor Motel in Nashville, where a number
of Shriners were also staying. "After a series of increasingly hostile exchanges, catcalls,
insults, and a beer can tossed at their van," the Daytona Beach Morning Journal reported
in 1973, "Gregg retaliated by heaving a piece of brick into the Shriners' parking lot. Five
or six Shriners, members of one of the motorcycle units burst into their room and worked

Gregg over."19?
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As harrowing as things were for long-haired, white musicians, they were even
harsher for African Americans touring the South. Jim Crow was enforced at every turn
and this made life challenging—and dangerous—for black performers.1% Some who
overtly challenged the color line met with violence or even death. White bandleader
Johnny Otis wrote of a black member of his band being brutally beaten at an Augusta,
Georgia, concert in 1951 for neglecting to say "sir" in response to a white man's question.
In 1960, while touring on a package show, Jackie Wilson refused to play a second show in
Little Rock because it was reserved for whites only. "White residents brandished guns
and chased Wilson's entourage out of town," Rolling Stone reported in 2017. "One of the
performers, Jesse Belvin, who had a big radio hit with 'Goodnight My Love' and co-wrote
'Earth Angel,' accelerated his 1959 Cadillac so suddenly that his tires blew, the car
swerved, and he and his wife died in the wreck."1%4

Terry Johnson of the doo-wop group the Flamingos, shared sinister threats
received before a show in late-1950s Birmingham. When Johnson and his bandmates
arrived at the concert hall, nearly four-dozen armed police officers greeted them. They
escorted the band to their dressing room with strict orders: Do not, under any
circumstances, make eye contact with whites in the audience. The trouble was, African
Americans were confined to the venue's balcony, far toward the back. "It was ridiculous,"
Johnson recalled. "The cops were up there making sure we did not look at any white

person. It was a rule when we came in: 'l don't want to see any of you darkies looking at

the white women out there. If you do, your ass is mine.' Cruel things like that. We were
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personalities. To say you can't look at someone who's smiling and applauding for you? It
was hard. I'll never forget that."'% Sonny Turner, of the Platters, shared a typical indignity
endured by black performers. "We experienced it in Atlanta, Georgia. We would go out
and just walk around the street and wanted to see the marquee—and we were not
allowed to come into the front entrance."%

White rock 'n' roll star Tommy Roe, from Atlanta, also recalled the difficulties
black musicians faced. In 1962, based on the success of his song "Sheila," Roe joined a
package tour with African American stars Sam Cooke, Smokey Robinson, Jerry Butler, and
the Impressions. Roe believed his presence as the bill's sole white performer was a
matter of basic survival for the black musicians with whom he toured. African American
artists, restricted from most eating establishments by law, custom, or both, needed Roe
to pick up food for them. "One of the main reasons white artists like myself were
considered a blessing and part of these tours," he wrote, "was for us to go into the
restaurants and buy food to-go for the other artists." Doing so was a well-coordinated
effort. "Someone would spy a restaurant along the road," Roe remembered, "and the bus
would . .. stop at a point that was out of view. . . . It would then be my job to run inside
and order some forty-odd hamburgers to go."'%’

Memphis native Bobby Whitlock, who toured with Delaney and Bonnie and later
joined forces with Eric Clapton and Duane Allman in Derek and the Dominos, recounts

struggles to procure lodging for the Short Cuts, an integrated band with four whites and

one African American. "When we were in Mississippi we couldn't stay in hotels because



87

Eddie was black. So we would park outside the hotel in the dark and someone would go
in and get the room." (The band followed a similar course at restaurants.) Integrated
touring ensembles like Whitlock's Short Cuts, faced great difficulties. "When we were
going through the South playing and Eddie was in the band it got pretty heavy and hairy
at times. | couldn't believe it: Churches everywhere and we couldn't have safe passage
through Mississippi because of the racial prejudice. If you were hanging out with black
folks in parts of the South you were discriminated against."1%8

In addition to the discrimination, rhythm and blues touring was a grind. "Southern
itineraries are very demanding," Jon Landau, music critic, record producer, and, most
famously, manager of Bruce Springsteen wrote in 1969. "The turnover rate is high, fights
and violence not infrequent. The musicians [often] become dependent on drugs." Black
touring musicians were also treated poorly by the typically white managers, promoters,
and booking agents. "Soul artists don't book for vast sums of money," Landau wrote. "But
they work regularly. They earned an average of between $20,000 and $40,000 a month
and paid their ten sidemen approximately $175 per week. This was, Landau observed,
"good money for sidemen."1% Speaking more than four decades later, Allman Brothers
Band drummer Jai Johanny Johanson, himself one of the sidemen Landau was
referencing, disputes Landau's notion that the pay was decent. "I had been playing on the
rhythm and blues circuit, and they did business old school. In other words, we weren't

paid jack shit."* Johanson later cited this inequity as the initial reason he sought to join

forces with Duane Allman.
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Despite shabby touring conditions, musicians of all colors soldiered on through
the challenges. Touring not only earned income, it also built musical proficiency and
instilled a sense of confidence in the younger artists, Duane and Gregg Allman among
them. "For ten years," the elder Allman recalled in 1971, "I've been playing bars, night
clubs, lounges, and before that high school dances, little Y-Teen dances, and before that
for anybody who would listen. Just learning things. Man it's kind of like studying to be a
doctor. You start out with a frog and then you work up and dissect a dog and go on up to
human beings, and you work your way up to saving folks' lives and stuff."111

After completing their time at the Stork Club in Mobile, the Allman Joys ventured
east to the Sahara Club in Pensacola, Florida. It was there that a moment was forever
burned into the memory of Gregg Allman. The impact on the audience, and on him, as
the band launched into the Beatles' rocker "Paperback Writer" to begin their set, was
stunning. "We mesmerized those people. . .. For the first time, | believed it. | felt it.
Pensacola was a real turning point in my life, because | realized that if we did things right,
we could grab people with the first eight bars of a song, and we wouldn't have to worry
about the rest of the night."1?

As they toured, the Allmans encountered and inspired a wider network of
musicians across the region. Some gravitated into the brothers' immediate musical
circles, while others grew to fame and fortune separately. In either case, the impact of

finding like-minded musicians was critical to the growth of the musical culture of white

southerners of this era. In Gainesville, the Allmans competed with the Continentals, a



89

band that featured, at various times, guitarists and Rock & Roll Hall of Famers Stephen
Stills, Bernie Leadon, and Don Felder.'3 Fellow Gainesville native Tom Petty remembers
hoisting himself up on a cement wall to see the Allman Joys at a gig in 1966. "Duane just
stood there, off to the side, ripping through these great leads," he recalled. "And there
was his little baby-faced brother who opened his mouth and sounded like Joe Tex."'* "It
really started to hit me," local promoter Charles Ramirez noted about the possibilities
inherent in music, "when | was in eighth grade and saw Duane and Gregg Allman in the
Allman Joys at the local American Legion hall."11>

The Allman Joys' mastery of British Invasion material also set them far apart from
their contemporaries. Their skilled covers of the more-challenging, blues-based
repertoires of the British bands are what Gary Rossington, who later formed the
Jacksonville-based Rock & Roll Hall of Fame band Lynyrd Skynyrd, remembered best.
"While other groups were still playing the Ventures and '"Mustang Sally,' Gregg and Duane
were playing the Yardbirds and Beatles and Stones—and they'd have a new single figured
out the day after it came out," he recalled. "We were still chubby little high school boys,
baseball players, and they were like rock stars, skinny guys with long blonde hair and
leather jackets. And they could both play the hell out of their guitars. We'd just stand
there with our mouths open. They were that much better than everyone else."'® Johnny

Townsend, touring with a band called Dirty John and the Nightcaps, concurred. "We

stopped by the Stork Club and saw these guys with long hair playing their asses off—
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playing Yardbirds songs! We were playing some of the English stuff, but not like these
guys were playing it. We were all just amazed."!’

As people of similar age and background, the Allmans' attempt to earn a living as
professional musicians was inspirational. "All the groups around had a rapport with the
Allmans, but they were always looked up to," Tommy Tucker, another musician from
Daytona Beach told an interviewer in 1973. "They went on the road early. The rest of us
were just having a good time, squeezing out a living playing on the weekends. The
Allmans were professionals. They were dedicated to doing this for the rest of their
lives."118 "The Allmans were the first band | knew that played music and did nothing else.
That was their thing," Alabama native Paul Hornsby recalled. "They got blond hair down
to their shoulders. . . . These guys were right on the cutting edge visually and audibly.
Gregg was seventeen or eighteen years old and he already had that huge husky voice,
that R&B voice. Duane was just playing like nobody | heard. Even though they were doing
copy material, there was something about the way they were doing it that nobody else
did."119

Duane Allman, in particular, encouraged his fellow musicians in more hands-on
ways as well. Johnny Sandlin, Duane's bandmate in Hour Glass and, later, a producer for
the Allman Brothers Band's record label, Capricorn Records, remembered his generosity
to other musicians. "Duane was very well-known throughout the South as the guitar
player. Every band had seen him, guitar players all watched him. He influenced a lot of

people into playing their own thing instead of just being copy R&B bands. If he met other
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guitar players that he thought were promising, he'd either loan or give them a guitar,
anything he could do to help."*?° Don Felder had similar reminiscences. Until meeting
Duane Allman, "Bernie [Leadon] had been the most talented musician | knew. Now
Duane was surpassing even his high standards. . . . 'Close your eyes and listen to the
music, man,' Duane told me. ... 'Feel it in your heart, and when your spine tingles, you'll
know it's right." | felt like | was getting the best tutorial anyone could have, because he
was quite simply a phenomenon."1??

The Allman Joys gained confidence during their time in Pensacola, and their
appearance at a later date in the same city had a great effect on another contemporary:
Sandlin from Decatur, Alabama.?? The band's musicianship floored Sandlin. His band the
5 Men-Its played a regular gig at Pensacola's Spanish Village. "One weekend," he recalled,
"the Allman Joys played there on the outside patio. . .. It was just amazing, the best band
| had ever heard. They came in and listened to our band play and were real nice to us."!?3
Sandlin noticed what Townsend had also noticed, the expertise with which the Allmans
tackled difficult material. "They were playing very different music from what we were:
English stuff, Yardbirds, and Beatles' music," Sandlin recalled. "We had a lot of songs in
common but they were playing the Blues Magoos, 'We Ain't Got Nothin' Yet' and 'Give
Me Some Lovin'. They were just incredible."1?4

Sandlin also recalled the brothers Allman flouted southern social conventions.

"They were the first band I'd seen with long hair, and | mean long hair. Hanging way

down past their shoulders. They were in danger; their lives were in danger, in the South.
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People just didn't cater to that in a Navy town."!?* "It was almost a cardinal sin to go
around with long hair at that time, and | couldn't believe they hadn't gotten killed."1%®

A recording exists of the band Sandlin heard on July 22, 1966 in Pensacola. The
repertoire reflected the rhythm and blues the Allman Joys had initially learned in Daytona
Beach: Chuck Berry's "Carol," "On the Outside (Looking In)" by Little Anthony and the
Imperials, and James Brown's "Good Good Lovin'." The band also played an impeccable
cover of the Righteous Brothers' version of the show tune "Old Man River" (originally
made famous by African American singer Paul Robeson). Lenny Welch's "Are You Sincere"
remained in the setlist. Three songs reflect the influence of the British Invasion and
British blues: "Help" by the Beatles; "Heart Full of Soul," by the Yardbirds; and "The Last
Time," by the Rolling Stones.'?” Though the recording proves the Allman Joys adept
musicians and imitators, the lack of any original material is evident. It has none.

In Pensacola the Allman Joys also encountered another group of musicians—a
local teenage girl group, the Sandpipers, with whom they briefly joined forces. Duane
Allman convinced the Sandpipers to travel with them to New York where they had some
engagements booked. Sandpiper Charlyne Kilpatrick recalled the Allmans convincing her
parents to let her join them, "[B]ring the girls out to New York, we're gonna be there
during the summer at Trude Heller's in Greenwich Village." They auditioned with the
Sandpipers for Bob Dylan's producer, Bob Johnston, who was then recording Dylan's epic
Blonde on Blonde at Columbia Records's Studio A in midtown Manhattan. Johnston

passed on the Allman Joys. The Sandpipers later landed a contract in New York with Tru-
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Glo-Town Records. The Allman Joys were not chosen to back them in recording sessions,
and Duane and Gregg headed back to Daytona Beach.?®

Despite the setback, they returned to Florida unbowed. As Shepley remembered,
"You could see Duane had been affected by New York City quite a bit. You know, the
Southern boy goes to New York! | picked them up, and they were very high—when | say
'high,' | mean they were high about their music. They thought they'd been very successful
up at Trude Heller's. They were very, very positive about the future, and they felt like
some good things were going to happen for them."'?° Their enthusiasm belied less-than-
desirable conditions in the Big Apple. "They had it pretty rough in New York," Shepley
said. "They were living in one little icky room, and they were sleeping four in a bed."
Perhaps their optimism was because the environment in New York was little different
from those on the road in the South. It's also, though, because of their devotion to their
craft. "That's the way they were," Shepley reported. "Those guys could live anywhere and
do anything. . .. These people, they were committed and dedicated to their desires."3°

Even before their New York sojourn, the Allman Joys had gained momentum as a
touring act in the South. They eventually landed an engagement in Nashville at the Briar
Patch. Located at Fifth Avenue South and Lea Street, the venue was one of one of
Nashville's earliest rock clubs. Here they encountered songwriter and producer John D.
Loudermilk. The band greatly impressed the music industry veteran. "[Elvis's manager]
Tom Parker told me one time how to check out an artist. He said, 'You turn your back to

the artist. . . . Just turn around and watch the audience. You can see the emotion in their
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faces, and you can tell about how much they'll pay to continue having that emotion. . . .
So | went to the Briar Patch and did just that. The kids were going crazy."*3!

Seeing promise in the young musicians, Loudermilk took them under his wing.
Foremost, he encouraged the Allmans to learn the art of songcraft. "l told them, 'Well,

what you need to do is start writing your own songs."" They brother expressed
reservation. ""We don't know if we can do it.' | said, 'Sure you can.' | wrote a lot of stuff
with them. ... They were quick to learn and they just listened to me. So we practiced. . ..
[Tlhey listened very carefully and they learned real quickly."*3? The lessons did not stick
until several years later.

In August 1966, following a month living and working with Loudermilk, the Allman
Joys entered Owen Bradley's studio, Bradley's Barn in Lebanon, Tennessee. The songs
they recorded reflected their blues influences—Willie Dixon's "Spoonful" (made famous
by Howlin' Wolf) and Robert Johnson's "Crossroads" (an arrangement they learned from
a short-lived project called Eric Clapton and the Powerhouse—later made famous by
Clapton's Cream) and three songs by the Yardbirds: "Shapes of Things," "Mister, You're a
Better Man than |," and "Lost Woman." Only one, Gregg Allman's "Gotta Get Away," was
an original.133

Buddy Killen eventually released a single of what Duane Allman called "a terrible
psychedelic rendition of Willie Dixon's 'Spoonful on his label, Dial Records.*** Although

"Spoonful" sold relatively well in Nashville, Killen reached the same conclusion as

Loudermilk. "Nobody really understood what Duane and Gregg were about at the time.
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Eventually | gave them their release," he said.'3> The guitarist, perhaps somewhat in jest,
remembered it differently. "We told [Killen] we wanted to be rock stars . . . and he said,
'No man, you cats better look for a day gig, you're never gonna make it—you're the worst

band | ever heard." Several years later, when the Allman Brothers Band were in full

swing, Killen called Phil Walden and offered to sell him his tapes. "You know Phil," he told
Walden, "I knew | should've spent more time with those boys."'136

While Loudermilk saw much promise in the Allman brothers, the players in the
powerful music industry did not. "l tried to get all the guys | knew to go see them—Ilike
Owen Bradley and Chet Atkins. There were several other producers, and none of them
saw it. . .. They went over with me, but nobody was knocked out with them."3” The
industry's response discouraged the Allmans. Loudermilk recalled a despondent Duane

Allman remarking, "'l don't know what we're gonna do."" Acknowledging the setback,
Loudermilk offered encouragement. "You ain't going to get nothing done here," he told
the young guitarist. "You ain't gonna get anybody to listen to you here. | can tell you what
to do—get your ass out of here and get to the Coast."138

Loudermilk meant the West Coast: California. At the time of the suggestion,
prospects were bleak for a leap from a regional cover band from the small-town South to
the professional studios and music industry of Los Angeles. As they continued to tour on

the same regional circuit as before, the Allman Joys began losing band members. Bassist

Bob Keller quit, rejoined, and then quit the band again. Keller's replacement Ralph
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Ballinger eventually tired of life as a touring musician. Drummer Bill Connell replaced
Maynard Portwood but then, to avoid the draft, joined the Navy.'*®

In response, by early 1967, Allman turned to the musicians he had encountered in
July 1966 at Spanish Village in Pensacola: notably Paul Hornsby and Johnny Sandlin, who,
having been touring as a quartet, now called themselves the Men-Its. He suggested the
band, who had recently lost its lead singer and guitar player Eddie Hinton, join forces
with him and his brother. The group quickly coalesced around the older Allman's vision.
"When there was a Duane Allman in your band," Hornsby reflected, "there was only
room for one leader. Because he was going to do it his way and it wouldn't have
mattered if you had another leader anyway, he wouldn't have listened to him. He had to
do it his way. And it was probably the best, what he wanted to do."**° The new band
adopted the name the Allman Joys.**!

This newly constituted band of southern musicians not only knew each other
from touring (it was the Allmans, after all, who originally convinced the 5 Men-Its to tour:
"[They] were trying to convince us we needed to go on the road, that life on the road was
the next thing to Heaven—and they were lying like a dog," Hornsby recalled.#?)—they
also shared musical influences and repertoires. Hornsby recalls that the combined band
"did all of the R&B covers and a lot of the British covers—Yardbirds' stuff like 'Over Under

Sideways Down."" Their repertoire included Bobby "Blue" Bland's "Turn on Your Love
Light" and Bland's cover of T-Bone Walker's, "Stormy Monday Blues," both standard in

the sets of southern bands at the time.'*3 They also worked up a version of John Lee
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Hooker's "Dimples" that the 5 Men-Its had arranged with harmony guitar parts. Harmony
guitar, popular in western swing music, was not yet employed in southern rhythm and
blues and rock. It became one of the signature sounds of the Allman Brothers Band that
formed two years later.144

After a few weeks practicing, the new band took to the road. Allman booked the
band to play a multiweek engagement at Pepe's a Go Go in St. Louis—a regular stop on

their touring circuit. It wasn't long before a chance encounter created the opening for

him to follow Loudermilk's advice and head West.
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Chapter 3

"It's Like | Brought Myself Back to Earth and Came to Life Again":

Duane Allman Discovers His Musical Vision

Though discouraged after the Allman Joys' failed Nashville stint, Duane Allman
remained undeterred. Allman learned valuable lessons from Loudermilk. First was the
validation that he, indeed, had talent. Second, the music industry was such that the band
would have to leave the South to make it big. He needed to relocate to the West. Last,
and most importantly, was the importance of original material. It was a lesson Allman
first encountered in Daytona Beach, when the musically inferior Nighcrawlers surpassed
his band in popularity. It was also a lesson Allman had yet to internalize. Until he
developed originality, Allman's destiny was as a sideman.

Pepe's a Go Go, the venue the Allman Joys set out for, was located in St. Louis's
Gaslight Square district. Originally a bohemian area full of antique shops and bars playing
Dixieland jazz, Gaslight Square emerged from the wreckage of a tornado that devastated
the area in February 1959. What resulted was an entertainment district the St. Louis
Post-Dispatch later described as "the place to be for beats, preppies, well-dressed adults,
street troubadours, and tourists." It was an area that hosted concerts by Barbra Streisand

(who opened for the Smothers Brothers), readings by Beat Generation poet Alan
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Ginsburg, and regular appearances by jazz trumpeter Miles Davis.! It was a logical first
stop for the new Allman Joys/5 Men-Its combo.

The band's repertoire reflected the eclectic nature of their personal tastes, and
what audiences on the southern touring circuit wanted to hear. Keyboardist Paul Hornsby
maintained the band was "a powerhouse"—with the ability to play a variety of musical
styles in close approximation to the originals.? Yet as good as they were musically, the
end result was somewhat disjointed. The band's sound, however, was somewhat
incoherent. "[T]hey had several different styles that hadn't quite coalesced into one,"
Nitty Gritty Dirt Band banjo player John McEuen recalled.® The band was, "Contemporary
Adaptable," as Tom Nolan wrote. "One minute they were a go-go band, the next, a
funkier Young Rascals with a strain of R&B evident throughout."4

The group played a setlist that leaned heavily on rhythm and blues and British
blues.® It performed stalwarts such as "Mustang Sally" by Wilson Pickett, "These Arms of
Mine" by Otis Redding, and "Stormy Monday" and "Turn on Your Love Light" by Bobby
"Blue" Bland; covers of British blues bands Cream (its cover of Howlin' Wolf's "Spoonful")
and the Spencer Davis Group's "Gimme Some Lovin'." It also had worked up what Sandlin
called a wild, feedback-filled version of Loudermilk's "Tobacco Road."®

While picking up his wife at the airport soon after their March 1967 arrival in St.
Louis, bass player Mabron McKinney ran into members of the Nitty Gritty Dirt Band, a

rock band with strains of country music influence. Founded in 1966 in Long Beach,
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California, the Dirt Band was in the area touring in support of their self-titled debut
album. McKinney felt an immediate affinity for the Californians. "At that time," Sandlin
recalled, "if you saw another person with long hair you felt an instant kinship."’ McKinney
invited his new friends to hear the Allman Joys live.

Despite a cover-heavy repertoire, the live Allman Joys astounded Bill McEuen, the
Dirt Band's manager and brother of banjo player John McEuen. "It was like being drawn
into a new musical form," he later recounted.® McEuen called contacts at Liberty
Records, the company that had just released the Dirt Band's debut record, and said, "'I
have just discovered the next Rolling Stones. I've found the greatest band in the world.""®

McEuen encouraged the band to relocate to Los Angeles and sign with Liberty.
While Duane Allman was eager to follow Loudermilk's suggestion to head west, brother
Gregg was decidedly less enthused with the idea. "l said, 'No, Duane, that's a jive lick.
Let's don't do it.""*° Sandlin shared Gregg's reticence. "It was scary because I'd never
been anywhere close to California. . .. | wanted to do it and | didn't want to at the same
time. It was one of those things where you were scared but knew if we were gonna get
anywhere with the band, we had to go."*! Both Gregg and his brother understood this.
"Duane bought into it. . .. | think in part because he just wanted to get the fuck out of St.
Louis. So we went."'? In a move they all quickly came to regret, the band signed a
recording contract with Liberty. Typical of the recording contracts of the time, the

agreement gave them no artistic control.
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For small-town southerners, Los Angeles, then experiencing its own version of the
hippie movement overtaking its Northern California neighbors in San Francisco, was a
wild place. It was home to bands like the Byrds, Buffalo Springfield (featuring their Florida
contemporary Stephen Stills on guitar), and the Doors. The latter two had released debut
records within months of the Allmans' arrival—the former had released a third record,
one with decidedly psychedelic rock leanings, in February 1967.13 All three reflected the
burgeoning West Coast rock music scene, one that also included bands playing in and
around San Francisco: the Jefferson Airplane, the Grateful Dead, and Big Brother and the
Holding Company (with Janis Joplin). Music was rapidly evolving as these bands began
replacing the more danceable forms of rock 'n' roll and rhythm and blues in pursuit of
music-as-art, more to be listened to than danced to.'*

From the beginning, California was an ill fit for the southerners. The scene they
encountered unnerved them. "Things seemed to be happening then which, | guess, were
hip things to be happening, but they scared me to death. | didn't like them. ... When we
got out there we ended up doing the whole Hollywood trip—the clothes, everything.
Most of us felt awfully alienated."*® "California seemed to drive the whole band crazy,"
he continued. "Being from [the South] and going out there was just strange, strange,
strange."1®

The band also experienced first-hand the caprices of the music business. They

were hard lessons for the young, eager musicians to learn. Liberty assigned a staff
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producer, Dallas Smith who, as was typical at the time, attempt to managed the entirety
of the band's image from clothing choices to song selection to recording and arranging
techniques. He changed the band's name from the Allman Joys to Hour Glass, greatly
minimizing the chance that audiences might associate the band with its two obvious
stars: Duane and Gregg Allman.'” Ultimately, Smith and Liberty's handling of the band
was a calamity, one that the brothers Allman and bandmates Sandlin, Hornsby, and Pete
Carr would lament for the rest of their lives.

Smith's ideas about records and record making reflected a record company-
focused mentality that emerged shortly after Elvis Presley, Chuck Berry, Little Richard,
and other early rock 'n' roll stars had burst onto the American music scene. Caught by
surprise, the entire American entertainment establishment quickly reacted and began
searching out and recording "Teen Idols"—younger, clean-cut males (nearly always
white, and not always teenagers) singing pop songs written by professional songwriters in
the Tin Pan Alley tradition. It was the mainstream music business's reaction to rock 'n'
roll's quick ascension into the minds (and wallets) of America's youth.

Ricky Nelson, son of Ozzie and Harriet Nelson of the hit television show The
Adventures of Ozzie and Harriet, ushered in the era in April 1957, with a performance on
the show (and subsequent single) of the Fats Domino standard "I'm Walkin'." The success
of Nelson's record not only put the music industry on notice of the emerging teen

market, it also began to shape it.® Record labels and impresarios nurtured dozens of
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teen stars along with Nelson. Many adopted Americanized stage names: Fabian (Forte),
Bobby Rydell (Robert Louis Ridarelli), Frankie Avalon (Francis Thomas Avallone), and Del
Shannon (Charles Weedon Westover). This Teen Idol era, which continued through the
Beatles' arrival on the American charts in January 1964, sapped rock 'n' roll's edgy appeal,
scholar Glenn C. Altschuler argues. "Rock 'n' roll," he writes, "had become less vital, edgy,
and creative, but it was producer induced, not consumer driven."® The arrangement hurt
the artists more than the consumers. "Record companies didn't know what they were
doing," John McEuen recalled. "They don't make records, they distribute records, and
quite often they think they actually 'make' records, so they find a group with a lot of
energy, and they think they should dress one way or another, or should record one way
or another."?° This dynamic changed with the rise of the band era, launched in part, by
the British Invasion.

Before assuming control over Hour Glass's career, Dallas Smith's greatest success
had been with Teen Idol Bobby Vee (née Velline). Winner of an on-the-spot talent
contest to replace Buddy Holly, Vee's career began the day after the plane crash that
killed Holly and two other early rock 'n' roll stars: J.P. "The Big Bopper" Richardson and
Richie Valens.?! While on Liberty, and with Smith guiding his career, Vee scored eight
Top-10 hits between 1961 and 1969.%2

Having achieved success with Vee, Smith attempted to repeat his formula with

Hour Glass. He chose the band's songs, which they subsequently learned and recorded at
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Smith's direction.?? Because their music comprised mostly covers and the band had had
no appreciable success beyond touring as a live act, Hour Glass reluctantly went along
with Smith's plan. "At first we were happy just to be in L.A.," Paul Hornsby recalled. "We
wanted to please the record company and do what they wanted us to do. We were glad
to be doing anything."?* However, the arrangement frustrated Duane Allman, who had
long been in charge of deciding what his band would play and when.

To Smith, Hour Glass was less band of equals and more Gregg Allman's backing
group. He completely ignored the elder Allman's talents. "[Liberty] knew Gregg was a
good singer," Hornsby noted, "[but] Dallas Smith was just used to producing records in
his fashion, which was miles from what we were doing." With Hour Glass, Smith followed
the same formula he had with Vee. "He knew how to cut records that way," Hornsby said,
"where you have a lead singer and you have backup guys and Duane was just a backup
guy as far as he was concerned."?> Sandlin concurred. "All along they wanted to cut Gregg
like Gerry and the Pacemakers, with him out front in the band being inconsequential.
They hated anything we liked and we hated anything they liked."?®

While the band members may have been incredible players, their repertoire
remained limited to covers. "We had chops out the ass," Gregg Allman said, "but didn't
have the originality thing down yet." Thus, the band's first aloum featured songs by
outside, professional songwriters. "They handed us that basket of songs," he recalled,

"and said 'Okay, now pick out your album."'?” Beyond the choice of material, Smith's
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heavy-handed style grated on the band, particularly the elder Allman. "We didn't have
any say-so about it," Hornsby recalled. "It was an absolute dictatorship and again you
don't dictate to Duane. He and the producer never got along. . . . It wasn't turning out too
well, we didn't like it. We weren't impressed by it."?®

Worse still, in a bizarre marketing ploy, Smith and Liberty restricted Hour Glass
from playing live shows. As Gregg Allman recalled, "Liberty wouldn't let us play that many
gigs. They were 'saving' us."?? It was an odd decision, given that the band's best work was
done in front of an audience. But it was somewhat typical of the music business—much
earlier, Tom Parker took Elvis Presley off the road, hoping to generate more enthusiasm
for him. It was no surprise, then, that Smith and Liberty took a similar tack with Hour
Glass. "They didn't want us to be overexposed," Hornsby noted. "They felt like it would
cheapen the band if we played so much right in L.A." This severely hampered the band.
Given that their records weren't selling well, their only income was from live shows.3°

To make matters worse, the material Smith had Hour Glass record was a far cry
from the band's blues and rhythm and blues-heavy repertoire. "We didn't fit in too well
musically," Sandlin said, "All our roots had been in R&B music."*! Gregg Allman recalled
that the records felt dead. "The music had no life to it—it was poppy, preprogrammed

shit." Professional songwriters had written much of the material the band recorded. Its

production put Gregg Allman at the fore, burying the band deep in the mix.
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Playing live, however, was a different story. "[W]e realized we couldn't play that
stuff on that record," Hornsby recalled.?? When the band played live gigs "we did nothing
off the record," he remembered. "Boy did that piss them off."3? They exacted satisfaction
by playing the music they knew best—southern music with strong African American
roots. They remained, however, all covers. "When we were able to play shows, we were
playing a lot of R&B and some blues," Gregg Allman wrote. "We always stuck to our guns
musically. We were determined to do what we did best and how it was the most
comfortable for us, so we did songs like 'Leaving Trunk' [Sleepy John Estes by way of Taj
Mahal], 'I'm Hanging Up My Heart For You,' the Solomon Burke tune, and [John Lee
Hooker's] 'Dimples,' which took on a life of its own. We did 'Stormy Monday,' 'Feel So
Bad,' and 'Love Light' [all by Bobby 'Blue' Bland]."3*

In addition to their standard repertory, the band also began to weave other
musical elements into their live sets—presaging a wider variety of music in the Allman
Brothers Band. "They would open their sets with an instrumental version of [the Beatles']
'Norwegian Wood' and close it with a song by [country star] Buck Owens and the
Buckaroos," John McEuen remembered. "It was good, but all over the place." The band,
he continued, "Didn't know their position in the musical world yet—but they knew they
were good. . .. They were seeking their identity, but anyone who heard them understood
how good they were. Duane had total command and authority of the guitar and Gregg

was just a great singer who could make anything his own."3>
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By limiting their ability to play live, Liberty Records stunted the band's potential to
garner the success that they, and others, believed they were destined for. "We only
played about once a month," Gregg Allman recalled, "at rock halls like the Avalon, the
Kaleidoscope, the Fillmore, the Vault, the Troubadour, a place called the Magic
Mushroom, and a couple of times at the Whiskey. They were somewhere between
nightclubs and opera houses, so basically they were roadhouses. . .. We wanted to play
all the time but they just wouldn't let us."36

These relatively rare live appearances commanded the attention of peers and
audiences alike. The band was every bit as good live as advertised. And Duane Allman
was its focal point. "When Duane played guitar," Bill McEuen recounted:

He was part of the song, he was part of the lick, he was visually interpreting his

music like when you watch John Lee Hooker or you got a chance to watch

Hendrix. He was obviously totally glued and tuned in to those licks, and he knew

that he wasn't just playing notes, that they were things that should communicate

and when they did it was very exciting.?’
"Duane was absolutely great to the point where when they played at Whiskey's the place
was packed," John McEuen recalled.®® Johnny Townsend, a compadre from the southern
touring circuit, was there as well. "People—pretty much a lot of the Hollywood elite in
the music world—were there that night to see them just burn the stage. Frightened
people to death, really: 'What the hell is this? These guys are fucking killers!"'3°

When allowed to play live, Hornsby recalled, the band hosted jam sessions.*°

Hour Glass jam partners comprised a who's who of the era's contemporary rock music
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scene: Paul Butterfield of the Chicago-based Paul Butterfield Blues Band, Janis Joplin and
Big Brother and the Holding Company, the Allmans' Florida contemporary Stephen Stills
and his Buffalo Springfield bandmate Neil Young, drummer Buddy Miles, and Eric Burdon,
singer of the British Invasion band the Animals.*! The band acquitted themselves well.
"Man, you sure were a tough act to follow," Stephen Stills told Gregg Allman years later.*?
His bandmate Neil Young, hinted at the band's live presence in the liner notes for the
Power of Love, Hour Glass's second album:

| first saw Hour Glass at the Whisky A Go-Go in Hollywood. They were together

then, too. | can't remember who the lead act was. | went back to see them a few

times more before we left on a ten-day tour. Then Christmas '67 found us
together at the Fillmore in San Francisco.

Before our last set all five of us (Buffalo Springfield) sat down in front of the stage.
We listened to the sounds of the South. Sweet country sounds swelled through
the Hour Glass.®

"We went to San Francisco played Fillmore auditorium," Hornsby recalled. "We opened
for Jefferson Airplane, Moby Grape, the Animals and it was a big deal. Here we were, we
were nobodies, but I'd have hated to be the headline act to follow the Hour Glass when
we played."44

What they weren't, however, was a good fit with Liberty Records nor Dallas
Smith. Their recorded output reflected this. For their first album, Hour Glass, Smith
reduced the band Bill McEuen believed to be the next Rolling Stones to recording songs
completely out of their realm. Recorded in summer 1967 and released that October, all

but one tune, Gregg's "Got to Get Away," was a cover. This was not out of the ordinary,
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Hour Glass was a cover band after all, but the material did not reflect the band's rhythm
and blues roots. Instead, the band's self-titled debut included works from a variety of
songwriters, including Brill Building songsters Gerry Goffin and Carole King (who'd
penned four Billboard Hot 100 hits for Smith protegee Bobby Vee), African American soul
musicians Curtis Mayfield and Jimmy Radcliffe, Del Shannon, and future folk rock
superstar Jackson Browne.

