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Act I

Introduction




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

I Want to Share It with the World (1:29).



 I actually said it out loud to Slash that I was starting a project. 

 1981 is when I first realized that I wanted to document this project, or at least with Slash at that time. I said, "Wouldn't that be neat if we could start documenting this right now, and every time there's an event just capture it. I mean what does it cost to put a TDK tape into, what is it a dollar? And a roll of film, it's not that much." I never knew it would grow into something like this. 

 I first met Slash in 1976 when we were in the fifth grade and we became good friends. At that time, I noticed that he had a great talent for sketching on school projects. 


[image: ]


Slash, third row, second from left. Marc Canter, first row on end.



 By 1978 we were riding bicycle motocross. The tricks that he performed were ahead of the time. Slash was a star. Camera flashes would go off when he took his jumps. He approached bicycle motocross with the same style and flash as he did everything else, including the guitar, which he took up in 1980. 

 By 1981, he was flying again, but with guitar, and I would always push him to learn tough solos. He understood how to get the right tone. 

 In trying to contribute to his success, I always helped out in any way I could. I would help him buy guitar strings, I'd help him with the effects that he might be interested in. He worked a lot, like twelve-hour days at a clock company and he got by on very little wages, but he did buy his own guitars. The twelve-hour days at a clock company supported his guitar habit. 

 Slash wanted to play the bass, but when his teacher, Robert Wolin, pointed out that the bass had four strings, whereas the guitar had an alluring six, Slash characteristically went for the more challenging instrument. A quick study, he didn't need many lessons to master the basics and achieve his own expressive style. He had a lot of respect and admiration for Wolin's playing and credits him with inspiring his own ambitious approach to the instrument. 

 When Slash hooked up with Axl, because of the chemistry they had, I knew that if they could stay together they would go places. In June of 1985, when Guns N' Roses were together with the Appetite for Destruction line up, songs started to pile up quickly. They were the perfect team of songwriters and they were all living together at that time. Slash knew what to do with whatever Izzy and Duff came up with and Axl knew what to do with whatever Slash came up with. At that point, I helped the band with some money for flyers, advertising, food and other odds and ends. Later that year, as the band became a better draw in the Hollywood scene, better backing soon arrived. 

 I took the photographs, audio and video taped the shows, and collected the memorabilia including ticket stubs, newspaper ads, press clippings, set lists, show fliers, and just about everything else from every performance that Guns N' Roses did from their very first gig until the recording of Appetite for Destruction. 

 My goal here is to let everybody that likes this band -- or even if you don't like the band -- see the making of one of the greatest records ever made. It shows how the band came together and how their style emerged. I want to share that with the world; let you see what I was lucky enough to witness. I was there and witnessed the making of Guns N' Roses. 

 It took me fifteen months and over three thousand hours to complete this book. It covers over fifty performances, thirty of them prior to their being signed by Geffen Records. Between Jack Lue and myself, we somehow managed to shoot just about every performance. Through this book you will see how it all came together. The goal was to use as many photos as I could, so the reader could feel the flow of the live shows. And when the reader is finished reading this book I want them to feel that they were there, right next to me. That's my goal. 

 If you ask me, I guess I'm still documenting. Anytime something comes around with Guns N' Roses on the cover, I'm buying it no matter what. So, I guess I never stopped. Enjoy the show, 

 Marc Canter, Los Angeles, CA 
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Photo shoot for Appetite for Destruction, 1987.
 Marc Canter, second from left, with the band. Album credits: “Marc Canter - without you?”

  

Act I

Foreword




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

The Sixth Guy in the Band (1:32).



 Marc and I became friends when I was stealing his mini-bike. I probably came up with some stupid excuse and managed to soften the blow a little bit and then we managed to get into a normal conversation. We started to hang out. We did fifth grade, sixth grade, then seventh grade and junior high school together and we were just really good friends -- all the way up until now. 

 He's my best friend; one of the only good friends that is consistent. I can't nail it down in a word what makes Marc the person that he is -- he is just a character unto himself. He is a really good, loyal friend and we had a lot of common interests: I was into bikes and he was into bikes. A lot of the same stuff that I got into, he was already into. 

