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“The Sound of the New South” 

BY RON The summer of 1974 wasadark 
moment in America’s history. Water¬ 
gate, the political crisis which had 
ripped the nation apart during the pre¬ 
ceding two years, reached its climax in 
early August with the resignation of 
Richard M. Nixon, the 37th President 

of the United States. 
Rock ’n’ roll had emerged as a potent 

counter-force to the rising tide of lies and 
hypocrisy symbolized by Watergate. Artists 
such as Neil Young, whose song “Ohio” held 
Nixon accountable for the massacre of stu¬ 
dent anti-war protesters at Kent State Uni¬ 
versity in 1970, gave voice to an emerging 
rock audience whose ideals were not reflect¬ 
ed in the establishment’s media or politics. 

The seeds of this Countercultural Revolu¬ 
tion had their roots deep in the heartland of 
America. Two decades earlier, when a young 
Nixon was then Vice-President of Eisenhow¬ 
er’s United States, two explosive new voices 
from the segregated Jim Crow South erupt¬ 
ed like hydrogen bombs above the dull, reac¬ 
tionary din of the ’50s: One belonged to a 
hip-shaking white boy from Memphis, Ten¬ 
nessee, who fused blues and country 
music into an exciting new hybrid 
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called rock ’n’ roll; the other to a young 
black preacher from Alabama, with a Dream 
of Brotherhood, who was beginning his long 
Civil Rights march from Montgomery to 
Memphis in a crusade for freedom and 
human dignity. 

Out of this Revolution, a new generation 
of young white post-Civil-Rights-era South¬ 
erners were born. Their necks were still red 
like their daddies’, but they grew their hair 
long to cover it up. Their musical influences 
were integrated, like their schools, and the 
sound they made was loudly amplified and 
aggressive, like the new guitar heroes from 
England, who played the rock ’n’ roll of their 
forefathers, but with a heavier beat. 

This “new sound” from the “New South” 
was called Southern Rock. It began with The 
Allman Brothers Band, a jamming blues-rock 
outfit, which featured a Coricidin-bottle- 
playing slide guitarist named Duane Allman. 
Their 1971 double LP “Live At The Fillmore 
East” captured the power and excitement of 
their open-ended shows, and had only just 
been released when Duane was tragically 
killed in a motorcycle accident. His death, 

and the eerily similar demise of bassist 
Berry Oakley a year later, were the first 

in a long series of tragedies which would 
slowly decimate this trailblazing band. 

The Allman Brothers were on Capricorn 
Records, a Macon, Georgia-based label 
which was the brainchild of Phil Walden, a 
wily Southern music impresario, who along 
with his brother Alan, had made names for 
themselves co-managing the great soul 
singer Otis Redding. After Redding was 
killed in a 1967 plane crash, the Walden 
Brothers decided to leave black music 
behind and catch the tidal wave of rock ’n’ 
roll crashing over America. Phil hooked up 
with the Allmans and founded Capricorn. 
Alan went in search of his own great South¬ 
ern rock group. 

The younger Walden’s quest eventually 
led him to the tough North Florida industri¬ 
al seaport town of Jacksonville, whose thriv¬ 
ing local music scene had helped spawn the 
Allmans. There he found his band. “I audi¬ 
tioned 187 bands in 1970,” Walden later 
remembered. “I heard Lynyrd Skynyrd in a 
warehouse in Jacksonville, Florida. I felt like 
I was going to have a heart attack. They just 
wiped me out. I forgot about the other 186 
and signed Lynyrd Skynyrd. They played 
‘Free Bird’ and I knew right then that they 
could be a great band.” 

“Free Bird,” a bluesy guitar rave-up with 
the refrain “I can’t change,” was a powerful 
metaphor for Skynyrd’s uncompromising 
“Play music or die” lifestyle. When Walden 
found the band, they were already rock 
’n’ roll outlaws in their hometown for 

their rowdy “psychedelic” guitar rock, and 
they were so poor that guitarists Gary Ross- 
ington and Allen Collins had to collect pop 
bottles in order to afford a new set of guitar 
strings. Despite a fierce, against-all-odds 
struggle to make their musical dreams come 
true, they had a sassy sense of humor, nam¬ 
ing themselves after Leonard Skinner, a high 
school gym coach who sent them to the prin¬ 
cipal for having hair so long it touched the 
back of their collars. Lynyrd Skynyrd was primarily the vision of 

one man, a tough little singer from the 
“Shantytown” side of Jacksonville named 
Ronnie Van Zant. A high school drop-out 

with a criminal record, the barefoot frontman 
was a combination of Merle Haggard’s 
“Workin’ Man” and the Rolling Stones 
“Street Fightin’ Man.” To Van Zant, the 
American dream was a nightmare from which 
he was trying to awake. In his world, being 
born penniless made you an outlaw, and his 
songs voiced an outrage at his predicament, 
caused by mere chance of humble birth. “You 
don’t have to be black to be a nigger,” he 
once said about himself. For this poor boy 
from Shantytown, singing in a rock ’n’ roll 
band was the way out of a street life in which 
the odds were against his survival. 

Walden immediately brought his new dis¬ 
covery to the Alabama music capital of Mus¬ 
cle Shoals to make a demo recording, which 

he played for Muscle Shoals Sound 
Studios Producer Jimmy Johnson, 



who also happened to be the guitarist for the 
legendary Muscle Shoals rhythm section. 
Johnson was so taken with the young band 
that he agreed to produce an album on spec 
without even meeting the group. “They 
sounded real unique, “ Johnson later 
recalled. “I loved Ronnie’s deep, resonant 
voice and Gary and Allen’s guitar sound. 

To Ronnie Van Zant,the 
American dream was a 
nightmare from which 
he was trying to awake 

They were really a guitar band, and I could 
relate to that. They also had a lot of good 
songs.” 