The band's experience recording their second album, Power of Love, in
January/February 1968 was basically a repeat of the first. Smith again wielded a heavy
hand and chose the band's material. As one who wrote no songs nor sang, Duane Allman
offered no alternative to Smith's plan. Out of frustration, he quit the band before
recording his lead tracks and made haste for Daytona Beach. (He later returned,
uneventfully, and completed the recording.)* The record, released in March 1968, once
again failed to make a dent on the charts.

An exception between Hour Glass's first album and Power of Love, however, is
Gregg Allman's songwriting; he penned seven of the album's twelve tracks. While none
were particularly memorable and none reached the repertoires of any of Duane or Gregg
Allman's future bands, the improvement of Gregg Allman's compositions was notable
enough that Smith included them on the album. Also significant is that three of the other
five tracks were written by fellow southerners—one by Spooner Oldham and Dan Penn

and two more by the team of Marlon Greene and Eddie Hinton, the latter a former 5
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Men-Its bandmate of Sandlin and Hornsby. Oldham, Penn, Greene, and Hinton had all
begun their careers in Rick Hall's FAME Studios in Muscle Shoals —a place that factors
greatly into the next part of the Duane Allman saga.

And while Hour Glass bombed commercially, the entire experience led Duane
Allman to further hone an ideal musical project in his mind—one he would realize less
than a year after the release of Power of Love. In private moments, Allman and his
bandmates played the songs of the South. Hour Glass had yet to bring an original spin to
its music, but continued to bond over the music of their home region—a particularly
important development given that the band's members were at a low ebb in their
professional lives. Their friend from Daytona Beach, Pete Carr, who joined Hour Glass on
bass for its second album, remembered playing the country standard "The Long Black
Veil" with the Allmans. "l remember us harmonizing on it, and it really was a moment
separated from everything else we were doing. It was like a close family thing."4®

Bill McEuen remembered discussing musical ideas with Duane during this time
period. "Duane and | would sit for hours in my front room playing guitar and we'd discuss
the possibilities of getting that guitar up front, but we didn't know what kind of music to
do it with because there weren't many guitar instrumentals that were making it, and
Duane didn't sing very much."%’ It is clear that after several years in cover bands, Duane
Allman heard a sound in his head, but it was one he was as yet unable to harness on

record or in any original format.
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While in Los Angeles, Allman discovered a new technique on guitar that would
bring him great renown: bottleneck slide. Stories conflict about his first exposure to the
slide guitar. Some cite Jeff Beck's slide solo on "Beck's Bolero"—a 1966 recording that
later appeared on Truth, the Jeff Beck Group's first album, in 1968. The more common
understanding traces Allman's affinity for the technique to Jesse Ed Davis, the guitarist on
bluesman Taj Mahal's self-titled debut record. The disc featured Davis's slide guitar on an
electric version of Blind Willie McTell's "Statesboro Blues." Hornsby remembered seeing
Davis live as the inspiration for Allman picking up the slide. Gregg Allman recalled it was
the Taj Mahal record. None disagree that a glass bottle containing Coricidin cold
medicine was his choice of slide. "l took him a bottle of pills for a cold he had, plus a copy
of the first Taj Mahal album with Jesse Ed Davis playing slide. Well, about three hours
later he called me and said, 'Baby brother, get over here.' And he'd dumped all the pills
out of the bottle, washed the label off, and was playing bottleneck. The next time | saw
him, he was just burning. It really put a new charge in him. He entered a new musical
universe."4®

While Duane Allman soon achieved great proficiency with the electric slide, his
brother's recollection that he was a natural refutes that of Sandlin, Hornsby, and Allman
himself. "He drove us crazy," Hornsby recalled. "There's nothing in the world worse than
hearing somebody learn how to play the slide guitar, unless it's hearing somebody learn

how to play the fiddle." Duane Allman agreed, "For a while it was everybody looking at
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me and thinking, 'Oh no! He's getting ready to do it again!' Everybody lowered their
heads. . .. But then | got a little better at it."*°

After recording Power of Love, Hour Glass embarked eastward on a tour. The
band played one date with Janice Joplin's Big Brother and the Holding Company in St.
Louis, where the Allman Joys and Hour Glass had achieved some measure of success.”® It
also performed in Cleveland, Jacksonville, and Montgomery and Tuscaloosa, Alabama. At
some point during the tour, the band pooled its money and visited Rick Hall's FAME
Studios in Muscle Shoals to record demos. Sandlin had done some work at FAME and
Eddie Hinton, his former bandmate, was on staff there.”! The sessions marked a turning
point in Duane Allman's career, but not in the way he expected it to be.

Sandlin remembered that the band met Hinton at FAME on a Sunday in April
1968. Jimmy Johnson, the studio's regular session guitarist, engineered the recordings,
which cost the band $500.°? They recorded three tracks. Three were B.B. King tunes
performed as a medley, the arrangements near-perfect covers (solos excluded) of King's
own versions from his 1964 Live at the Regal album, "Sweet Little Angel," "It's My Own
Fault," and "How Blue Can You Get?" The second was a cover of "Ain't No Good to Cry"
by Al Anderson (later of the seminal Louisville outfit NRBQ). The third was the only
original composition in the bunch: Gregg Allman's "Been Gone too Long."

Hour Glass was ecstatic with the results. The band felt more at home recording in

the South and away from Smith's dictates. "We knew that was the way we were
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supposed to be recorded," Gregg Allman remembered. "We had the freedom to dictate
those sessions and it was the way we were meant to sound.">3 "We just liked the sound
we got at FAME better, and we felt better recording there," Carr recalled. "None of us
had been real comfortable with the sound we got in L.A., or with the overall approach to
the recording process there.">* The band was also comfortable in their home region. "It
felt so good because we were back down South, on our turf," Gregg Allman recalled,
""Why did we ever leave, man?" he remembered Sandlin asking.>

While the band had once again recorded mostly covers, the session's production
reflected the more organic process of the southern soul studios than what they'd
experienced in Los Angeles. At FAME, Hour Glass also recorded as a band rather than
sidemen for their lead singer. After two failed attempts with Liberty Records pushing
Gregg Allman out front, this was an important step in the development of brother
Duane's musical career. His next band, still eleven months into the future, would be a
band of equals, with no explicit front man leading a group of nondescript backing
musicians.

Hour Glass returned to Los Angeles invigorated by the tour and the music they
recorded at FAME—that is, until Dallas Smith rejected the demos and the band's new
direction. It left the band dejected. "We got back to California all excited about the great
music we'd cut and they didn't want to hear it," Gregg Allman recalled. "The people at

Liberty hated it, they thought it was garbage. We had gone back there with the attitude
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that we had had a good tour, and this music was what we were really all about.">® "They
thought it was the biggest bunch of trash they ever heard," Hornsby recalled.>’ "Dallas
was a pop producer," Pete Carr remembered, "and the tapes we cut at FAME were not
pop hit-type songs in his mind.">® While Rick Hall had garnered a reputation at FAME as
having a good ear for pop music, Smith seemed tone-deaf regarding the Hour Glass
tapes. The music the band brought back to Liberty did not reflect Smith's conception of
hit-making material. The producer simply didn't hear what the band heard in itself.

Dallas Smith had in his mind a different sound for the Hour Glass, one that was,
according to Hornsby decidedly less southern (and, therefore, less African American) in
style and substance. "They didn't know what a southern rock band was supposed to
sound like. It was black blues-based rock 'n' roll. . . . He kept referring to us as a Motown
band. | said, 'Well we do black-oriented music but you've got the wrong [part] of the
country, it's southern blues, southern black blues. It's not Motown.">® While Motown was
the most successful black-owned music label at the time, founder Berry Gordy focused
on a pop sound for white audiences. That was quite a departure from the rhythm and
blues recorded at southern studios in Muscle Shoals and Memphis. To the members of
Hour Glass, the "Motown sound" did not reflect their own.®° To Dallas Smith and Liberty
Records, Hour Glass's perception of its sound had no sales potential whatsoever.

Bill McEuen, a much more savvy music industry veteran than the members of

Hour Glass, understood the philosophical conflict between Smith and the band—
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particularly Duane Allman—but also saw the limitations relative to the Allmans' career.
While McEuen recognized Smith as a formulaic producer who lacked an ear for good
music, he believed the band was too inexperienced to usurp Smith's control. Why he
never intervened in the matter is unknown. "In the case of the Hour Glass," he noted, "|
don't think they developed enough to push through a few cool things yet. Nor were they
of the mindset where they could force control and say, 'Well, this is the way were doing
it." It's their first record deal. . .. They hadn't gotten to that stage yet where they could
say, 'This is what we do.""®? Paul Hornsby, speaking decades later, agreed, "l just can't
believe that they overlooked Duane."®?

The truth, of course, lies somewhere in the middle. Yes, Allman was a tremendous
lead guitarist. Yes, his work in Hour Glass was buried in Smith's production. Yes, Smith
focused on Gregg Allman instead of the band. But Hour Glass simply was not able to
counter Smith's ideas with anything original of their own, certainly not anything that
Smith believed would sell.

There has been much speculation that Hour Glass just wasn't the right
combination of musicians for the musical vision Allman realized less than a year later
when he formed the Allman Brothers Band. While this has proven to be true, it certainly
wasn't because the players in Hour Glass somehow lacked talent. They were serious

musicians who maintained long careers after Hour Glass disbanded. Hour Glass bassist

Pete Carr eventually settled in the Muscle Shoals area where he replaced Eddie Hinton as
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the lead guitarist for the Muscle Shoals Rhythm Section (dubbed the "Swampers" in
Lynyrd Skynyrd's "Sweet Home Alabama"). Drummer Johnny Sandlin and
keyboardist/guitarist Paul Hornsby both continued to play music and each ended up as
renowned producers for Phil Walden's Capricorn Records.

Hour Glass lacked any significant originality to its music. By all accounts, they
were an amazing live band, yet without an original spin on their music, they were simply
unable to crack the nut that was the formal American recording industry. And even when
they were able to capture what they believed to be a truer indication of their sound, the
music they recorded in Muscle Shoals reflected either by-the-book rhythm and blues
covers (albeit with a scorching lead guitar part from Allman and deep, bluesy vocals from
his brother), or subpar originals.

As Liberty label mate John McEuen concluded, "If [Liberty Records] had just gone
ahead and recorded what the Hour Glass was doing, what the Allman Joys were doing,
and just called them the 'Allmans' it would have been fine. That wasn't the pattern to be
in that time period, and possibly the group wasn't really ready."® Pete Carr believed that
if the band had been able to return to FAME to record, it would have had hit-making
potential. "We could have been an American/southern/early Rolling Stones-type of
group—but better anyway."® But, he lamented, "[It] just wasn't ready to go yet. Wasn't

ready to happen yet."®



126

They clearly weren't ready. The Los Angeles-based music business was obviously a
poor fit. Allman had yet to find the right mix of musicians, and brother Gregg's
songwriting was still coalescing. They were, however, beginning to develop a sound, one
that presaged the Allman Brothers Band, formed less than a year later. Based on the
demos Hour Glass recorded at FAME, the sound reflected the music that emanated from
southern soul studios. It was heavily based on rhythm and blues and tightly arranged.
Gregg Allman's vocals were prominent, but it was Duane's guitar work that really stands
out from previous Hour Glass recordings. On "Ain't No Good to Cry," Duane's guitar
answers his brother's vocals throughout the song, a musical dynamic that portended his
forthcoming work at FAME. The band's "B.B. King Medley," highlighted Allman's mastery
of the blues guitar. Dallas Smith failed to harness either of these elements. Duane Allman
would do so with the Allman Brothers Band.

Following Smith's rejection of the FAME demos, Duane Allman gave up on Hour
Glass specifically and Los Angeles in general. He felt he had no other choice. The band
was contracted to Liberty Records, and the label was disinterested in the direction
Allman sought to take the band. This stalemate "weighed heavily on Duane," Hornsby
recalled, "him more so than the rest of us. | would have been happy to stay in L.A. and
play forever. But Duane was sick of the label, and he wanted to come back to the South

where he could be—1 think I'm quoting him on this—'A big fish in a small pond.""®® "| just
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hate it out here," Hornsby recalled the guitarist saying. "l need more respect than this."®’
He might have felt he deserved more respect, but he had yet to earn it.

Gregg Allman recalled his brother as much more emphatic about his departure.
Though he had little bargaining power and no other options, Duane Allman announced,
"I'll tell you what. You, you, you, and you and Liberty Records can kiss my fucking ass. Me
and the guys are picking up and going to fuck back down South, or anywhere but here.
Fuck this place, and all the tinsel, and all the other bullshit. Stick your papers and
contracts up your ass. We're out of here."® Allman packed up and returned to Florida
with bandmates Sandlin and Carr. Hornsby decamped home to Tuscaloosa, Alabama.®®
Though Gregg Allman joined his brother on the trek east, he had always intended to
return to Los Angeles to fulfill the terms of the Liberty contract.”®

In spite of yet another failure in the music business, Allman learned some
powerful lessons that he carried with him as he began to consider the next phase of his
career. The experience reinforced his belief in himself as a musician and band leader—
particularly how well Hour Glass captured their preferred sound on tape at FAME. He also
gained a much better understanding of the workings of the music industry. His next move
in that direction would be one that gave him full control over his music both in the studio
and in a live setting. He would never again be constrained in the pursuit of his musical

passion. Ultimately, Allman would say of the experience, "A good damn band of misled
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cats was what it was."’! It is a quote that nearly every author uses in reference to Duane
Allman's time with Hour Glass.

Duane and Gregg Allman returned to Florida, arriving in Daytona Beach early in
the morning of September 23, 1968.7? Ever eager to start their next musical phase, the
brothers crossed paths with drummer Claude "Butch" Trucks from Jacksonville. Trucks
first met the brothers in 1966 when the Bitter Ind, his band with high school classmates
Scott Boyer and David Brown, unsuccessfully auditioned at the Martinique in Daytona
Beach. Its repertoire, heavily informed by the folk rock sounds of the era, most notably
Bob Dylan, the Lovin' Spoonful, and the Byrds, was unappealing to many club owners as
undanceable.

Soon after that initial meeting, Trucks accompanied the Allman Joys on drums for
a show at the Beachcomber in Jacksonville. At Duane Allman's urging, the owner of the
venue, a fan of Dylan and the Byrds, booked the Bitter Ind to take over the Allmans'
engagement there. According to Trucks, the Beachcomber catered to a crowd of sailors
from nearby Naval bases, who were less interested in dancing than drinking and meeting
women. Thus, the repertoire of the Bitter Ind reflected changing fashions in American
popular music away from the danceable rhythms of rock 'n' roll and rhythm and blues
and toward rock music as an art form. It was a trend the Allmans were soon to

embrace.”?
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Changing its name to the 31st of February, the band began touring the South's
club circuit where they occasionally crossed paths with the Allman Joys.”* The 31st of
February struggled with a problem Duane and Gregg Allman had yet to encounter: a lack
of interest in their original music. "At a club date in St. Pete," guitarist Scott Boyer
recalled, "we were playing . . . 'Mustang Sally' and the owner still wasn't satisfied. 'You
guys do too many originals!' It was a three-day gig; we got fired the first night."”>

The group signed with the folk label Vanguard Records and released a self-titled
debut in 1968. Of the record's twelve songs, eight were originals. The three covers were
"Sandcastles" by Muscle Shoals-area songwriters Spooner Oldham, Dan Penn, and Chips
Moman; "The Greener Isle" by rock 'n' roll songstress Jackie DeShannon; and Canadian
folksinger Buffy Sainte-Marie's "Cod'ine." The record didn't dent the charts.

The band sought to expand their sound in response. "We were gonna try to get a
little more into jamming because what we did was the Byrds, a lot of vocal stuff, and
three-part harmony stuff," Trucks noted, "with Scott Boyer just playing Fender twelve-
string guitar and finger-picking. So we'd be a real full sound, but there wasn't really a lead
guitar player per se in the band."’® In September 1968, as the 31st of February was
recording its second album in Miami, the band encountered the Allman brothers, who
had just returned from Los Angeles. The bands joined forces, with Gregg on vocals and

Duane Allman supplying the lead guitar the 31st of February was seeking.



130

Accounts of the ultimate intention for the newly minted 31st of February differ.
Trucks long considered the ensemble a full-fledged, long-term musical project. The newly
constituted band returned traveled to Miami to record and played shows together in the
Southeast. "With what we had, and the way Duane was playing and the way Gregg was
singing, that was a smoking-ass band," he recalled.”” The younger Allman agreed the 31st
of February was a good band, but maintained there was never any long-term
collaboration in the works. The combination of players, he believed, didn't jibe with him,
nor with his elder brother. "The right players weren't assembled for those sessions," he
remembered. "Butch and those guys had been playing Dylan, the Byrds, with the twelve-
string guitar and Fender bass—the whole folk rock thing. They sounded very, very good,
and live, the 31st of February was real good. | saw them many times, and they were
great. But that sound isn't what me and my brother were all about. We were coming
from a completely different direction."”®

The truth probably lies somewhere in between. The band had potential, and
Duane Allman and Trucks both saw that. But Gregg was eager to get back to California
where he had a solo deal waiting at Liberty Records and a producer, Dallas Smith, who
was sympathetic to his talents as an artist. Geraldine Allman injected a third voice into
the conversation. A letter to her niece dated September 25, 1968, shows a keen
understanding of her sons' musical careers and ambitions. In it, she stated that it was

actually Gregg who ventured to Jacksonville and brought home to Daytona Beach
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members of the 31st of February. The rest of the band joined soon thereafter. "The band
is practicing, and these boys are seasoned musicians," Geraldine wrote. "Scott sings and
writes, David helps Duane with the MC shit, and Butch is a terrific drummer. They are
really a great bunch of young people."”®

Whatever the true story, this much is certain: The 31st of February, now featuring
Duane and Gregg Allman, recorded nine sides in Miami. Four were covers. One was
Scrapper Blackwell's "Nobody Knows When You're Down and Out," that Bill McEuen
introduced to Duane Allman in Los Angeles. "Down in Texas" was yet another Eddie
Hinton/Marlon Greene collaboration. "Morning Dew"—a folk song by Canadian Bonnie
Dobson about a post-apocalyptic world—was later made famous by the Grateful Dead.
"In The Morning When I'm Real" by Robert Pucetti was the fourth. Bandmate David
Brown penned two songs. Most notable, however, were Gregg Allman's three original
contributions: "God Rest His Soul" (about the recently assassinated Martin Luther King,
Ir.), "Well | Know Too Well," and "Melissa."#

Of the sessions Scott Boyer recalled, "That was some stuff we sent to Vanguard
[Records] . . . to secure a budget for a second album."8 While there was excitement
around the sessions, the label rejected the request, and the band soon broke up.8? Gregg
Allman sold his three songs to producer Steve Alaimo for airfare to return to California.

He called his brother from Los Angeles and told him Liberty would release the rest of

Hour Glass from their contracts if he stayed and recorded solo. "l was with Duane in



132

Daytona when he got the call from Gregg," Trucks remembered. "l believe if Duane
could've gotten through the phone he would've strangled Gregg on the spot."® Hornsby
felt the younger Allman returned to California quite willingly. "I've always heard that
Gregg was forced to return. But | doubt they had to twist his arm very much. | think he
really liked it. He liked the personal attention they were giving him. . .. Can't blame him
for that."8*

While the 31st of February ultimately was a short-lived project for Duane Allman,
it is significant for several reasons. Foremost, the recordings show his brother's growth as
a songwriter, with "Melissa" being the first of the pre-Allman Brothers Band songs he
wrote that eventually made it onto an Allman Brothers Band album (1972's Eat a Peach).
Just as important, it is on "Melissa" that Duane Allman first records slide guitar. Last, and
equally significant, is this: The nine recorded tracks feature one-half of the soon-to-be
Allman Brothers Band; with the addition of drummer Butch Trucks, it was the first of
Allman's bands to include a future member other than his brother Gregg.®

After the breakup of the 31st of February, Duane Allman traveled first to the
home of Berry Oakley in Jacksonville. Allman and Oakley had first met in 1968 when the
guitarist was touring with Hour Glass. Oakley manned the bass chair of the Second
Coming, a psychedelic blues-rock outfit that also featured one of Florida's hottest lead

guitar players, Dickey Betts. The Second Coming had garnered a significant following in
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Jacksonville's hippie scene, playing free weekly shows in a local park.8® From Jacksonville,
Allman ventured to a gig as a studio guitarist at FAME Studios in Muscle Shoals.

Facts refute a story Rick Hall later shared widely that Allman had driven to Muscle
Shoals on his own volition and asked him for a job—living in a pup tent in the parking lot
until Hall gave him a shot on a session.®” Instead, Hall, who was about to record with
Wilson Pickett in November 1968, sent Allman a telegram in Jacksonville. "One day a
telegram came for Duane from Muscle Shoals," Oakley told Tony Glover in 1971. "[Rick]
had a very important Wilson Pickett session coming up," Allman remembered, "like a trial
session to get Pickett's recording business, if things went good. He was getting musicians
from all over to be on hand."® Hall's interest in the guitarist for the session was surely at
the urging of Jimmy Johnson, the engineer for the Hour Glass sessions earlier in 1968.
The session turned out to be the career-changing moment Allman had long sought.

Hall was immediately struck by the uniqueness of Allman's approach to his
instrument. "l saw him do things with a guitar that I'd never seen done before, or since,"
he shared. "Technically, it was so strange to my ear, it was so new, it was unreal."® In
addition to his guitar playing, Allman's physical appearance also turned heads in the
conservative studio environment. Jon Landau, who witnessed the Pickett sessions,
remembered Allman as very different from his peers at FAME. "He had this incredibly
long hair," he wrote, "down to his ass back then. He wore red-white-and-blue tennis

shoes, and he basically did not look like your ordinary Muscle Shoals regular."®® "He was a
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freak at that time around here because we were all wearing our weejuns and our khaki
pants," said FAME bassist David Hood. "I had never really truly met a free-spirited person
until I met him," guitarist Jimmy Johnson recalled.®* Allman's uniqueness was not lost on
the session's star either, who granted him the sobriquet Skyman. "To me, he was a
weirdo from the git-go. This was back in 1968. He came in with his long hair, and his
weird pants on. ... He was a weird guy to me. So | said to him, | think I'll call you Skyman.
... 1 guess because he looked high all the time."%?

And while an outsider to Muscle Shoals and FAME, Allman was by no means a
wallflower. "He was kind of a way-out person at that time, far-fetched in his ideas," Hall
remembered. "He was very optimistic about himself, and about playing guitar. . . . |
thought he was a brilliant person. . . . He had a rough way of doing things, but he had a
great mind."?® "He was the most dynamic man that I've ever had walk in the studio," Hall
continued. "He was very confident, but not cocky. He had an abundance of confidence
that he could do anything that we were going about the whole thing bass-ackwards."?*

Allman asserted himself immediately in the Pickett session, urging the star, who
had scored nearly two dozen Hot 100 hits since 1962, to cover a version of "Hey Jude" by
the Beatles. Those who were there recall Allman's persistence when both Hall and Pickett
rejected the idea. While it wasn't out of the ordinary to cover the Beatles—Otis Redding

had recorded "Day Tripper," Little Willie Walker "Ticket to Ride," and the Bar-Kays an

instrumental version of "A Hard Day's Night," among others—they deemed it too unusual
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to cover a song that was currently rising on the charts.®> Hall recalls Pickett answering,
"Are you crazy? The Beatles have released it, it's in the 20s [on the charts]. It'll be #1 in
two weeks." "That's the whole point," Allman replied. "It shows we've got balls. We'll
cover the Beatles, the biggest thing in the world. This is going to get the world's attention
that you, as a black act, have the guts to cut the same record which the Beatles have got
out and that you think you can have a hit record with it."®®

No one knows exactly how Allman convinced the reticent Pickett to record "Hey
Jude"—or what, in particular, inspired Allman to suggest the song—but everyone recalls
the same circumstances under which it happened. The session halted for a meal break.
Southern racial/social tensions kept the two artists behind at the studio. "Back then it
was a little touchy for a black guy to go out with five or six white guys to eat," Jimmy
Johnson recalled. "And Duane was in a precarious situation, he had long hair. And people
that had long hair that went out with us got worse looks than the black guys. And so the
two of them stayed back and that's when Duane talked him into doing 'Hey Jude.""®” "It
was quite an effort | understand," Johnson continued. It was the first song the band cut
when they returned.”®

Just like what Allman encountered with Liberty Records in Los Angeles, it was
standard practice for producers and record label executives to select the songs to be
recorded in southern studios. "Rick Hall and Jerry Wexler [of Atlantic Records, Pickett's

label] would have songs picked," David Hood remembered, "and that was something you
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didn't mess with. So that was pretty unusual that Duane would go to Wilson and say,
'Hey, you need to cut 'Hey Jude,' especially since it was already on the charts with the
Beatles. . .. Who ever heard of cutting something while something else was still on the
charts? But it was a brilliant idea." Hall was impressed as well. "That's how Duane
thought, which was an incredible attitude to have towards our business and our world."®°

In addition to asserting himself in both the song selection and in its arrangement,
Allman's solo on the song's coda brought him acclaim. About 2:44 into the recording, the
band hit a vamp behind his lead guitar and Pickett's singing that lasted to the song's fade
out. "It just developed into that ending," Johnson recalled. "Which was an incredible,
intense ending. Duane started playing those incredible, incredible licks that he's noted for
and nobody'd ever heard that from him before and when we got through it was like kind
of a shock, we didn't want to stop playing."'% "He stood right in front of me as though he
was playing every note | was singing," Pickett told an interviewer four months after the
session. "And he was watching me as | sang, and as | screamed, he was screaming with
his guitar."01

In his autobiography, Rick Hall wrote that "Duane's playing on 'Hey Jude' was. . ..
nothing like | had ever heard Duane do before, but boy, it glued the song and the groove
together and made the record sing, sing, sing. . .. | lost any control | had on the console

and the record took on a life of its own."19% Hall immediately phoned Wexler in New York

and played the track to him over the phone. "The vocal was fabulous," Wexler recalled,
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"but it was the guitar solo, a running obbligato over and under Wilson's impassioned
cries, that held the whole thing together. | knew all the session guitarists, but not this
guy. So who was he?" Hall answered, "He's got hair down below his butt. He's a
hippie. ... I'll be damned if he didn't talk Pickett into singing the song. Wilson said a
Beatles' tune didn't fit him and the hippie said, 'What's wrong, you don't got the balls to
sing it?""103

The "Hey Jude" session catapulted Duane Allman into the next phase of his
career—one that saw him reach the heights he was reaching for since he formed his first
bands in Daytona Beach. According to music writer Bud Scoppa, "That performance
kicked open the door for him"1%* After fits and starts, and a disastrous stint in Los
Angeles, Allman finally found acclaim for his guitar playing and his song-arranging ability.
And it was at FAME, in the South, the region he called home, where he put these two
skills on display and finally gained notice. "Duane's whole career spun off that Pickett
session," Jimmy Johnson recalled, "It's amazing how one incident, one session, can
change a person's life."19 Change Allman's life it did, leading to the formation of a band
several months later that impacted the trajectory of American music.

Allman played on the entire Pickett aloum, most of which was recorded in
November 1968. "Hey Jude" was released as a single that December. Hall signed him to a
recording and management contract and invited the guitarist, who had returned to

Florida after the session, to relocate to Muscle Shoals.1% "Rick liked my playing a lot,"
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Allman shared. "He said, '"Why don't you just go home and get your gear and move up
here? You can play anything that comes through the door and make gobs of money."" 107
In a letter to his girlfriend (and later his wife and mother of his daughter Galadrielle)
Donna Roosman, he recognized the inherent possibility to pursue his own musical vision
at FAME. "I've been doing regular session work . . . at the recording studio in Muscle
Shoals, Alabama, but it looks like I'm going to have to move up there soon. If | do, there's
a good chance I'll be able to cut an album of my own soon."1%8 After the frustrations he
experienced in California, the move rejuvenated the young guitarist. "l went up. Rented a
little cabin, lived alone on this lake, with big windows looking right out on the water," he
told Tony Glover. "l just sat there and played to myself and got used to living without a
bunch of jive Hollywood crap in my head. It's like | brought myself back to earth and
came to life again. Through that, and through the sessions with good R&B players.1%?
Recording at FAME contrasted greatly with Liberty Records. While Hall and
Wexler typically dictated what was recorded, the sessions themselves were more free-
form. This was due to the combination of a more laid back atmosphere in the South, and
the artists that recorded at FAME. "We did mostly R&B stuff and those cats were real
loose," Allman said. "They just wanted everybody on the session to play their ass off; they

never told you what to play. | guess they did tell you what not to play sometimes." %0

"Play whatever the hell you felt," he recounted to Tony Glover, "just organic music." !
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In his relatively brief stay at FAME, Allman recorded highly regarded sessions with
luminaries Arthur Conley, Clarence Carter, King Curtis, Laura Lee, and Spencer Wiggins.
He also began build a stellar reputation as a skilled slide guitar player. He overdubbed
slide on Carter's "The Road of Love"—which had already been released as a single a year
earlier 1967 (the album version of the song contains the additions of Allman's slide solo
and horns)—and recorded a blistering slide solo on Aretha Franklin's version of the
Band's "The Weight."12

While he gained renown at FAME as a tremendous lead guitar player, electric
slide guitar became Allman's calling card. Despite its appearance on Jeff Beck's "Beck's
Bolero" and Taj Mahal's "Statesboro Blues," slide guitar was a relatively novel concept in
the world of rhythm and blues music. Hall once said that the first time he heard slide was
when Allman played it.**3 This is probably not true, as country and blues musicians had
long employed the technique of running a piece of metal, glass, or even a knife along a
guitar's strings, mimicking a person's voice or a harmonica. But what Allman truly opened
up was the use of electric slide guitar, which offered wider tonal possibilities than when
played on acoustic instruments.

Whether playing slide or traditional, fretted guitar, nearly all of the players in
Muscle Shoals speak highly of the guitarist's talent, none more so than Rick Hall. Allman,
he said, "Didn't write songs or sing, but he could eat up a guitar like no one | had ever

heard in my life, especially a bottleneck guitar. He had absolute faith in his abilities. Like
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me, he believed that he was the most unique and gifted guitar player in the world."
Allman's infectious personality also impacted the producer. "Duane never had a down
moment in his life. He always had a positive attitude and a smile from ear to ear. | never
heard him say a bad word about anybody—not ever. He was so wrapped up in his music
that he didn't have time for jealousy or gossip. . . . He was always totally focused on his
music and totally wrapped up in the moment."14

But the producer and guitarist did not see eye to eye when it came to the latter's
musical direction as a solo artist. Allman, Hall recalled, "wanted to record all the old
1950s stuff. . . . He kept telling me, 'Rick, that's the big thing, man. Kids today are digging
on all that old blues stuff—bottleneck guitars, harmonicas, and that Mississippi Delta
back porch sound.' | said, 'Dog, you're ten years behind the times. I'm not interested any
of that old garbage.""'*> While Hall supported Allman as a musician and friend, he was
unable to unlock his talent in a way that led to financial success—that is, hit records.
Instead, Allman found that patron in Phil Walden of Macon, Georgia.

Walden had been involved in rhythm and blues music since the early 1960s. He
had managed Macon native Otis Redding's career until Redding's tragic death in a plane
crash in December 1967.11® Well acquainted with the world of southern and African
American music, Walden had become affiliated with Atlantic Records when the label

distributed a single he recorded with Macon native Johnny Jenkins called "Love Twist."*!/
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While on a visit to New York City, Walden encountered Hall who invited him to hear the
newly recorded Wilson Pickett track. Walden recalled,

As | listened, | mentioned to Rick, "That's not your guitar player—who the hell is
this guy? He's great!"

Rick said, "One of those long-haired old hippie boys . .. but boy, he can play the
guitar."

| said, "Hell, I'm going down there to sign him up and put a group together,"

which is exactly what | did. | put together a band, which we initially tried to record

with Rick, but they weren't what Duane was looking for, thank goodness. 18
Allman had had the same effect on Wexler. "l loved his playing so much | bought his
contract from Hall."''® The $10,000 they paid was a hefty sum for a musician who was
neither a singer, songwriter, or, at that point, a bandleader.?°

Allman was finally on his way to greater acclaim, and on his own terms. On
December 12, 1968, he wrote his girlfriend Donna Roosman, about his excitement. "l just
signed a personal management contract with Phil Walden. He used to manage Otis
Redding, and he still manages Arthur Conley, Clarence Carter, Aretha Franklin, and a
bunch of other people." In a diary entry from January 6, 1969, he expressed enthusiasm
about Walden's connections to Atlantic Records. "l met Jerry Wexler. What a good cat.
Saw Tom Dowd and met Arif Mardin and all the Atlantic folks. A damn good
organization."'?!

Allman had reason to be excited by his prospects with Walden and Atlantic. First,

the label was one of the more successful independent record labels in the country. It was
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home to stars such as Pickett, Carter, and Franklin, all of whom he had backed in
sessions. Atlantic had also nurtured the careers of Ray Charles and Otis Redding and had
a foothold in the rock music market, with artists such as Buffalo Springfield and British
blues bands Cream and Led Zeppelin.1??