 Marc was always good at taking pictures. He always kept a lot of pictures. As we got older, Marc turned into a big fan of the band Aerosmith, and he got into collecting their magazine interviews and photos and any kind of rarities he could find. So I guess at one point he started to put a scrapbook together of stuff that I was doing when I started putting bands together. He always had a camera around. Marc has been working on the peripheral forever and I just never really paid much attention to it because he just always kept shots and kept scrapbooks of everything. It's Marc's nature and it's great. I wish I were like that. I would have a clearer memory of my past. 


SLASH There isn't a better person to actually release any material having to do with the coming together and history of Guns N' Roses and where it went and what was going on behind the scenes. 
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DUFF McKAGAN I met Slash and Steven [Adler] at Canter's restaurant. It was the first time I had ever been to Canter's. I'm sure I met Marc that night or within a very short period of time. When Guns N' Roses formed, Marc became like a sixth guy in the band. He was always around and he had unlimited access to the band, especially in the early days. He was really the only guy who cared about the band outside of the guys in the band. I think he believed in us from the beginning and had a much broader view of what the band was about than we had from the early stages. He documented the whole thing, tirelessly. He was a guy, to all of us, who meant stability. He had a life in L.A.; a legitimate life, with a family and a business that had been around forever. Living the nomadic lifestyle, that was our life for a couple years, Marc would always come around and you'd get a little piece of stability from him. 

 When the band did break and we got a deal and a record, Marc was a guy that was always there. He was there from the beginning. A lot of people jumped onto our bandwagon later on, and Marc, of course, wasn't one of those guys. He was a guy who would shoot straight with you and that meant a lot to us because later on we didn't have a lot of people, maybe no one, that would shoot straight with us. Marc saw through all the bullshit and he was there. 


[image: ]


STEVEN ADLER We had no money, but we had good friends like Marc. Nobody has been there long enough, cared for us, believed in us, or got pretty deep with us. The dude was always there. Look at this book he put together. It's beautiful. It's amazing. The tickets, the posters, the flyers; he was there and got it all. Marc was always supportive and really the only one who believed in us. If we were hungry, if we needed anything like stings or sticks, Marc would get them. The first Guns N' Roses banner we had, Marc put together and bought for us. I remember going to Canter's and getting knishes and gravy. He is just a great person and a great friend. He was the most responsible out of all of us and he cared. And his wife used to cut my hair. He was our stability. He was there for us. And he kept the pictures. No one could do this better than Marc. Nobody! 
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Act I


Chapter 1: Anything Goes




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

The Dream (1:26).




They were trying out bands like they were trying on clothes.
 -- VICKY HAMILTON



 Launching a successful rock group in the early eighties required three ingredients: a dream, some talent, and die-hard ambition. The origins of Guns N' Roses can be traced to a handful of friends with similar taste in music, clothing, girls and drugs, and a collective fantasy to be the next Aerosmith, Zeppelin or Stones. Bands made their initial mark by clearing a garage, jamming cover tunes and playing underage parties. The real dream, however, required talent and skill that matched ambition, and players not up to par had to go. It wasn't personal; it was business. 

 For those who remained, a front-man and a few original songs were required to break out of high school keg parties and climb the Hollywood club food chain. Promiscuity ruled, as members of one band played sessions with others; everyone trying to find the right combination that could take over the Sunset Strip and land the coveted record deal. Band loyalty was achieved by growing a fan base or through the impenetrable bonds that formed while living subsistence lives together in L.A. 



All we wanted to do was play music, jam, have fun and be in a band. That's what we lived for.
 -- STEVEN ADLER




SLASH The first thing I did as soon as I could put three chords together was start a band. At a really young age, I was going around trying to find people to form a group and I was probably a little more ambitious and focused then most of my peers. It was difficult, but eventually I started meeting people that were into playing music. I was in and out of different, thrown together groups -- I guess you could call them garage bands. 