The Swampers, as the group affectionate¬ 
ly nicknamed Johnson, co-producer Tim 
Smith, and the Muscle Shoals production 
team, taught the inexperienced but hard¬ 
working musicians the ropes of professional 
recording. “We went in there and they said, 
‘Don’t you know that bass and drums are 
supposed to play together?”’ Van Zant 
remembered. “We didn’t know how to 
count out the times to songs—we just had 
two speeds, slow and fast. We learned a 
whole lot out there and times were hard.” 

By the end of 1971, after nearly a year of 
commuting to Muscle Shoals to record dur¬ 
ing leftover studio time, often in the 
middle of the night, Skynyrd had 

painstakingly pieced together an album’s 
worth of material. “Was I Right Or 
Wrong,” one of the songs recorded during 
these sessions, directly addresses the personal 
turmoil Van Zant was experiencing during 
this period of struggle. The song crystallizes 
the central conflict in his life: a wrenching 
moral struggle between his loyalty to the 
working class values he was raised on and the 
calling of his soul to music. Like much of his 
greatest writing, the inspiration for it was 
autobiographical, referring to his complex 
relationship with his father, who wanted him 
to finish school before pursuing his dreams of 
music. “Was I Right or Wrong” tells the story 
of a misunderstood young rocker, who leaves 
home to seek his fortune in rock ’n’ roll and 
thereby win his parent’s approval. When he 
returns home a star, he finds that during his 
absence, they have both died. He sings the 
song to their tombstones, in a desperate 
effort to be heard beyond the grave. In light 
of Van Zant’s eventual fate, and his own par¬ 
ents survival, the irony of the song is chilling. 
Eerily, it would remain unreleased during his 
lifetime. 

“Cornin’ Home” similarly reflects Van 
Zant’s paradoxical emotions about the all-or 
nothing road he finds himself traveling, 
caught between the harsh life he left behind 
and the seemingly insurmountable obstacles 
of achieving his dream. The version presented 
here features the singer’s original lead vocal, 

which has a raw edge of plaintive emo¬ 
tion that strongly conveys the ambiva¬ 

Ronnie Van Zant 

lence of a band whose 
fate was then still very 
much in doubt. 

In early 1972, 
Walden began shopping 
Skynyrd’s Muscle Shoals 
album around to record 
labels, while the band 
continued to play bread- 
and-water gigs on the 
Southern club circuit. 
“Alan carried them 
around the whole indus¬ 
try,” Johnson remem¬ 
bered. “We were rejected 
by all the companies. It 
was a hard thing for me to 
part with them because I 
really believed in them at 
the time.” 

It seemed nobody wanted 
a Southern Rock band, but all that was about 
to change. With the Top 10 success of the 
Allman Brother’s “Eat A Peach” album in 
mid ’72, Southern rock suddenly became red 
hot. The music business quickly turned it’s 
attention to Dixie in hopes there might be 
another Allmans hidden in the backwoods. 

New York producer A1 Kooper was one of 
the first to stake out his turf on the emerging 
scene, setting up his MCA-sponsored 
“Sounds of the South” label in Atlanta in late 
’72. Kooper, a former Dylan sideman and 
founder of Blood Sweat and Tears, had 
a knack for being in the right place at 

the right time with the right idea. “When I 
was traveling through the South, I began to 
stop in at the local clubs.” Kooper would 
later say. “I couldn’t believe what I heard! It 
was like the San Francisco scene in ’65!” One night Kooper walked into a rowdy 

Atlanta bar called Funochio’s where 
Skynyrd, newly arrived from Jacksonville, 
were playing to an indifferent local crowd. 

“These guys had Japanese guitars, lousy 
amps, and no socks or shoes,” Kooper 

remembered, but what caught his 
attention first was lead singer Van 



Gary Rossington 

Zant’s motionless stage presence. “I liked 
him and hated him at the same time. I just 
couldn’t take my eyes off him he was so 
unusual.” Before long, the producer was 
on stage jamming with the band, and 

by the end of their week-long stint he was 
offering them a recording contract. “The 
song that really pulled me in was ‘I Ain’t 
The One’. That killed me. A great heavy 
metal tune. That’s the song I signed 
them on.” 

“I Ain’t The One” became the pow¬ 
erful lead-off track for Skynyrd’s Sounds 
of the South debut album, “Pro¬ 
nounced Lehn-nerd Skinnerd,” record¬ 
ed in the Spring of 1973 at Studio One 
in the Atlanta suburb of Doraville 
(home of the Atlanta Rhythm Sec¬ 
tion). “Pronounced” was a panorama 
of all the band’s influences up to that 
time, a distillation of all their youthful 
and musical experiences. The songs 
were drawn from the best of the 
group’s deep catalog of material, 
much of it already recorded for their 
Muscle Shoals album, and honed to 
a razor’s edge by years of club 
work. 

Kooper’s onstage jams with 
Skynyrd at Funochio’s foreshad¬ 
owed their working relationship 
in the studio, where the produc¬ 
er involved himself in every 

aspect of the album making process, from the 
playing and songwriting to the production 
and mixing. The band had greatly matured as 
musicians since their album with the 
Swampers and had set ideas of what they 

wanted to do. Their recording sessions 
with Kooper, who had his own idea 

about how he wanted to produce the band, 
made for an intense musical atmosphere 
...and stirring results. 

The powerful ballad “Simple Man” was 
Van Zant’s tribute to the life-affirming val¬ 
ues imparted to him by his beloved grand- 

i mother. “Gimme Three Steps,” a funky 
I Stones-like honker, could have 

described a typical night at Funo- 
I chio’s. “Tuesday’s Gone,” a sweep- 
j ing blues statement which featured 

the Atlanta Rhythm Section’s Robert 
Nix on drums and Roosevelt Gook 
(Kooper) on bass, was lifted to epic 
proportions by the producer’s ele¬ 
gant mellotron arrangement. But the 
climax of the album was a dramatic version 
of the band’s signature tune, “Free Bird,” 
which featured Collins’ magnificent double- 
tracked lead guitar solo in a performance 
destined to become a classic. 