Another factor that encouraged Allman to gravitate to Walden was that his
relationship with Hall was growing tense. Allman's solo sessions had not been going well.
"Rick was a brilliant record producer," Jon Landau, who witnessed Allman's time at FAME,
said, "but a very dark person, very intense, very old-school, very straight. There was no
cultural connection between Hall and the musician. Phil was clearly a more appropriate
fit."123 "First part of session terrible," Allman wrote in his diary on January 5, 1968.
"Couldn't get Rick to accept new idea for guitar parts. . .. What a drag."?*

Allman initially invited his old Hour Glass bandmates to join him as backing

musicians on the sessions.*?* "'I'm in Muscle Shoals,'" he said to Paul Hornsby. "'I'm
cutting sessions up here, and they've heard some of my playing and these people at
Atlantic like what I'm doing and want me to cut some demos and they might want to sign
me."" Hornsby joined Allman in Muscle Shoals. "And he liked the Hour Glass sound that
we had. ... Johnny Sandlin was there and Berry Oakley was there that day. So Berry
Oakley played on the demos and the whole thing was featuring Duane, finally he gets to

step out."1%®
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The sessions featured an amalgam of tracks, none of them particularly distinctive
except that they were the first recordings to include both Allman and Berry Oakley.
Johnny Sandlin played drums and Hornsby played piano. Only one of the songs was an
original, Allman's tongue-in-cheek road song "Happily Married Man." His recording of
"Goin' Down Slow," popularized by Howlin' Wolf, is most like Allman's future output with
the Allman Brothers Band: a blues standard with an urgent, stinging electric guitar. What
it had in musical power, it lacked in vocals. While poignant, Allman's singing is strained.
None of the songs ultimately made the repertoire of the Allman Brothers Band.?’

Despite a focus on Duane Allman rather than his younger brother (as it had been
in Hour Glass), neither Hornsby nor Sandlin accepted the opportunity to join his new
project. "In the past it had always been the Gregg show. But here was Duane. We'd just
spent two years in Hour Glass and those were the stepping stones," Hornsby recalled. "I'd
done stepped on that stone, and | wasn't ready to be back in Hour Glass . . . | was just
trying to move on."'?® Geography played a part in Sandlin's decision making. "I don't think
there had ever been a rock band that had broken out of the South," he said. "Anybody
from the South that made it had to go to L.A. or New York, and | definitely didn't want to
go that route. We'd just been through it, and | was just burned out from it."1?°

The Hour Glass experience had also soured Allman—"The group thing left a bitter
taste in my mouth," he said. But the solo project inspired in him a desire to form another

group. "[W]e did some cuts," he continued, "and nothing came of it except the desire to
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get back into the group thing."'3° The "as-yet uncreated new band," he remarked to Jon
Landau in 1969, "was going to be a pure music band, one that would work hard, work
honestly, but would not compromise for anyone, no matter what the cost."*3?

The lessons Allman had learned in Hour Glass and as a session musician at FAME
inspired his decision to form the Allman Brothers Band. His time at FAME, particularly his
success on Pickett's "Hey Jude," validated his musical vision—one that Dallas Smith had
ignored. Duane believed in his ability, but to that point had not been able to get anyone
interested in his talent. This is somewhat understandable, for while he was known as a
fantastic guitar player, the music business was replete with such players. What he lacked
was originality, something he unleashed with "Hey Jude," which opened the door to Phil
Walden, Jerry Wexler, and Atlantic Records. The Los Angeles and FAME experiences also
solidified for Allman how critical it was for him to pursue music sans the interference of
non-musicians. While playing sessions at FAME was a much more organic process than
he'd experienced in Los Angeles, the studio environment was still too constraining for
him. Finally, Allman learned that he needed a band. This was something that could not
happen if he continued to back the soul and rhythm and blues stars who recorded at
FAME. All had their own careers and did not want to be upstaged by their guitar player.

Allman also learned that he was not cut out to be a band's front man. The
sessions he recorded, while decent musically, missed some key elements, most notably

the vocals. "More than being a guitar player, they wanted him to sing too and Duane just
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wasn't a singer," Paul Hornsby remarked. "He could have been but | think it bored him.
He wanted to play guitar."13?

The guitarist also missed performing live. "After six or eight months of [studio
work]," he told Patrick Snyder-Scumpy, "I got really tired of it and bored. | wanted to get
to playing in joints again, which is what | did before | did anything else. Play for
people."'33 "In about a month I'm going to start getting my gigging band together," he
wrote Roosman in December 1968. "l can hardly wait. | love working in the studio, and it
is very valuable experience, but | know | was born to play for a crowd, and I'm really
itching to get started."34

Allman was simply too antsy for full-time studio life. "Those cats in Muscle Shoals
couldn't understand why | didn't just lay back on my ass and collect five bills a week," he
said to Joel Selvin. "I'm just not the laying-back-on-your-ass sort of person."!3

He gravitated back to Jacksonville to play with a collective of musicians who had
begun coalescing around Berry Oakley and Dickey Betts's band the Second Coming.
Oakley had played bass on his FAME recordings. The two had already "talked it all out
about getting a group thing, and we decided on what would be the best group we could
possibly get together," Allman recalled. "Then | told Rick the studio thing was stringing
me out and | wanted to go back to Florida and work in a little more creative capacity."*3°

While Allman continued to record sporadically at Muscle Shoals, Phil Walden

remembered Allman's quest for like-minded musicians. "He would call from time to time
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from this place or that," Walden noted, "and I'd send him a little money. Finally, he called
me from Jacksonville, Florida, and said, 'I've got it.' | said, 'You've got what?' He said, 'lI've
got the band."''%’

The band he formed, the Allman Brothers Band, comprised six musicians, five of
them from the South: Berry Oakley of Jacksonville, by way of Chicago, on bass; Jai
Johanny Johanson (also known as Jaimoe) of Ocean Springs, Mississippi, on drums; Dickey
Betts of West Palm Beach, on lead guitar; Butch Trucks of Jacksonville, on drums; Duane
Allman on lead guitar; and Duane's brother Gregg on organ and vocals. The musicians'
individual influences contained a melting pot of American music—nearly all of it Southern
in origin. The Allmans and Johanson all were seasoned rhythm and blues players.
Johanson was also steeped in jazz. Oakley, Betts, and the Allman brothers were heavily
influenced by the blues. Betts was also intimately familiar with various strains of country
music (especially string band music, bluegrass, and western swing) and he and Oakley
had also begun to incorporate improvisational elements into their music, ala the
psychedelic music emanating from San Francisco. Trucks's bands had a decidedly folk and
folk-rock bent and Gregg Allman's time in California had inspired his songwriting in that
direction as well. All of them, had grown up playing rock 'n' roll music. And all of them
were road-hardened hardened veterans of the touring circuit. What they had was a band

that blended multiple forms of southern music into a singular form: American music.
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Chapter 4

"The Band Was So Good We Thought We'd Never Make It":

The Formation of the Allman Brothers Band

Dickey Betts likened the band that Duane Allman began to coalesce around him
as one that developed in parts, like a Polaroid photograph. "Nobody knew what it was
going to be," but in terms of the music and the connection the musicians felt to each
other, "We knew what we now had."! And that was something that honored each
members' individual roots, but was truly original in its approach.?

First, Allman realized that forging ahead as a solo artist was not a path he wanted
to take. "He wasn't really hot on doing the solo album," Betts recalled. "Rick Hall wanted
him to do a Hendrix power-trio thing. But Duane was too warm and personal for that. He
needed a lot of other guys to get that full sound he wanted."? As he assembled the pieces
of his new band from January through March 1969, he sought a band of musical equals.

Duane Allman came of age as a bandleader in the era of the guitar hero—and he
was one in a continuum of hotshot lead guitar players of his time. Others included Mike
Bloomfield, who had made a name for himself with the Paul Butterfield Blues Band (and
backing up the infamous "Bob Dylan goes electric" set at the 1965 Newport Folk Festival).
Jimi Hendrix burst onto American youth consciousness with a scene-stealing

performance at the Monterey Pop Festival in 1967. And there was the triumvirate of
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British blues guitarists who had all played in the Yardbirds: Eric Clapton, Jeff Beck, and
Jimmy Page, who, Robert Palmer wrote, "made it their business to learn everything about
blues music and blues culture, and in the process . . . developed into something of a
breed apart."* Each guitarist provided particular inspiration for Allman.>

The guitarist's influences evolved from many of the same places as Beck, Page,
and Clapton. Mississippi acoustic bluesman Robert Johnson was one of his biggest
inspirations, particularly as a slide player. He also studied Elmore James for his electric
slide skills.® Taj Mahal's guitarist Jesse Ed Davis, whose slide guitar on "Statesboro Blues"
initially led Duane to take up the technique, "was always a hero of ours," Betts
recounted. "All of us talked about his playing a lot, and Duane really liked him."” Of Davis,
Allman said, "About my favorite player for all kinds of stuff is Jesse Davis. He plays so
pretty man. Like you've got Jeff Beck and Jimmy Page ringing all the tension and hard
loud violent sounding stuff, then Davis comes along and it's like somebody came in and
open the window in the cool air came in when he's playing. Man that's the kind of stuff |
like."®

It was Eric Clapton's band Cream that provided the clearest template for Allman's
next band. "The first time | heard [Cream]," he stated, "I said, 'What the fuck is he doing?"
| couldn't believe it. Just an all-around pretty sound, he can sure do it. . . . The prettiest
solo | ever heard him do was that tiny solo 'l Feel Free.' Knocked me out. Powerful,

powerful player."®
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What Allman heard in Cream was a band playing an amalgam of hard rock and a
heavy electric blues. Clapton had formed Cream in 1966 with bass player Jack Bruce and
drummer Ginger Baker after a short stint with John Mayall's Blues Breakers. (He'd left the
Yardbirds in March 1965.) Clapton envisioned Cream as a blues trio, but the exploratory
bent and jazz chops of both Bruce and Baker transformed the band into something far
more than he imagined.'° As he told interviewer Robert Palmer,

We were just three musicians who had to suddenly make a repertoire up and |

was throwing in Skip James songs and Robert Johnson songs and Jack . . . and

Ginger [were] composing and so this melting pot came together which was

completely hybrid. And we had no control over it whatsoever. We were just

scrambling for the forefront. The real feedback we got was when we played in
front of an audience, we realized that they actually wanted to go off somewhere.

And we had power to take them there.!!

What audiences responded to was Cream's heavily improvisational take on the blues.
Several years later, they had a similar reaction to the Allman Brothers Band.

Cream imploded in 1968 but left a template for countless other bands to follow.
The band, comprised of three instrumental virtuosos, played blues originals and new
arrangements of blues covers with a strong dose of jazz-influenced improvisation. It was
a template Allman adapted as he formed the Allman Brothers Band.

While Berry Oakley was the first future Allman Brother on Allman's new endeavor,
drummer Jai Johanny Johanson was first to sign on. "People ask me things like, was | in
the original band?" Johanson told Cameron Crowe in 1973. "Shit, | was with the band

when it wasn't no band."12
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By 1969, when he met Allman, Johanson had been playing music professionally
for five years. "l didn't choose music—music chose me long before | ever knew it," he
said.'3 His mother, Helen Johnson, recalled her son's musical dreams beginning when, as
a teenager, when saw pianist Arthur Rubenstein on television. "One of these days," he
told his mother, "I'm going to play Carnegie Hall." In response to the seemingly far-
fetched possibility for an African American from Mississippi, Mrs. Johnson answered,
"Baby, mother would be proud if you do it."**

Johanson began playing drums in his high school marching band. Lessons were
few and far between, and he learned more about drumming from other drummers than
through formal lessons, particularly rudiments—the building blocks of drumming. "In my
school, | was like the rudiment champion."*® The marching band was a liberating
experience. "When | joined the school band, all of a sudden, all of that stuff that | had
really dug—I didn't want to be bothered with it anymore."!® He soon gravitated to the
rhythms of jazz. "It was like jazz had just slapped me in the face—it knocked the sense
right out of me."t’

Jazz became an obsession for the young drummer. He devoured copies of
DownBeat, the preeminent jazz magazine of the era—"God sent DownBeat magazine to
33rd Avenue High School for me," he said. "And | used to read that magazine from front
to back, everything in it."'® His fixation on jazz led Johanson to consciously ignore the

popular songs played on the radio. "As far as | was concerned, if it wasn't Miles Davis or
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John Coltrane, | didn't want to hear nothing about it."*® On a short-wave radio he listened
to radio stations from as far away as Cuba and Europe. There, he recalled, "l heard all
kinds of music, music that they certainly didn't play in the United States, not like that. |
mean, continuously playing it. A lot of the stuff that | played came from listening to Dizzy
Gillespie and Stan Kenton. Because they had some of those cats in their big bands—
conga players, timbale players." It inspired not only his listening habits, but also his
drumming. "l got my introduction to basic percussions from having listened to those
parts. When you start doing that, stuff in your head starts coming out."?°

His first professional gigs were in 1964 as a drummer for a local Mississippi band
called the Sounds of Soul (with future Allman Brothers Band bassist Lamar Williams).2* A
year later, Johanson first hit the road, touring with rhythm and blues singer Ted Taylor.
By 1966, he had joined Otis Redding's band. But the drummer found his jazz inclinations a
poor fit with Redding's harder-edged rhythm and blues sound. "l used to sit and practice
being a jazz drummer, and | got this call to go do this gig with Otis Redding and a lot of
the stuff | really | wasn't ready for. | could play my drums and all that stuff, but my timing
wasn't all that good," Johanson recalled. He struggled to maintain the precision Redding's
music required. "My timing was terrible because | was always so into the future, | wasn't
into what was happening now."?? Redding's band carried two drummers and Johanson
chose to play behind the other acts on the tour, noted rhythm and blues stars in their

own right: Sam and Dave, Percy Sledge, Patti LaBelle, and James Carr. "Otis was into that
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rock 'n' roll type thing," he recalled, "I'm talking about energy. | didn't have the
experience playing like that. And | wanted to play behind all the other artists because it
gave me the chance for variety. I'd rather play for three hours behind them rather than
play for an hour behind Otis."?® Ultimately, he concluded, "l couldn't play in that Otis
band—it was way too loud. And | couldn't play rock 'n' roll like | can now."?*

The touring circuit helped Johanson hone his craft—particularly in learning how a
drummer can provide the most support to his bandmates and propel the music forward.
"When | started off | wanted to be the greatest drummer in the world," he said. "That
rhythm and blues thing, the road thing, | kind of found out that making the music sound
good was more important than my personal gains, and through that | learned a lot."% It
was a lesson he brought with him as one of two drummers in the Allman Brothers Band.

By 1968, Johanson grew weary of the rhythm and blues touring circuit. "l had
been playing with rhythm and blues artists like Clarence Carter, Percy Sledge, and Arthur
Conley," he remembered, "and | was done with that whole scene. The people who
became stars treated their musicians just like they were treated—Ilike dogs."?® Some
band leaders treated backing musicians well; most did not. This dichotomy became an
issue for Johanson. "People get a break, they sell a few records, they start getting paid
better, and some of them become so knocked out by what's going on they forget what

the hell is going on," he reflected.?’ Life as a rhythm and blues backing musician was also

a grind. In addition to the racism the musicians encountered, the touring itineraries were
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extremely demanding. "The turnover rate is high, fights and violence are not
infrequent."?® An incident touring with Clarence Carter in winter 1968 and 1969 led to a
fateful decision for Johanson. Rodgers Redding (Otis Redding's brother) was managing
Carter. He docked the drummer $25 from his first week's wages for "driving costs"—a
charge for his transportation from gig to gig. He decided at that moment to leave rhythm
and blues touring for good.?

The drummer had joined Carter's touring band from his new home base in
Macon. He had relocated there in 1968 to play in a house band Walden was putting
together for a new studio endeavor—emulating the model employed in studios in
Memphis at Stax and in Muscle Shoals at FAME. He had ventured to the middle Georgia
town at the behest of Twiggs Lyndon, who had been working for Walden's rhythm and
blues acts (including, at one time, Otis Redding). In a letter to Lyndon in April 1968
Johanson wrote, "Dig man about that studio gig, | am very grateful for your consideration
toward me but as | told you on the phone, I've surpassed what | was doing and to prove it
| will gladly pay back anybody who wants me to audition for them."3% Walden was seeking
top-notch players from the bands of the rhythm and blues touring circuit. "I think I'm the
only one that went down there just for that and nothing else," he remembered.3!

Following the Carter tour, the drummer decided "if I'm going to starve to death,
at least I'm going to do it playing what | love: jazz music. | was moving to New York

City."3? Before he ventured to the Big Apple, he was presented with an opportunity to
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join Duane Allman—who had just signed a contract with Walden and Atlantic Records—in
Muscle Shoals. "The dollar signs went off in my head," he said, as he recalled an
admonition from his mentor, drummer Charles "Honeyboy" Otis.33 "If you want to make
some money," Otis told him, "go play with them white boys. . .. | saw dollar signs in my
head. Plain and simple, | went down to Muscle Shoals to make money."3*

Upon his arrival in Muscle Shoals, his plans changed immediately. "[A]s soon as |
met Duane and played with him, that all went away. It became about the music; only the
music. It was the greatest music | ever played and | knew this was it. | wasn't going
anywhere without him. Two days after meeting Duane, all of my dreams came true. We
didn't have a nickel but we were all just as happy as could be, doing exactly what we
wanted to do."** His time on the rhythm and blues circuit had prepared him well for the
new venture. The guitarist's ability, spirit, and vision fit exactly what the drummer was
seeking. "l had been preparing to play in this band without really knowing what | was
preparing for," he recalled years later. "l think it was from playing with all those other
musicians that | got all that fiery stuff that people hear in my playing."3®

Johanson's drumming was truly unique. "Jaimoe was a powerhouse. He sounded
like Elvin Jones and Zigaboo [Modeliste of the New Orleans jazz/funk band The Meters]
all at once. He had a richness in his playing that impressed me more than any drummer |
had ever heard," fellow Atlanta-based musician Col. Bruce Hampton (of the Hampton

Grease Band) noted. "l could tell that there was something that Jaimoe had that no one
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else did."3’ So did Allman, who shared how Walden introduced to the drummer. "'I've got
this drummer here in Macon, who plays so weird nobody knows if he's any good or not.".
.. It was Jai Johanny and when he came over here | said, 'You're kidding. This cat's
burnin'l"'38

What made Johanson unique was his jazz-like approach to the drums. "When |
was in bands with Otis Redding, Joe Tex, and Percy Sledge," he said, "l was always playing
this bebop stuff on my bass drum, rather than playing a steady pattern that kind of floats
along with what the bass player is doing. If you listen to jazz players, they don't
necessarily play the bass drum along with the bass player. They just punctuate here and
there, and just do it different things with it."3° It translated brilliantly in tandem with
Duane Allman.

In Johanson, Allman found his first fulltime bandmate. "After we started
rehearsing, things just sounded so good and loud," Johanson recalled. "l forgot all about
the star trip." Allman's next recruit was bass player Berry Oakley. "Man, wait till you hear
this bass player," Allman told his new drummer. "This cat's bad, man. We're going to have
a hell of a band."4% If Johanson wasn't fully convinced to join Allman's new band after
their jam sessions together, Oakley's arrival sealed the deal. The virtuosity of the two
white musicians surprised and impressed the drummer. "Honestly, at that time there

were only a few white people | thought could play music: guys like Stan Getz and Buddy

Rich. The biggest problem white musicians had was that they were trying to imitate this
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or that person instead of letting themselves come out."*! What he heard from Allman
and Oakley was an original approach, heavily inspired by black musical forms and
tradition. "When Berry got there," he noted. "l realized that my trip to New York to play
in a jazz band and starve to death . . . that | was already doing it. Duane and Berry were
that connection that made me realize a whole lot of things."*?> Together with the guitarist
and bass player, Johanson discovered a new way to approach jazz. "Jazz is American
music," he declared. "And | learned [American music] in search of jazz."*? He did so as a
member of the Allman Brothers Band.

In a somewhat still unique arrangement for the time, a black and white
southerner sharing lodging in the small town South, Johanson relocated to Muscle Shoals
and moved in with Allman. The guitarist was on staff at FAME and while he recorded,
Johanson rehearsed to records in FAME's unused studio. During breaks, Allman rolled his
amp out of one room and into the other studio to play with Johanson (and later
Oakley).* FAME's other musicians—including guitarist Jimmy Johnson, bassist David
Hood, keyboardist Barry Beckett, and drummer Roger Hawkins—were all first-call session
players and incredible musicians in their own right. But they were both baffled and
intimidated by what they heard. "They'd just come in, sit around the wall and look at us,"
the drummer remembered. "You'd try to get them to jam and they'd say, 'No, not with
you.' Man, the three of us used to play and we scared the hell out of people."* The more

free-form studio environment of Muscle Shoals was still highly structured around songs,
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and what the three played together was markedly different. "They played the kind of
stuff that they played and they didn't dare venture from that," Johanson recalled. 4°
"Nobody would touch a goddamned instrument."4’ With Berry Oakley's appearance and
"fit" with Allman and Johanson, the next part of the Polaroid developed.

Allman had bigger ideas in mind than the trio. "It's been said that Duane was at
first going to put together a power trio like [the] Jimi Hendrix [Experience] or Cream,"
Johanson shared, "but | would never have been the right guy for that—I was never a
power drummer, that's not what Duane was thinking." Allman's ideas built on some of
the concepts he'd witnessed while in California and the heavily improvisational music he
heard from bands like Cream. "He was talking about two guitars and two drummers from
the start," Johanson recalled. "It was just finding the right guys."*® "Duane was all about
two lead guitars," his brother Gregg remembered. "He . . . wanted the bass, keyboards,
and second guitar to form patterns behind the solo rather than just comping."*° Both
ideas, two lead guitar players and two drummers, was virtually unheard of in rock music
at the time.”® (According to Johanson, Allman's idea for two drummers came from Otis
Redding and James Brown, though neither used two drummers simultaneously.)
However, once Allman assembled all of the pieces of the Allman Brothers Band, it
became a necessity.

Once Johanson signed on, Oakley was the guitarist's next recruit. The bassist first

came into Allman's orbit in 1968, when his wife Linda brought him to see Hour Glass in
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Jacksonville. Linda and Duane Allman had previously crossed paths in 1966, when the
Allman Joys played a show at the Beachcomber in Jacksonville.> "| talked Berry into
going," she remembered. "He went not expecting too much." Oakley's reaction of Allman
was like many others: he was highly impressed. Following the show, Allman and Oakley
made common cause and engaged in deep discussions into the wee hours about their
shared musical influences and vision.>?

A native of Park Forest, lllinois, near Chicago, Oakley first took up a guitar at age
fourteen. He soon began forming, and leading, his own bands. "Just looking for
something to do," he said.”® "He did all the organizing himself, finding places to play,
being the roadie, and playing lead guitar," his sister Candace Oakley recalled.”* His band,
the Shaynes, became part of the youth music scene in the Chicago suburbs. The band
played in and won a talent show at St. Lawrence O'Toole Catholic Church in nearby
Matteson, lllinois, and also played dates at Park Forest's senior teen canteen—chosen by
the venue's teenage steering committee.>>

"Berry was one of the original hot licks lead guitar players in the Chicago area
back in the 60s," Chicago native Brian Paul remembered.>® "By the time he was
seventeen," Oakley's sister Candace recalled, "he was playing guitar on Rush Street. It
was the beginning of his senior year in high school, and he was playing in the city at night
and getting home at the crack of dawn.">” Oakley's appearances on Rush Street, the

center of Chicago's nightlife, highlight a quick ascent to renown. As the Shaynes gained
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popularity, they opened shows for bigger-named acts that came through Chicago,
including the Byrds and the Roemans, backup band for Atlanta native Tommy Roe.

Roe had scored a number one hit in 1962 with "Sheila" and had recorded several
other hit singles in the intervening years. During a 1963 tour of England that included the
Beatles, Roe determined that the future for popular music was in bands. Roe found a
backing band in Florida, the Tampa-based band called the Romans—who added an "e" to
their name after joining forces with Roe.”® The Roemans were a seasoned live band that
played a similar circuit of venues as the Allman Joys, Hour Glass, 31st of February, and
other regional touring bands of that era: teen clubs, National Guard armories, and teen
dances in Midwest ballrooms.>® Their live shows set them apart, Roe recalled. "They were
the kind of band you had to see."®®

The Roemans gave QOakley his break. When the Shaynes opened them in fall 1965,
Oakley discovered that Joe Pappalardo, the band's bass player, was about to be drafted.®?
Though he was not a bass player, Oakley volunteered to take Pappalardo's place. "Mainly
just to get out on the road," he said.®? "My brother felt he'd gone as far as he possibly
could in Chicago," Candace Oakley remembered. "He was eager to move; he was very
fiery, aggressive. He said, 'Hell, I'll play bass, and he got a bass and he learned how to play
it.""®3 "l wanted to get away," Oakley recalled, "and this band from down South [the

Roemans], they were touring up there and | liked them. One of the cats got drafted so |

wanted to sit in with them. | said, 'You need another guitar player? I'd like to do it,' And
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they said okay, and they were leaving to go the next couple of days so | just split."®*
Oakley dropped out of high school and went on tour with Tommy Roe and the
Roemans.®®

The band was based in Roe's hometown of Atlanta, and the Chicago native
relocated there as well. Though he left the Roemans after only a few months, he
remained in Georgia. Of Oakley's short tenure in his band, Roe remembers him as "a hell
of a musician all around [who] really took to the South."® Oakley put it more succinctly.
He moved South "as soon as he had enough sense."®” "I've been down South ever since
and | really dig it," he said. "A lot more than | did up there [in Chicago]."®®

Oakley eventually migrated to southwest Florida, where his parents had relocated
to from Chicago. He joined a band, the Bittersweet, and soon came into contact with
guitarist Dickey Betts, then in the Soul Children.®® Betts's band had gained some success
following the same formula as the Allman Joys, playing Top 40 covers, with the occasional
original song peppered in. The arrangement paid well. "You could make $300 a week,"
Betts recalled, "and that was a lot of money. But you weren't getting anywhere."’0

But Oakley sought something more than life in a cover band, and he implored
Betts to join him. "Berry was pretty hip," Betts remembered. "He knew how to get out of
clubs, which was to quit playing Top 40 shit. Berry was trying to get me into playing all
originals, quit the club scene and do concerts—even if it had to be free concerts. He had

all these great ideas to make us poor!"’! Oakley convinced the guitar player to join forces
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and pursue a collective musical vision. "We were the only [guys] in town with long hair,"
Betts said. "People would throw shit at us."”? "We did that for about a year, and, man, it
was tough," the guitarist remembered.”® The band, now called the Blues Messengers,
was not able to garner the economic success Betts had enjoyed in the Soul Children. But
Betts saw in Oakley something many of Duane Allman's peers saw in him. Oakley "had so
much insight and vision. . . . He was the real visionary in the band."’* Oakley's vision was
of a band unconstrained by playing rote cover versions. He believed there was an
audience for an expansion of blues-based music into something that reflected the freer-
form sounds emanating from San Francisco, with a southern flair.

Atlanta native John Meeks eventually became the band's drummer. Meeks's story
reflects a relatively fluid musical scene that had developed in the South, with many
musicians meeting each other along the touring circuit and later joining forces.” At the
Scene, a rock club in Atlanta, Meeks had a regular engagement playing drums along with
a deejay spinning records. There he met Oakley and Betts's future wife Dale, who
bragged of her then-boyfriend Dickey's guitar playing prowess. After relocating to
Sarasota, Meeks reacquainted with Dale Betts and Oakley when the two showed up at his
door with Dickey Betts in tow—and asked him to join their band, then called the Blues
Messengers.’®

Tampa, about sixty miles north of Sarasota, was home base for the Blues

Messengers, who had a regular engagement at Dino's, a local blues club.”” Eventually, the
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owners of The Scene (where Meeks had played in Atlanta) recruited the group as the
house band at a new version of the club they were opening in Jacksonville. Seeing the
long-haired, bearded Oakley's resemblance to popular images of Jesus Christ, they asked
the band to change its name to the Second Coming.”®

In Jacksonville the band began to find some success in pursuit of Oakley's musical
vision of originality. "We found a club that allowed us to do our own music and hone a lot
of our skills," Betts remembered.”® The Second Coming played six nights a week at The
Scene. The band didn't play original compositions as much as they developed original,
improvisational arrangements of the electric blues and rock of the era. This was inspired
by the psychedelic rock emanating from San Francisco and the West Coast.

The music was focused on Betts's lead guitar and its repertoire leaned heavily on
the electric blues. Betts sang the Paul Butterfield Blues Band's "Born in Chicago" and
Albert King's "Born Under a Bad Sign." Oakley handled vocals on Albert King's "Oh Pretty
Woman" and on Muddy Waters's "Hoochie Coochie Man"—a version heavier and
considerably more up-tempo than the original. Guitarist Larry Reinhardt took the lead on
Jimi Hendrix's "Fire" and "Manic Depression." Betts's wife Dale sang Grace Slick's parts on
Jefferson Airplane tunes.®°

Linda Oakley remembered her first impression of the Second Coming. "The
Second Coming held court at The Scene, and it was exactly that. There was Dickey Betts's

smokin' guitar, wife Dale's voice soaring, Crazy Rhino [Larry Reinhardt] getting
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psychedelic and Nasty Lord John [Meeks] partying on his drum kit. The spotlight, though,
was on the bearded Christ-like figure of Berry Oakley with his Fender bass, growling
'Hoochie Coochie Man." Recalling the experience three decades later, she wrote, "It was
spring. Peace and love were in bloom everywhere, and fortune was surely smiling on
me."8! Good favor was smiling on the musicians as well.

As Meeks recalled, the band's success in Jacksonville "surprised even us. We were
like no other band at the time—we knew it and the people knew it." When the Buffalo
Springfield played the Jacksonville Coliseum, Oakley invited its guitarists Stephen Stills
and Neil Young to jam with the Second Coming. Stills didn't stay; Young did. "Dickey was
playing at such a higher level that they just couldn't keep up," Meeks remembered. By
this point, the drummer said, the Second Coming "had reached a degree of musicianship
that far exceeded anything that anyone else was doing, except for the superstars like
Cream, the Doors, Jimi Hendrix, Led Zeppelin, etc. But we were that good too."8?

In 1968, the Second Coming recorded a single, a cover of Cream's "l Feel Free"
backed with the Jefferson Airplane's "She Has Funny Cars."® While the arrangements
were similar to the originals, Betts recalled, "We stretched the solos out pretty good.
They were about five minutes apiece."8 These longer, improvisational solos that the

band played live, added a new element to southern rock music, one Betts and Oakley

introduced. The Allman Brothers Band made it a signature.
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Oakley's bass provided the foundation for these improvisational explorations: a
grounding in electric blues with improvisational elements. The combination reflects
Oakley's musical interests and influences. His initial musical experience was in the
Chicago blues scene. But he was also inspired by the sounds of psychedelic rock from San
Francisco bands such as the Grateful Dead and the Jefferson Airplane. His bass playing
was of equal measure to those bands' own groundbreaking bassists Phil Lesh and Jack
Casady, respectively. "Oakley was a singular bassist. Like such jazz hero-bassists as Oscar
Pettiford, Jimmy Blanton, Ray Brown, or Scott LaFaro," writer Mikal Gilmore argues.
"Oakley had a profound melodic sense that combined fluently with a pulsing percussive
touch; and like the Dead's Phil Lesh or Jefferson Airplane's Jack Casady, he knew how to
get under a band's action and lift and push its motion."# Bassist Joe Dan Petty, who had
played with Betts in a previous band called the Jokers and later served as a roadie for the
Allman Brothers Band, said of Oakley:

Berry was probably the best rock 'n' roll bass player I've ever seen, even when he

was playing in the Second Coming. Berry played a lot like a guitar player. He

played a lot of notes, but he was always very precise, extremely surefooted,
extremely tasteful. He had probably the best imagination I've heard in a bass
player. He could really step out with those guitar players—and not stomp them,
not walk all over what they were doing, but just ride underneath them. He was an
extremely aware musician.®

"Berry Oakley and | inspired each other's improvisational creativity while we were in

Second Coming," Betts recalled. "One of our favorite things to do was to jam in minor

keys, experimenting freely with the sounds of different minor modes. We allowed our
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ears to guide us, and this type of 'jamming' served to inspire the writing of [Allman
Brothers Band] songs like 'In Memory of Elizabeth Reed' and 'Les Brers in A Minor.""®’

Eventually, a robust music scene began to develop around the Second Coming.
The band rented a Victorian house at 2799 Riverside Avenue which they nicknamed the
Green House.® "We started promoting our own concerts, free concerts, and aside from
this, get a happening scene going," Betts recalled. "Berry had a mind for that. He was real
social and political minded, knew how to make things happen. | didn't. | was more
reclusive, singing and writing was it for me."8 At Oakley's behest, the Second Coming
hosted regular jam sessions with Jacksonville musicians on Sundays at Jacksonville's
Willowbranch Park, a few blocks from the Green House. Other times, the players
convened at the Forest Inn in Jacksonville's Lake Shore district.%

At this point, Betts had developed a reputation as the area's top guitar player.
"Dickey was already considered one of the hottest guitar players in Florida," recalled
Richard Price, a bass player in the Jacksonville band the Load. Second Coming keyboardist
Reese Wynans remembered Betts as "the guy [guitarists] looked up to and wanted to
emulate."9!

It wasn't just fellow musicians who admired Betts. Audiences did as well. "Betts's
guitar playing was our drug," Michael Ray FitzGerald, a Jacksonville high schooler at the
time, recalled. "l would go almost anywhere to get it. We hitchhiked all over Northeast

Florida . . . to hear Betts at every possible opportunity."?? FitzGerald recalled one
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particularly memorable performance, a night when Duane Allman joined the Second
Coming on stage. "It was not the band's best performance. The group had a mystery
guest sitting in: Betts stood by as most of the solos were taken by a diffident young man
who looked like the Cowardly Lion and spent most of the show staring down at his
Fender guitar, blond stringy hair draped over his face." FitzGerald wrote that he and his
friend Paul Glass, "Were outraged. We had nearly risked our lives to see and hear Betts.
We couldn't understand why Betts was letting this guy hog the solos. 'We came to hear
Dickey!" we heckled."?® Though he wasn't aware of it at the time, FitzGerald had
witnessed an exciting new partnership in the making.