CHRIS WEBER When we were in high school, bands were mainly formed by friends. There was always a drummer, because there were no lack of parents who were stupid enough to buy drum sets for their kids. The garage would end up being the rehearsal room for many budding young bands. Then there was the singer; the charismatic, cool kid. Mostly they couldn't sing for shit, but sometimes a great singer actually emerged. Then there was me, and what seemed like a million guitar players, all practicing their Jimmy Page, Eddie Van Halen or Jimi Hendrix solos. Two or three guitar players would hook up and the least talented one would be urged by the others to play bass. The band was formed, except for the name. Bands broke up before playing one gig because no one could agree on the name. 


ADAM GREENBERG I was initially approached at Fairfax High School in the courtyard by two guys. I'll never forget it. They were both wearing long black, trench coats and they both had hair in their eyes and one of the guys was Slash. They said, "We understand you are a drummer, do you want to get together and play?" I said, "Sure." There were so many many musicians at that school and it was just amazing. It was almost like going to rock n' roll school. And across the street from Fairfax High was a Chinese restaurant called Helen's, where you could get fried rice and a coke for two bucks. And a lot of musicians would hang out on that corner and decide whose house we were going to go play at. At any given time, we'd get in a car, a truck or a bus and we would go to someone's house and jam there because their parents were at work. I got to play with all different types of people and styles: jazz, rock and punk. There were so many drummers, bass players and guitar players. It was incredible. 


MARC CANTER You might have your guitar at school, playing it at lunch on the schoolyard. Or you hang out with a certain crowd that likes the same music you like, or dresses the same way you do and you find out who plays what. Maybe it's a t-shirt someone is wearing. And you get together and start to jam in what you would call garage bands. You don't book a rehearsal, you just find a garage and you play. There is no singer; you just jam cover songs. The band picks a few songs they are into and they jam on it. It was a matter of searching and finding the right people that were not only into the same things, but that were serious about it. 


RON SCHNEIDER I got hooked up with Slash at Fairfax High School around 1981. Musically, we clicked right away. We played cover songs -- Zeppelin, Aerosmith, Black Sabbath, and some blues -- as we didn't have any originals yet. At fifteen or sixteen years old, we were just getting into playing music, just learning our craft, but we clicked. The first incarnation of our band was called Tidus Sloan. I remember jamming on "Heaven and Hell" for a half an hour and Slash was all over the place. It was really, really cool. We rehearsed three or four times a week in this garage and had no singer. We played a handful of parties in people's living rooms, backyard keg parties and built a little following. We played at our high school, at lunchtime on the quad. It was a big stage and kids would come. It was all about being in a band, having fun, partying, trying to be cool, fit in and do our thing. 


MARC CANTER The only way to start playing the clubs and stop playing parties was to get a professional singer and somebody that had some stage presence. You needed people who were just going to do it; who would quit their day job and just play music. Once you've made the decision, you just stayed on track and sought out the people around that were in the same frame of mind. Slash made that decision early on. He knew he was going to be a musician one way or another. He choose guitar playing as a career. He was the only one that was one hundred percent diving in, not knowing what would happen. He practiced twelve hours a day, living, eating breathing guitar music. 


RON SCHNEIDER In putting a band together, if you've got a visionary, a songwriter, that's great. You're always going to have that one person who's going to be the driving force. Look at Led Zeppelin. Jimmy Page was the driving force of Led Zeppelin. He produced everything, he wrote all the music and he knew what he wanted. If you have two visionaries and you've got input coming from two different angles, you're going to have a clash of the Titans. You're going to get a lot of head-butting because one guy wants to be the leader more than the other guy. You're always going to have to deal with one weak link, or that something that isn't working right. It was discouraging to have to get auditions going to find another drummer or guitar player, especially when you go through thirty guys and they all suck. But then, out of nowhere, somebody walks in and it's like, "Wow, this totally melds together." 