Shortly before “Pronounced” was record¬ 
ed, Skynyrd went into Studio One with 
Kooper to make a series of demos, which 
were done live with no overdubs in a single 

f day-long session that ran until the wee hours 
I of the morning. One of the last songs record- 
\ ed that night was a stark country blues tune 
i called “Mr. Banker,” which was later 

released as a non-album “B” side of their first 
single, “Gimme Three Steps.” 

Before forming Skynyrd, Van Zant’s first 
band, US, played strictly black Delta blues. 
“Mr. Banker” is the purest example of 
that seminal influence he would ever 

record. The great African-American compos¬ 
er William Grant Still once called the blues 
“the yearning of a lowly people for a better 
life.” In “Mr. Banker,” Van Zant brilliantly 
encapsulates this idea with a dark metaphor 
for the degradation of poverty, which tran¬ 
scends race or region. 

“Mr. Banker” also features the first 
appearance of former Strawberry Alarm 
Clock guitarist Ed King, who would tem¬ 
porarily replace Wilkeson on bass for the 
recording of “Pronounced.” Shortly after the 
album was completed, Skynyrd returned to 
Jacksonville, where Wilkeson rejoined the 
band, enabling King to switch back to guitar. 
Suddenly the band’s trademark three-guitar 
format was born. The immediate result was a 
burst of songwriting inspiration which 
became a tribute to Skynyrd’s days recording 
in Muscle Shoals. 

“We wrote ‘Sweet Home Alabama’ as a 
joke,” Van Zant would later say about the 
song which would become one of Skynyrd’s 
anthems, but beneath the mocking tone of 

his lyrics there was a hard edge. “Sweet 
Home” featured a controversial 

The band were so poor that 
guitarists Rossington and 
Collins had to collect pop 
bottles in order to afford a 
new set of guitar strings 



counter-attack on rock-icon Neil Young for 
his songs “Southern Man” and “Alabama,” 
both of which condemned Southern racism. 
However, “Sweet Home” also seemingly 
defended segregationist Alabama Governor 
George Wallace, though the lines “boo, boo, 
boo” following the Wallace reference would 
indicate the opposite. In reality, this Skynyrd 
song simply celebrated life in a “New 
South,” “where the skies are blue” and 
“Montgomery had the answer.” 

“Skynyrd held the rebel flag up, but it was 
done, to me, in a way that shouldn’t offend 
blacks,” Swamper Jimmy Johnson later 
explained. “It was done in a way that makes 
you proud you’re from Dixie.” 

“Alabama” also took a poke at the unfold¬ 
ing Watergate scandal, with Van Zant brag¬ 
ging that “Watergate does not bother me.” 
In light of Nixon’s subsequent resignation, 
the populist sentiments expressed in 
Skynyrd’s new Southern anthem were the 
harbinger of a return to basic American val¬ 
ues, foreshadowing a dramatic shift in 
national mood which would soon result in a 
born-again peanut farmer from Plains, Geor¬ 
gia, being elected president with the promise 
to “never lie to you.” 

fllhe Skynyrd band was saying things in 
'I'their songs that the common man 
I felt,” said Johnson, “the everyday steel 
1 worker, the blue collar worker, the 

military guy—pretty much the feeling of a\ 
white America.” 1973, the date 

Skynyrd emerged on the national music 
scene, was the first year of a two-and-a-half- 
decade decline in real wages for the average 
working man that continues to this day. 
Growing up a poor white in the deep South, 
Van Zant early on felt the economic hard¬ 
ships that would impact much of America for 
the decades to come, and his music spoke for 
the growing class of voiceless Americans, 
outsiders in their own land, who would never 
realize the American dream. 

“Workin’ For MCA” expressed this Pop¬ 
ulist attitude perfectiy, voicing a fierce pre- 
punk suspicion of both the rock establish¬ 
ment and the corporate powers that be. The 
song, which was not included on Skynyrd’s 
yet-to-be-released debut album, was written 
especially for Kooper’s Sounds of the South 
press party promoting the album and its label 
at Richard’s, Atlanta’s premiere rock club, in 
July, 1973. 

In a performance of legendary propor¬ 
tions, the second-billed Skynyrd blind-sided 
the unsuspecting music business crowd with 
a blistering version “MCA” and then stole 
the show with “Free Bird,” whose interlock¬ 
ing guitars had the industry audience stand¬ 
ing on their chairs screaming for more. The 
Richard’s show was a prelude of what was to 
come. When “Pronounced” was released a 
few weeks later, the album received massive 
FM radio air-play, with “Free Bird” leading 
the way. Van Zant would later dedicate con- 

cert encores of the guitar opus to 
Duane Allman and Berry Oakley, say¬ 

heralding a return to basic, 
foot-stomping rock ’n’ roll 
in an era of glitter and gim¬ 
micks. Reviewers called it 
the best debut album of 
1973. Creem said Skynyrd 
displayed “more wit and joy 
than the decimated Allmans 
and more power pump 
whammo than the Stones,” 
while Cashbox dubbed them 
“the world’s next super¬ 
group.” That Fall, the band 
was invited to open for The 
Who on the North American 
leg of their “Quadrophenia” 
tour, where they were the first 
opening act ever to receive 
encores. After nearly a decade of 
struggle, Skynyrd had finally 
made the big-time. What fol¬ 
lowed would make their leap 
from obscurity into the national 
spotlight seem effortless by com¬ 
parison. 

Allen Collins 

ing that “without the Allman Brothers, I 
doubt very seriously whether you’d have 
heard from Lynyrd Skynyrd.” 

“Pronounced” marked the begin¬ 
ning of a new era in American rock. 