Allman was trying hard to convince Oakley to join forces with him fulltime, but
Oakley had commitments with the Second Coming. The new endeavor with Allman and
Johanson remained part-time for Oakley, who ventured to Muscle Shoals only when the
Second Coming did not have a gig to play.?* But more than his obligations with his band,
Oakley felt a tremendous loyalty to and affinity for Betts.

Dickey Betts and Duane Allman were not strangers to one another when they
crossed paths in Jacksonville in 1969. A fellow Floridian, Betts grew up in West Palm
Beach before his family relocated to the Sarasota area when he was in seventh grade.®>
Betts first met Allman in the mid-1960s when the Allmans had asked to sit in with Betts's
band the Jokers. Joe Dan Petty, the Joker's bass player, recalled a less-than-cordial

meeting. "Right at first," Petty said, "they didn't take to one another just right."%¢"|
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respected Duane a lot from the very first because of his guitar playing," Betts shared
nearly two decades later, "[but] he was a bit standoffish."®’

Like the Allman Joys, Betts's ensemble was also mostly a cover band. "We both
had more or less nightclub bands, doing a lot of nightclub-type material. They were doing
a lot of Ray Charles and Bobby Bland stuff, along with some Top 40 and a couple of
original songs. The band | was working with or Duane's group at that time weren'tin a
position to do completely original material, like we were later."%8

Betts had been playing music since a young age. "l grew up playing music with my
father and uncles from as early an age as | can remember," Betts recalled. "l was
probably five years old when | first joined in the weekly family musical gatherings during
which the combined sounds of fiddles and guitars would fill the household." His focus
then was almost exclusively on country music, an element and influence he carried with
him his entire life. "We played what we called string music—in other words, country- and
bluegrass-style music played on acoustic instruments. The natural beauty of this music
left a deep, lasting impression on me, and has affected my overall musicianship in so
many ways."?? The Grand Ol' Opry, broadcast from Nashville's WSM radio station, had a
profound influence on him as well. "I have an early recollection of a radio sitting in the
kitchen window, with the curtains blowing, and Hank Williams and Lefty Frizzell and all
those people. ... When somebody said, 'What are you going to do when you grow up?' . .

.I'said, 'I'm gonna play on the Grand OI' Opry.""1®
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Betts first played ukulele and moved to mandolin and banjo before picking up a
guitar. "l liked playing with my family," he said, "but when | got up around sixteen, |
realized | wanted to do something a little faster. So | got my first real guitar. It was a Stella
acoustic and | put a pickup on it and got a Gibson amp."19% At this point, Betts came
under the thrall of Chuck Berry—one of rock 'n' roll music's first guitar heroes. In learning
and emulating Berry's solos, Betts developed his own style of lead guitar.

| would learn . . . the lead from Chuck Berry's "Roll Over Beethoven." When |

would go and play with a band they would do something like [Jerry Lee Lewis's]

"Whole Lotta Shakin'"" and | didn't know how to play my own stuff from inside me.

I'd play the lead | had learned from 'Roll Over' to some other twelve-bar change. |

had all these leads that I'd learned from different twelve-bar blues, and I'd switch

them around. Then | started cutting them in half and piecing them together and

then, before | knew it, | was making up stuff of my own and adding to my
repertoire.1%?

Betts's musical self-education also included first-generation rock 'n' rollers Jerry Lee
Lewis and Fats Domino. A blues-loving friend introduced him to John Lee Hooker and
Muddy Waters, and eventually he discovered Robert Johnson, Blind Willie McTell, and
the three Kings: Albert, B.B., and Freddie. However, Betts never lost his love for country
music.1%

His first experience as a professional musician was similar to most southern
musicians of the era—playing in local garage bands. "l was invited to play in other
people's groups. . . . The big social event was the Teen Club. Bands came there and |

thought they were cool," he recalled. "Then | found out that girls liked electric guitars

better—and | didn't have to dance when | was on stage! I'd play with a band for S5,
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which was gas money and a trip to the root beer stand."'% He began playing
professionally at age seventeen, touring with the Bradenton-based Swinging Saints, a
band that played multiple sets a day on the midway of the World of Mirth traveling
circus.’® The pay was a quite a bit better than the $5 he'd made in Florida teen clubs.
"We made $125 a week," he recalled, "did twenty to thirty shows a day from 10 a.m.
through midnight."'% The experience prepared the guitarist well for the journey ahead.
"I'm real thankful for having had 'road schooling' really early," he said. "l learned music
has nothing to do with how you move your hands and everything to do with what's in
your heart."%” The experience primed Betts for his 1969 encounter with Duane Allman.

Touring had a similar effect on Betts as it did on Duane Allman. In addition to his
skill on guitar, it was another way he separated himself from the musical pack. "l came
back from the fair gig a full-blown musician and went on the road. | forged my birth
certificate to play clubs, even though | promised Mama I'd go to school."% |t was a
promise he didn't keep. Betts played in a variety of bands in the early-to-mid-1960s and
by 1968, he had joined forces with Berry Oakley in the Blues Messengers, which evolved
into the Second Coming upon moving to Jacksonville. It was Oakley's commitment to
original music that inspired Betts to make the leap from well-paying gigs as a cover band
to playing original music.

As Duane Allman courted Berry Oakley for his band, Allman began to join jam

sessions with the Second Coming. In turn, another element of the photograph came into
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focus. As Betts recalled, "Berry told Duane the magic was happening when Betts was
around, jamming."1% The guitarists, whose styles and influences were divergent,
sounded great together. "Duane's melody came more from jazz and urban blues," Betts
shared, "and my melodies came more from country blues with a strong element of string-
music fiddle tunes. . .. We were almost totally opposite except we both knew the
importance of phrasing. We didn't just ramble about."1°

Part of that magic was in the harmony guitar Allman and Betts played together.
"From the first time playing together," Betts recalled, "Duane started picking up on things
| played and offering a harmony, and we built whole jams off of that."*!! "Dickey's whole
thing from the first time | met him was the harmonies," Reese Wynans remembered. "He
would come up with these great melodies, and he wanted to get harmonies going for
them. ... Duane obviously got on the bus with that and took it to a new level."'1% "Berry
and Duane were kind of getting used to playing with each other, getting ready to go into
this new venture," Betts recounted. "As we started jamming, we all realized that Duane
and | playing harmony guitars together was something that we weren't expecting to
hear." The influence for this derived from western swing.** "Western swing bands from
the [19]30s have always used the twin harmony guitars. A lot of the songs that we did
were strongly influenced from that," Betts said. "And that's probably what | offered

Duane ... was that influence."114
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Western swing evolved in the late 1920s out of the fiddle-and-guitar bands of the
Southwest—bands that played a wide repertoire of "old-time hoedowns. . . ., waltzes,
schottisches, polkas, ragtime, and jazz tunes." Its roots and principal influences were
found in country music, but the form was also, Bill C. Malone and David Stricklin argue,
"Heavily indebted to pop, blues, and jazz, as well as the folk music traditions of white
southerners." Its most notable purveyor was Texan Bob Wills, whose Texas Playboys
included saxophones, trumpets, clarinets, piano, steel guitar, and drums in addition to
the traditional country accompaniment of guitar, banjo, and stand-up bass, with Wills
and at least one other member of his band on fiddle.

In addition to incorporating a wide range of musical styles, western swing also
moved the guitar to a prominent position in its music, something Betts grasped
immediately as he and Allman began playing together. The harmony that he and Allman
engaged in was a spontaneous development, one that built off the guitarists' own
musical experiences. "[W]hen we started improvising, things fit, and we didn't analyze it.
Duane was more real militaristic into urban blues. And then | had a western swing lilt to
my rock playing and it fit together beautifully."1®

The Polaroid image was coming more into focus; the trio Allman had envisioned
with Johanson and Oakley now included a fourth member, Dickey Betts. To Betts and his
mates, the new band was something they all had long been searching for. "It was fun and

exciting, and the band just sort of happened. . .. Duane had no idea that he would end up
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with this very different thing, but he was open to seeing what happened," Betts shared.
had been playing with Berry, and Duane kept coming and sitting in with us and exciting
stuff started happening really quickly and naturally. We all felt like we had discovered the
very thing we had been looking for, even if we didn't know it beforehand. We all knew
that something very, very good was happening.!'” With Betts, the band added an
element of country music to its base of blues, jazz, and psychedelia. "It was not a thought
out process," Betts shared years later. "It just formed naturally, like the band. If someone
fit in the pieces, they stayed."1®

The music they were playing with Oakley and Betts led Allman and Johanson to
relocate from Muscle Shoals to Jacksonville. "It was great just playing, playing free, so me
and [Johanson] packed all our stuff and went down to Jacksonville," Allman shared.
"Berry had a band and a big house and everything. We stayed there and we got it all
together. Butch would come over from Arlington every day so we'd jam. We just all said,
'Well, sounds pretty good, let's try it out on somebody.""11°

Butch Trucks soon became the band's second drummer. "Jaimoe was a real good
drummer," Betts recalled, "and once we all got in there, it was bigger and he wasn't really
able to handle the power. It just wasn't his style. ... We needed Butch, who had that
drive and strength."*?° Richard Price agreed. "Butch was well known as a strong-in-the-
pocket player, while Jaimoe was more of an embellisher. . .. [T]hings started happening

with Jaimoe and Butch as soon as they played together."%!
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The two-drummer concept was a novelty in rock music then (and now). "l don't
know how to explain it other than our backgrounds," Trucks shared in 1979. "We both
started the same place, marching band in high school. Jaimoe went into jazz and I'm
more into rock . . . folk rock, very simple patterns." Trucks remarked that Johanson's
"patterns are more syncopated than mine." Most importantly, he claimed, "[W]e both
listen, that's the key word. He listens to what's going on in the band and so do 1."12% Of
the two drummers Duane Allman remarked, "We've had them from the first because we
knew we was going to be playing loud, and both cats can play everything they need to
play if there's two of them instead of one cat having to flog his ass off the whole
night."123

The musical and drumming influences of Claude "Butch" Trucks reflect a wide
musical vocabulary. A Jacksonville native, Trucks was the only original member of the
Allman Brothers Band with extensive formal musical training. It began when he was in
grade school. "l had a very good boy soprano voice," he recalled, "and our church's
minister of music took me under his wing."!?* After several years of learning music
theory, he took up piano at age twelve. He migrated to drums in marching band by eighth
grade. "The band director gave us sticks and said, 'Play me something.' Everybody else
got trombones and trumpets and stuff like that," he remembered. "l just kind of played a

long roll. He said, 'Whoa, you ever played, boy?' | said, 'No," and he said, "Well, you're

playing drums!"'2>
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Trucks's early musical interests veered away from the youth-oriented popular
music of the era. "l didn't listen to rock 'n' roll that much when | was growing up," he
recalled. "l did listen to rhythm and blues on WLAC out of Nashville, but when | listened
to music it was mainly classical."'?6 Classical music remained one of the drummer's
deepest roots. "As far as people other than drummers influencing my music, I'd have to
say that Beethoven, Dvorak, Ravel, Debussey, and Gershwin would come long before
guitar players. | grew up listening to this music and my approach to music is derived from
them and the music | learned in church."'?” He played in the Jacksonville Symphony
Orchestra and an offshoot called the Jacksonville Symphonette, in which he played
tympani. Trucks continued in the symphony, the orchestra, and the concert band and
marching band through high school.1?® As his musicianship grew, he drew inspiration
from diverse sources: jazz bandleader Dave Brubeck's drummer Joe Morello; Mike Clarke
of the Byrds; the song "Wipe Out" by the Sufaris for its bass drum syncopation; and
Cream's Ginger Baker.1?°

His migration to rock music was simple. "l played drums in high school," he
remembered, "that's what you do in high school—play in a rock band."*3° Trucks's
parents, scions of the North Jacksonville Baptist Church, did not endorse their son's
interest in rock music, but they finally relented and bought him a drum set, he noted, "As
long as | promised never to play in a place where they served liquor" (a promise he did

not keep). He joined his first band, the Vikings, around 1964. The next year he joined the
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Echoes, a Beatles-inspired cover band.'3! While attending Florida State University in
1966, he teamed with fellow Jacksonville natives David Brown (bass) and Scott Boyer
(guitar) to form the Bitter Ind. Heavily influenced by the folk rock sounds emanating from
California—"the Byrds' first aloum [Mr. Tambourine Man] changed our lives," he noted—
the band changed its name to the Tiffany System in 1967 and the 31st of February one
year later.32 In 1968, Vanguard Records released the band's sole album, The 31st of
February. Following the label's rejection of the band's next recording effort—a
collaboration with Duane and Gregg Allman—the band broke up.

Trucks remained in Jacksonville, eventually migrating to the community jam
sessions Oakley had been organizing. It was at these sessions that Allman's new band
truly coalesced. "We had these big jams with a lot of drummers coming and going, but
things started happening with Jaimoe and Butch as soon as they play together" Richard
Price remembered. "They formed this strange symbiotic thing and melded into a terrific
unit. Over a series of nights you could see something very substantial developing. The
musical explorations, unfettered by the commercial forces of the music industry,
invigorated the developing band."*3* "The jams in the park and free music helped the
band come together," Betts recalled.’** Soon, the guitarist remembered, "The trio had
n135

five pieces. We were all smart enough to say 'this guy's special' about one another.

Johanson had long since forgotten his original reason for seeking out Duane Allman:
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making money. "The whole thing was just about playing music—no agenda, no egos—and
it was good."136

The two lead guitar players, Allman and Betts, were the central focus of the band.
It was a terrific combination of two virtuosos with similar roots but completely different
musical styles. The guitarists, Reese Wynans recalled, "Complemented each other—they
didn't try to outgun one another—and the chemistry was obvious right away. It was just
amazing that the two best lead guitarists around were teaming up. They were both
willing to take chances rather than returning to parts they knew they could nail, and
everything they tried worked."*3” Betts and Allman were able to develop their twin guitar
sound because of the proficiency of the rhythm section. "The reason that Duane and
Dickey played the way they did was because of who they had playing behind them, which
was Butch and me," Johanson reflected. "We did things differently than anyone else—
and then you had Berry, who was a guitar player who started playing bass because he
had a chance to get a gig and get out of Chicago and on the road. Nobody played bass
like Berry."138

Like Cream before it, the new band included virtuosos who could, and would, solo
at any point in a song. The group was also deeply rooted in the blues. But where it
differed from Allman, Johanson, and Trucks's previous musical explorations when the
music veered from the standard blues form. This initially came from Oakley, whose deep

knowledge of and skill in blues guitar and predilection for psychedelic jamming served as
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the glue between the various musical elements. As Wynans recalled, "Berry was very
dedicated to jamming and deeply into the Dead and the Airplane and the psychedelic
approaches and always playing that music for us—it was pretty exotic stuff to our ears,
because there were no similar bands in the area. Dickey was a great blues player with the
rock edge. . .. And then Duane arrived and he was just on another planet. The power of
all combined was immediately obvious."*°

It was a nearly perfect melding of styles and inspiration. Betts cites the influence
of urban blues on Duane and Gregg Allman. "Their thing was like a real honest, truthful,
chilling delivery of that music, whereas Oakley and | may have been influenced by the
blues and were students of it, but we were more innovative. We would try to take a blues
tune and, instead of respecting the sacredness of it, we would go sideways with it."4°
The Allman Brothers Band's reworking of the Muddy Waters classic "Hoochie Coochie
Man" is based on the Second Coming's arrangement of the song. While the band didn't
record it formally until 1970, this amped-up version appeared in its earliest setlists.
Another example is a reimagined take of "Don't Want You No More," an obscure song by
the Spencer Davis Group that spent one week (at number 100) on the charts in 1967. The
Allmans' instrumental version of the latter—with Allman and Betts playing the vocal
melody on harmony guitars, kicked off the Allman Brothers Band's first album. Yet
despite the success the Second Coming had with these new arrangements, Betts recalled,

"Berry and | were always missing something—a certain foundation—while Duane and
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Gregg didn't quite have the adventurous kind of thing. So when we all came together, we
gave each other a new foundation."'#!

On March 23, 1969, after several months of playing together in various iterations
in and around Jacksonville, Duane Allman, Johanson, Berry Oakley, Dickey Betts, Butch
Trucks, and Reese Wynans convened at Trucks's house to play. It was a jam session that
has since entered Allman Brothers Band lore as the "Jacksonville Jam." "We just set up
the equipment and whipped into a little jam," Allman said. "And the jam lasted two and a
half hours. When we finally quit, nobody even said a word, man, everybody was
speechless. Nobody'd ever done anything like that before—it really frightened the hell
out of everybody. Right then | knew, | said 'Man, here it is, here it is!""'4? Butch Trucks
ascribed to the event a spiritual element. "It was like being born again, a revival meeting.
We got saved that day."*3 "l think by that time we kind of had a feeling of where it was
going. It was pretty obvious what was working. Dickey and Duane were really having a
good time with each other. We tended to get very introverted and experimental and
jazzy ... but very much pull into ourselves rather that put on a show," Trucks shared.
"[W]e were making music. And it was this particular group of people who all had the
same philosophy. Different musical backgrounds, but what we were looking for at that
time was that note. . .. And frankly . . . | had felt that before playing symphonic music,
but this was the first time I'd ever really felt it playing a set of drums, playing rock 'n'

rol|. 144
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However powerful the experience was for the five musicians, they all knew it
lacked an element of power: vocals. Accounts differ slightly about how Allman came to
bring his brother Gregg into the fold. The guitarist seems to have always intended for his
brother to join the new band, but may have been too stubborn to call him right away.
Johanson has always maintained that Allman had Gregg in mind from the very beginning.
"Some people have said over the years that Duane was trying to do something different.
Maybe they were fighting, but it's not true," he shared. "There was never a doubt that he
would be the singer. He was just waiting until he had all the other pieces in place before
he called Gregory, who was in L.A."'#> Betts remembered the decision wasn't as cut-and-
dried. "We'd been rehearsing those five pieces and Oakley and | kept working on Duane
to call his brother because we knew that the band was something special but nobody
really sang as good as the band could play." The brothers, Betts shared, "Weren't
speaking to each other. So we talked Duane into calling Gregg and asking him to come
down."® Linda Oakley remembered Allman remarking to her, "We've got to get my
brother here, out of that bad situation. He's a great singer and songwriter and he's the
guy who can finish this thing."'#’

Whatever the story, Allman indeed called his brother Gregg, who then was in Los
Angeles fulfilling Hour Glass's Liberty Records contract. "The cats love to play," Allman
said to his younger brother. "They're all really into their instruments, they sing a little bit

but there's not a whole lot of writing going on so | need you to come and sing and write
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and round it all up and send it in some sort of direction."!*® Gregg Allman has since called
it "the finest compliment I've ever had."'#

Liberty Records had indeed recorded and released a single under Gregg Allman's
name. On July 13, 1968, Billboard magazine featured the single, by "Greg Allman & The
Hour Glass" (misspelling Gregg's first name), in its "Special Merit Spotlight" section.
Billboard wrote of the single—a cover of "D-I-V-O-R-C-E" (a version of which by Tammy
Wynette had reached number one on the country charts in 1968)—"The country chart
smash by Tammy Wynette takes on a solid blues feel via this soulful and dynamic
treatment. Much pop and R&B appeal."™° The record was another in a series of Allman-
related flops on Liberty Records. Gregg was anxious to join his brother in Florida.

Upon arriving in Jacksonville, Gregg Allman provided two key elements to the
band's sound: high-caliber vocals and songwriting. The former was a well-known element
in his arsenal. The latter was relatively new, but something Duane always believed his
brother had within him. "Duane could see Gregg's talent long before he saw it in
himself," the boys' mother Geraldine shared years later.?>!

Vocally, Gregg Allman's greatest influences were blues and rhythm and blues
stars. One of his favorites was Bobby "Blue" Bland. "Man, he was a crooner. ... Bland's
stuff really just touched me," he wrote. Ray Charles, Stevie Wonder, Muddy Waters, and

James "Little Milton" Campbell were other inspirations.*>? Two live records had a

particular impact: B.B. King's Live at the Regal (from which Hour Glass had derived its
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"B.B. King Medley") and James Brown's Live at the Apollo. "Those records are what got
me into being real meticulous about the way things are arranged in the order of the
songs," he shared, "not having too much time between songs."**3 This study served the
band well as it began a relentless touring schedule that culminated in the recording of a
groundbreaking live album in 1971.

The younger Allman's ability to channel gifted African American vocalists
immediately impressed Johanson, the band's sole black member. "l played with Otis
Redding and Percy Sledge and saw Ray Charles and B.B. King and every other great and I'll
tell you this: there's not anybody | ever heard who sang with more truth and passion than
Gregory. He was at the very top of whatever what was going on with singers. And that
shit about him being 'one of the great white blues singers' is straight bullshit. He's a great
blues singer. A great singer, period.">

The younger Allman had also honed his songwriting chops while in Los Angeles—
something the new band sorely needed. "Gregg stayed out in L.A. and was writing songs
and trying to put them together," the John McEuen reflected. McEuen recorded one of
those, a blues called "It's Not My Cross to Bear." This initial version of the song was much
slower than the version that appeared on the Allman Brothers Band's first album, but
"yvou could hear the voice there, you could hear the power of the song," McEuen
noted.' "It was his first truly original direction," McEuen continued. "I had never heard a

song like that, a very adult-sounding song from such a young person. It was as good as
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something you'd hear from Scrapper Blackwell or Robert Johnson. The lyrics were
incredible, and that voice! . . . It was the sound of Gregg really finding himself."1>®

The younger Allman had long struggled with songwriting and this was a
breakthrough. "l didn't want to be a jukebox anymore, so | kept writing, even though |
didn't have much to show for it at this time. | was sick of learning parts and making sure
they were right."*’ In Los Angeles, he had had tapped a measure of originality
theretofore unavailable to him.

Gregg Allman's development as a songwriter while in Los Angeles, was greatly
influenced by the musicians around him: Tim Buckley, Stephen Stills, and one-time
roommate Jackson Browne. These folk and folk rock singer-songwriters revealed
possibilities the budding songwriter had yet to explore. "A certain side of me has always
viewed myself as a folksinger with a rock 'n' roll band," he recounted. "All | had known
was R&B and blues and these guys turned me on to a more folk-oriented approach and
it's always stuck with me. . . . | developed my style from combining these things
together—folky songs with soulful vocals."*® Johanson agreed with this assessment.
"Gregory's music and singing were based on rhythm and blues and blues, but his
songwriting was so influenced by people like Bob Dylan and Jackson Browne and other
people who wrote poem songs. What made him so unique is the way he combined those
things."'° Gregg Allman's originals spurred the propelled the band forward, just as

Duane Allman had said it would. "You had no choice but to be very good at what you
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were doing," Johanson maintained, "because it was a reflection of what you were hearing
and everyone around us was so good! His voice and his lyrics were like two more
instruments, which had a huge impact on what we played."1°

The proficiency of his five white bandmates also changed Johanson's own feelings
about race and music. To Johanson, what set the Allman Brothers Band apart from
previous efforts is the originality with which they approached the music. They were no
longer just mimicking their African American influences, they created something new. "At
that time, | really thought that there were only a few special gifted white people that
could play music," the drummer recalled. "l was soon to discover the reason for a lot of
that was simply the fact that they were so busy imitating that they never walked out of it
and into themselves. It was sitting there waiting and Gregg and Duane did that right
away. . .. The first song he sang was Muddy Waters's 'Trouble No More' and he sounded
great, but he sounded like himself. He had that right from the first day | met him. He had
been working it out for years already, even though he was just maybe twenty-one.16!

Prior to joining forces with the Allmans, Oakley, Betts, and Trucks, Johanson
believed "only people like Stan Getz, Gene Krupa, and Elvis were special—other white
people couldn't play music."'®2 Until the band's founding, he felt that white musicians—
including his bandmates—merely "mimicked everyone they thought was so great but

never allowed themselves to come through."?’
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It is no surprise that the diversity of rhythms the band members wrote and played
in also drew the drummer in. Johanson heard a melding of African rhythms in the music
of his new bandmates. "Caucasian people just didn't understand what African people
were doing, so they took the music and systematized it into American music which is
standard 4/4 time. Other culturesisin 1/2, 2/2, 4/4, 6/8. This is the gift that Dickey
[Betts] has—when he writes something, he plays what he hears," Johanson reflected.
"That is a great gift because music is something that is chaotic and becomes
harmonious."'3 Ultimately, the Allman Brothers Band, the drummer argued, gave
"Caucasian musicians in this country the boost to go out and play—'Hey, if those guys can
doit, we can do it.""1%4
Johanson did encounter some resistance from his African American peers to his

playing with the Allman Brothers. "'Jai Johanny," he recalled them saying. "what are you
doing with these white boys? Why are you in a rock 'n' roll band?"" The drummer's retort
was simple. "Hey man, those motherfuckers can play!"6>

Play they could. On March 26, 1969, Gregg Allman, just off the plane from Los
Angeles, stepped into his first band rehearsal. He immediately noticed the band's power.
"Gregg was floored when he heard us," Betts recalled.'®® "They started playing and |

mean it just knocked me out," Gregg stated. "He went back against the wall," Betts said,

"and he said, 'Jesus Christ, what a band!""¢’
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With the younger Allman's arrival, the band's Polaroid was fully developed. "In the
beginning it was so amazing | don't even know how to put it into words," said Betts. 62
"We all knew we were on to something special because we'd been putting bands
together for . . . years at that point."'®° The band was the perfect foil for Duane Allman
and the fulfillment of a long quest. "I can't imagine any player they had in that first band
that didn't belong there. | don't know how it could have been any better or anybody else
they could have chosen that could've done a better job," the Allmans' former bandmate
Paul Hornsby recalled. "You had six people that were just out there just slaying it. Duane
is part of it and it's a unit. It's not just a lead guitar player out front it's not just a lead
singer. This whole thing was just one big glob of power."7°

"When the six of us got together," Johanson recalled, "we became what we were
looking for and who we were looking for and it was clear as a bell. It was just a great
bunch of guys playing and it was just so natural. We never talked about what we were
doing or told each other what to do. Everyone just played."!’?

The new band played a mélange of southern musical flavors with a contemporary
rock music flair. Nearly every element of the band's influence was southern in origin.
Duane and Gregg Allman, Dickey Betts, and Berry Oakley had heavy blues influences.
Johanson and the brothers Allman were seasoned rhythm and blues musicians. Betts had

grown up playing and listening to country music. Trucks and Gregg Allman both played

folk and folk rock. Johanson was steeped in the music and rhythms of jazz. Trucks
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brought to the band a classical influence. Oakley, and to a lesser extent Betts, brought
with them elements of the San Francisco psychedelic scene. "We wanted to play
American music," Johanson recalled.'’? And that was exactly what the Allman Brothers
Band did.

The band was, however, a decidedly uncommercial venture. "The band was so
good we thought we'd never make it," Betts reflected.'’® After several failed attempts at
grabbing the brass ring of traditional success in the music business, Duane Allman and his
bandmates specifically created a sound and musical construct that impacted them first
and foremost. If the music industry was less than interested in the results, so be it.

From the beginning the band discussed a unique approach to the music business.
"We were all getting together and jamming, and saying, 'Before we start anything, let's

just say to hell with it, man! Let's don't get that same shit started up,"" Allman shared.
"The more we jammed, it got a little bit better. | knew these people at Atlantic Records,
and | talked to them about trying to get something for real, something that we could do
that would just sound like us, instead, of something that they would just try to get to sell.
We're proud of this — it's probably the best thing that ever happened to any of us."'’4

"[We] did everything possible against being commercial," Betts recalled, "which is not

really the thing to do if you're trying to have a successful album. Luckily we got away with

it 1175
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The band got away with it because of the patronage of Atlantic Records and its
partnership with Phil Walden. "All of us were playing in good little bands," Betts noted,
"but Duane was the guy who had Phil Walden ... And Duane was hip enough to say, 'Hey
Phil, instead of a three-piece, | have a six piece, and we need $100,000 for equipment.'
And Phil was hip enough to have faith in this guy. If there was no Phil Walden and no
Duane Allman there would have been no Allman Brothers Band."*7®

With the formation of the Allman Brothers Band, Duane Allman had earned a
hard-fought victory to pursue his own musical vision. He had graduated from the leader
of cover bands playing in small-town nightclubs and bars, to failed attempts in the music
industry towns of Nashville and Los Angeles, to life as an A-list session musician, to
leading his own band of musical equals. Most importantly, the band played original music
in his brother Gregg's songs or through unique, original arrangements of cover songs
such as Muddy Waters's "Trouble No More" or the Spencer Davis Group's "Don't Want
You No More."

The only battle Allman lost was in the naming of the band. "He really had a lot of
problems with the name the Allman Brothers Band," Trucks remembered. "He didn't
want to call it that. He really wanted to find a name for the band that didn't call attention
to himself, and we couldn't come up with anything. That was really an idea from [Phil

Walden]. Duane was going to call us Beelzebub, but we all agreed that it would not be

good to name a band like ours after the right-hand man of Satan."'”” Trucks recalled that
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the band played one show in Jacksonville under the Beelzebub moniker, and soon
decamped to Macon where Walden was setting up his new record label and studio. It is

from Macon that the Allman Brothers Band launched.

1 Ted Drozdowski, "Gibson Legend Dickey Betts Talks about Duane Allman and
Southern Rock," Gibson.Com (blog), May 21, 2014, accessed November 27, 2016,
http://www.gibson.com/News-Lifestyle/Features/en-us/Gibson-Legend-Dickey-
Betts.aspx; Paul, One Way Out, 25.

2 How bands come together and the music they make are unique moments in
time. In addition to Tom Nolan, Scott Freeman, and Alan Paul, whose work has focused
on the Allman Brothers Band, authors have addressed stories from this era in a variety of
ways. See Alice Echols, Scars of Sweet Paradise: The Life and Times of Janis Joplin (New
York: Macmillan, 2000); Dennis McNally, A Long Strange Trip: The Inside History of the
Grateful Dead (New York: Bantam, 2002); Peter Richardson, No Simple Highway: A
Cultural History of the Grateful Dead, (New York: St. Martin’s Press, 2015); Jonathan
Gould, Can’t Buy Me Love: The Beatles, Britain, and America (New York: Three Rivers
Press, 2008); Bob Spitz, The Beatles: The Biography (New York: Little, Brown, and
Company, 2005).

3 Crowe, "The Allman Brothers Story," 50.
4 Palmer, Rock 'n' Roll, 114-115.

> Shane and Duane Allman; Gregg Allman, Cross to Bear, 63; Hoskyns, "Interview
with Gregg Allman."

6 Jas Obrecht, "Duane Allman: The Complete 1981 Dickey Betts Interview," July
16, 1981, accessed August 13, 2013, http://jasobrecht.com/duane-allman-1981-dickey-
betts-interview/.

/Jas Obrecht, "Dickey Betts 1989," Guitar Player, August 1989.

8 "A Moment Captured in Time: The Crawdaddy Interview with Duane Allman,"
Hittin' the Note, no. 26 (n.d.), 15.

9"A Moment Captured in Time," 16.



199

10 palmer, Rock 'n' Roll, 121.

1 Eric Clapton, interview by Robert Palmer, n.d. Robert Palmer Papers, Tulane
University Hogan Jazz Archive, New Orleans, Louisiana.

12 Crowe, "The Allman Brothers Story," 50.

13 John Lynskey, Kirk West, and Glenn White, "Reflections: The World According
to Jaimoe," Hittin' the Note, no. 21 (1998): 25.

14 Lynne Bernabei, "Mother to an Allman Brother," South Mississippi Sun, June 4,
1974. In November 1971, Jaimoe sat stage right as the Allman Brothers Band played
Carnegie Hall.

15 McClain Johnson, "Interview: Jaimoe," Bandsthatjam.Com (blog), November 12,
2014, http://www.bandsthatjam.com/bands-that-jam-jam-bands/allman-brothers-band/
interview-jaimoe/.

16 Lynskey, et al., "Reflections: The World According to Jaimoe," 26.
17 Lynskey, et al., "Reflections: The World According to Jaimoe," 26.

18 Jaimoe, "Jaimoe Johanson Interview," YouTube video, 2:26, posted [February
2009], https://www.youtube.com/watch?v=Wo-qqND1t5U.

1B Lynskey, et al., "Reflections: The World According to Jaimoe," 26.

20 Robin Tolleson, "Jaimoe," Modern Drummer (blog), January 2018, accessed
December 7, 2017, https://www.moderndrummer.com/article/january-2018-jaimoe/.

21 John Lynskey, "Lamar Williams: Out of the Shadows," Hittin' the Note, no. 17
(n.d.), 21.

22 Lynskey, et al., "Reflections: The World According to Jaimoe," 25.
23 Freeman, 34.

24 Gavin Edwards, "The Allman Brothers Band: 30 Years of Ups and Downs: The
Music Got Them, and After Three Decades They're Still Going Wherever It Takes to Play,"
Rolling Stone, November 25, 1999.



200

2> Robert Palmer, "Allman Brothers Band," 1979, Robert Palmer Papers, Tulane
University Hogan Jazz Archive, New Orleans, Louisiana.

26 paul, One Way Out, 13.

%7 Jim Beaugez, "Jaimoe Johnson Marches to His Own Beat," Mississippi Today,
February 17, 2017.

28 | andau, Untitled Essay. Landau goes on to write, "The musicians become
dependent on drugs. The most common type is the 'robo head,' or Robitussin head. Robo
is a cough medicine which contains codeine derivatives and is readily available." One of
Jaimoe's nicknames in the early Allman Brothers Band era was "Frown," after the face he
would make when high on Robitussin.

29 Beaugez.

30 Jai Johanny "Jaimoe" Johanson letter to Twiggs Lyndon, April 28, 1968, the
Allman Brothers Band Museum at the Big House, Macon, Georgia.

31 Brian Whitley, "Jaimoe—Founding Member of the Allman Brothers Band," The
11th Hour Online, March 21, 2016, accessed November 25, 2016, http://11thhouronline.
com/2016/03/21/jaimo-founding-member-of-the-allman-brothers-band/.