MARC CANTER Los Angeles in the mid '80s seemed to be a place where anybody across the country could just drop themselves off on a Greyhound bus and go through the channels to see what they could become. There was a destiny factor to it. You are in the middle of the Sunset Strip and between the Troubadour, the Roxy and the Rainbow, you meet people who are there to get a band together and play, especially at the Rainbow. The Rainbow was the biggest turning point for all the bands. That's where they ate, hung out and where most of the connections were made. There was a lot of band hopping going on at the Rainbow. It was like a meat market for musicians. 


DUFF There was nothing in Seattle. There was a huge recession, no jobs, no money and newspapers blowing down the street in downtown. I was too young to get really bummed out about any of that. It was just a time to go. It was a perfect time for guys our age to move. We were like nineteen years old and didn't really care if we had a pillow, or anything to eat. It was all about the music and trying to make something happen. 
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VICKY HAMILTON So many of the kids who were into the Sunset Strip music scene and trying to start a band were not from California. They moved here and they didn't have a background on each other and there were so many of these hard rock, hair metal bands to select from in the early eighties. If they were sporting the same band T-shirts or the same kind of stud jacket, Concha belts and service clothes, they found a way to get together. The camaraderie began with a shared interest in the genre of music that they liked and the time they spent together hanging out on the Sunset Strip and at shows. But when personality conflicts arose, off they went to start or join the next band. 


MARC CANTER I've seen a lot of different musicians over the years, especially during that time in the early eighties, who were members of three different bands at one time. If things didn't work out, they just moved on. Each time, they were looking for something that suited them. 


DUFF Punk pretty much had died and when everybody was searching for a thing to do musically. 


STEVEN DARROW Bands during the early to mid-eighties were basically struggling to get their own version of whatever was the big movement at the time, whether it was commercial metal, or Motley Crue/ACDC/Hanoi Rocks part two or Aerosmith part three. There were only so many people that could play together. Out of a dozen people you might find six bands, with one or two guys at the core. Some of them were competitive, and some of them would try to help each other out by volunteering to play the opening act or something, but most of the time it was competitive like, "We're about the band, we're about the team!" 


VICKY HAMILTON I don't think the loyalty came until time was spent with each other. The life experiences they had together were what bound them. A camaraderie begins where they say, "We are the band that's going to make it." Then there is the music they share in common and when they start attracting fans, that seals the deal. 


RON SCHNEIDER You knew you were on to something if you were packing clubs and you were selling out shows. Why would you want to break that up if it was working? You'd work even harder to try to get signed. If you're still playing the Troubadour after three or four years and you're not signed, then something's wrong. Then I'd say it's time to call it quits. But if something happens for a band between six months to a year of forming and you get picked up and put out a record, you would probably stay together. Everybody wanted to get signed. Everybody wanted a record deal. We wanted to become rock stars. I think that's what was driving everybody back then. 


ADAM GREENBERG We just wanted to play and grow. We wanted the lifestyle. We wanted to be rock n' roll. It's an attitude; a way of life. You have to live it, breathe it, eat it, all day and all night. I wanted to live that and live it with my friends. 


STEVE DARROW The dream was basically the chicks, the limousines, the champagne -- the jet-set lifestyle -- not living in a room with four guys. We wanted the penthouse apartment in Westwood or off the Sunset Strip and none of that was happening for us. We had little moments of it; you know we'd go to parties with those people and we'd hang out at the Rainbow, and we'd go backstage at certain gigs, but it was getting fewer and farther between, compared to the people who actually lived that dream. 


VICKY HAMILTON Most of the bands were after the success: the fame, the money, the cars, the chicks with the boob jobs, the strippers, the designer drugs -- all the perks that success brings. The odds of that happening were finding a needle in a haystack and threading it. One out of a hundred hit that success. 
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TIDUS SLOAN



 Slash had been playing guitar for about two years when he formed Tidus Sloan and he was playing a B.C. Rich Mockingbird guitar in those days. Tidus Sloan never started with a vocalist. 

 Tidus Sloan's first gig was a birthday party for a girl who went to Fairfax High School. The cops showed up during Aerosmith's "Walk This Way" and shut down the party because of complaints about noise. 