Is 1974 dawned, Skynyrd faced 
the challenge of equaling the 
success of “Pronounced.” With 
their first LP selling steadily, ses¬ 

sions for their follow-up convened at the 
famed Record Plant in Los Angeles, where 
Kooper had moved to be closer to MCA 

headquarters. “Second Helping,” 
which was drawn from the balance of MJ&, 



the material not used for their first record, 
had more of a Southern flavor, featuring 
“Alabama,” which was recorded the previous 
Summer at Studio One, and “Swamp 
Music,” a funky guitar extravaganza that 
indirecdy paid tribute to “Hell House,” the 
band’s rehearsal cabin in the woods outside 
Jacksonville, where much of their music was 

inspired and written. 
The album’s Southern theme was most 

eloquently expressed in “The Ballad of 
Curtis Loew,” which is Van Zant’s most 
fully realized piece of musical storytelling. 
The singer, whose January 15 th birthday 
coincided with Martin Luther King Jr.’s, 
spins a moving tale of how a young white 
boy’s love for an old black bluesman could be 
as strong a force for integration as a civil 
rights march. The song was inspired by Van 
Zant’s own boyhood experiences growing up 
in Shantytown, where poor blacks and whites 
were neighbors and the authentic swamp 
country blues of local musicians such as 
Shorty Medlocke could be heard on many a 
back porch. 

The record’s closing track was tour-de¬ 
force arrangement of J.J. Cale’s “Call 
Me The Breeze,” a favorite of Van 

Zant’s, which featured the three-guitar army 
blazing, the rhythm section of bassist Leon 
Wilkeson and drummer Bob Burns chug¬ 
ging, Kooper’s Blood Sweat and Tears-style 
horns blaring, Billy Powell’s barrelhouse 
piano boogie-ing, Van Zant wolf-whistling, 
and gospel-style hands clapping all the way to 
the finish line. 

When “Second 
Helping” was released 
in April, 1974, 
reviewers immediately 
hailed it as the equal 
of “Pronounced,” 
with Billboard finding 

the album “remarkably refreshing at a time 
when much of rock seems at a standstill.” 
However, the LP did not crack the Top 20 
initially, and had begun to fall off the charts 
until the release of “Alabama” as a single in 
late June. The disc rapidly caught fire and 
began racing up the charts just as Watergate 
was reaching its climax with the resignation 
of President Nixon in early August. By Octo¬ 
ber it had cracked the top 10, making 
“Alabama” and “Second Helping” Skynyrd’s 
first bona-fide gold records. 

“Sweet Home Alabama” changed every¬ 
thing. Suddenly, Skynyrd was featured in 
Rolling Stone and headlining sold-out shows, 
including their first-ever tour of Europe. 
MCA bought out the band’s contract with 
Kooper for a cool million dollars (though 

still retaining him as producer), and 
they also exchanged managers, replac¬ 

The populist sentiments expres¬ 
sed in Skynyrd’s “Sweet Home Al¬ 
abama” were the harbinger of a 
return to basic American values 

ing Walden with The Who’s Peter Rudge. 
When it came time for Skynyrd’s third stu¬ 

dio album in January, 1975, the band had 
been on the road almost continuously since 
The Who tour over a year earlier. With MCA 
pressuring them to quickly follow-up their 
recent chart success, they were rushed 
straight into Bang Record’s WEB IV studios 
in Atlanta with no new material prepared for 
the album. Starting from scratch, they wrote, 
rehearsed, and recorded the album in just 
three weeks. “It’s not the best way to get the 
best out of someone,” Van Zant later 
observed. Skynyrd wryly titled the result 
“Nuthin’ Fancy,” expressing their feelings 
about it more bluntly on the back cover of 
the LP, which showed the band grimly walk¬ 
ing down a dirt road near “Hell House,” 
with Powell giving the world the finger. Boad-weary original drummer Bob Burns 

left after the European tour in November 
and was replaced by powerful North Car¬ 
olinian Artimus Pyle, who had already 

been playing with the group. Pyle’s first gig 
with Skynyrd had been recording “Saturday 
Night Special” at Studio One the previous 
August, during one of the band’s increasing¬ 
ly rare respites from the road. Based on a 
hard rocking Ed King guitar riff, and pro¬ 
pelled by newcomer Pyle’s powerful drum¬ 
ming, the song was Van Zant’s bitter con¬ 
demnation of handguns, which was the result 
of first hand experience. He had once 
been shot himself. The track was pre¬ 

miered that Fall in the ferocious 1974 Burt 
Reynolds prison-football comedy, “The 
Longest Yard.” 

“Saturday Night Special” would have 
moderate success as the follow-up single to 
“Alabama,” but only a handful of other 
songs on “Nuthin’ Fancy” were truly memo¬ 
rable. “Whiskey Rock-A-Roller” celebrated 
Skynyrd’s relentless touring lifestyle of 
“Women, whiskey and miles of travellin’,” 
while simultaneously describing the very 
forces that had begun to tear the band apart. 
Their 1975 “Torture Tour” promoting the 
album that Spring was a 90-day, 60-show 
exercise in insanity, which ultimately cost the 
band the services of Ed King, who packed up 
one night and left in the middle of the tour. 

Skynyrd had already acquired a reputation 
in the rock press for off-stage hell-raising, 
much of it orchestrated by their own man¬ 
agement to garner cheap publicity. This 
rebel-rousing press image was beginning to 
overshadow the band’s music by the time 
they recorded “Gimme Back My Bullets,” 
their fourth studio album in late ’75, and 
Van Zant became increasing concerned as 
audiences began to pick up on the rowdy 
press image. “Bullets” pleaded for another 
hit record on the trade magazine charts, but 
fans would hear the lyrics differently. When¬ 
ever Van Zant he sang the song in concert, 
crowds would pelt him with .38 slugs. While 
the vocalist would boast of his numerous 

arrests on the album’s single release 
“Double Trouble,” a closer listen to 



his words revealed that he was also beginning 
to feel cursed by fate, complaining that 
“when black cats cross my trail, they come in 
pairs of two.” 

“Gimme Back My Bullets” was intended 
as a new musical beginning for Skynyrd after 
the commercially successful but stylistically 
raw “Nuthin’ Fancy,” but although Tom 
Dowd, producer of the Allmans “Live At 
The Fillmore East,” replaced Kooper at the 
helm, it was destined to be a transitional 
album. After the turbulence of the group’s 
whirlwind ride to stardom, the soul-search¬ 
ing themes of songs such as “All I Can Do 
Is Write About It” reveal Van Zant as a 
man still coming to terms with his past and 
the limitations of his success. 