32 Paul, One Way Out, 13.

33 Edwards.

34 Lynskey, et al., "Reflections: The World According to Jaimoe," 27.

3> paul, "Allman Brothers Drummer Jaimoe Remembers Gregg Allman."
36 Gilmore, 120.

37 Kirk West, "Col. Bruce Reflects on Jaimoe," Hittin' the Note, 1998, 31.
38 Mandel.

39 Lynskey, "Lamar Williams," 21.

40 Freeman, 35.



201

41 Paul, One Way Out, 15.

42 Jaimoe, "Jaimoe's Memories with Duane Allman," YouTube video, 1:57, Posted
[November 19, 2016], https://www.youtube.com/watch?v=erniVAmFZA4.

43 Beaugez.
44 Paul, One Way Out, 13-15.
4> Freeman, 35-36.

46 Kevin Spangler and Ron Currens, "Jaimoe on Butch . . . and a Whole Lot More,"
Hittin' the Note, no. 15 (Fall 1996): 15.

47 Lynskey, et al., "Reflections: The World According to Jaimoe," 27.
48 paul, One Way Out, 15.
49 Gregg Allman, My Cross to Bear, 61.

>0 The only two-drummer rock band that had achieved any measure of success at
the time was the Grateful Dead. Some bands employed one drummer on a traditional
trap set and another on percussion, most notably Santana.

>1 Somewhat serendipitously, the Beachcomber was also the same venue where
Butch Trucks had first joined the Allman Joys on drums.

>2 Galadrielle Allman, 84; Poe, 72.
>3 Scoppa, 62.
>4 Nolan, 18

> "Parish Talent Show," Unknown publication, n.d., accessed December 18, 2015,
http://www.duaneallman.info/images/familytreetheshaynes2.jpg; " . . . To Play for
Canteen," Unknown publication, n.d., accessed December 18, 2015, http://www.duane
allman.info/images/familytreetheshaynes1.jpg.

6 Dave Kyle, "Berry Oakley," Vintage Guitar Magazine, December 1996, accessed
December 8, 2015, http://www.duaneallman.info/berryoakley.htm.



202

>/ Freeman, 36.
8 Roe, From Cabbagetown to Tinseltown, 100-103.

>9 Bo Glover and Mike Dugo, "The Roemans," Beyond the Beat Generation (blog),
n.d., accessed December 8, 2015, http://home.unet.nl/kesteloo/roemans.html.

60 Tommy Roe, interview by author, phone, April 14, 2017.

1 The November date is confirmed by this clipping, "The Roemans," Tampa
Times, April 27, 1966.

62 Glover, "The Allman Brothers: Saturday Night Fish Fry."
63 Nolan, 18.

64 Scoppa, 62.

6> Kyle, "Berry Oakley."

6 Roe, interview by author.

67 Joel Selvin, "What Southern Boys Can Do With Rock," San Francisco Chronicle,
February 14, 1971.

%8 Scoppa, The Rock People, 62.
9 poe, 70.

/% | ana Michelizzi, "Dickey Betts at the Hall of Fame." Allmanbrothersband.com,
1996, accessed June 1, 2017, http://www.allmanbrothersband.com/gallery/abb/
onstage/dickey/hallfame.html.

I Michelizzi.

2 FitzGerald, Michael Ray. "Guitar Town: Jacksonville in the Late 1960," author's
personal collection.

3 Freeman, Midnight Riders, 42.

74 Michael Buffalo Smith, Capricorn Rising, 10.



203

/> Such as Betts and Oakley or Duane and Gregg Allman with Johnny Sandlin and
Paul Hornsby.

6 John Meeks, "A Tale of the Second Coming," Hittin' the Note, n.d. (21), 34-36.
/7 Michael Buffalo Smith, Capricorn Rising, 10.

’8 Meeks, 36.

/9 "Dickey Betts at the Hall of Fame."

80 poe, Skydog, 72.

81 "Reflections on the Allman Brothers Band," macon.com, April 5, 2009, accessed
July 31, 2017, https://www.duaneallman.info/reflectionsontheabb.htm.

82 Meeks, 36.
83 FitzGerald, "Guitar Town."

84 Michael Watts, "The Allmans Are to America Now What the Grateful Dead
Were in '67," Melody Maker, August 25, 1973. Of the single, Betts remembered,
"Billboard picked it up as a possible hit or something. ... Right in the middle of the
process of that, we had disbanded and started the Allman Brothers Band, so here Duane
and Gregg and Berry and me and all of us were sitting in Macon, and we're supposed to
be rock stars, and we're hearing the Second Coming's record over the radio and
everybody's wondering what it is.... | don't think it even had a label. It didn't really do
anything. It looked like it might, but it didn't really deserve a hit."

8> Gilmore, Night Beat, 127.
86 Nolan, The Allman Brothers Band, 18.

8/ Andy Aledort, Alan Paul, and Jimmy Brown, "The Allman Brothers Band's 25 All-
Time Greatest Songs," Guitar World, July 28, 2017, accessed July 29, 2017,
http://www.guitarworld.com/artist-lists/allman-brothers-bands-25-all-time-greatest-
songs/31477.

88 FitzGerald, "Guitar Town."

89 Michelizzi.



204

%0 FitzGerald, "Guitar Town."

1 FitzGerald, "Guitar Town."

92 FitzGerald, "Guitar Town."

93 FitzGerald, "Guitar Town."

%4 Jaimoe, "Jaimoe's Memories with Duane Allman."

9 Scott Bernarde, "Rock's Ramblin' Man," Palm Beach Post, January 12, 1995.
% Nolan, 22.

97 Pete Fornatale, "Dickey Betts & Butch Trucks - Interview - 11/4/1984 - Rock
Influence (Official)," Filmed [November 1984], YouTube video, 18:43, Posted [September
2014], https://www.youtube.com/watch?v=rDDkDhCnh7E.

%8 Obrecht, "Duane Allman: The Complete 1981 Dickey Betts Interview."

% Andy Aledort, "Dickey Betts on Writing the Timeless Classic, 'Jessica," Music

Aficionado (blog), July 12, 2016, accessed February 27, 2018, https://web.music
aficionado.com/main.html#!/article/Dickey_Betts_on_Writing_Jessica.

100 ppe, 9.

101 Freeman, 41.

102 Brooks.

103 Brooks; Watts; Aledort, et al.
104 Michelizzi.

105 Edwards; "Two Passings: Fred Milano and Larry Reinhardt," post to
Spectacular! Retro! Pop!, February 8, 2012, https://groups.yahoo.com/neo/groups/
spectropop/conversations/messages/48226.

106 Michael Buffalo Smith, Capricorn Rising, 6.

107 Michelizzi.



205

108 Michelizzi.

109 Drozdowski.

10 paul, One Way Out, 70.
11 Drozdowski.

112 paul, One Way Out, 67-68.

113 For a more thorough discussion of western swing, see Michael H. Price, "Jazz
Guitar and Western Swing," in The Guitar in Jazz: An Anthology, James Sallis, ed. (Lincoln,
NE: University of Nebraska Press, 1996), 81-88 and Charles R. Townsend "Western
Swing," in The New Encyclopedia of Southern Culture: Music, Bill C. Malone, ed. (Chapel
Hill: University of North Carolina Press, 2008), 148-152.

114 Obrecht, "Duane Allman: The Complete 1981 Dickey Betts Interview."
115 Malone and Stricklin, 95-97.

116 Drozdowski.

17 °paul, One Way Out, 17-18.

118 Michelizzi.

9 "A Moment Captured in Time," 10.

120 paul, One Way Out, 19.

121 paul, One Way Out, 19-20.

122 palmer, "Allman Brothers Band."

123 Jon Tiven, "Interview with Duane Allman and Berry Oakley," New Haven Rock
Press, December 10, 1970, accessed December 18, 2015. http://www.duaneallman.info/
newhavenrockpress.htm.

124 Freeman, 39.



206

125 Spangler and Currens, "Butch Trucks," 5; Janet Gibson, "Butch Trucks," The
Gamecock, September 29, 1978.

126 Marty Racine, "The Allman Brothers: The Road Back was no Paved Interstate,"
Milwaukee Sentinel, June 15, 1979.

27 Butch Trucks, "Who Influenced Butch?," Hittin' The Web with the Allman
Brothers Band Forum, March 5, 2005, accessed June 16, 2017, http://www.allman
brothersband.com/modules.php?op=modload&name=XForum&file=viewthread&fid=4&t
id=20992&page=1&orderdate=.

128 Spangler and Currens, "Butch Trucks," 5.
129 Spangler and Currens, "Butch Trucks," 5.
130 Racine.

131 Spangler and Currens, "Butch Trucks," 5.
132 Spangler and Currens, "Butch Trucks," 6.
133 paul, One Way Out, 20.

134 Michelizzi.

135 paul, One Way Out, 20.

136 paul, One Way Out, 16-17.

137°Paul, One Way Out, 22.

138 paul, One Way Out, 44.

139 Paul, One Way Out, 23.

140 Gilmore, 126.

141 Gilmore, 126.

142 Glover, "The Allman Brothers: Saturday Night Fish Fry."



207

143 Robert Palmer, "Allman Brothers Band."
144 Spangler and Currens, "Butch Trucks," 8.
145 paul, "Allman Brothers Drummer Jaimoe Remembers Gregg Allman."

146 Jim Dorman, "Dickey Betts Describes How It All Began," Filmed [2003],
YouTube video, 2:55, Posted [May 2013], https://www.youtube.com/watch?v=
pXJgr8yKWDE.

147°paul, One Way Out, 24-25.

148 Gregg Allman, "Inner-view: Gregg Allman," Recorded [1977], YouTube video,
46:57, Posted [November 2014], https://youtu.be/DUDux025Qro.

149 Ken Hey, Southern Voices, American Dream, DVD, 1976.

150 "Special Merit Spotlight: Spotlighting New Singles Deserving Special Attention
of Programmers and Dealers," Billboard, July 13, 1968, 70.

151 Galadrielle Allman, Please Be With Me, 75.

152 Alan Paul, "Complete 2015 Interview with Gregg Allman," Alanpaul.net (Blog),
June 5, 2017, accessed June 10, 2017, http://alanpaul.net/2017/06/complete-2015-
interview-with-gregg-allman/.

153 paul, "Lowdown and Dirty," 53.

154 paul, "Allman Brothers Drummer Jaimoe Remembers Gregg Allman."
155 Halsey.

156 paul, One Way Out, 42.

157 Gregg Allman, My Cross to Bear, 74-75.

158 paul, One Way Out, 76-79.

159 Alan Paul, "Gregg Allman 1947—-2017: Bidding Farewell to a Southern Rock
Legend," Guitarworld.com, Guitar World, July 25, 2017, accessed July 31, 2017,



208

https://www.guitarworld.com/artists/gregg-allman-1947-2017-bidding-farewell-
southern-rock-legend.

160 paul, "Allman Brothers Drummer Jaimoe Remembers Gregg Allman."
161 paul, "Allman Brothers Drummer Jaimoe Remembers Gregg Allman."
162 | ynskey, et al., "Reflections: The World According to Jaimoe," 26.

163 Jaimoe and John Lynskey, "Reflections 2: The World According to Jaimoe,"
Hittin' the Note, no. 22 (n.d.), 25.

164 Lynskey, et al., "Reflections: The World According to Jaimoe," 27.
165 Lynskey, et al., "Reflections: The World According to Jaimoe," 27.
166 paul, One Way Out, 28.

167 American Revolutions: Southern Rock.

168 Drozdowski.

169 Dorman.

170 Song of the South.

171 paul, "Allman Brothers Drummer Jaimoe Remembers Gregg Allman."
172 Lynskey, et al., "Reflections: The World According to Jaimoe," 16.
173 Drozdowski.

174 Shane and Duane Allman.

175 Ertegun, 239.

176 paul, One Way Out, 23-24.

77 Malcolm X. Abram, "30 Years Down The Road," Macon Telegraph, October 21,
2001, accessed August 6, 2013, http://www.duaneallman.info/macontelegraph10212001
.htm#top.



209

Chapter 5

"Strive to Play a Pure Form of Music; A Kind of Music that's Honest to Yourself":

The Development of the Allman Brothers Band

In late April 1969, after about a month rehearsing in Jacksonville, the Allman
Brothers Band packed up and moved to Macon, which was home base for their manager,
Phil Walden. A veteran of more than a decade in the music business, Walden, twenty
nine, had founded a booking and promotion company—Phil Walden Artists &
Promotions—in high school. His organization booked concerts for rhythm and blues
artists throughout the southeastern United States. By 1959, one of those artists, Otis
Redding, emerged as a star. Walden managed him until the singer's death in December
1967.1

Redding's death came as his career had reached new heights. One year prior, at
the behest of artists such as Paul Butterfield, Mike Bloomfield, and Jerry Garcia, promoter
Bill Graham booked Redding at the Fillmore Auditorium in San Francisco.? On June 17,
1967, Redding performed a star-making set at the Monterey International Pop Festival.
The performance had followed a successful spring run through Europe touring with other
artists from the Stax record label. Redding's single "Sittin' on the Dock of the Bay,"
released posthumously, was his only song to reach number one on the Billboard Hot 100.

The singer's death had a profound effect on Walden. The two had been close

personally and professionally, and Walden vowed to never again get that close to an
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artist.® Then, in 1969, he came in contact with Duane Allman. "I was looking for a rock
artist to record," he said, "then | heard the guitar playing on Wilson Pickett's 'Hey Jude'
and when Atlantic's Jerry Wexler told me the musician concerned was a young white cat
named Allman, | thought: 'That's the guy | want.' So | flew down to Muscle Shoals to sign
him."4 With a loan from Wexler, Walden purchased the guitarist's contract from Rick Hall.
"[Walden] was a very charismatic guy who just had it," Hall remembered. "He wanted to
be big in the pop rock world, and he saw Duane as the means to do that."> Walden's
support was critical to Allman’s fledgling band. "Without Phil Walden, there'd be no
Allman Brothers," Allman shared. "He believed in us and helped us in every possible
way."®

What had impressed Walden was the originality he heard in Allman's playing on
the single. Wilson Pickett's version of the tune was markedly different from the Beatles'
own. First, Allman's arrangement of the song was distinctive. As was typical of soul covers
of popular music in this era, the tune focuses more on Pickett's solo vocals than the
Beatles' ensemble performance. Pickett carries the first two-thirds of the song, with the
Muscle Shoals rhythm section providing a solid groove—with horns and Allman's guitar
flourishes replacing the Fab Four's vocal harmonies. More importantly, the single
prominently features Allman's guitar solo. Hall mixed the vocals and guitar at nearly equal
volume as Pickett and Allman engaged in a call-and-response during the song's coda.

With "Hey Jude," Allman’s originality as an artist finally broke through. "Rick," Atlantic's

Jerry Wexler said to Hall after hearing the finished tune, "an absolute stroke of genius."’
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Allman’s solo on "Hey Jude" secured the patronage of the recording industry and
ultimately allowed him to follow through on his vision of creating a new sound of
American music, one that combined his blues and rhythm and blues roots with the
contemporary music of the era. Walden believed in Allman's talent as a bandleader; Hall,
who sought hit singles (and did not hear them in Allman's solo efforts), did not. Walden
told Hall, "This guy is going to make you $1 million and you can just go in there turn on
the machine for eight hours, smoke a cigarette, drink a Pepsi, and when you get done,
you'll have $1 million. This guy's going to be a superstar."8 This is the exact tack Walden
took, although it took more than two years to bear fruit.

Despite multiple years on the road as professional musicians, the band that
Allman relocated to Macon was remarkably young. At twenty-five, Dickey Betts was the
senior member of the group; Johanson was just shy of the same age. Butch Trucks and
Duane Allman were both twenty-two-years-old, a year older than Gregg Allman and Berry
Oakley.? Their youth belied the fact that the band members were, to a man, road-
hardened veterans. "For such young cats that band was really mature," Betts recalled.
"Duane and Oakley had incredible leadership qualities, but it's really amazing the guys at
twenty-two, twenty-three had that much seasoning and were such good players. One
reason is that we weren't a garage band. We were a nightclub band. We had brought
ourselves up in the professional world by actually playing in bars, and that really gives you
a lot more depth. We all had a lot of miles under our wheels when we first met, despite

our ages."1% The music they made flowed from this well. "Each man in the group has been
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a musician for years, working in bar bands, country and jazz groups, the whole route,"
Oakley shared. "Our music just sort of evolved out of that mixture. It was a sound that
was truly unique to the band.!?

As the band settled into Macon in the apartment of Walden employee Twiggs
Lyndon (Lyndon had worked for Walden in the past and would take up the mantle of road
manager for the Allman Brothers Band), it began an intense regime of rehearsals,
developing a repertoire that included Gregg Allman-penned originals and new
arrangements of blues songs. Exploration of sound and influence was key, as was a
communal camaraderie that reflected the tenor of the late 1960s. To a person, band
members recollect a music-first mentality, one where each player leveraged his individual
talents with the others to create a cohesive sound that appealed first to them, rather
than an external audience. Johanson recalled that this emerged when he and Duane
Allman first played together in Muscle Shoals—and again when Oakley joined them.
Others felt likewise, including Gregg Allman, who'd given up a promising solo career to
pursue this new endeavor. "The music was so important to us that there wasn't any time
for chatter," he shared. "We wanted to play, we just played and played all day. The only
thing we wanted to do was get our sound tighter and tighter, get it better and better. We
played for each other, we played to each other, and we played off each other, which is
what the Allman Brothers is all about."*? As they devoted their efforts in this direction,

the Allman Brothers Band began to create their own distinctive sound.
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While it is easy to dismiss a musician's claim that he was unconcerned with the
commercial aspect of his music, it was definitely the case with the Allman Brothers Band.
It helped, certainly, to have Walden's financial support. It is also true that recollections
postdating the band's success might be influenced by those achievements. Each also had
ability to return to the road to make a living. But based on their earliest interviews and
continuing through the band's forty-five-year career, more than financial and chart
success was on the band’s collective mind from the very beginning.

When asked about how his group avoided the ego clashes that had already
destroyed bands such as Cream and the Beatles, Duane Allman stressed this point.
"These six guys have always worked for one sound, one direction. But everyone plays like
he wants to play. He just keeps that goal in mind. If you know what you can do and you're
satisfied in your heart that you're doing it, you ain't gonna have no problems."!3 He put it
more directly to Tony Glover in 1971. "We're all together, man, we all found our place.
Ain't nobody going nowhere, ain't nobody firing nobody." Oakley concurred, "We're
doing what we want to do more than anything else, and if we can make a living at it too,
that's just beautiful."**

Nearly forty years later, Trucks recalled that, "The band came together and this
magic happened. We started playing this music that none of us had ever experienced
before. For the first time in our lives, music became something other than a career. We
were all out to be rock stars, that's what everybody wanted to do, and once we played

that music, then music became something else. It was more of a religion than it was a
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way to make money. "We're just working our way up, trying to perfect what we think is
right," Duane Allman said. "We're studying our particular method of communication and
trying to iron it out to where there can be no doubt in anybody's mind as to what we're
trying to do. To portray our lives and main success through music which | think is a fairly
good calling. It's enough for me man, and | love it."1® After failed attempts at success with
AM radio hits, the band had determined to forge its own path, regardless of the financial
consequences.

Atlantic's Wexler attributes the band's eventual success to this musical integrity.
"They were concerned only with music, and not with the promulgation of a rock 'n' roll
appearance, or the projection of a rock lifestyle: psychedelia, San Francisco, heavy-metal,
or whatever. It was just music. They found those appurtenances laughable and absurd, all
these attempts to fortify the music with some sort of visual act." Exploring the
possibilities of the music was foremost. "l would discuss with Duane the so-called
entertainment factor that seemed to be a requirement in rock," Wexler continued. "We
both agreed that the entertainment was the music. If the music didn't entertain us, there
was nothing else we were interested in." The Allman Brothers Band, Wexler concluded,
didn't need "feedback, distortion, heavy equalization. . . . It was just music. Of course the
band had dynamics. They could play quietly and still floor you. Which his antithetical to
what people usually think of as rock: louder, louder, loudest-no soft. They had the soft."1’

In addition to their southern musical roots of blues, rhythm and blues, jazz,

country, and western swing, folk, among others, contemporary rock and jazz impacted
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the band's sound as well. Cream, which by that time had already broken up tumultuously,
was the most notable of the latter. Like the Allman Brothers Band, Cream was heavily
influenced by the blues. The band also comprised three virtuosos in Clapton, bassist Jack
Bruce, and drummer Ginger Baker. But most importantly, Trucks recalled, "They were the
first [rock] band to really get into improvisation. They were an absolute necessity to what
came later. Without them, you don't get us."*®

What the Allman Brothers added to Cream's formula, which leaned heavily on the
blues, was elements of jazz. This introduction came primarily from Johanson, who
introduced his bandmates to John Coltrane, Miles Davis, Charlie Parker, Cannonball
Adderley, and the like. "Once we started listening to them," Trucks recalled, "We said,
'My God, you can do THAT with music!"® The "that" that Trucks referred to, was jazz. "It
was that jazz element that | think made the Allman Brothers something brand new, that
no one had ever heard before," Trucks posited.?® The band was amalgamating a number
of musical sources, but its inclusion of jazz is what set it apart.

Trucks's conclusion is only partially right. Other bands of the era had incorporated
jazz leanings in their playing, most notably the Grateful Dead. But while the Dead had
some roots in rhythm and blues and blues, its members were not the instrumental
virtuosos that the members of the Allman Brothers Band were (guitarist Jerry Garcia and
bassist Phil Lesh were notable exceptions). In addition, the Dead's extended jams were

much more freeform than those of the Allman Brothers, whose song explorations tended

to stay within the construct of a melodic structure. While the individual soloists could
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(and did) take the song wherever they wanted to go—and the other members of the
band followed accordingly—the Allman Brothers Band's arrangements always had a
distinct beginning and end. Nearly all of their songs—instrumental and otherwise—
adhered to this precept.?!

A spontaneous approach to music is a hallmark of the jazz form, as is music with a
rhythmic "swing"—which is evident in many of the band's songs over the years. Jazz
inspired the Allman Brothers Band to pursue improvisational music, and improvisation is
where their blues roots and jazz intersected.??

Whether inspired by Cream, the Grateful Dead, Miles Davis, or John Coltrane,
band members dedicated themselves to creating music unfettered by the constraints of
the traditional music business. For the Allman Brothers Band, that meant both their
choice of repertoire and, most notably, their song arrangements. The band that later
became most famous for its live alboum of ten- to twenty-minute songs began as a band
that practiced the habit. Spontaneity was essential. The music, Trucks stated, "was not
preconceived at all. . . . The whole sound evolved and developed out of that spontaneous
jamming."?3 From those jams and improvisations developed songs and arrangements.
"Our rehearsals consisted of a lot of sitting around and playing, improvising," Betts
remembered. "Gregg would have a song with chords. We'd forget about the song and
just play off two or three chords, and just let things kind of happen. Berry would start a

riff, and everybody would go to that and try to build on it. And if it didn't happen. We'd
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go on to something else. As vague as it sounds, | think that's why it sounded so natural;
that whole thing was a real natural process."%*

The extended jams, then, became both a means for the band to satisfy itself
musically, as well as a way to turn its back on the music business they had so desperately
strived to become a part of. As Gregg Allman wrote, "[W]e didn't want to just play three
minutes and it be over. We definitely didn't want to play nobody else's songs like we had
to do in California. We were going to do our own tunes, which at first met mine, or else
we're going to take old blue songs like 'Trouble No More' totally refurbish them to our
tastes."??

Muddy Waters's 1955 recording "Trouble No More"—an adaptation of Sleepy
John Estes's 1935 song "Someday Baby Blues"—was the first song the six band members
played together when Gregg arrived in Jacksonville on March 26, 1969. Though their
arrangement adheres relatively closely to Waters's, it is considerably faster, a full minute
longer, and more heavily stresses the backbeat, probably due to the rhythm section of
two drummers. While none of those elements were uncommon to covers of black music
by white musicians, the Allman Brothers version of "Trouble No More" also features
longer instrumental passages—guitar solos taken by both Dickey Betts and Duane
Allman, the latter on slide guitar. The arrangement of this blues standard represented a
new dimension for blues rock—and Allman's second major stamp on American popular

music.2®
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The band soon incorporated Gregg Allman's "It's Not My Cross to Bear" into the
Second Coming's instrumental arrangement of "Don't Want You No More." No
documentation exists about where Oakley and Betts got the inspiration to cover the
song, much less do so instrumentally. Their unique take on the song is first heard on a
bootleg recording that circulates from a Jacksonville, Florida show in March 1969 with
Betts playing the song's vocal lines on guitar. The new band adopted nearly the same
arrangement as the Second Coming, with a few exceptions. First, the band shortened the
song, from nearly nine minutes in March 1969, to less than three minutes on their debut
album, recorded in August of that year. Second, Betts and Duane Allman played the vocal
melody lines in harmony. Harmony was an important element of the band's sound, one
Betts cites as a big reason Allman was attracted to him as a guitar player.?’

Because harmony requires musicians to play notes in different intervals of a major
or minor scale (typically a note that is a third and/or fifth from the melody note), most
harmony parts are carefully worked out by songwriters and musicians.?® Because the
band thrived on improvisation and because neither Betts nor Allman had any appreciable
formal musical training, this was not the Allmans’ approach. The guitarists instead
worked out their harmony arrangements by ear in rehearsals and jam sessions. "When
Duane and | would work on harmonizing guitar parts, we didn't use any kind of technical
approach," Betts said years later. "We didn't study the structure of the scales or spend
time figuring out on paper what should work. We approached harmonizing guitar parts in

the same way we approached vocal harmonies: we would try a few different ideas, and
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go with the one that sounded the best to our ears. Usually, I'd have a certain sound in my
mind that | was after, and we used a 'trial and error' method to find it."%° Harmony
guitars were one of the Allman Brothers Band's contribution to contemporary American
rock.

In addition to reworking cover songs to include twin-guitar flourishes, Gregg
Allman was in the midst of the most prolific writing period of his career. He arrived in
Jacksonville with nearly two dozen songs, only two of which the band liked: "It's Not My
Cross to Bear" and "Dreams." Inspired by the new environment, he quickly wrote two
more staples of the Allman Brothers Band's repertoire: "Whipping Post" and "Black-
Hearted Woman." "Writing those songs was a lot of work," he recounted later, "but it
was so gratifying, because it was a true labor of love. Everybody had their mind so nicely
open, and we worked so well together."3°

The band worked tirelessly on Gregg Allman's songs, changing arrangements,
tempos, and the like. As Johanson recalled, "Gregg's tunes were a bit more involved so
we'd practice them four or five times to get the arrangement down, and then play them.
After we played them on a couple of gigs, Duane would say, 'On this part here, let's do
this or that instead.' What we were doing really scared the hell out of Gregg—he was
used to playing R&B. . .. | was used to playing R&B, but the kind of stuff that was in my
head, these guys were bringing it out."3! "Gregg would just come in with completed
songs and we would work them up at rehearsal," Trucks shared, "and sometimes add

whole instrumental sections."3? The band reworked the songs in rehearsal and on stage.
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"A lot of the ideas for the arrangements for the songs would come together through
jamming," Betts recalled. "Like in '"Whipping Post,' for instance. When Gregg brought the
song to present to the band, he just strummed it on acoustic guitar and sang it. So all the
parts and the arrangement and all that was just taken from just jamming together a lot.
You know, like, 'Hey, let's put this part of that jam we was doing the other night in this
song'— that sort of thing."'33> However, before the band developed the song's expanded
arrangement (one that topped twenty minutes within a year), bassist Berry Oakley
reworked it from a ballad into a driving blues tour de force in 11/4 time.?* ""Whipping
Post' was a ballad when Gregg brought it to us," Betts remembered. "It was a real
melancholy, slow minor blues," he said. "Oakley came up with the heavy bass line starts
off the track along with the 6/8 to 5/8 shifting time signature."3>

Oakley's influence on the band's development cannot be overstated. His talents
and approach were particularly well-suited for the group. As its bassist, he was the glue
that held the rhythm section together. But the bass is also a melodic instrument, and
Oakley was one in a long line of rock bassists who were taking the instrument in new
directions.

In addition to helping with song arrangements, Oakley's approach to the bass
provided an ideal counterpoint and a solid foundation for the guitars of Betts and Allman.
He was the perfect bass player for Duane Allman's guitar playing. "The first thing | noticed
was that my brother and Berry Oakley were locked," Gregg Allman observed. "Berry was

the bass player my brother had always been looking for. . . . They were so tight—
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spiritually, musically, brotherly—they really had a thing going. . . . Oakley was a very
instinctive bass player, because he knew when to just sink into the repetition of a song,
so the bottom was there for the rest of the band."3®

Oakley's experience as a lead guitar player carried over into his bass playing. His
"lead" bass was a major element of the band's sound. It provided a melodic counterpoint
to the two guitarists' lead forays, while staying grounded rhythmically with the organ and
two drummers. Not only that, but the bassist’s melodies often laid a foundation for the
band's improvisational explorations. As Betts recalled, "There were times when Berry
would be playing a line or phrase, and Duane would catch it, then jump on it and start
playing harmony. Then maybe I'd lock into the melodic line that Duane was playing, and
we would all three be off. That kind of thing was absolutely unheard of from a rock
bassist. | mean, Berry would take over and give us the melody."3’ "As much as Duane,"
Trucks said, "Berry was responsible for what this band had become."32 "Oakley was the
first cat who allowed me to relax and enjoy his playing," Johanson shared. "Berry
essentially played lead bass, but it had such a beautiful melodic quality to it that | just
loved. He was powerful man," he remembered. "Berry was an experimentalist, many
times he would be playing lead right along with Duane and Dickey."3°

To sharpen its sound, the band rehearsed incessantly. "There were lots of
instrumentals and jams, and in the vocal songs that was a lot of jamming between the
verses," Gregg Allman recalled. "It just kind of happened that way because we liked

playing together so much, and someone would always come up with a new idea and keep
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a song alive. Some songs were regular length, but some were real, real long."4° While
somewhat influenced by the Grateful Dead—the acknowledged progenitors of the
jamming form in rock music—very few of the Allmans’ musical excursions were of that
unbridled, freeform style. The difference can be traced to influence. The Allman Brothers’
music reflected its southern bearing. "The Dead's philosophy was always very similar to
ours," Dickey Betts said. "We sound very different because we're from different roots.
They're from a folk music, jug band, and country thing. We're from an urban blues/jazz
bag. We don't wait for it to happen; we make it happen."4! The Allman Brothers Band did
so with more tightly controlled arrangements that leaned heavily on the blues. "We owe
a lot to the blues man," Duane Allman shared, "A lot of background and stuff. But we got
a lot of our own stuff in there too."4? Improvisation within the song structure or form was
key. "Structurally," Allman continued, "you don't even have to stay within the framework
to convey the blues idea or feeling. You really can't explain it, it's not something you can
hear. You just have to feel it deep down inside. And let it all come out naturally."4

The band practiced not only to tighten its sound, but also because they truly
loved playing together. Like Duane Allman, they all finally felt they had met their musical
brethren. "The kind of stuff that was in all our heads," Johanson remembered, "we were
bringing it out of each other's heads."4* Betts called it musical telepathy. "We were into
individual expression. We were also lucky the time was right for free thinkers. It was a

free period."*
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In addition to learning "Trouble No More" and Gregg Allman's newly penned
tunes, the band worked up versions of the Second Coming's covers of the Willie Dixon-
penned, Muddy Waters-recorded "Hoochie Coochie Man" and the blues standard "Sweet
Home Chicago," which Oakley sang. Gregg Allman recalled the band playing standards
from the era: Cream's "Crossroads" (which the Allman Joys had covered in 1966) and B.B.
King's "Rock Me Baby" (which Jimi Hendrix famously opened his set with at the 1967
Monterey Pop Festival). The band also worked up a cover of Ray Charles's version of "I'm
Gonna Move to the Outskirts of Town" and Bobby "Blue" Bland's "Stormy Monday," both
at more than double the length of the original.*®

There is no clear mention of where "Mountain Jam," the band's greatest jam
vehicle and only truly 100 percent improvisational piece, originated. The Allman Brothers
song is based on a relatively simple melody from "There is a Mountain," a 1967 single by
British folk artist Donovan Leitch that reached number eleven on the Billboard chart. The
Grateful Dead had incorporated elements of the melody in their song "Alligator," played
live beginning in 1967 and recorded on their second album, Anthem of the Sun, released
the next year.*’ Johanson found jazz in the composition's development. "What [multi-
instrumentalist] Ornette Coleman was doing in 1959 with [drummer] Ed Blackwell was
basically what we were doing," he noted. "A good example is, Twiggs came up with this
thing, a Donovan song, 'There is a Mountain.' Twiggs and Duane played it, then Dickey
and Duane played it." He then described how the band combined the melody of the

popular song with a common southern folk song. "[Duane] took the melody to 'Mama's
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Little Baby Loves Shortnin' Bread,' and Dickey's melody answered and made statements
to Duane's melody."*® Gregg Allman says it was his brother Duane who brought the idea
to the band. "'"Mountain Jam' was my brother's thing," he wrote. "We just started playing
it one day. It's not that he had a thing for Donovan time—it's just a happy little melody
and it makes for a really nice jam."*® "It was literally a jam that turned into a song,"
remembered Betts.”® A twelve-minute snippet of the song is featured on a show
recorded at Macon's Central City Park on May 4, 1969—a little more than a month after
their arrival from Jacksonville.”* Within less than a year, the band would stretch out the
song beyond thirty minutes, including multiple movements and solos from all six
members.

The Central City Park show is the only surviving live recording of the Allman
Brothers Band in 1969. The setlist is short, including Gregg Allman originals "Black
Hearted Woman," "Dreams," and "It's Not My Cross to Bear." In addition to "Mountain
Jam," the covers include "Don't Want You No More," spliced on to "It's Not My Cross to
Bear;" the blues standard "I'm Gonna Move to the Outskirts of Town;" and John Lee
Hooker’s "Dimples," a twin-guitar riff that the Allmans had been playing since the days of
Hour Glass.