 Tidus Sloan used to rehearse in the garage at drummer Adam Greenberg's house. Adam's mom, Shirley, would come out and scream, "It's too loud and I can't stand the noise!" Slash later named his tattoo after her. 


ADAM GREENBERG We always cranked it up to the limit. When Slash got his amp, he would really fire it up loud and see what kind of feedback he could get. Whenever he did that, my mom would come out and bang on the door and say, "It's too fucking loud. I can't stand that fucking noise. The feedback is killing me. You have to stop it. Turn it down!" That was my mom. She is the coolest. It would just drive my mom and the neighbors crazy. She let us play in the garage and do what we wanted. Sometimes she'd pick me up at 2am, if I couldn't get a ride. She was a big supporter and she loved Ronnie and she loved Saul. She was cool, she was hip, she knew what was going on and she supported whatever I wanted to do. 


[image: ]


RON SCHNEIDER Tidus Sloan was sort of short-lived. I never really got a clear definition of what that band name meant. One night, Slash called me up at like two in the morning and said, "hey check it out, I gotta talk to you." So we met and went to Canters for some coffee, and he goes, "Listen, I want to change the name of the band." And I was like, "Ok, what are we changing the name of the band to?" And on a piece of paper he had written out, in different styles, the name Roadcrew. And I was like, "Roadcrew?" The only thing I could think of was the Motorhead song "Road Crew", or "We Are the Road Crew." I had to sit on that one for a little while and kick it around. I was like, "Yeah, Roadcrew! That works. I dig that. Roadcrew." So Slash, Adam and I trudged around for a little bit as Roadcrew. 
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From left to right: Adam Greenberg (drums), Slash (guitar), Ron Schnieder (bass), Chris Torres (vocals).
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Act I


Chapter 2a: Laws of Attraction




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

Alright! Let's Do It! (2:54).



 Were it the simple laws of attraction that brought Guns N' Roses together? Slash places a classified ad for a bass player and Duff answers. Izzy discovers a drawing of Aerosmith and traces it to a music store where Slash worked. Duff moves into a new pad across the street from a hangout of Axl's and Izzy's. 

 The eventual merging of the Appetite line-up of Guns N' Roses can more easily be attributed to chaos theory than a straight forward chronology. Their music, as individuals, was becoming more dynamic and more defined: Slash wrote more original songs, Izzy began to model his look and sound after Hanoi Rocks and Axl became a prolific writer of lyrics. But their efforts to keep a band together kept failing. It didn't take much to upset the balance between a group of talented and hungry musicians; personality clashes, power struggles over emerging differences in style, or the inevitable no-show at rehearsal due to a narcotic hangover. Quitting was often easier than sticking it out. And sometimes, individual opportunities to join other bands with more traction often preceded band loyalty, even at the expense of friendship or playing music that mattered the most. Just like in the city they played, unpredictable seismic shifts brought an end to one opportunity and created another. 


RON SCHNEIDER I wanted to get into more of the metal scene and I jammed with some other guys and nothing ever really clicked the way it clicked when I was working with Slash. So we tried again, and it was still Roadcrew, but this time we decided that something wasn't working and that something was Adam the drummer. So in comes this kid with really long blond hair and the super double bass drums and this guy had the look, he had the drums and he could play the heavy metal beat. That was guy Steven Adler. 


STEVEN ADLER I gave Slash his first guitar. We met at Bancroft Junior High School and I used to bring him over to my grandmother's house where we put KISS records on and I played the Ace Frehley parts. I knew two chords and two scales on the guitar. The guitar was cheap, but because Slash was so natural and talented at it, he learned ten chords within a week and was playing songs. It was too difficult and too complicated for me and I couldn't sing, so I picked up the drums. When I finally felt that I was good enough, I had Slash meet me over at La Cienega Park. And I said, "Dude, I want to play for you. I'm ready to go. This is it. It's time for us to do our thing." So I set up my drum set and played for him. He said, "'Alright! Let's do it. Let's go." 


SLASH Steven Adler was actually the guy that started me playing guitar in the first place. So when I started playing guitar, he started playing drums and we had an ongoing relationship that went on for years. 