The singer, who was once charged with 
attempted murder, planned to someday have 
Skynyrd play a prison concert. In “Four 
Walls Of Raiford,” a revealing demo 
recorded shortly after “Bullets” was released 
in early 1976, Van Zant indirectly addresses 
the shame of his youthful misconduct, which 
he finally seemed to be putting behind him. 
“Raiford” tells the story of an escapee from a 
Southern chain gang who broke out of jail, 
though his sentence is almost completed, 
because he would rather die than face anoth¬ 
er hour of confinement. In a powerful twist 
of dramatic irony, Van Zant reveals that the 
prisoner is a decorated Vietnam Vet, who is 
innocent of the crime of which he was con¬ 
victed. Unreleased in his lifetime, Van 
Zant’s song was prescient in its recog¬ 

nition of the then-ignored plight of the 
returning veteran. 

y the spring of 1976, Skynyrd was on the 
upswing and gathering momentum for 
an upcoming live album. For their “Bul¬ 
lets” tour they had added three female 

background singers, “The Honkettes,” but 
were still searching for a spectacular third 
guitarist to replace King when Cassie Gaines, 
one of their new back-up vocalists, told them 
about her younger brother back in Okla¬ 
homa. After the live album was postponed 
when Rossington broke a finger, the group 
extended the tour to include a date in Kansas 
City, which allowed the younger Gaines 
drive up from the nearby Sooner state, bring¬ 
ing his guitar. The Oakie’s onstage jam with 
the group resulted in them permanently tak¬ 
ing down the “guitarist wanted” sign. 

Steve Gaines fit into Skynyrd’s third guitar 
slot like he was born to it, becoming the cat¬ 
alyst for the band’s rebirth. Gaines was one of 
those rare artists who made everyone around 
him better. His awesome instrumental chops 
gave Collins and Rossington a jolt of fresh 
enthusiasm, adding a new dimension to their 
three guitar attack, while his songwriting 
partnership with Van Zant would inspire the 
most mature work of the band’s career. 

And Gaines’ impact was immediate. With 
only three previous gigs to his credit, the shy, 
unassuming guitarist helped inspire the band 
to a stellar performance for their classic live 

album, “One More For The Road.” 
Recorded in July 1976, before a rabid, 

Confederate-flag-waving crowd of Skynyrd 
faithful at the crumbling Fox Theater in the 
heart of their adopted hometown of Atlanta, 
the double LP captured the group at the pin¬ 
nacle of their form, featuring definitive live 
versions of the cream of their catalog. 

The high-point of the album was a deliri¬ 
ous live concert recording of “Free Bird.” 
Since the studio version was released in 
1973, it had become a rock ’n’ roll anthem, 
rivaling Led Zeppelin’s “Stairway To Heav¬ 
en” as the most requested fm radio track 
ever. The live version included the full con¬ 
cert arrangement, featuring Billy Powell’s 
lovely piano bridge, and culminating with 
Collins’ and Gaines’ glorious extended dual 
guitar final, which brought the crowd to a 
climactic frenzy of excitement. 

“One More From The Road” was the 
turning point in 
Skynyrd’s career. The 
blistering two-record 
set was released that 
Fall to ecstatic reviews, 
flying out of record 
stores and soaring into 
the Top 10, becoming 
their third album to 
reach platinum status by year’s end. This suc¬ 
cess set the group free to focus more atten¬ 
tion on their songwriting and to clean up 
their personal lives, which had suffered as a 
result of the intense pressure to make their 
career reach the next level. 

Van Zant in particular had begun to 

change radically from a hell-raising redneck, 
who would pick a fight “for the hell of it,” 
into a more mature family man. The influ¬ 
ence of Pyle, a vegetarian, who threatened to 
leave because of the band’s excessive drink¬ 
ing, and Gaines, who was married with a 
young daughter, as well as the birth of Van 
Zant’s own daughter, made the rowdy singer 
begin to reassess his priorities. Other mem¬ 
bers of the group, however, were still caught 
up in the excesses of the rock star life. 

In late ’76, Powell, Collins, and Rossing¬ 
ton were all involved in separate alcohol-and- 
drug-related car accidents. On Labor Day 
Weekend, shortly before Skynyrd began their 
massive supporting tour for “One More 
From The Road,” Rossington, zonked out 
on Quaaludes, passed out at the wheel of his 
brand new Ford Torino with his foot on the 

gas, smashing through a telephone pole, an 
oak tree, and a carport. The crash totaled the 
vehicle.. .and nearly the musician. 

Rossington’s accident became the inspira¬ 
tion for “That Smell,” Van Zant’s epochal 

cautionary tale of the dangers of excess 
and addiction. The new song symbol- 

Since “Free Bird” was released in 
1973, it had become a rock ’n’ roll 
anthem rivaling Led Zeppelin’s 
“Stairway To Heaven” as the most 
requested FM radio track ever 



ized the band’s reformed attitude as they 

began work on their most ambitious studio 

album yet at Criteria Studios in Miami with 

Tom Dowd. Van Zant had no intention of 

allowing this to be another rush job. With 

MCA still pressuring the band for another 

breakthrough hit to match “Alabama,” the 

group recorded a series of singles-oriented 

songs such as “What’s Your Name,” but Van 

Zant soon grew frustrated trying to write 

within the restrictive three-minute singles for¬ 

mat. 

Skynyrd was also dissatisfied with the 

sound of the Criteria recordings, so after a 

two-month break to play a wildly successful 

Summer tour of America, they returned 

“home” to Studio One in Doraville, in an 

effort to recapture the “ballsy” live sound of 

their early hits. There the band produced the 

rest of the album themselves, remixing tracks 

such as “What’s Your Name,” to which they 

also added horn overdubs, and re-recording 

most of the other Criteria tracks, including 

“That Smell.” 

Gaines put his own personal stamp on the 

album, writing four of the record’s eight 

songs, including “You Got That Right” and 

“I Never Dreamed” with Van Zant, and “I 

Know A Little,” a solo composition which 

featured the guitarist’s virtuoso flat-picking. 