While virtually no audio recordings exist from the band's first nine months
together, sessions for its first album provide some documentation of their repertoire. By
August 1969, when the band went into the studio to record its first aloum, it had added

at least three more songs to setlists: Gregg Allman's "Every Hungry Woman" and
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"Whipping Post," and "Statesboro Blues," the Taj Mahal cover of the Blind Willie McTell
song that inspired Duane Allman to pick up slide guitar.>?

"Dreams" is an interesting part of the Allman Brothers Band canon. Of their early
compositions, it is the one that is most clearly jazz-influenced. Johanson dubbed it "'My
Favorite Things' with lyrics," referencing the Rogers and Hammerstein tune from The
Sound of Music that saxophonist John Coltrane had released in 1961. The waltz-time
“Dreams” also closely mirrors "All Blues" from Miles Davis's groundbreaking album Kind
of Blue, from which Johanson derived his drum part.>® The tune reflects this in several
ways, particularly in its gentle 6/8 rhythm and a long, improvised solo over a two-chord
vamp.>* "Dreams," Duane Allman opined, "is the effect that good jazz has had on us.">®

"We all really got in the Coltrane together," Gregg Allman noted, "which became
a big influence, and that was because of Jaimoe.">® "When we were first putting a group
together," Duane Allman shared, "We were listening to Jefferson Airplane and the Dead's
records. We were all kicking around down South, buying records out of the Kmart and
taking them home and digging them. And [Johanson] comes along and says, 'Well that's
cool—good, but check out what | got over here, this collection.' They just turned us all
around. We heard with them cats were doing. Knocked us out.">’ Davis's Kind of Blue and
Coltrane's My Favorite Things were both band favorites.>® "It's like the blues background
was right in there," Betts shared, "and then like Roland Kirk, Pharoah Saunders, and John

Coltrane kind of gave my music that far-out effect, and then adding that blues thing

makes it a little more soulful than your jazz music."*? Jazz became the bar for the band's
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musical aspirations. "Those [jazz] cats catch the flow, so it's on a level man that—like if
you can ever achieve, you'll never be satisfied with nothing else," Duane Allman said. "If
you can get the music flowing out there, where you don't have to listen to it, it just takes
you away. That's the way we try to do it. It's what we want to get out of it."®0

The band members' other listening habits also influenced them, as reflected in
the band's repertoire, songwriting, and performances. Each member continued to mine
his own influences and introduce them to each other. "We all dug this different stuff,"
Gregg Allman remembered, "but then we all started listening to the other guys' music.
What came out was a mixture of all of it."®! "Everybody had their records that they
listened to and we just shared them," Johanson recalled. "l had no idea who the Grateful
Dead or the Rolling Stones were, though | had heard some of their songs on the jukebox.
Butch turned me on to all that stuff. Dickey was into country and Chuck Berry. Duane,
Gregory, Berry, and myself were the rhythm and bluesers."®? B.B. King, Allman's guitar
playing inspiration for many years, remained in rotation, as did electric bluesmen Albert
King, Junior Wells, and EImore James; acoustic bluesmen Lightnin' Hopkins, Blind Willie
McTell, and Robert Johnson; rhythm and blues singers such as Ray Charles; and
contemporaries like Eric Clapton.®?

Soon after relocating to Macon, the band began life as a touring ensemble. Time
on the road touring would consume the better part of the band's next two-plus years. It

was a life the band members were already well familiar with throughout their previous
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bar-band careers. Touring was how the band built a reputation, secured a loyal following,
and ultimately achieved renown.

The band's first show in Macon was at the College Discotheque. A flyer for the
show features hand-drawn graphics of a vine with flowers surrounding typewritten text
(presumably drafted by Phil Walden or someone from his company), marketing the
Allman Brothers as part of the Age of Aquarius and highlighting the band’s unique
approach:

A newly formed underground blues-rock group from Florida is now working out of
Macon, Georgia. The six-member male group consists of two guitars, two
drummers, a bassist, and an organist.

DUANE ALLMAN, lead guitarist and vocalist, was formerly a member of a San
Francisco rock group THE HOUR GLASS. He was nicknamed "SKYMAN" by WILSON
PICKETT for his unusual style as he played guitar on "Hey Jude." When Atlantic
Records heard his performance on "Hey Jude" he was immediately requested to
do recording sessions for some of their other artists. Included in his credits are
"The Weight" by ARETHA FRANKLIN, "Ob-La-Di, Ob-La-Da" by ARTHUR CONLEY,
and "The Road of Love" by CLARENCE CARTER. DUANE'S brother GREGG is the
featured vocalist and organist with the group. GREGG was also formerly with THE
HOUR GLASS. BUTCH TRUCKS and JAI JOHNNY JOHNSON [sic] are the drummers.
JAI JOHNNY formerly performed with OTIS REDDING, PERCY SLEDGE, and JOE TEX.

DICKY [sic] BETTS, the second lead guitarist and BERRY OAKLEY, the bassist were
members of THE SECOND COMING who presently have a record on the charts
entitled "l Feel Free."

These six members comprise the most inventive experimental blues rock group in
existence today. Prepare your mind to be musically educated as you experience
THE ALLMAN BROTHERS.

At the top of the flyer, hand-written in bubble letters, was the band's name: The Allman

Bros. At the bottom, also hand-written in bubble letters was the phrase "Experimental
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Blues Rock Music Feast." Admission for the concert, advertised to run from 8:00 p.m. to
12:00 a.m. on May 2 and 3, was $1.50.%4

Several things stand out about the flyer. First was the prominence of Duane
Allman in the promotion of the show and in the band. Typically, bands were known by
their front men, and they were rarely guitarists who did not sing. Allman's reputation on
"Hey Jude" and other FAME tracks preceded him. (A local radio promotion highlighted his
slide guitar: "Skyman will be playing slide guitar using the neck from a wine bottle!"°)
Second was how the flyer marketed Hour Glass, a failed band out of Los Angeles, as part
of the San Francisco sound. Clearly, the band and its management saw an affinity
between the Allman Brothers Band and the improvisational music emanating from
Northern California. It's also evident that Walden believed the Second Coming's
popularity might heighten interest in Betts and Oakley's affiliation with the band. Finally,
the language used to promote the show reflects the band's roots and originality of its
approach: blues, rock, experimental. The same radio promotion added a special invitation
to hip youth: "Heads welcome."®®

Reaction to the show was muted at best. As Trucks recalled, "This Top 40 disc

jockey said, 'l don't know if that was good, but it sure was loud." Twiggs Lyndon
remembered that the show drew thirty-seven paying attendees.®’ Following the two

shows, the band played a free concert at Macon Central City Park. A week later, May 11,

1969, the band ventured ninety miles north to Atlanta to do the same at Piedmont Park.
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It has never been entirely clear why the band chose Piedmont Park, but the
grounds had been a regular gathering spot for Atlanta's hippie community.®® John Meeks,
drummer for the Second Coming, had lived near there before decamping to Florida.®®
Oakley had also lived in Atlanta prior to moving to the Sunshine State and was surely
aware of the gatherings. Whatever the reason, the band made a lasting impression on
those who were there—both the band and, particularly, the audience.

In what might be described as a reaction to the "Experimental Blues Rock Feast"
he had just heard, E. Bommba Jr. wrote in a letter to the editor of Atlanta's independent
newspaper The Great Speckled Bird: "For the rest of us there is, was, and shall remain
Music. . .. Sunday it was the ALLMAN BROTHERS, an aggregation soon to be too
important to play Piedmont Park . . . their music is compulsion and became at our
reception propulsion. ... music is the greatest radicalizing force in our culture. It cannot
be used as a tool . .. for other methods . .. as happened in our little park, it overwhelms
verbal communication."’? Atlanta-area promoter Alex Cooley, who staged the Atlanta
Pop Festival in 1969 and again in 1970, was also in attendance. "One of the things about
the Allman Brothers that always impressed me, and this was from the first time | saw
them," he recalled, "[is] the feeling of one instrument. It's a group of people so in tune
with each other that when they are playing together so perfectly, that they all know what
each of the others are doing. . . . It's something that's really rare, even amongst the best

of musicians. . .. | remember being on stage and seeing it and marveling at it."’?
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The performance made a tremendous impression on others as well. An unnamed
correspondent wrote The Great Speckled Bird the following week:
Dear Bird, In case you haven't been hipped to the fact, | would like to report that
a fantastic new rock group played for the Sunday afternoon gathering at
Piedmont Park. They were called The Allman Brothers and are out of Macon,
Georgia. Well, they set up about 2 o'clock and proceeded to blow everybody's
mind within eye and ear range for the next several hours. The general opinion
going through the crowd was that these guys could stand up against the best-
Hendrix, Cream, etc. | am not alone in the opinion that they may be one of the
great pop music discoveries of 1969.72
The paper's answer was to point the letter writer and its readers to an article by Miller
Francis Jr. that it had published the previous week. Francis's review highlighted how truly
original the band had become in less than two months together. It also underscored the
clear African American influences on the band and its repertoire. The cover of the May
19, 1969, edition of The Great Speckled Bird (misdated as April 19, 1969) featured a
photograph of Duane Allman at Piedmont Park. The caption read, "There are times when
it's easy to think that the rock and roll musician is the most militant, subversive, effective,
whole, together, powerful force for radical change on this planet; other times you know
it's true."”3
"The Allman Brothers," Francis wrote, "play a form of what some might want to
call 'hard blues' but that term merely relates their music to what we already recognize
and accept as valid; it says nothing of their real achievements." Francis highlighted the

band's originality. "What informs their creation is not black music but the experience of

young white tribesmen in experiencing black music. After all, Ray Charles, and what he
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means, is a crucial part of the lives of this new generation of non-blacks."’* The band
recognized this freshness as well. "What made that band so good," drummer Jai Johanny
Johanson remembered, "is we did less copying people. We were more inspired by
people. A lot of our inspiration was within ourselves and in each other. The first lineup of
the band was inspired by other artists, but we brought our own thing to it."’> The six
musicians seamlessly incorporated their influences into a sound unique to them. Francis
found it authentic. "Thus," he continued, "black music can be approached creatively by
our musicians if the jumping-off place is our experience of that music rather than the
music itself." The Allman Brothers Band, he wrote, "Are a fantastically together group of
young rock and roll musicians whose music draws as heavily from the blues as the
experience of young white tribesmen can without exploiting its source."’® Bruce
Hampton, lead singer of the Atlanta-based Hampton Grease Band, was in attendance and
remembered likewise. "To me they were as good then as they ever got. They were on
fire. The intent of the essence were there. It was just pure as hell. You could feel the
purity in the fire in the intensity: nobody was playing checkers or talking business. This
was music for music's sake. The chemistry of putting all those guys together took them to
a different level."”’

Working from Macon, the Allman Brothers Band began a relentless touring
schedule that kept them on the road for an average of 250 days a year for the next two

and a half years. Their first stop outside the South was at a May 1969 record industry
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showcase in Boston hosted by promoter Don Law at The Boston Tea Party. In a bizarre
pairing, the Allman Brothers Band opened for the Velvet Underground.

As manager Phil Walden remembered, "l got all the major agents to come up and
they all had a little critique afterwards. Most of the agents, | think, didn't really
understand what the band was trying to do musically. Most of those guys, at the time,
were into bands like the Who or other English groups."”® Jon Landau was also there. "The
band was not yet all that together and after their performance everyone present had all
manner of suggestions to make to both their manager and to them personally, yours
truly included," he reported. "One individual suggested that 'the good looking boy'
(Gregg) get out from behind the organ and do the lead singer thing. | agreed with that
and also suggested that they needed more of a stage act, in general. Someone else
chimed in with the thought that they should turn down the volume."”? "The comments |
heard that night," Walden recalled, "were things like, 'You know, you ought to dress up
those guys a bit.' And | remember Duane made one of his classic remarks, which was,
'You know, if you wanna go to a fashion show | suggest you go to the garment district.
But if you want to hear rock 'n' roll music, you shouldn't be too concerned about what
we're wearing.'"®0

The showcase failed to generate any interest in the band except from Don Law.
The promoter, who ran the Boston Tea Party and hosted the showcase, heard
tremendous promise in the band's new sound. "l feel privileged to have them there in

that room. It was exciting and exhilarating. They were something magical happening."®&?
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"We were elated with our sound," Betts remembered, "but every record company in the
country turned us down. 'All the songs sound the same.' 'They don't have a front man'. ..
all this corny junk. So we just started to travel around the country playing for free. In
Boston, | remember we moved into a condemned building and ran an extension cord
from the next building. We played in the park there—we'd get some hippies together and
build a stage."®?

At Oakley's urging, free shows became a hallmark of the Allman Brothers Band’s
first year. As Betts recalled, "Berry wanted to bring all the people together and show that
there were a lot of us that thought a certain way. His sense of the big picture was very
sharp." "We created a movement in that town," he continued. "Berry was really aware of
what was going on at the time—bringing people together to where we could say, 'Gee,
there's a lot of us!' ... Berry had a sense that it was more than music."®3

By bringing the concept of free concerts to the band, Oakley also asserted a
leadership role, one that is often overlooked when talking about the band's history and
its founder, Duane Allman. "Berry was as much the leader of this band as Duane was,"
Johanson said. "In fact, the brains behind the Allman Brothers Band was Berry. He knew
enough about how to do business, and he knew how to deal with people."8 Oakley, Betts
said, "was also a huge personality. He was the social dynamics guy. He wanted our band
to relate to the people honestly. He was always making sure that the merchandise was
worth what they were charging, and he was always going in and arguing about not letting

the ticket prices get too high, so that our people can still afford to come see us."®>
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Free shows reflected both the hippie aesthetic Oakley brought to the band (they
had been a hallmark of San Francisco's early rock scene) and a way to expose listeners to
the band's music. Most free shows coincided the band's paying engagements. "That's the
secret of their success: working. We worked the hell out of the states. This band played in
almost every town that had a hall," recalled Bunky Odom, of Capricorn Records. "They'd
play anywhere, and if they were passing through a town on a Sunday, their day off, they'd
play in a park if they could get electricity."8®

Though it is impossible to know how many free shows the Allman Brothers Band
played in its early years, several specific instances stand out. The band continued to
frequent Piedmont Park through at least September 1970, playing multiple shows that
The Great Speckled Bird documented.®” Photographs and a partial recording exist of a
free January 1970 show on the campus of the University of California-Riverside. A list of
important dates in the school's history records the date as January 24, 1970. "The Allman
Brothers Band spend the afternoon playing soulful rock on the grassy knoll near the bell
tower. Crowd size varies all day."® Bruce Harvie shared a reminiscence of the show,
which he said was attended by (at most) three dozen people. "I'm DJ'ing at our local
college radio station (KUCR—Riverside, California), and above the console is a freshly
minted copy of the ABB's first LP with a note saying, 'These guys are playing for free at

the plaza at noon—please plug it!,'"" he remembered. "[T]he band sets up, and proceeds

to blow for 3 hours or s0."8 The New Orleans Express documented a free concert the
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band played on August 23, 1970, at a regular Sunday gathering of youth in the city's
Audubon Park.%

Initial paid engagements were held at places where Hour Glass or the Second
Coming had previously played. As Twiggs Lyndon recalled, "Berry and | would sit down
and call these people up, ask to work for 50, 80 percent of the door, no guarantees. We
worked a job in Cocoa Beach, Florida; we had a 60/40 deal, and our 60 percent of the
door was $52.50."°! Atlanta-based promoter Alex Cooley remembered that he booked
the band "in real small places like Statesboro College and gymnasiums in Valdosta. . . .
They used to play Florida, just any wide spot in the road. . . . tent shows in Memphis,
Chattanooga, Jacksonville. | remember playing Daytona Beach at an armory. It was
depressing."%?

Despite the challenges, the band remembers these early days fondly, mainly
because they associate these memories with the quality of the music. "We were having
too much fun for it to be hard," Trucks shared. "We did a lot of playing; we worked our
butts off. ... We didn't want to be nowhere else. It was the only place to be. It didn't
matter whether or not people liked it; we liked it. That's all we wanted to do."

"Constant touring fueled the band's growing popularity," Willie Perkins, the
band's road manager from May 1970 through 1976, wrote. "When we weren't playing for
pay, the band would jam for free. If there weren't any gigs, Duane would fly to New York

or Miami for outside sessions." The band toured nonstop through fall 1970 playing

mostly at smaller clubs and colleges. "Occasionally there were opening or 'special guest
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star' slots on major shows," Perkins recalled, "We also played what would turn out to be
the last free concert at Piedmont Park in Atlanta. The park could no longer handle the
crowds, and we were unable to get the newly required permits without a hassle."%* As
Odom noted, "All the traveling proved indispensable in gradually building a following. It
all comes back to going out there, having the will to do it, and going forward. Playing for
the American public. This was a real, true people's band."%* The term "The People's Band"
became somewhat of a mantra for Walden in 1971.

The band believed it had nothing to lose in following this path. "The truth is,"
Betts shared in 1991, "not one of us in the band really thought we would be that ultra-
successful, because we were not commercial at all. We were purposely trying not to be
commercial; we were just saying, 'We're gonna play music, and we're gonna play for our
people here, that we can look in the face and see, and we're not gonna play for record
executives and people that sell things."? Live performances ultimately proved to be a
winning strategy.

Exact documentation of the group's early touring schedule is somewhat spotty. In
the late 1990s, Kirk West, long the band's unofficial archivist, created a list that has
circulated as "ABB Song Lists 1969-1999." While the concert list from May 1969 through
about 1970 is incomplete, it does report many shows from 1969 held on the band's
home turf of Florida and Georgia, with scattered shows in South Carolina and Alabama.®®

One such show was an appearance at a battle of the bands organized by Buster

Lipham, a Gainesville music store owner who developed a rapport with the Allmans,
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Betts, and Oakley when they were in Florida-based bands. Unsigned when they agreed to
appear in the contest, the Allman Brothers Band had a record contract in hand by Labor
Day weekend 1969, when Lipham staged the final show. They were therefore disqualified
from the competition. According to Marty Jourard, historian of the Gainesville-area music
scene, "They played the contest most likely as a favor to Buster, [who] had advanced the
band $13,000 worth of instruments, guitar amplifiers, and accessories. Secured by
nothing more than a handshake, the loan was repaid through weekly checks written to
Lipham Music by various band members a couple hundred dollars at a time."®’

As a veteran of a robust Gainesville music scene that had birthed such luminaries
as Rock and Roll Hall of Fame members Stephen Stills, Tom Petty, Bernie Leadon, and
Don Felder, Jourard recalls his amazement at the band Duane Allman had assembled.
"When the Allman Brothers took the stage as the last act to perform," he wrote, "it was
immediately apparent this was not just another rock band. (I was present and will attest
that the performance embodied a level of musicianship far above that of any other
group.) The overall effect of the six-member band was that of a single musical entity
performing songs that combine two-guitar interplay with passages of a free-flowing jazz-
like improvisation over a rhythm section of organ, two drummers, and a bassist."*® The
band's performance that day "set a standard for local musical excellence." Jourard heard

what Don Law and Miller Francis Jr. had already noticed. "What the Allman Brothers Band

brought to the ears of Gainesville musicians was not necessarily their specific approach to
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playing, which was a jazz-like style of rock and blues guitar improvisation at virtuoso level;
it was more about the power, precision, and unity of their overall sound."®?

The Allman Brothers Band gradually began to play more shows outside of the
South. Undeterred by the group's inauspicious first foray at the music industry showcase
he hosted in May 1969, Don Law continued to book the band at the Boston Tea Party,
including shows in June, October, and December of that year. In August, the band played
its first shows in New York City at a midtown venue called Ugano's. They returned to the
club that December as well. Later that same month, the band played two shows at
Ludlow Garage in Cincinnati, Ohio. The venue, advertised as "Cincinnati's new total
environment center," included space for community workshops, a snack bar (that didn't
serve alcohol), and an upper level for music and dancing.’® According to the liner notes
of an officially released Allman Brothers Band concert recorded there in April 1970,
Ludlow Garage was managed by "a communal group devoted to the new 'underground’
music which had blossomed during 1967's summer of love." Its grand opening featured
Grand Funk Railroad. The venue "soon attracted virtually every major
rock/eclectic/underground act en route through the Midwest. Visiting luminaries
included Santana, Spirit, Dr. John, B.B. King, Neil Young, Ry Cooder, Captain Beefheart,
and the Incredible String Band. But amidst all of this major talent, perhaps the best
rapport and working relationship was that between the garage and the Allman

Brothers."101
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Betts called Ludlow "one of our favorite roadhouse gigs back then. It was a real
dungeon but a great place to play. Just a great crowd, and the manager of the place, was
always a great guy. We just always had a good gig there."'%2 The show, Betts recalled,
was recorded "way before we started getting anywhere. We were still underground at
that point. We had a private, almost cult-like following."103

It was a following they earned through relentless touring as well as establishing,
believing in, and sticking to a singular vision. As Duane Allman told an interviewer in
1970:

Before this group, no one was laying it down as hard as we could do it. When we

heard it together for the first time, that's when we knew it. As the music got freer,

we were able to get into it more. It grew rather than being built. It just kinda
came out. We decided when we started that every set we ever played was going
to be the best set we ever did, and when you go on stage with that in mind, you
can do some incredible things. You can get everything out when you play anything
you want. It's the greatest communication in the world. Better than talking,
writing, anything. It's all there . . . it's so close. The group's like a one-piece unit
with six parts.194

In August 1969, with the Capricorn studio still under construction, the band
headed north to the Atlantic Records studio in New York City to record its debut album.
Released as The Allman Brothers Band in November 1969, the record included seven
songs. Only two, "Don't Want You No More" and "Trouble No More," were covers.
Neither, however, was a close approximation of the original. The other five songs were
Gregg Allman originals. Two he had written before joining the band: "It's Not My Cross To

Bear" and "Dreams." He penned the other three within the band's first weeks together:

"Black Hearted Woman," "Every Hungry Woman," and "Whipping Post."
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Recorded from August 3-12, 1969, the sessions proved to be a tense experience
for the band, as it was away from its natural element, the stage.® As Duane Allman said
after the release of the band's second album, "We play live, and making records, you
can't just do it over and over and over if somebody makes a mistake. Plus, the pressure of
the machines and stuff in the studio makes you kind of nervous."% This experience was
particularly true for guitarist Dickey Betts. Soon after the band set up in the studio, Gregg
Allman wrote, "Dickey set his guitar down and said 'Man, there ain't no windows in this
place—it's like a padded cell." Betts, Gregg wrote, "packed up his guitar, didn't say a
thing, and walked out."*%” The guitarist carried a discomfort and disdain for studio
recording for years thereafter. The environment, he said, "Seemed like a prostitution of
music. You been out playing in bars, then you go into concerts, and it's always the raw
communication between people. But here you are in this tin can with a bunch of
machines all round you, and you're expected to produce." He concluded, "It takes a long
time to get used to it, you know?"18

Reflecting the band's primary means of working, the debut album "was basically a
live album done in the studio," Duane Allman noted. "There were very little overdubs on
it," he continued. "But all the solos and that sort of thing was done right when the track
was being played."'%° In November 1969, Atlantic released The Allman Brothers Band.
Butch Trucks recalled, "Phil Walden had a thermometer on the back of his door. He just
thought that this music was so good that everybody would immediately figure that out

and it was just going to go through the roof." Walden picked up the story. "To fill up the
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bottom would be like 100,000 [copies], then it went 200, 300, 400, 500,000. The red part
ended up at 32,000 so it was not a whole lot of red in the thermometer. It was
recommended by Atlantic after the first album that we break the band up because
nothing was ever going to emerge from the South."*'° Gregg Allman was not surprised at
the poor sales. "We didn't spend enough time on it, we didn't refine it enough, and we
were better than that," he said. The record came out at the end of 1969 and, he said,
"just barely grazed the charts—No. 188 with an anchor."!!

Despite the setback, the band continued its relentless touring schedule. "At the
time," Don Law recounted, "the most valuable piece of promotion available was word of
mouth. That was true of everyone, but especially for a band as strong as the Allman
Brothers. It was obvious to anyone who saw them that they were fantastic."'? One
person who gained an affinity for the band in this period was promoter Bill Graham, who
had been involved in the early days of music promotion in San Francisco. It was Graham
who opened one of rock's earliest music venues, the Fillmore Auditorium, in December
1965. In March 1968, Graham unveiled the Fillmore East in an old Vaudeville-era theatre
in Manhattan's Lower East Side. In 1967 and 1968, Hour Glass had played seven shows
opening for other bands at Graham's San Francisco club. Their appearance as the Allman
Brothers Band at Fillmore East on December 29, 1969, permanently altered the band's
trajectory.

The band made a tepid first impression on the venue's staff. "We didn't know

anything about the Allman Brothers," Alan Arkush, one of Graham's employees, recalled.
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"No one had ever heard of them. The album wasn't out yet. But the album cover was up
in the lobby of Fillmore East. It had a picture of these guys standing naked in a stream,
and we thought, 'What a bunch of redneck yo-yos,' our cynical New York attitude." The
band arrived late for their sound check, a cardinal sin in the fast-paced, well-oiled
machinery of Graham's operation. "We didn't realize they were driving up from Georgia,"
Arkush continued. "This van pulled up, and they piled out of it with all their amps.
Must've been the first time in New York. These rednecks with their crummy, beat-up
Marshall amps. We were going, 'These guys are going to be something else. Hope they
don't get naked." The staff's reaction changed quickly from jeers to cheers as the band
began its sound check. "People came out of their offices. Everyone stopped working and
just start of stood there and went, 'Oh. These guys are for real." The band made an even
bigger impression once they performed in front of an audience. "They played four, forty-
five minutes sets and that weekend we couldn't get enough of them. We thought they
were fabulous," Arkush said. "The crew all voted to have the Allmans back."13

The audience was decidedly less interested in the band than the Fillmore East
staff. Following an ill-fitting opening for the Velvet Underground seven months earlier in
Boston, the Allman Brothers Band opened for Blood, Sweat, and Tears in their first
Fillmore East appearance. "Their music was very different from ours," Gregg Allman
recalled, "and some of the people there weren't ready for blues like we played, so it was

all together brand-new to their ears, but Bill [Graham] loved us."4
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The Fillmore East's manager apologized to the band's road manager, Twiggs
Lyndon, for the odd pairing. "After the show, Kip Cohen apologized to me, and while we
were making small talk, [he] asked who did the band like," Lyndon recalled. "Who were
their influences, who would they themselves buy a ticket to see? | named off some
people, 'B.B. King, the Grateful Dead, Roland Kirk in that order."'11°

Lyndon thought little of the conversation and the band headed to Philadelphia for
several shows at the Electric Factory on January 9 and 10, 1970. While there, the band
learned they were booked to play the Fillmore West January 15 through 18, on a bill that
included Buddy Guy and B.B. King. Following a show, Lyndon recounted, "l went to the
office to get paid, and Bill Graham was there to see me. He said, 'l love your band; how
did they enjoy playing here?' | said 'They never thought they'd be able to play with B.B.
King; that was heaven for them.' He says to me, 'He was y'all's first choice, wasn't he? |
felt so bad, having put you on that bill in New York, | wanted to make it up to you. . ..
Now you've got two weeks to get back to the Fillmore East because I've got you booked
in there with the Dead.""'® Graham understood the Allman Brothers Band in ways others
didn't. The music wasn't inaccessible so much as it needed presentation in tandem with
similar sounds. This insight created a symbiotic relationship with the band that lasted
through Graham's sudden death in 1991.

The band treasured its relationship with the notoriously cantankerous promoter.
Gregg Allman wrote glowingly about Graham and what he meant to the band's career.

"Sometimes it ain't what somebody does for you," he reflected. "It's just the fact that
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they remember you." He acknowledged the band's debt to Graham. "Here we were, out
on the road, working our asses off, and the competition looked so tough. . .. [H]ere we
were, with one record that had just come out, and it was going nowhere. . .. What Bill
Graham really gave us—and so many other bands—were places to play where you didn't
need to know Top 40 hits or Beatles songs. You could play your own tunes and that's
what we needed."*’ Allman and his band had already found originality in their music. In
Graham, they had also had found a major promoter who appreciated it.

Though the Grateful Dead and the Allman Brothers Band had crossed paths briefly
in July 1969, when the former played a show at Piedmont Park in Atlanta, the Dead—at
that point a major band in the American rock music scene—was relatively unfamiliar with
its southern counterparts. In liner notes for a release of his soundboard recordings of
portions of the Allman Brothers Band's sets that weekend, the Dead's soundman Owsley
Stanley wrote his impression of the band:

In the summer of 1969 we played at a "pop" festival in a park in Atlanta, Georgia.

We had been hearing about a local band from Macon called the Allman Brothers,

and someone brought members of the band over to meet us. As | recall they

didn't play at that time, so we didn't hear their music until their first record came
out that fall.

So when we were booked into the Fillmore East on a triple bill with the Allman

Brothers (and a band called Love), | was very pleased, and looked forward to the

shows with anticipation, as | had heard their record and liked the band. On seeing

their setup, | was surprised to note that they, like the Grateful Dead had two trap
sets. You can't tell what sort of a concert set-up a band has from a record, since
the art of overdubbing produces all sorts of sound combinations. There is a lot of

percussion in the Allman's music, like the Dead, and so the two bands were really
close in many ways.18
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Stanley's recording, an amalgam of the six sets the Allman Brothers Band played
that weekend, reflects additions to the band's setlist since the recording of their first
album. In addition to "Trouble No More," "I'm Gonna Move to the Outskirts of Town,"
and "Mountain Jam;" the band played Gregg Allman's "Whipping Post" from their first
album (at 8:12, nearly three minutes longer than the original); reintroduced to the setlist
its revved up version of "Hoochie Coochie Man" with Oakley on vocals; and performed
their cover of "Statesboro Blues." But what truly sets the shows apart at this juncture is
Betts's instrumental "In Memory of Elizabeth Reed." The tune, at that point about nine
minutes in length, began the set. It is a truly original work, one that demonstrates Betts's
tremendous talent as a musician and composer, particularly because it represents his
first songwriting effort for the band.

While Betts introduced "In Memory of Elizabeth Reed" in a mostly fully formed
state, his bandmates surely knew the guitarist had this ability within him before he
brought the song to the band. "Dickey had a lot of ideas," Johanson recalled. "[He] was a
little hesitant to share them—he wasn't secure enough about what he was doing, which |
think worked to his advantage, because he'd have something almost perfect before he'd
bring it in."!1°

"In Memory of Elizabeth Reed" reflects the influence of Miles Davis and John
Coltrane on the guitarist and the band. The song's arrangement on the Fillmore East Feb.
70 recording is similar to the studio version the band recorded later that year and

released on Idlewild South and, more famously, on 1971's At Fillmore East live recording.
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It begins as Betts and Allman play in harmony on the instrumental's as the band lays
down a solid foundation behind them. The song has several movements and tempo
changes, and features solos by Betts, Gregg Allman on organ, Duane Allman, and a brief
passage where the drummers play alone. Throughout it all, Oakley plays lead bass,
complementing the soloist while keeping a solid rhythmic foundation. As Allman Brothers
Band biographer Scott Freeman noted, "'In Memory of Elizabeth Reed' is stunning in its
originality and imagination, a sophisticated blend of intricate melodies and furious
jamming."1%0

Betts has never publicly shared his process for creating the song, though he noted
the influence of jazz bandleader Benny Goodman. The tune’s distinctly Latin feel, he
shared, resulted from its inspiration: a woman of Italian descent. She was also singer Boz
Scaggs's girlfriend, with whom Betts was having an affair. To keep the affair secret, he
named the instrumental after a grave in Macon’s Rose Hill cemetery, where in its early
days the band would often congregate to draw inspiration.*?! Though instrumentals were
not new to the Allman Brothers Band’s repertoire—it had been playing "Don't Want You
No More" and "Mountain Jam" since its earliest days—"In Memory of Elizabeth Reed"
was its first original, fully formed instrumental. It remained in the band's setlist for the
next forty years.

In 1976, Betts described the song. In it, he highlights the elusive source of the

creative process:
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When | write something that I'm proud of, like "Elizabeth Reed," where does that
melody come from? Do you think | write one note after another saying, "'Oh boy,
this is catchy?" No, that melody is given to me because I've dedicated myself so
much to that guitar. Where it comes from | do know, although | will not say.
Whatever you can see or hear, that's yours, man. You don't have to buy it. It's
yours. . .. All you got to dois look at it, quit analyzing. . .. There's a bunch of us
saying the same thing I'm saying when | play my guitar. Jerry Garcia says it. Bob

Dylan. Bob says it his way, | see it my way, another dude says it another way. . . .

There's only one (truth). It's this: | don't care how you cut the corners, just as long

as you get here. And that everybody knows and nobody getting nowhere by

stepping on each other. Then we just need to . . . look each other in the eye and
say, "I'm honest, you are too. And | can see you, and | love you, man." And that's
it. That's music.1??

The band continued touring despite weak sales of their debut album and the lone
single released from the record—"Black Hearted Woman" backed with "Every Hungry
Woman." After a West Coast swing in January 1970, the Allman Brothers Band played
dates in Chicago, Minneapolis, and Dayton, Ohio, on their way back to the Fillmore East
for the shows with the Grateful Dead. A run of concerts in Georgia and Florida, including
their earliest documented appearances on college campuses (a mainstay of their touring
itinerary in 1970 and 1971) followed that spring: Mercer University in Macon; Athens
(GA) College; Dekalb (GA) College; Dade Junior College in Miami; the University of Florida;
Florida Presbyterian College; University of Massachusetts-Amherst; Sullivan County (NY)
Community College; State University of New York Stony Brook; Swarthmore College in

Pennsylvania; State University of New York New Paltz; Georgia Tech; the University of

South Carolina; among others. On March 13, 1970, the band opened for bluesman Albert
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King—its first appearance at the famed Warehouse in New Orleans—a venue it
frequented over the next several years.?3

While the records were not selling, the band was definitely garnering attention.
As Joseph "Red Dog" Campbell, the band's infamous roadie, recalled, "Every time we
played someplace, when we came back, there was a bigger crowd, just from word of
mouth; the band sold itself." Despite his frustration with the lack of record sales, Gregg
Allman understood the importance of touring. "l felt pretty bad and it started dawning on
me that the more we got around and got seen, it was worth ten times anything else we
could do. The key was not to worry about the record sales, and trust that shit will take
care of itself. What we had to do was keep getting out there and letting people know that
we're there."124

The band remained determined to present its music on its own terms. Lengthy
jams continued to be a staple. Though the band's proclivities for playing long shows was a
boon to its popularity, the practice could sometimes be costly. "There was one occasion
in Birmingham where they brought the police and dogs on the stage and this guy was at
the power switch and it looked like it was going to get real nasty," road manager Willie
Perkins recalled. "There was a lot of madness involved with that. Because when they
wanted to play, that was it."1%°

The issues Perkins encountered in Birmingham reflected an additional

complication for the Allman Brothers Band: the social and cultural dynamics of the times
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and within the South. Not only did the band comprise five white men with long hair, but
it also had an African American member. The combination sometimes led to trouble.