The combination of Gaines’ musicianship, a 

new maturity among the other musicians, and 

a reborn Van Zant, lifted the whole band to 

new level, both musically and technically, 

making the album their most polished 

production yet. Van Zant called the finished 

record “the best we’ve ever done.” 

By the Fall of 1977, with record sales at an 

all-time high and the momentum of 12 years 

on the road behind them, Skynyrd hoped 

their new album would spearhead their final 

breakthrough to superstardom. After the tur¬ 

moil the band had endured during their strug¬ 

gle to reach the top, they decided to call the 

record “Street Survivors.” The album cover 

pictured the group standing tall on a narrow 

street, engulfed by flames. In light of the ensu¬ 

ing crash of the band’s tour plane a few days 

after the album’s release, which took the lives 

of the band’s long-time assistant road manag¬ 

er Dean Kilpatrick, Steve and Cassie Gaines, 

and Ronnie Van Zant, the album title, its 

flames cover and “That Smell” seemed like an 

ominous foreshadowing of the band’s tragic 

fate. In the prophetic opening line of “Free Bird,” 

Van Zant posed the question “If I leave 

here tomorrow, would you still remember 

me?” Death was a recurring theme in many 

of his songs, as though he knew his fate might 

be predestined. He often told those closest to 

him that he’d never live to see 30 and that he 

wanted to die with his boots on. Sure enough, 

in a haunting coda to the singer’s troubled 

odyssey, the plane crash that took his life hap¬ 

pened on the road, just three months short of 

his 30th birthday. 

In one of his last interviews, Van 

Zant spoke about the meaning of 

Skynyrd’s legendary anthem, 

with which they closed every show they ever 

played. “To me, there’s nothing free’er than a 

bird,” he explained, “just flyin’ wherever he 

wants to go. That’s what this country’s all 

about—bein’ free—and I think everybody 

wants to be a free bird.” 

Although popular opinion has sometimes 

branded Lynyrd Skynyrd as a drunken, rowdy 

Southern boogie outfit with a macabre death 

wish, the truth about this band is more com¬ 

plex. Above all their personal failings, they 

were great musicians, who openly and honest¬ 

ly told the story of their lives though the 

medium of music. They knew life could 

be brief, but they 

understood their purpose, and had the 

courage to follow their destiny, wherever that 

path might lead. Like all great artists, they 

reflected the times in which they lived. In that 

sense, they were perhaps the most authenti¬ 

cally American band of their era. 

1998 marks the 25th Anniversary of 

Lynyrd Skynyrd’s first album release for MCA, 

which is the inspiration for this collection of 

25 of their most essential recordings. So in the 

words of the late great Allen Collins, “Have 

we got a band for you... 

Listen to this! ” © 1998 Ron O’Brien 



CD PISTE 

Sweet Home Alabama 
(Ed King-Gary Rossington-Ronnie Van Zant) 

Recorded Summer 1973, Studio One, Doraville, Georgia 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Lead Vocal, J&B 

Allen Collins: Gibson Firebird Guitar 

Gary Rossington: Gibson Les Paul Guitar 

Ed King: Fender Stratocaster Guitar: Leads 

Billy Powell: Keyboards 

Leon Wilkeson: Gibson Firebird Bass Guitar 

Bob Burns: Drums 

Clydie King*, Merry Clayton** and Friends: Background Vocals 

*Courtesy of Chelsea Records; * *Courtesy of Ode Records 

Originally released on “Second Helping,” Sounds of the South / 

MCA-413, April 15,1974; Single on Sounds of the South / 

MCA-40231, June 24th, 1974 

I Ain’t the One 
(Gary Rossington-Ronnie Van Zant) 

Recorded May 1973, Studio One, Doraville, Georgia 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Vocal 

Allen Collins: Lead Guitar 

Gary Rossington: Rhythm Guitar 

Ed King: Bass 

Billy Powell: Keyboards 

Bob Burns: Drums 

Originally released on “Pronounced Leh-nerd Skin-nerd,” Sounds of 

the South / MCA-363, August 13,1973. 

Was I Right or Wrong 
(Gary Rossington-Ronnie Van Zant) 

Recorded 1971, Muscle Shoals Sound Studios, Sheffield, Alabama. 

Produced by Jimmy R. Johnson and Tim Smith for Muscle 

Shoals Sound Productions, Lynyrd Skynyrd, Inc. and Sir Pro¬ 

ductions 

Ronnie Van Zant: Lead Vocal 

Allen Collins: Lead Guitar 

Gary Rossington: Lead Guitar 

Leon Wilkeson: Bass 

Bob Burns: Drums 

Ed King: Guitar Fills, (overdubbed 1974) 

Leslie Hawkins, Cassie Gaines, Jo Billingsley: Back-up Vocals 

(overdubbed 1976) 

Originally released on “Skynyrd’s First And.. .Last,” MCA-3047, 

September 5,1978 

S£t(i. 

Gimme Three Steps 
(Allen Collins-Ronnie Van Zant) 

Recorded March 1973, Studio One, Doraville, Georgia 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Vocal 

Allen Collins: Rhythm Guitar 

Gary Rossington: Lead Guitar 

Ed King: Bass 

Billy Powell: Keyboards 

Bob Burns: Drums 

Bobbi Hall: Percussion 

Originally released on “.Pronounced Leh-nerd Skin-nerd,” Sounds of 

the South / MCA-363, August 13, 1973; Single on MCA-40158, 

November 5, 1973 

Worlrfn’ for MCA 
(Ed King-Ronnie Van Zant) 

Recorded January 1974, Record Plant, Los Angeles, California 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Lead Vocal 

Allen Colllins: Lead Guitar 

Gary Rossington: Lead Guitar 

Ed King: Guitar Solo, Fills 

Billy Powell: Keyboards 

Leon Wilkeson: Bass, Background Vocal and Wolfman 

Bob Burns: Drums 

Originally released on “Second Helping, ” Sounds of the South / 

MCA-413, April 15,1974 

Simple Man 
(Gary Rossington-Ronnie Van Zant) 

Recorded April 1973, Studio One, Doraville, Georgia 

Produced by A1 Kooper for Sounds of the Sound Productions 

Ronnie Van Zant: Vocal 

Allen Collins: Guitar 

Gary Rossington: Guitar 

Ed King: Bass 

Billy Powell: Keyboard 

Bob Burns: Drums 

Roosevelt Gook (A1 Kooper): Organ 

Swamp Music 
(Ed King-Ronnie Van Zant) 

Recorded January 1974, Record Plant, Los Angeles, California 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Lead Vocal 

Allen Collins: Guitar 

Gary Rossington: Guitar, Solo 

Ed King: Guitar, Fills 

Billy Powell: Keyboards 

Leon Wilkeson: Bass, Background Vocal 

Bob Bums: Drums 

Originally released on “Second Helping,” Sounds of the South / 

MCA-413, April 15, 1974 

The Ballad of Curtis Loew 
(Allen Collins-Ronnie Van Zant) 

Recorded January 1974, Record Plant, Los Angeles, California 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Lead Vocal 

Allen Collins: Guitar 

Gary Rossington: Guitar, Second Solo 

Ed King: Slide Guitar, First Solo, Second Solo with Gary 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Bob Bums: Drums 

A1 Kooper: Piano, Acoustic Guitar and Background Vocal 

Originally released on “Second Helping,” Sounds of the South / 

MCA-413, April 15,1974 

Saturday Night Special 
(Ed King-Ronnie Van Zant) 

Recorded August 1974, Studio One, Doraville, Georgia 

Produced and Engineered by A1 Kooper 

Ronnie Van Zant: Lead Vocal, Lyrics and Lots More J&B 

Allen Collins: Rhythm Guitar and Trout Voice 

Gary Rossington: Rhythm Guitar and Solo 

Ed King: Lead Guitar 

Leon Wilkeson: Fender Bass, Background Vocal 

Billy Powell: Keyboards 

Artimus Pyle: Drums, Percussion and Determination 

A1 Kooper: Moog Synthesizer 

Originally released on “Nuthin’ Fancy,”MCA-2137, March 24, 

1975; Single on MCA-40416, May 19, 1975 

Mr. Banker 
(Gary Rossington-Ronnie Van Zant-Ed King) 

Sounds of The South Demo 

Recorded March 1973, Studio One, Doraville, Georgia 

Produced by A1 Kooper for Sound of the South Productions 

Ronnie Van Zant: Vocal 

Ed King: Lead Guitar 

Gary Rossington: Rhythm Guitar 

Originally released on Sounds of the South / MCA single MCA- 

40158, November 5, 1973 

Cornin' Home (original version) 
(Allen Collins-Ronnie Van Zant) 

Recorded 1971, Muscle Shoals Sound Studios, Sheffield, Alabama 

Produced by Jimmy R. Johnson and Tim Smith for Muscle 

Shoals Sound Productions, Lynyrd Skynyrd, Inc. and 

Sir Productions 

Ronnie Van Zant: Original Lead Vocal 

Allen Collins: Lead Guitar, Middle Solo 

Gary Rossington: Lead Guitar 

Billy Powell: Piano 

Greg Walker: Bass Guitar 

Rickey Medlocke: Drums, Background Vocals 

Tim Smith: Background Vocals 

Ed King: Guitar Fills (overdubbed 1974) 

Previously Unreleased 

Call Me the Breeze 
(JJCale) 

Recorded January 1974, Record Plant, Los Angeles, California 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Lead Vocal 

Allen Collins: Guitar 

Gary Rossington: Guitar, Solo 

Ed King: Guitar, Fills 

Billy Powell: Piano Solo 

Leon Wilkeson: Bass, Background Vocals 

Bob Burns: Drums 

Horns: Bobby Keys, Trevor Lawrence and Steve Madiao 

Horn Arrangement: A1 Kooper 

Handclapping: Wicker, Toby, Cockroach, Moochie, Punnel, 

Wolfman, Kooder, Mr. Feedback and Gooshie 

Originally released on “Second Helping,” Sounds of the South / 

MCA-413, April 15, 1974 

Free Bird 
(Allen Collins-Ronnie Van Zant) 

Recorded April 1973, Studio One, Doraville, Georgia 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Vocal 

Allen Collins: Lead Guitar 

Gary Rossington: Slide, Rhythm Guitar 

Ed King: Bass 

Billy Powell: Keyboards 

Bob Bums: Drums 

Roosevelt Gook ( At Kooper): Organ 

Originally released on “Pronounced Lehn-nerd Skin-nerd,” Sounds 

of the South / MCA-363, August 13,1973 



CD TWO 

What’s Your Name 
(Gary Rossington-Ronnie VanZant) 

Recorded April 1977, Criteria Studios, Miami Florida 

Horn over dubs recorded July-August 1977, Studio One, Doraville, 

Georgia 

Produced by Lynyrd Skynyrd 

Ronnie Van Zant: Vocal 

Allen Collins: Gibson Firebird Guitar, Solo 

Gary Rossington: Gibson Les Paul Guitar 

Steve Gaines: Fender Stratocaster and Les Paul Guitars 

Billy Powell: Steinway Grand Piano and Keyboards 

Leon Wilkeson: Fender Percision Bass Guitar 

Artimus Pyle: Slingerland Double-Bass Drum Kit 

Originally released on “Street Survivors, ” MCA-3029, October 17, 

1977. Single on MCA-40819, November 16,1977 

Whiskey Rock-a-Roller (live) 
(Ed King-Ronnie Van Zant-Billy Powell) 

Recorded July 1976, at the fabulous Fox Theater, Atlanta, Georgia. 