Interestingly, this issue seems not to have affected the band much in Macon, at
least according to the recollections of the band and its peers. The band and its entourage
seemed to be more of a curiosity than anything else. As Phil Walden's younger brother
Alan, who later went on to steer the career of Lynyrd Skynyrd, remembered, "In the late
60s and early 70s when they arrived in Macon, it was a major shock to our quiet little
town. The boys and girls and women loved the band while the men did not know how to
react to these long-haired hippies."?® Phil Walden agreed. "They were the first long-hairs
anybody had ever seen in Macon. Sometimes they would just sit out in front [of their first
communal home on College Street] playing guitars and cars would literally screech to a
stop and break their necks looking and staring at them."1?”

The fact that the band was integrated, however, was probably a bigger problem
than anyone has shared. “Mama” Louise Hudson, proprietor of the H&H, the Macon soul
food restaurant, remembered that "Macon was just barely integrated. We didn't really
have any white customers. And nobody around here had seen guys who looked like
them. | had not. A lot of white folk around here did not approve of them long-haired
boys, or of them always having a black guy with them." Twiggs Lyndon's brother A.J.
recalled a visit to the band's first home together at 309 College Street (dubbed the

"Hippie Crash Pad" by the band), "I was just a kid in high school and | would go over there
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at lunchtime and they'd all be sleeping. | remember seeing a little blonde head on
Jaimoe's chest and thinking, 'Well, this is different."' 128

The arrangement was indeed different, but it seemed Macon accepted the band
with few overt hassles. In pondering why things went as smoothly as they did, Butch
Trucks posited that "maybe the only thing that saved us was, everybody was scared of us.
They didn't know what we'd do! I'm really surprised we got away with all like that.
Macon's been good to us in ways like that."?° Betts was more reflective. "We were a
little apprehensive about going to a real small Southern town. | mean, we were some
pretty off-the-wall characters," he said. "We'd go to places like the Waffle House and
you'd think, 'Oh man, we've only been in town for a week, what's going to happen?' But
people realized we were there for the music and not for any underground kind of
reason."3° To Betts, the band's focus on its music allowed it to get a "pass" from the
Macon community for being a hippies in a band that included a black man.*3!

Things on the road were more harried. Touring as hippies had complications,
Bruce Hampton remembered. "It was a different world. It was life or death. You'd stop at
a gas station and you'd wonder if you were going to die. That's no joke. If you had long
hair, you were a target."*3? "There were times," Betts recalled, "when you would go out
for breakfast after you finish playing a club and just have to accept the chances of getting
in a damn fist fight with somebody. But what are you gonna do: sneak home? | mean,

you'd just go out and somebody starts calling you some kind of faggot or something
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about your long hair. | guess we were shocking in those days, and some of those damn
cowboys are pretty quick to show their feelings."**3

Sometimes the harassment resulted in violence. Harmonica player Thom
Doucette, a semi-regular performer with the band, revealed one specific incident. "We
played a gig in Ohio, when we were waiting for a puddle jumper airplane at a little
sandwich shop in a podunk airport. These guys were messing with us, making fun of our
long hair and flipping Dickey's hair. I'm watching him wondering what's going to happen."
Then the harassment turned to Johanson. "The guy starts messing with Jaimoe and

Dickey just puts his fork down and goes, 'Come on."" Doucette remembered that "it was
like a movie. The other guy was standing next to Berry, who goes, 'You're about to watch
your buddy get his ass kicked.' The guy looks at Berry like he's nuts but then bing, bing,
bing, done. The guy's on the floor bleeding and Dickey's sitting back down." When the
police arrive and begin to harass the band, Doucette said the restaurant owner
responded, "'"Nope. This is his party — the guy laying on the ground bleeding. You know
him. He tried to push these boys around and they pushed back. Boys, your bill's on
me"'1134

Touring with Johanson was challenging, and while he has never spoken of the
indignities he experienced on the road as an African American, his bandmates have
shared additional stories. "We got into some close ones," Gregg Allman wrote. "There

were places we'd get turned away from eating, 'What're you guys doing' with a n----r in

the band?'"13* As "Red Dog" Campbell recalled, "Jaimoe was the only black brother in the
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band. We saw no color, but we sure knew that other people outside of the family didn't

look at it that way. We were always a little on guard for someone to mess with him, and

we got messed with a lot."136 "A few times in some real ignorant little towns where we'd

have trouble going into a restaurant with Jaimoe," Betts recalled. "Those were isolated

incidents, but they stick out in my mind. | was horrified at that kind of thing."3’

One such incident happened in June 1969 a few months after the band formed.

Richard Price, who had replaced Oakley in the Second Coming, shared a story of a show

in Merritt Island, Florida:

We got there in the late afternoon to set up for a multiband setup and sound
check. ... Jaimoe was there setting up too, and all of a sudden the promoter
comes up and says, "Hey, you guys can play but the black guy can't." Needless to
say we were shocked and pissed because we were all set up and loved Jaimoe. He
went through this quite a bit. Prejudice was still rampant in some areas against
blacks and long hairs.

We gathered around the guy and said, "If he ain't playing, we ain't playing." The
tickets were already sold. He would have to have given a lot of or all of them back.
He told us that the parents around there wouldn't put up with white girls being
near or around a black man. He got pissed but backed down concerning the
tickets.

Then to top it all off, after the gig Twiggs told us the guy was saying he wasn't
going to pay us and that he didn't make enough money. So all of us went in his
office and formed a c-shaped arc around the desk. . . . It got heated and he said
the headline act cost him too much. Twiggs said, "Too bad but you are going to
pay us," and he jumped over the desk and grabbed him like he was gonna kill him.
It turned into a scuffle and all of us had to drag Twiggs off of him. Needless to say
he paid.

Jaimoe was surrounded by eleven white peers, most that were southern and we
protected him.138
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By mid-1970, the band included a standard rider in their contracts regarding such
exclusion. The contract for a show on November 25, 1970 at the Oporto Armory in
Birmingham reads, "Employer agrees that admission to the engagement shall be open
to all, regardless of race, color, or creed and that there shall be no segregated seating
facilities based on race, color, or creed. . . . Artists shall be free to engage the services
of supporting musicians of their choice without regard to race, color, or creed.
Noncompliance by the employer with the provisions of this paragraph shall give artist
the right to cancel."'3% According to Willie Perkins, language became standard in the
band's performance contracts, and the band would back out of shows if they discovered
a segregated audience.'#°

The inclusion of this contract language reflects a changing racial dynamic for
southern youth. While the four white southerners in the band may not have overtly
campaigned for the Civil Rights Movement, their support and inclusion of their African
American bandmate is nonetheless significant. As Gregg Allman remembered, the
band ran into "perennial redneck questions: 'Who them hippie boys and who's the n----r
in the band?' We dealt with that second question quite a bit. Keep in mind, this was the
1960s, we were in the deep South, so having a black guy in the group came up a lot. But
Jaimoe was one of us and we weren't going to change that for nobody. Whenever some
asshole came around, all of us, together, would do something about it. Any kind of
problem that came from the outside, we met head-on."'*! Johanson eschewed the

activist label. "l never really considered myself some kind of civil rights crusader or
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anything, because there were people who were already doing that. Jimi Hendrix went
to England and came back with [white musicians] Mitch [Mitchell] and Noel [Redding],
and they really changed things."14?

Johanson understates how truly significant the integrated Allman Brothers Band
was. By living and working with an African American musician, the Allman Brothers and
their entourage flouted the racial conventions of the time, both in the North and the
South. In doing so, the band began to not only break down barriers in the South, but also
the perception of white southerners in other parts of the country. Dismantling racial
boundaries was never a political act for the band. Instead, the group sent a more
subliminal message. Its musical and cultural roots included not only African American
music, but also a kinship with southerners of both races—which led to their inclusion of
Johanson in the band, and his acceptance of them as musical peers. As Jon Landau said:

Macon was not the hub of the music world, and they were working against some

kind of odds. Ultimately, it was one of the things people found so attractive about

them. They conveyed a sense of roots, a sense of stability, a sense of realism. And
that became very, very important. They were authentic. As someone who came
from the North, Duane Allman represented something that was going on in the

South that most people where | live didn't know anything about. | saw young

people asserting themselves in the South the same way young people had in

Boston and San Francisco and New York, which came as quite a surprise to people

with too many preconceptions about the South.*3

In February 1970, the band returned to Macon to rehearse for the follow-up to
their debut album. They began by recording two songs that had been in rotation from the

group's inception: "Hoochie Coochie Man" and "Statesboro Blues," as well as a new

original by Gregg Allman, "Midnight Rider."'#* Soon afterwards, Atlantic producer Tom
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Dowd heard the band rehearsing. "l was in Macon on business when | passed the
Capricorn studio. | heard this music coming out, and it was swinging," he recalled. "They
were blues they were hard driving, they were everything, all in one. | said, 'l have to
record these guys. Send them to me in Miami as quickly as you can, they're ready now.
Just the way they are."''%> By March 1970, they began to record at the Atlantic-owned
Criteria Studios. Dowd, who had produced such luminaries as Ray Charles and John
Coltrane (among many others), served as producer.

In Miami, the band rerecorded "Midnight Rider," a bluesy ballad with a country-
inflected lead guitar solo by Betts.'® Over the course of the next several months, the
band returned to Criteria to record the rest of the album between its live dates. In
addition to "Hoochie Coochie Man," "Midnight Rider," and "In Memory of Elizabeth
Reed," the band recorded four more originals with Dowd. Gregg Allman wrote three of
them—a contemplative ballad "Please Call Home," a slide guitar blues "Don't Keep Me
Wonderin'," and "Leave My Blues at Home," whose twin-guitar attack favored Allman's
"Black Hearted Woman" and "Every Hungry Woman" from the first record.

Betts also contributed "Revival" to Idlewild South, released on September 23,
1970. "Revival" began as an instrumental. "In fact," he recalled, "we would refer to that
first instrumental section of the song as 'The Gypsy Dance.' When | wrote it, | had the
image of gypsies dancing around a fire in my mind, and | tried to conjure that spirit in the
music." The song, which kicks off the album, opens with Duane on acoustic guitar

followed by the band's signature harmonized guitar lines. Johanson plays congas on the
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track, which, like "In Memory of Elizabeth Reed," has a decidedly Latin feel to it. Betts
attributed this inspiration to Latin jazz and the Latin flavors he was hearing from
musicians like Tampa guitarist Mike Pinera of Blues Image.'*’ With "Revival," Betts
intentionally sought to balance Gregg Allman's heavy blues songwriting with a more
upbeat tone and lyrics. "l was in a band with Gregg Allman, who is basically a melancholy
kind of writer, the beautiful melancholy that Gregg would come with," he shared. "So, I'm
looking at what we have here and I'm thinking how do you balance this out? | don't want
to write a song that makes you want to go hang yourself in the bathroom. So, | would
really make an effort to write more up songs, to balance the band out."*®8 [ronically,
though Betts wrote the song, Gregg sang it on the album.

"Revival" is unigue to the Allman Brothers' repertoire in that it is only one of two
songs whose lyrics overtly address the youth culture at the time.'*° Betts's lyrics hearken
the counterculture era, specifically mentioning a revolution of the youth based on the
principles of love. In many ways, the lyrics mirror the Youngbloods' 1967 hit "Get
Together":

People can you feel it?

Love is everywhere

People can you hear it?

The song is in the air

We're in a revolution

Don't you know we're right

Everyone is singing, yeah
There'll be no one to fight®°
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While "Revival" was as close to a public political statement as the band would
make during Duane Allman's lifetime, the group was not immune to the situations
surrounding them. When queried in 1970 about his involvement with politics, Allman
answered, "Inadvertently, | suppose everyone is [involved in politics]. You have to be a
little bit. I'm not personally involved in any kind of political crap or anything. But | watch it
and | like to see things right. So far as who is running and stuff, it makes it a lot easier on
everyone if someone with some sense is in a position to make laws and set things up for
a change. ... I'd like to see a liberal democratic president and | think we'll get it too." Of
politics, Allman concluded, "People are sick of it, man it's just jive man." He quickly
redirected the interview. "But let's not talk about politics, man, let's talk about music."*>!
Allman's response is reflective of the band's connection to the social upheaval occurring
around them. "We were aware of what was going on in society at that time," his brother
Gregg remembered, "and we cared about what was happening with the war in Vietnam
and what happened at Kent State. . . . [But] in truth, though, we were sheltered by the
music and the traveling.">?

The music and traveling continued apace, and the band further developed its
audience. It played to several hundred thousand people in opening and closing sets at
the second annual Atlanta Pop Festival, held in nearby Byron on July 4 weekend 1970.
Several weeks later, they headlined a festival in Love Valley, North Carolina. Recordings

from the Atlanta Pop Festival show the inclusion of some of the band's new original

songs—"In Memory of Elizabeth Reed," and "Don't Keep Me Wonderin"'—into the setlist.
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The blues cover "Stormy Monday"—at nine minutes more than twice the length of Bobby
"Blue" Bland's version on which it was based—replaced "I'm Gonna Move to the Qutskirts
of Town" in the setlist. The band also played staples "Mountain Jam," "Dreams," and
"Hoochie Coochie Man." Further honing their repertoire and song structures, the July 5,
1970 Atlanta Pop Festival set shows how the band had expanded Gregg Allman's
"Whipping Post" to nearly three times its studio length of five minutes. It would top
twenty minutes on the band's next record.*3

Live playing remained central to the band's approach as it recorded their second
album. "They didn't record an album at one sitting," producer Dowd recounted. "They
would record maybe five songs. Then they might say, 'l don't think that song was good
enough,' or, 'l don't think that song was ready to record.' Then among them, Duane being

the leader, he would say, 'OK, we'll work on it,"" Dowd noted. "They would have to go
back out and then rehearse. . .. [T]hey played the songs into shape." While in the studio,
the band sought a "live sound," Allman remarked to Atlanta deejay Ed Shane in an
interview shortly after its release, "like we sound when we play."*>* Even in the studio,
the band cut everything live. "There were at least five or six people playing
simultaneously," Dowd recalled. "And a full set up like a live show. The idea is that part of
the thing of the Allman Brothers is the spontaneity—the elasticity. The parts and the
tempos vary in a way that only they are sensitive to.">®

Released on September 23, 1970, Idlewild South performed better than its

predecessor, but was not the breakout hit that Walden or the band had hoped for. That
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December, the record peaked at number 38 on the Billboard albums chart.**® Duane
Allman recognized this meant the band's hard work on the road was starting to pay off.
"Our record nationally did like up in the thirty's on the charts so somebody bought it
somewhere, you just can't do that in one town.”**” However, by January 9, 1971, the
record was nearly off the charts, falling to number 81. And although it was the band's
first single to make the charts, "Revival," backed with "Leave My Blues at Home," made
even less of an impact. It topped out at number 92 on the Billboard Hot 100 on January 9,
1971.1°8

The failure of Idlewild South to sell was a source of frustration for the band, the
record label, and its manager. "l doubted myself," Walden remembered. "It seemed like |
had just been wrong and that they were never going to catch on. People just didn't grasp
what the Allmans were all about—musically or any other way. But they kept touring,
going across the country, establishing themselves city by city as the best live band around
and building a base."*° "Following Walden's formula of non-stop roadwork," Ben
Edmonds wrote in 1972, "the Allmans developed a loyal grassroots audience. They were
their own best advertisement. Each gig added a few more destroyed heads to their
following. A second album, Idlewild South revealed the band's expanding musical identity
and a corresponding increase in sales. They weren't yet rolling in royalties or fan mail, but
everybody seemed to agree that they were on the verge of becoming something big."1¢°

Despite the lack of chart success, the Allman Brothers were making an impact on

college campuses. In late 1970/early 1971, Billboard's "Campus News" and "Campus
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Programming Aids" reported /dlewild South in rotation at college radio stations at
Georgia Tech University, Franklin Pierce University (Rindge, New Hampshire), Florida
Presbyterian College (St. Petersburg), Northeastern University, Louisiana State University,
and Michigan State University.'®! As a single, "Revival" received airplay at American
University, Brooklyn College, Cal State Los Angeles, and Sir George Williams University in
Montreal, Quebec.®? Presaging the band's later breakthrough on the more album-
oriented FM radio frequency, Brooklyn College reported playing the album track "In
Memory of Elizabeth Reed."163

Idlewild South, Tony Glover wrote in a 1971 feature, "firmly established the
groove set by the first [album], featuring some fine instrumental work on flowing rock
numbers and old back alley blues." He found one flaw, however. "This was the Allmans in
a studio, and live shows of theirs often turn into a whole other trip, with long extended
instrumental jams that shift through all kinds of moods."%4 Glover highlighted what the
band and Walden had already begun to realize: the studio environment was too
constraining for the Allman Brothers Band.

The band was pleased with /dlewild South and, with Dowd, had sought to capture
their live sound on the record. But while they successfully harnessed their instrumental
prowess on the album, it missed the spark and spontaneity of the live dynamic that for
Duane Allman and his bandmates was the truest measure of the band's approach.

"There's rough arrangements, rough layouts of the songs, and then the solos are entirely

up to each member of the band. So some nights are really good, and some nights ain't
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too hot. But the naturalness of a spur-of-the-moment type of thing is what | consider the
valuablest asset of our band."'®> Playing live was essential to a band's development and
Studio recording frustrated them. "When bands start to play, they play live," Allman
continued. "We haven't got a lot of experience in making records. | do, a little bit, from
doing sessions and stuff, but not like a polished session man or anything."'® In response,
Allman declared, "Our next album will be for the most part a live recording, to get some
of that natural fire on it." 167

While in hindsight it seems Bill Graham's Fillmore East was the only place the
band would even consider recording live, the band gave serious consideration to
recording at the Warehouse in New Orleans, where it had played several times in 1970.
At the Warehouse on New Year's Eve 1970, Allman mentioned the band had hoped to
record that night's show. "We’re going to do a live album here the next time we play
we’re going to record it. We were supposed to do it tonight but our producer got hung
up and couldn’t get down. Man that would have been really nice. | really wish we could
have done it tonight, it’s gonna be good"'%® Allman also mentioned the venue in an
interview several days earlier. Their next record would be recorded "partly live at the
Warehouse, part in the studio in Miami," Allman noted. The band, he said, was "going to
the mountains for two weeks to write, bringing an eight-track with us up there and do
some of it there. ... We've got some tapes already from the Atlanta Pop Festival and

Love Valley which was all recorded and if that's any good we'll use that."%°
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The band had made a mark, but had not yet achieved any appreciable success for
their efforts. Around the time Idlewild South was released, interviewer June Harris asked
Allman about his definition of success. "l guess success depends on how many people dig
you," he responded. "There are always people to slam you, but you have to lay down
things you can live with. There are people who put you down, but those are the ones
who have already made it. You play what you feel and hope you're doing the right thing.
You've got to do whatever you believe in. If you're wrong, you change and keep making
changes till you make it—or till you're happy with the whole thing."'’° The Allman
Brothers Band was not yet happy with what they had achieved. That would change in

1971 with the release of their double live album At Fillmore East.
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Chapter 6

"I Mortgaged Everything for this Thing. | Believed in it that Much":

Phil Walden and Capricorn Records

Without Phil Walden's backing and encouragement, the Allman Brothers Band
would never have achieved renown beyond the small cadre of fans it had reached
through touring. The band would record its third album live, with Walden's full
endorsement. Their manager not only encouraged the idea, he marshalled the entire
process through with a somewhat-dubious Atlantic Records. The success of the resulting
album, the groundbreaking At Fillmore East, was the culmination of Walden's belief in
and support Duane Allman's vision. The record became the band's commercial
breakthrough.

Walden was a music industry veteran of more than a decade when he signed
Allman in 1969. Along with, among others, Jim Stewart and Estelle Axton of Stax Records
and studio in Memphis, and Rick Hall, Walden was one of a cadre of white southerners
deeply involved in the southern African American music business. Together with Jerry
Wexler, Walden founded Capricorn Records as a subsidiary of Atlantic Records.

As the label of John Coltrane, Ray Charles, the Coasters, and Ruth Brown (among
many others), Atlantic initially made its name and fortunes with African American music.
By 1969, it had become a premier rock music label as well. Buffalo Springfield, Cream,

Led Zeppelin, and the Springfield offshoot Crosby, Stills, Nash, and Young were all signed



274

to the label. In 1969 and 1970, respectively, Atlantic released the Allman Brothers Band's
first two records. Its in-house producer Tom Dowd had recorded the second, Idlewild
South.

For his part, Walden had already managed the career of one star, fellow Macon
native Otis Redding. He had also managed and/or promoted other African American
artists on the soul circuit including Arthur Conley and Clarence Carter.! Wexler and the
southern music industry veteran were a good fit.

Redding, Conley, and Carter recorded at either Stax in Memphis (Redding) and
FAME in Muscle Shoals (Conley and Carter). These southern studios were where
musicians, predominantly white, backed black soul and rhythm and blues stars. While
interracial musical collaborations were not necessarily unique, white musicians providing
deeply soulful and funky backing tracks for rhythm and blues hits initially surprised those
who expected to find African Americans manning the instruments. "These players in
Muscle Shoals were all Caucasians," Wexler recalled. "How could authentic soul music
and blues come out of a situation like this? | don't know how it did. But it did."?

It did because the arrangement was part of a long tradition of racial congruence
in music, not just with the intermixing of musical styles, but also with the musicians
themselves. In 1930, Jimmie Rodgers, one of the first major country music stars,
recorded in Los Angeles with black jazzman Louis Armstrong. In the early 1930s, Jimmie
Davis, eventually governor of Louisiana and author of "You Are My Sunshine," recorded

risqué blues backed by black blues guitarists. Benny Goodman, whose music had inspired
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the Dickey Betts instrumental "In Memory of Elizabeth Reed," brought these
collaborations from the studio to the bandstand, when he hired Teddy Wilson and Lionel
Hampton to play in his band.? Decades later, the trend continued in reverse, as black
stars such as Rufus Thomas, William Bell, and Otis Redding recorded with the backing of
the half-white, half-black Booker T. and the MGs at Stax in Memphis and Carter, Conley,
Aretha Franklin, and Wilson Pickett, among many others, recorded with the all-white
backing band at FAME.*

While some, particularly the white musicians, remember these as halcyon days
sans racial conflict, this was decidedly not the case. African Americans navigated race in
studios nearly just as they to in the world outside of studios.” Jon Landau documented of
some of these challenges as they related to the music industry:

The producers and record companies . . . have done more for soul music than any

others. Regrettably, the combination of occasional slipshod merchandising,

repulsive packaging, and general carelessness has hurt soul artists in a mass
media system that is heavily weighted against them to begin with.

[Atlantic will engage in] a consistent effort to present these artists to sympathetic

white audiences. Soul music is changing and Atlantic and other soul labels are

aware of this and are changing with the music. Policies and prejudices adequate
for the fifties are proving restrictive in the sixties. The purely ethnic soul market is
shrinking. . . . Artists surely want to reach those non-black listeners because it will
greatly enhance their incomes. . .. The music has to grow if the audience is to
grow with it.®

With the Allman Brothers Band, Atlantic Records was again at the forefront of this

discussion.
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Brothers Ahmet and Nesuhi Ertegun, sons of the Turkish ambassador to the
United States, founded Atlantic in 1947. Like many of the labels that recorded rhythm
and blues and early rock 'n' roll records, Atlantic was an independent, or unaffiliated with
America's major record labels of the time: Columbia, RCA Victor, Decca, Capitol, and
Mercury. As such, it successfully pursued the African American market the majors were
ignoring. "In the late 1940s and early 1950s," historian Michael T. Bertrand argues,
"independents were left virtually alone to advance and exploit the tastes of commonly
disregarded segments of the population. They furnished the infrastructure from which
rock 'n' roll would emerge."’” As Atlantic gained commercial success with black artists
such as Ray Charles, Ruth Brown, and Big Joe Turner, it made acquisitions of smaller
labels or make distribution arrangements with them. Thus, historian Robert Gordon
writes, "Atlantic became an indie that functioned on a national scale."®

At first, Phil Walden was a relatively small part of the equation. Walden initially
sought to create a studio environment like those in Memphis and Muscle Shoals. He
would recruit a house band, at that time the heart of the southern soul recording
industry. (This possibility is what brought Jai Johanny Johanson to Macon.) What resulted
was vastly different than what Walden initially envisioned, demonstrating Walden's
sagacity and foresight. Despite Duane Allman's limitations as a singer and songwriter,
Walden heard something special in Allman's music. Walden changed course, and built a
business around Allman. It was one that later brought to him the talent of dozens of

white southern rock musicians who followed in his wake. "Phil had real good insight
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about a whole lot of shit man," Johanson recalled. "He was looking for what we got into
and eventually became at that point."®

Soon after he completed his new studio, Wexler suggested Walden start a record
label. The southerner was reluctant to do so. "l was basically a production company,"
Walden recalled in 1979. "I was not sure whether | could afford or was willing to make a
commitment to make albums for people. Initially | had organized it to make R&B singles."
However, the Allman Brothers Band "changed the nature of the label. And the
direction."!® Wexler fronted the money and co-founded the label with Walden. In a nod
to the times, the pair dubbed the venture Capricorn Records after their shared
astrological sign.?

The arrangement reflected how Wexler and Atlantic approached the music
business through affiliations with subsidiary labels (such as Dial, Fame, Dade, Alston, Stax,
Volt, and Capricorn). This tactic diverged from the majors. Wexler expressed the
difference in approach. The CBS credo, he said, was, "It's gonna come out on our label
and we won't pay you more than 5 percent." Atlantic's position was, "We'll put your
record out on any damn label you choose and we'll pay 10 percent." This wasn't just
altruistic on Wexler's part, it made financial sense too. "It didn't cost a zloty and was an
easy way to pacify an artist or a heavyweight manager," he noted. "While the majors
were sleeping on this issue, we mopped up."*?

The Allman Brothers altered Walden's pursuit of a rhythm and blues singles label.

Sensing something bigger was happening with rock music in the South, the impresario



278

soon brought Frank Fenter, then running Atlantic operations in Europe, into the fold.*?
Fenter is an unsung hero in the Allman Brothers Band/Capricorn Records saga. Before
joining Capricorn in 1969, the South African native had secured for Atlantic some of the
major British rock bands of the era, most notably Cream and Led Zeppelin. Fenter's
expertise with the music business, particularly record companies, was particularly helpful
to Walden (who had theretofore only worked in artist management and promotion). "Phil
was the one that first put the label together but | think he needed somebody who really
understood the record business, and that's Frank Fenter," Ahmet Ertegun remembered.
"Phil was the one who had the relationship with the artists, and Frank was the one who
knew the day-to-day business. Whatever success they gained they gained because of the
efforts that each put in."*4

Capricorn's independence from Atlantic was important to Walden and Fenter.
"We don't want to be just another distributed label," Walden said several years after
Capricorn's founding. "We want to be autonomous from the standpoint we create,
produce, and figure the exploitation of our own records. We want Capricorn to be a
company, not a label."* "It was our objective from the very beginning," Fenter said in
1974, "to have jazz, country, comedy, and blues artists as well as rock. You can be a
record label and produce one type of music, but you can't be a record company. We've
always anticipated being a thoroughly involved company." Fenter and Walden believed
they had to take a different tack. "We were convinced that we would do something new

in this business. Our way. We've always agreed on how to run a record company and how
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you should treat artists. | believe that a record company should make money along with
the artists. It's not a one-way street. | don't think the artist should screw the record
company once he gets big, and | don't think the record company should shaft the artist
once it gets big."'®

Developing Capricorn as a more artist-friendly collaborative was an imperative.
"When | learned how it was to deal with a big company, trying to get the attention
required" Walden maintained, "we decided we would put together a very artist-oriented
label." This was a necessity because, he said, "l couldn't promise an artist certain things
and then have the big company let him down. We've done a lot of thing that we've paid
for out of our own pockets, and all our profits went right back into the artists."*’

The affiliation with Atlantic was fruitful for the company and its artists alike. As an
independent, Atlantic functioned differently than the majors. It took more chances and
sometimes absorbed losses in the short term, with developing artists—the Allman
Brothers Band included. When asked to identify his first major break in the music
business, Duane Allman did not mention "Hey Jude." "Getting with Atlantic Records," he
answered. "Atlantic, man, they dig our music. And Ahmet, the president, he loves to
listen to good sides, man. You go right to him and bang on his door, 'Ahmet, Ahmet,
something's screwed.' And he says 'What?' You say 'This.' And he says 'We'll change it."

Then, Allman concluded, "[I]t's done, you don't have to fool around. There ain't none of

that crap, he's solid and it's a good label.*®
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Allman felt similarly about Wexler. He valued Atlantic's remove from the creative
process. Wexler, the guitarist said, "He's the solidest cat with the clearest eye. A good old
mind. When you got cats like him who say 'You write the ticket, you're the player,' that's
when the good stuff starts coming out."!® "We've got similar tastes in music," Allman
continued, "I'm a freak for that old New Orleans stuff. And he is too." Ertegun and Wexler
were "smart man. They're going to make plenty of bread from anything that they do. But
they don't do it at the expense of the music. They know what it means and they know
what it's worth." Ultimately, Allman concluded, "They're satisfying everybody that they
got, whatever you want to happen to you, if you want to make a lot of bread, they'll
make you a fucking fortune. Want to be a rock 'n' roll star? They'll make you a rock 'n' roll
star. Want to play music? They'll make sure people hear your music."?° It was a refreshing
attitude for Allman after his experience with Liberty Records.

While Atlantic was supportive of Allman and his band as artists, the label was
displeased with the band's poor record sales. After eighteen months, and two records,
the Allman Brothers Band had yet to have any appreciable commercial success. Atlantic
wasn't happy, but Walden was undeterred. His unflagging support was therefore more
essential than ever. Though the middling success of the first two Allman Brothers records
was disconcerting, Walden remained undeterred.

"As we traveled around," Betts recalled, "everybody else started getting it except

the record company." "Phil said, 'l believe in these guys,"" Trucks remembered. "And

[Atlantic] said, 'Then you pay for it."" Pay for it is exactly what Walden did. "l mortgaged
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everything for this thing," he said. "l believed in it that much. They never would have
spent the money | spent on that next two years. | had several hundred thousand dollars
init....ltwas unheard of."?! Bunky Odom, the day-to-day contact between Walden and
the Allman Brothers Band, agreed. "We had a lot of money sunk into the band. When
you're in the management business, you're in it to develop and that's what we were
doing." The economics did not work in favor of Walden. "When you have a band making
$1,000 to $2,000 a night, you can't reach out and take a 15 percent commission, but you
can put it on the book and that's what we did. A lot of the money invested was just
keeping them alive and on the road. In the course of a year, $100 here and $300 there
adds up with the band and crew."??

Walden's largess was only part of the equation. He also continually fought
attempts to move the band to more music business-friendly environs of New York or Los
Angeles. With Walden's blessing, the band maintained its southern roots geographically
as well as musically. "We held fast and we didn't want to leave our roots and where we
felt comfortable," Betts told documentarian Ken Hey in the mid-1970s.23 Thus, the
Allman Brothers Band became the first major rock band to emerge from the South. The
significance of this to the band was not lost. "It's true that we were the first band to
sound like we were from the South," Betts said. "We fought tooth and nail to prevent

Atlantic from moving us out of the South, when they said we'd never make it living in

Macon, Georgia, and playing that type of music. Insisted we should go to New York or
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L.A. and they'd break us out of there. Thank God we, along with Phil Walden ... were
smart enough to know that that would ruin the band."?*

The band made its home in Macon with Walden's full endorsement and support.
Trucks, speaking before lawsuits permanently soured the relationship between the band
and Walden, said, "Phil Walden had complete faith in us, and I'll respect him forever for
that. | think he sunk about $150,000 in us. He was close to bankruptcy a lot of the time
and Atlantic kept telling him we didn't have a chance. But during that first three years,
Phil never once tried to change us."? Walden "went out on a limb for them," said Johnny
Sandlin. "l had the greatest respect for Atlantic Records, but they didn't think they could
sell this band. And Phil pushed it through."?® "We stuck with it," Betts said, "We kept
touring. . .. We developed a strong grassroots support system that finally impressed the
label."?” Walden had an intuitive understanding of the band's unique blend of sounds and
influences. "If the Allman Brothers played an hour set," the manager remembered of the
band's earliest days, "probably forty minutes of it would be instrumental. For a lot of
people the vocals were afterthoughts, to break up all that music. | thought they sounded
spectacular."?® The Allman Brothers Band, he recalled, "Weren't trendy, there was never
any attempt by the Allmans to be a show band. They played music. On occasion, when
they were allowed to, for hours."?® If the band believed it needed to stay in Macon in
order to make its music, Walden was 100 percent supportive.