Produced by Tom Dowd 

Ronnie Van Zant: Lead Vocal 

Allen Collins: Rhythm Guitar 

Gary Rossington: Lead Guitar 

Steve Gaines: Rhythm Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Drums 

Leslie Hawkins, Cassie Gaines, Jo Billingsley: Background Vocals 

Originally released on “One More From The Road,”MCA2-6001, 

September 13,1976 

Tuesday’s Gone 
(Allen Collins-Ronnie Van Zant) 

Recorded April 1973, Studio One, Doraville, Georgia 

Produced by A1 Kooper for Sounds of the South Productions 

Ronnie Van Zant: Vocal 

Allen Collins: Rhythm Guitar 

Gary Rossington: Lead Guitar 

Billy Powell: Keyboards 

Roosevelt Gook (A1 Kooper): Bass, Mellotron, Backup Harmony 

Robert Nix: Drums 

Originally released on “Pronounced Lehn-nerd Skin-nerd,” Sounds 

of the South / MCA-363, August 13,1973 

Double Trouble 
(Allen Collins-Ronnie Van Zant) 

Recorded September 1975, Record Plant, Los Angeles, California 

Produced by Tom Dowd 

Ronnie Van Zant: Lead Vocal 

Allen Collins: Guitar 

Gary Rossington: Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Drums 

The Honnicutts: Background Vocals 

Originally released on “Gimme Back My Bullets, ” MCA-2170, Feb¬ 

ruary 2,1976; Single on MCA-40532, February 23, 1976 

I Know a Little 
(Steve Gaines) 

Recorded July-August 1977, Studio One, Doraville, Georgia 

Produced by Lynyrd Skynyrd 

Ronnie Van Zant: Vocal 

Allen Collins: Guitar 

Gary Rossington: Guitar 

Steve Gaines: Lead Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Drums 

Originally released on “Street Survivors,”MCA-3029, October 17, 

1977; Single on MCA-40819, November 16, 1977 

Four Walls of Raiford 
(Jeff Carlisi-Ronnie Van Zant) 

Original Demo 

Recorded April-May 1976, Riverside Street Rehearsal Studio, 

Jacksonville, Florida 

Produced by Lynyrd Skynyrd 

Ronnie Van Zant: Vocal 

Jeff Carlisi: Guitar 

Originally released on “Lynyrd Skynyrd” boxed set, 

MCAD3-10390, November 12, 1991 

I Never Dreamed 
(Steve Gaines-Ronnie Van Zant) 

Recorded July-August 1977, Studio One, Doraville, Georgia 

Produced by Lynyrd Skynyrd 

Ronnie Van Zant: Vocal 

Allen Collins: Guitar 

Gary Rossington: Guitar 

Steve Gaines: Lead Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Drums 

Originally released on “Street Survivors,”MCA-3029, 

October 17,1977 

Gimme Back My Bullets (I ive) 
(Gary Rossington-Ronnie Van Zant) 

Recorded July 1976, at the fabulous Fox Theater, Atlanta, Georgia 

Produced by Tom Dowd 

Ronnie Van Zant: Vocal 

Allen Collins: Rhythm Guitar 

Gary Rossington: Lead Guitar 

Steve Gaines: Rhythm Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Drums 

Originally released on Anaheim Stadium Souvenir white-label 

promo Single MCA-S45-1966, August 27,1977 

You Got That Right 
(Steve Gaines-Ronnie Van Zant) 

Recorded July-August 1977, Studio One, Doraville, Georgia 

Produced by Lynyrd Skynyrd 

Ronnie Van Zant: Lead Vocal 

Steve Gaines: Lead Vocal, Lead Guitar 

Allen Collins: Lead Guitar 

Gary Rossington: Slide Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Drums 

Originally released on “Street Survivors,”MCA-3029, October 17, 

1977; Single on MCA-40888, March 27,1978 

All I Can Do is Write About It 
(acoustic version) 
(Allen Collins-Ronnie Van Zant) 

Recorded November 1975, Capricorn Studios, Macon, Georgia 

Original session Produced by Tom Dowd 

Final Production by Ron O’Brien and Andy McKaie, 

June, 1991 

Ronnie Van Zant: Vocal 

Allen Collins: Acoustic Guitar 

Gary Rossington: Acoustic Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Percussion 

Originally released on “Lynyrd Skynyrd” boxed set, MCAD3-10390, 

November 12, 1991 

That Smell 
(Allen Collins-Ronnie Van Zant) 

Recorded July-August 1977, Studio One, Doraville, Georgia 

Produced by Lynyrd Skynyrd 

Ronnie Van Zant: Lead Vocal 

Allen Collins: Guitar 

Gary Rossington: Guitar 

Steve Gaines: Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Drums 

“The Honkettes” (Cassie Gaines, Jo Billingsley, Leslie Hawkins): 
Back-up Vocals 

Originally released on “Street Survivors,”MCA-3029, October 17, 
1997 

Free Bird (live) 
(Allen Collins-Ronnie Van Zant) 

Recorded July 1976, at the fabulous Fox Theater, Atlanta, Georgia 

Produced by Tom Dowd 

Ronnie Van Zant: Vocal 

Allen Collins: Lead Guitar 

Gary Rossington: Slide Guitar 

Steve Gaines: Lead Guitar 

Billy Powell: Keyboards 

Leon Wilkeson: Bass 

Artimus Pyle: Drums 

Originally Released on “One More From The Road,”MCA2-6001, 

September 13,1976 

Produced and compiled by Ron O’Brien 

MCA Coordination by Andy McKaie 

Audio restoration, assembly and CD mastering by 

Doug Schwartz, Audio Mechanics, Los Angeles, California 

Remastered from the original MCA stereo master tapes 

Photo research by Ron O’Brien 

Art Direction: Jayne Simon 

Design: Mike Diehl 

Photographs: Booklet back cover by Michael Zagaris; Page 5 by 

Tom Hill; Pages 6 and 9 by Robert Ellis; Inside Inlay & Page 15 

by Neal Preston; Cover photo by Emerson-Lowe; Inlay by Jim 

McCrary 

Thanks to: Reed Huenink, Scott Bucholtz, Eric Zohn, Michael 

O’Hara, Lynn Kerman, Randy Aronson, Bill Inglot, Carlos 

Downey and Ken Batchelor 

For more information about Lynyrd Skynyrd, please e-mail 

The Freebird Foundation at freebird@skynyrd.com 
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