All was not rosy however. Some band members had misgivings about Walden

from the beginning of the relationship. Drummer Johanson initially did not sign a
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management contract with Walden because of the preference he had seen him give to
the rhythm and blues stars he had backed on tour.?° Gregg Allman observed a similar
conflict in the band's first meeting with Walden after moving to in Macon. Walden
approached the Allman Brothers Band as he had the bands of his rhythm and blues
clients:
[W]e went over to Phil Walden's office for our first meeting. . . . The whole time
he's talking, he only looked at Duane. He was used to dealing with people like
Percy Sledge, and then they dealt with their bands—and | can see his pointin
doing it that way, because he had signed Duane not the band. That didn't last,
though, because Duane went in there and told him, "Hold it. My little brother is in
this goddamn organization, you will treat us all the same or you won't treat us at
all. So what's it going to be?"3!
Years later, Gregg Allman expressed his initial unease with Walden's practices. His
brother Duane's trust in Walden, however, eclipsed his discomfort. "My brother trusted
Phil, and when | started asking questions about my publishing, he would just poke me
and say, 'Hey man, be fucking thankful that we got enough to eat. Just sign the fucking
agreement so we can get going'. . . . So that's how | signed all my publishing rights away."
His reluctance proved prophetic. "Being the writer of the songs, | really disagreed with
him and it hurt me that Duane didn't stand up for me more. | realize that he was looking
out for the whole band and its betterment, but . . . | think he could have done more, and
it ended up costing all of us a shitload of money down the line."3?
With this in mind, and with the benefit of hindsight, Gregg Allman understood the

importance of his brother's relationship to Walden and the latter's patronage of the band

in its early days. "l loved the way my brother would deal with Phil Walden," he said. "He
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would never be ungracious or anything, because we were fixing to cut a record and have
a career together. He would just go in there and say, 'We need this, this, and this.' He
wore Walden down so much that Phil eventually stopped asking why and gave us what
Duane asked him for."33

By late 1970, Duane Allman asked Walden for a different kind of support. "'We
need the freedom of a live aloum," Walden recalled Allman saying to him. "'That'll get
people that don't see us in person an opportunity to really hear what the Allman Brothers
are all about.' It was a brilliant idea."3*

It was a brilliant idea for a number of reasons. First, the band was truly at its best
live and its first two records had not captured the live energy the band was most famous
for. As John Carter, Atlantic's West Coast promotion man said, "No one wanted to work
on those first two Allman Brothers records. There was no emphasis on those records at
the time."3> Second, and more importantly, the band had steadily built a devoted live
following through relentless touring. "They did what they did on their own," Carter
recalled.?® He remembered fondly the band's impact on its audiences and how it helped
cultivate a following.

| was raving at the time that you had to come and see them because, unlike

anything else I'd ever seen, every night was different. It was the same set list, but

I've never seen a band that was so spontaneous and reacted so well to each
other. They would let a song stretch because it "just felt good tonight."
Some nights ""Whipping Post"' would be six minutes and some nights [it] would
be fifteen minutes, and sometimes it'd be twenty minutes. It was all about "How
we're feeling tonight."
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I'd never experienced that in show business before. . .. Even in that area [the
West Coast], a forty-five-minute set was forty-six-minutes tops—except for the
Allman Brothers.

It was absolutely real and spontaneous and driven by greatness. ... To this day |
have never been so blown away by an act."3’

The band's live performance had a similar impact on Philip Rauls, Atlantic's promotions
man in Oklahoma, Arkansas, Memphis, Mississippi, Louisiana, and Texas. "The Allman
Brothers did it all for me. On stage they were giants."3®

Yet live aloums were a relative rarity at the time, particularly for a band that had
not yet broken through commercially. In addition, the genre was nearly exclusively the
purview of jazz, classical, and rhythm and blues/soul stars.3? Atlantic had released Ray
Charles in Person in 1959 at Wexler's behest. In 1963, James Brown released Live at the
Apollo, whose recording he funded out of his own pocket because his record label would
not support it. The record reached as high as number two on the Billboard pop charts, an
extraordinary accomplishment for a rhythm and blues record.*® Though popular
documents of an artist's career, most live albums, such as B.B. King's Live at the Regal
that had influenced the brothers Allman so much in their early days, failed to reach the
charts altogether.

Because the band made its living on live performance, a live record the logical
course of action. Promotions at the time focused on the Allman Brothers Band as a

superlative live act, a group of "individual superstars."4! A feature in the College

Entertainment Associates newsletter showed why:
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Talented musicians all over are tackling their professional frustrations by coming
out from behind the scenes to form groups with a more clearly defined musical
eloquence. Such a group is the Allman Brothers Band, a six-piece, essentially
experimental blues-rock band.

"They are not content with their style of playing and are constantly improving
themselves," Ted Borek Jr., a student at Mercer University wrote after seeing the
group at the Second International Atlanta Pop Festival. "Receiving standing
ovations for songs such as Whipping Post and Black Hearted Woman from their
first album, they also did some nice country funkey [sic], complete with sliding
guitar and gospel-influenced harmonies.

Atlanta's underground newspaper praises [Gregg] for his restraint and dignity . . .
watching him sing is quite a cultural shock experience. He "sounds" of raw pain
and gutsy lifestyles while he face looks like a figure from Renaissance paining.
Second lead guitarist Dick[ey] Betts is a superlative instrumentalist in his own
right, and his inclusion reinforces the group orientation for these super-musicians.
Berry Oakely is without question one of the heaviest and most swinging bassists in
the music. Two drummers (one black, one white) provide adequate rhythmic
punctuation and flow for the riffs and improvisations of the Allman Brothers
Band.*?
Descriptions like these prevailed. A preview for an October 1971 show at New Mexico
State University noted, "By exploring the combination of and elasticity of their own
abilities as individuals within a group they have formed the embryo of a tribal symphonic
form covering a wide musical spectrum, but at the same time retaining the classic
influences of rock and blues within their musical structure." Adapting language used to
promote the band's first shows in Macon in May 1969, the feature calls the band "an

experimental group" that recoiled "from the hard scene and emerged with a clearly

defined musical eloquence." The Allman Brothers, the article concluded, "removed the
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premise of playing for commercial gain [and has] been able to explore beyond the
boundaries of manicured music."*®

The downplaying of the monetary aspect of the equation became part of a
campaign to dub the Allman Brothers Band "The People's Band," remembered Jonny
Podell, who booked the band in the northeast from its earliest days.** "The Allman
Brothers taught me everything | know about music," Podell recalled. When he began
promoting the band, "l was probably the kind of fan that they hated. | knew pop music,
bubblegum music, and | didn't get this—I learned representing them."#> From Podell's
perspective, Idlewild South was key to the band's development as a revenue-generating
act. Despite its lack of chart success, "The word had got out. The tastemakers—Bill
Graham and Rolling Stone—had come out forcefully in favor of the Allman brothers. The
network of underground clubs, from Boston Tea Party to the Fillmore West, clearly
supported the Allman Brothers, and would play them five times a year if they could."4®
The band was best live, and its relentless touring schedule had garnered a significant
following.

Podell's mention of Graham as a tastemaker is somewhat interesting, but not
altogether surprising. Bill Graham began as a promoter in the early days of the San
Francisco rock music scene. He had admittedly scant connection to the cultural sounds
happening around him. "From the very beginning," he wrote, "l accepted the fact that |
had no real personal knowledge of the rock scene of that era." Because he did not listen

to radio, "l didn't really know what was going on. Even If | had, | wouldn't have heard the
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music that was being played at the Fillmore then."4’ Despite his considerable influence,
Graham did not impose himself as an arbiter of talent. Instead, he did as Tom Parker had
taught John D. Loudermilk. He watched closely what his crowds responded to. "Early on, |
don't think Bill noticed our music much," Grateful Dead guitarist Jerry Garcia recalled.
"He always loves it when the crowd gets off even if he doesn't personally understand or
personally dig the music."48

Graham also queried the artists' own likes and influences. Thus, he became
exposed to, and hosted at his venues, African American performers such as the Staple
Singers, Bobby "Blue" Bland, James Brown, Chuck Berry, and, most notably for Graham,
Otis Redding. "There was an ultimate musician everyone wanted to see. Everybody said,
'This is the guy.' Otis. Otis Redding. He was it. For everybody that talked to me."4°
Because of the segregated nature of the music touring business, it was a bit of a coup for
Graham to secure Redding to perform in San Francisco. By in December 1966, when
Redding appeared at Graham's Fillmore, the artist had yet to truly break through to the
national white market. "Otis had worked to white audiences but at white colleges in the
South because it was a tradition," Phil Walden recalled. "Black people always entertained
white people down there." The result was career changing for Redding and had a major
impact on Graham as well. "By far," he wrote, "Otis Redding was the single most
extraordinary talent | had ever seen. There was no comparison."*° Redding's Fillmore
shows in that year were also the first time Graham and Walden came into contact. It was

not the last.
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The Fillmore East and West concert halls are remembered fondly as places that
nurtured the talent of countless bands throughout the entire rock era. Paul Baratta, who
managed the Fillmore West, recollected how the venues dissolved the line between
musician and audience: the "performer on stage interacting with the audience to form a
unit. Not just somebody performing at an audience." Graham encouraged this
arrangement. Eric Clapton, who first played Graham's Fillmore in 1967 while touring with
Cream, remembered how seriously the people he encountered—musicians and
audiences alike—took their craft. "The first time | went to San Francisco," he stated, "I
experienced the kind of more introverted or serious or introspective attitude toward our
music. . . . | was encouraged really to get outside of the format. | was encouraged to
experiment.">!

Cream brought an improvisational focus with them from the U K., and they
inspired and gained inspiration from the American music scene. "There was a lot of
bravery back then. There were a lot more risks taken and people out on a limb." Clapton
credited Graham for creating an atmosphere that encouraged the musicians to explore
and experiment creatively. "Bill's great point was that he had deep-seated feelings for
what was right in the music," Clapton concluded. Joshua Smith, who ran the light show at
the Fillmore East, agreed. "Bill never made the mistake that | saw so many people make.
Bill never thought he was the music. Bill was always the scene." Ultimately, Smith

concluded, Graham "never stopped loving the artists.">?
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One of the artists Graham grew to love was the Allman Brothers Band. "l played
them because | thought they were really good and | thought the public would think so as
well. | wanted to build them into a headliner, and | thought they should have turned the
corner sooner," he said. "l used the Allman Brothers as much as | could, if it fit in
musically." The promoter enjoyed the band's music more than anything. "The Allman
Brothers made me feel good, in that particularly physical way. You may not move, but it
affects your body as well as your emotions," he remembered. "Less than ten bands, in all
of rock, have that potential, for me, to get out there and make me feel really good; to put
out the good spirit within you. The Allman Brothers have that ability.">?

The affinity was mutual. Years later, Betts called Fillmore East "the Carnegie Hall
of rock 'n' roll. ... The best rock 'n' roll showcase you could play." He particularly
remembered Graham's professionalism. "Bill Graham made a great presentation of rock
'n' roll with light shows and curtains and presentations of the bands and the set
changes.">* In addition, "It was a great-sounding room. It was fun to play," Betts added.
"He made sure that the P.A. system was set up correctly. It wasn't too loud, it wasn't too
soft, and everyone in the room could hear and see.">

While the Warehouse in New Orleans had been under consideration for the
Allmans' live recording, the band eventually chose the Fillmore East, which he had

opened in the East Village of New York City in March 1968. Graham booked the band for

six shows over three nights: March 11 through 13, 1971.
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The Allman Brothers were not the scheduled headliner the weekend they
recorded the album for which they are most famous. They were instead the middle band
on a bill that included Johnny Winter and the Elvin Bishop Group. The arrangement
changed after the Allman Brothers' first set of the weekend. "After we played our first set
on Thursday night," Butch Trucks recalled, "half the audience got up and walked out.
Steve Paul, who was Johnny Winter's manager, said, 'Well, | guess Johnny is gonna be
opening for the Allman Brothers from now on because we can't have that happen
again.""® Alan Arkush also remembered Winter's reluctance to follow the Allman
Brothers. "l was a member of the light show by then and we weren't book to work that
weekend because Johnny Winter was the headliner and Johnny Winter didn't like a light
show. We didn't perform, we just came to see the shows." He ran into Duane Allman and
the guitarist asked about the absence of the light show. "They were one of the few bands
he would ask that the stage lights to be lowered so people could really see the light
show," Arkush remembered. "So Duane called Bill and Bill said, 'Yeah, hire the light show.
Will bring them on for you. If you guys want the light show, we'll do it.' They were so hot
that they tore into the early show like it was Friday night late show Johnny wanted to
reverse the order. He said he had to catch an airplane. But I'll tell you. He just couldn't
top them.">’

The new arrangement ended up being fortuitous, particularly for the liberty it
provided the band to improvise and stretch songs to whatever length they desired. "If

that hadn't happened," Trucks said, "we absolutely wouldn't have had all that time to do
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all the stretching out that led to At Fillmore East. We only had ninety minutes and had
some songs that lasted longer than that!">8 While this is hyperbole, the band topped a
combined seventy minutes with three of the songs that made it to album: "You Don't
Love Me" (at 19:15) and "Whipping Post" (23:03) on At Fillmore East and "Mountain Jam"
(33:41) on Eat a Peach. As Arkush remembered, "The Saturday night shows, early and
late we're probably the greatest | ever saw the Allman Brothers play. Also, one of the
greatest live performances I've ever witnessed.">° Given the Fillmore East's prominence
in the era, it is high praise indeed.

To the band, the recordings captured the band at its absolute peak. "What made
that weekend special is that we had been out on the road, we'd been playing these
songs, and you know how sometimes, everything comes together at the right time?
When you have the right people in the right place doing the right thing?," Trucks
reflected. "We were really comfortable with these songs that we were playing. Songs like
'Whipping Post' and 'Mountain Jam,' these were jams. We had really learned to talk to
each other. By the time that weekend came along, we were really communicating."®°
Johanson concurred. "We knew those shows were special but when you're doing it and
you're in the middle of it, you're not thinking like that. Great stuff was going on. | didn't
want to get hung up over knowing the shows were being recorded. That would not be
good, you need to get your mind off of that so you can you don't get hung up and forget
what you're supposed to be doing, which is playing music and connecting with an

audience."® "We were just at the peak of reaching the point where we knew each other
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well enough, we knew the material well enough to where we didn't have to think about it
and could let it all flow so naturally," Trucks recalled. "We knew what each other was
going to do—yet we were constantly wide open to letting it go and taking a dive and
seeing what would happen."®?

As is his wont, Johanson highlighted the connection to jazz. "To me, our songs
were stretched out in the studio and we were able to do more of that when playing live.
You think about the records that King Curtis did or maybe back to the Woody Herman
Band or Duke Ellington's band; in those bands, various people took solos and the energy
directed them to do so; it's the same way with us in a live setting."®® While recording At
Fillmore East, he shared, "You went by what the song was dictating as opposed to
thinking it out—'"We're gonna do two verses of this and then we're gonna do an eight-bar
or sixteen-bar solo."'® The band's jams, Betts remembered, followed a jazz formula. They
were "structured to the point where we'd know who went first. But what was going to
happen in the middle of it, we never knew."® The songs morphed accordingly, stretching
timewise to whatever limits the band and soloist felt in the moment. When queried
about song length, Johanson quoted John Coltrane. "With whatever amount of space you
have to do something," the saxophonist said, "that's what you have and the ability to do
that just shows the mastery of knowing what you're doing, how to develop it and how to
play a song."®® It is the formula the Allman Brothers Band followed in 1971 at Fillmore

East.
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"We knew it'd be a good show," Betts said, reflecting on the decision to record at
the Fillmore. The venue's typical audience was an important consideration. "[The
audience] would kind of play along with us. We'd go from two decibels to a hundred,"
Gregg Allman remembered. "But when we shut down, they'd shut down. They'd go from
screaming and yelling to absolute silence. They were right on top of every single vibration
coming from the stage." Audience reception was vital to the band. "Our music was always
about playing," Betts said, "getting to know the audience to the point that we're
communicating. I'm sure that's what everybody tries to do. But with us, it was our whole
thing, identifying with the people that came to see us. And in doing so much roadwork,
we did exactly that. We found out who they were, and we found out who we were."®’

Recordings exist of four shows used for At Fillmore East: the early and late shows
on March 12 and 13. For the shows on March 11, Duane Allman had invited a horn
section, including Johanson's old friend Juicy Carter, to join the band onstage. Dowd
convinced Allman to cancel the experiment. "Duane," he said, "this isn't the time to try
this out." Allman reluctantly agreed and none of the horn section's appearances made
the final album.%8

The Allman Brothers Band played a tight setlist the weekend of March 11, 1971.
The band had formalized its sets to the extent that its shows began with the songs Duane
Allman played on slide guitar. Thus, the first three shows began with the same four short

blues songs: "Statesboro Blues," "Trouble No More," "Don't Keep Me Wonderin'," and

"Done Somebody Wrong." Only "Don't Keep Me Wonderin"" was an original.®® The band
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had recorded it for Idlewild South the previous year. "Trouble No More" had appeared on
the band's debut album. "Statesboro Blues" and Elmore James's "Don't Somebody
Wrong" had yet to appear on an Allman Brothers release (though the band had
attempted to record the former several times in the studio to no avail). By the last show
of the weekend, Allman Brothers dropped all but "Statesboro Blues" from the setlist,
satisfied that they'd already captured great versions for the album. In their place was a
version of harmonica player Sonny Boy Williamson's "One Way Out"—a somewhat sloppy
take that the band did not release until 2014.7°

The band performed Dickey Betts's "In Memory of Elizabeth Reed" three times
during the weekend, twice with Carter playing a slightly out-of-tune saxophone. The third
version, recorded at the early show on Saturday, March 13, clocks in at thirteen minutes,
nearly twice the length of the studio version. Allman and Betts's solos reflect two
guitarists in seeming complete command of their instruments, confidently channeling
their jazz influences as much as their blues roots in extended solos. The entire
instrumental is a tour-de-force, with the six band members in sync with each other
through the complex song's multiple melodic and tempo changes. The band performed
another instrumental twice, the up-tempo, jazzy "Hot 'Lanta," collectively credited to the
entire band.

Three longer blues songs appeared as well. "Stormy Monday" and "You Don't
Love Me," were covers. The third was Gregg Allman's "Whipping Post." The band played

the former only once, in an extended take that captured a tremendous performance. The
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group played "You Don't Love Me," which it had picked up from harmonica player Junior
Wells, three times in a format greatly expanded from the versions the band played in
summer 1970: from five minutes in 1970 to nearly twenty minutes at Fillmore East. It
also extended "Whipping Post," also performed three times. The song, which was 5:17
long on the band's debut album, clocked in 22:53, 17:15, and 22:00.

The last song the full Allman Brothers Band played that weekend was "Mountain
Jam." It was a fitting end to a triumphant weekend. After the 33:51 jam, featuring solos
from all band members, including a three-minute dual drum jam, an appreciative Duane
Allman exclaimed, "Thank you! Thank you very much! Sure has been a fine weekend."’*
His words were an understatement. The music that weekend at Fillmore East captured
Allman and his band in their element and truly playing at their peak. The band knew it, as
Berry Oakley and Allman told the Warehouse crowd later that week. "Last weekend we
played a concert in New York," he announced from the stage. "We recorded four
different shows and we got enough material that sounds a lot like the really spaced out
stuff that we do when we get down here and we're gonna put it out on record in about
six weeks." "Buy it," Allman answered. "If you wanna stay up all night," Oakley retorted,
"vou can stay up every night with us. We'll be right there on your record player."”?

Next up for the band was distilling the music onto an album. Recording notes
from the Fillmore East run note how the band selected which versions of songs to include
on the final album:

Statesboro Blues - 4th show Positively
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Done Somebody Wrong 2nd take - best feel, but Dickey very unhappy with his
solo, MUST be redone. 3rd take solos all okay, but feel not as good as 2nd take

One Way Out - Only 1 take of this. Dickey feels solo is unsatisfactory, but track is
basically good. Possibly repair this, otherwise scrap entire thing. Exclude 2nd 12
bars of Dick's solo

Elizabeth Reed - PERFECT (hand-drawn flower) 3rd show. xoxoxo. Please pay
special attention to bass clarity

Hot Lanta’?

Of the songs above, only "One Way Out" did not make the album. The band had multiple
shows and multiple versions to work with.

The limitations of vinyl meant the Allman Brothers Band's longer songs such as
"You Don't Love Me" and "Whipping Post"—each twenty minutes or longer—would
consume the entire side of an album. Walden's solution was to press Atlantic to release
the recording as a double album. "When | told Wexler that our Fillmore East live album
would have to be two LPs and contain at least one sixteen-minute song, he resisted,"
Walden recalled. "'Not every note,' [Wexler] argued, 'is vital to our heritage.' | said, 'lerry,
the boys are pure artists and that's what it's got to be.' Jerry agreed, he understood."
"What | understood," Wexler said, "was that | had never heard a guitarist | found as
satisfying as Duane."’* Wexler relented, and agreed to release the record as a double set.

Walden next presented Wexler with an additional demand. "Now let me tell you
the other part of this thing," he told his counterpart. "Our image is that this is the
people's band. Music is for the people and therefore we want to make this specially

priced," Walden said. "We want to sell it for $6.98."7> The price point was important to
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Walden. "We wanted the album to carry a price tag everyone could afford."’® Wexler
answered it was economically impossible to do so.”” Walden was unbowed, and Wexler
agreed if Walden would cut a deal on song publishing. Since Walden managed the
publishing rights for the three original Allman Brothers Band songs on the record—"In
Memory of Elizabeth Reed," "Hot 'Lanta," and "Whipping Post"—he had the authority to
do so. And he did.”®

Walden's gamble paid off and At Fillmore East became the breakthrough that the
band, its manager, and Atlantic had long sought. "I don't think anyone could've predicted
the extent of [the] album's success but we were counting heavily on it," Walden said
years later.”® Trucks agreed, "Two years of playing every city in the country, we built a
following and we worked very hard for two years and built our following when that live
album came out that's what everybody was waiting for."® The album was as near a
representation of the band live as possible. "There were no overdubs whatsoever on the
Fillmore," Betts recalled. "No vocal overdubs, no repair work. There was some edits in
some of the jams. You know, they had to edit it to try to get it on the record, but other
than that, there was nothing done to that. It's just a pure performance."®! Critics and
consumers agreed.

In June 1971, as Capricorn was about to release At Fillmore East, music writer
Tony Glover highlighted the significance of the impending album, "The one problem was
the Allmans in a studio, and live shows of theirs often turn into a whole other trip, with

long extended instrumental jams that shift through all kinds of moods." Phil Walden
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agreed with Glover. "The band had not really found themselves in the studio at that time;
but they had in front of live audiences. They had more freedom there, they opened up.
They weren't a three-minute-cut band."82 On At Fillmore East, Glover noted, "The
Allmans get the opportunity to stretch out some." Although, he acknowledged, "no
record is as good as hearing the band live, this comes close to capturing the feelings they
generate—and it is another good example of the group's attitude towards their music."83
As Walden argued, "The live album gave them an opportunity to play on record as they
played in person; and people reacted to that. That was really the turning point."8

Released on July 6, 1971, At Fillmore East featured only seven cuts, only two of
which—"In Memory of Elizabeth Reed" and "Whipping Post"—had previously appeared
on Allman Brothers Band studio releases, albeit in much-truncated form. Two were
instrumentals, "Elizabeth Reed" and "Hot 'Lanta." Two were stretched out blues,
"Whipping Post" and "You Don't Love Me." Only two of the songs were even of remotely
the appropriate length to be released as singles: "Statesboro Blues" (4:17) and "Done
Somebody Wrong" (4:33), though neither was. The record was made for the serious
music listener, and ultimately found a home on the more freeform FM radio format.

By summer 1971, FM was still a relatively new radio format. While the frequency
had been in existence since the 1930s, AM had long been predominated. The band was
the bastion of mainstream programming. FM's growth had been stymied as radio stations

simulcast their AM programming on the FM dial. That changed in 1965 when the Federal

Communications Commission issued a non-duplication rule prohibiting AM stations from
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merely retransmitting their programming on their FM sister stations. The rule forced
hundreds of FM stations to develop new formats nearly overnight.®> Many turned to the
freeform format gaining widespread acceptance nationwide.

Freeform was exactly that: a format untethered by the bland, homogenous radio
show structure of the AM dial. In 1949, Berkeley, California's KPFA became the first to
broadcast in freeform. At its launch, Jesse Walker writes, "No station like KPFA existed
anywhere else in America."® The music it played ranged from contemporary sounds to
opera, jazz, and what today is called "world music." The station didn't only broadcast
music. Over the years it featured political commentary, film and literary critics, public
intellectuals, and poets, among many others. Eschewing corporate and government
sponsorship, KPFA instead turned to its listeners for financial support. Initially, the station
proved unable to sustain itself. It folded briefly in August 1950, and reopened due to an
outpouring of listener support. It remains in operation today.?’

Following the FCC's 1965 ruling, other stations followed KPFA's model. In 1966 in
New York City, the FM sister station to the popular WOR-AM, experimented with
freeform, becoming the first commercial rock station on FM. In a report for the Village
Voice in December 1966, Richard Goldstein wrote of how the station differed from its
competitors:

WOR-FM makes the rest of the pop radio scene look like a teabag on its third cup

of water. Its staff of disc jockeys, veterans of the AM frenzy are quieter and oddly,

less formal than the good guys, who pour a puddle of forced cheer into their
microphones.
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The new station programs for an audience which doesn't regard the big beat as
an impediment to pleasure or to sanity. WOR is rock without the AM shlock. Says
program director Tommy Reynolds: "We're selling quality music. We don't shout,
we don't ring bells, we don't intrude over our vocals or talk down to our
listeners."8
WOR, according to Goldstein, was "the first station in New York to cover the pop scene
before it fossilizes. And it makes WOR this radio market's first authentic breakout
station." The station was the only place focused on songs such as "l Can't Control Myself"
by the Troggs, "Bend It" (a hit in the U.K. but not in the U.S. because of its alleged sexual
innuendo), and the Byrds's "Eight Miles High" after many had stopped playing it because
of its connotations with drugs.8? A fall 1967 advertisement for the station quoted the
Saturday Evening Post that WOR "is threatening to revolutionize radio by playing pop
music for adults in the same dignified format that FM usually reserves for classical
music."? Despite these accolades, WOR abandoned the format soon after the
advertisement ran. It wasn't the end to freeform in New York City, however, as WOR
deejays soon took up residence at WNEW.%!

Though he's sometimes given credit for creation of commercial freeform radio,
KMPX-FM deejay Tom "Big Daddy" Donahue from Rockville, Maryland, and Philadelphia,
had surely heard WOR before he migrated to the west coast. His famous recollection,
bemoaning why no radio station was playing the eleven-plus-minute song "The End" by
the Doors, is therefore probably apocryphal. But his time at KMPX in San Francisco was

significant for the rise of FM. By the time Donahue joined the station in April 1967, fellow

deejay Larry Miller had already been hosting a successful show on the station since that
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February. Miller's playlists of folk, classical, jazz, and rock, found an appreciative
audience. Donahue built on that audience, and within three weeks, Jesse Walker reports,
"listeners were sending him beads and posters to decorate the studio." "Gradually,"
Walker concludes, "the hippies took over KPMX."??

KMPX epitomized the ideal of the underground FM station, one that built on the
model WOR had employed a year before. Its deejays, Todd Coffin argues, "played
extended experimental and psychedelic music that addressed the culture of sex and
drugs more openly than any previous San Francisco station. [They] also personified the
mellow, often stoned, attitudes of listeners who believed there was a fun and festive side
to the political and social upheavals of the times." According to scholar Michael C. Keith,
the raison d'étre of the underground radio movement (of which KMPX was such a large
part) "was in step with that of the growing counterculture. It resented the mainstream
gestalt of the day regarding social issues (war, drugs, race), but most of all it detested
formula radio."?? It was the perfect medium for the music of the Allman Brothers Band.

Breaking the formula meant playing songs that had not been released as singles.
"All of a sudden, people were hearing albums that they'd never heard on the radio
before," former KPMX deejay Bob McClay recalled. "It was astounding to be able to hear
that kind of music and it was so important."* FM stations that followed the KPMX
formula focused on album cuts, and therefore made space for songs longer than the
tight, two- to three-minute formats of AM radio. Albums, deejay Allen Shaw noted while

working in AM radio in Chicago, had taken over the radio industry. "The single most
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important and long-lasting aspect of what was happening," Shaw believed, was "the
music, album rock, played in stereo high fidelity on FM."9>
FM radio's predilection for album cuts was critical to the breakthrough success of
At Fillmore East. The album arrived as the singles market, so critical to AM's dominance
of the music industry, was on the wane. As Ritchie Yorke reported for Billboard in
November 1971:
Singles have sunk to less than a 10th of the total music volume, most strictly
singles artists are treated with disdain by the rock print media, and most
significantly, the local Top 40 radio station bears very little resemblance to what is
currently happening in rock music.
A revolution has taken place before our ears, and the Top 40 station is on the way
to becoming just an oldie-but-goodie from the past. Top 40 may not yet be dead,
but it's certainly down on its knees.
By imposing preconceived format standards on record makers (i.e., length of
song, lyric content, basic sound, length of intro, et al.), Top 40 programmers have
managed to kick the truly creative producers into working for other media. Many
record makers became film producers, and the ones who chose to remain in
music now produce for the album market.%®
FM, which focused on harder rock and album tracks was both the present and future of
the music business. Yorke cited "highly prominent U.S. rock acts"—including the Allman
Brothers Band, Grand Funk Railroad, the Jefferson Airplane, the Grateful Dead, the James
Gang, Steppenwolf, and the Mothers of Invention—that, while popular, were "relatively
unknown to the AM audience." "The groups which you don't hear on AM radio are

actually the headliners of the rock scene," he concluded. "They may not have AM hit

singles but they command huge audiences which transcend the need for AM and FM
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exposure. In short, the record buying audience has shown a tendency to make its own
decision on what to buy without referring to the playlists of local stations."®’

In addition to larger commercial radio stations, the FM stations of colleges and
universities adopted the freeform format. As colleges were one of the major touring
outlets for the band throughout 1970 and 1971, it proved a boon to the Allman Brothers
Band. Prior to the release of At Fillmore East, the band had already begun to gain traction
on college radio. The playlists of Brooklyn College's WBCR, Georgia Tech's WREK, Franklin
Pierce University's (New Hampshire) WFPC, WTCC at Springfield (MA) Technical
Community College, Northeastern University's WRBB, WAMU at American University,
KBLA (AM) at California State at Los Angeles, Louisiana State University's WLSU, all
reported including Idlewild South (or two selections from the album: "Revival," "In
Memory of Elizabeth Reed") and even "Black Hearted Woman" from the band's debut
album.%®

Closer to Macon, deejay Ed Shane had built an audience for Atlanta's WPLO-FM,
which was originally a pilot project at Georgia State in 1968. Shane regularly spun Ildlewild
South and other contemporary music, John Ogden noted, "playing favorite cuts off long-
playing albums and keeping a music/commercials ratio of 8 to 1."%° "Ed Shane had a great
ear. ... [And] that really started allowing me to bring these groups to Atlanta," promoter
Alex Cooley recollected. "Atlanta was the most important market in the southeast,"

Cooley said, "And WPLO was a step towards making it so."®



305

As stations like WPLO, KPMX, WNEW, and those at colleges and universities began
focusing on album cuts, the FM dial became the place where true music aficionados
tuned in. In New Orleans, the Warehouse, the concert venue that had become somewhat
of a second home to the Allman Brothers Band in 1970 and 1971 urged patrons to
support local FM radio:

We strongly encourage the switch from AM bubblegum music to New Orleans's

two FM stations: WIMR and WRNO. Richard Shanks with some help from his

friends, Larry Klein and Mike Roach have put together one of the nation's finest
shows: KALEIDOSCOPE on WJMR 7pm-midnight. Joe Costello, owner and general
manager of WRNO, along with his staff . . . have been quite helpful in getting the

Warehouse off the ground. WIMR-FM, WRNO-FM and the Warehouse are all

trying to bring nice music to this city. Join us in our fight against AM-bugglegum

music--switch to FM10?

FM would prove crucial to the commercial breakthrough of At Fillmore East. "The
Allman Brothers were an FM radio band," stated Philip Rauls, "and rock music dominated
that market."%%2 "The West Coast was one of the main areas where those FM stations
were," recalled John Carter. "Needless to say, in L.A. and San Francisco they were strong.
So it was my job to have [radio station personnel] at shows, to get those records played
that weren't going to get played on pop stations. And things were working great. People
couldn't believe the number of records the Allman Brothers were selling on what
appeared—to the old school—as no airplay. But | knew that the small audience that was

listening to those FM stations was religious about it."1% "Those long instrumentals and

drawn-out pieces were not really commercial at the time," Dickey Betts reflected. "In
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fact, if it hadn't been for FM radio, which was like a real underground radio system that
would play these extended pieces of music, we would never have been successful."1%4

Released on July 6, 1971, At Fillmore East stormed up the Billboard charts. Before
the month was out, Billboard identified At Fillmore East as one of its "National
Breakouts," as the record jumped to number 82 on its albums chart within its first three
weeks of release.'%> Walden did what he could to encourage the success, personally
calling Billboard's Claude Hall to say the "Allman Brothers album is doing great."1% By
September 4, 1971, At Fillmore East reached its highest chart position, number 13. By
October 25, 1971, the album earned a gold certification from the Recording Industry
Association of America for selling more than 500,00 copies. It ultimately spent forty eight
weeks on the Billboard 200 chart, a mammoth achievement for a band with no hit singles
and no discernable success to date.’®” With At Fillmore East, the reception the band had
received from its live shows finally translated into record sales.1%®

The success had been long in coming. "l guess it went along so slow for so long,"
Butch Trucks noted, "none of us really expected a whole lot to happen. When we got that
gold record, we realized we were doing something." The band thought their music was
just too unique for audiences. "We knew we were playing music nobody else had played
before," Trucks said, "but none of us had thought about it in commercial terms." Success,

then, had become a new challenge for the band. "That was probably one of the roughest

spots," the drummer continued, "realizing we were commercially successful; that people
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were starting to listen to us; that we had to keep that from influencing our music, keep

the music still the six of us having fun."1%°
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