MARC CANTER Steven wanted to join Roadcrew. He was very impressed with Slash's playing and had just moved in with an old friend of his and Slash's named Marc Mansfield. Slash went to check out Steven's playing and was blown away by his fast double bass drums and put him in the band. Slash then wrote a bunch of songs especially for the double bass drums. 


ADAM GREENBERG Steven had resurfaced on the scene after not being around for a long time. He had improved greatly. He had gotten a handle on double bass drumming and catching a closed cymbal. He had taken some lessons and he was good and he was flashy. Slash and Steven had played together once to see what it would be like and I guess it worked out. I remember that I had a phone call with Saul and we talked about it. That is when the transition occurred. He had replaced me in Roadcrew. I remember I was bummed. We were kids and things have to change and evolve in order to become what they are supposed to become. But it was devastating. It took me a while to get over that, but once I did, I realized this is what had to be. 


DUFF When I met Slash, it was when I answered an ad in The Recycler and I came to Canter's. I had like short red and blue hair and I met Slash and Steven. That night we went back to Slash's mom's house, the bottom basement room in West Knoll, and he showed me all these Joe Perry pictures. This guy started playing guitar and I'm lookin' at him, this kid, thinking, "Yeah!" 


SLASH Duff came out from Seattle and answered a Recycler ad I had in the paper. Steven and I met Duff at Canter's and we decided to start something. 


MARC CANTER The only problem was that Chris's singing didn't fit in with the new songs. Now Roadcrew was without a singer. The songs were fast and heavy. With the right singer, this could have been a great speed-metal band. Duff didn't stay in Roadcrew for long, and Slash realized that he was not going to be able to make Roadcrew happen. 


CHRIS WEBER My friend Tracii Guns and I were hanging out at the Rainbow Bar and Grill and he introduced me to Izzy. I was only sixteen. Izzy and I sat in my car for a couple hours, listening to tapes he had in his pocket. He'd say, "this is what I want to sound like" and he'd put in a copy of a Hanoi Rocks album or a New York Dolls album. Littered around my car were the tapes I listened to: Led Zeppelin, Judas Priest, and Aerosmith. He'd say "Yeah, that stuff is great, but I want to look like this" and he showed me a picture of Hanoi Rocks. Done deal; I was sold. We jammed for a day or two, and then Izzy mentioned he had a friend from Indiana who had just moved to Hollywood. 

 We drove over to an old, crappy apartment building on Whitley in Hollywood. We took the gated elevator to the roof and got out. I could see, way across the roof, something shining in the sun. We walked over and lying on a small towel, on the burning tar roof, with long red hair and skin as pale as a piece of paper was "Bill." We went down to Axl's girlfriend's apartment, laid around, talked and played songs on an acoustic guitar. That was the beginning. 

 When I first met Axl at that apartment, I didn't think much of him. He could sing, but his voice wasn't unique. Axl said he had learned to sing in the choir and, at that time, he only sang his stuff in a smooth baritone voice. Then a week, or so later, Izzy and I heard Axl sing "Hair of the Dog" by Nazareth while in the shower. Izzy and I looked at each other and said, "That's it! That's the voice." We asked Axl if he'd consider just singing in that voice and he said, "fuck yeah." The rest is history. 

 At some point, Axl moved in with my parents and I and after a while, so did Izzy. That's where we wrote all our early songs. We wrote music and rehearsed during the day and we'd go out to the clubs at night. By this time, Izzy had created an image for the band and Axl and I were both spraying our hair to the roof with Aquanet Extra Hold. Izzy made Concho necklaces and wristbands and sold them for extra money. We'd be all clad in tight black jeans, Concho belts, Capezio shoes and bangles all the way up your arm. 

 The band was originally called AXL and Bill was still called Bill. AXL was the name he wanted for the band. After a couple of shows, the first one being at the Orphanage in the San Fernando Valley, Axl and Izzy got into an argument. 


CHRIS WEBER A few days later, Axl wanted to bury the hatchet and start playing again. Izzy said he'd only do it if we called ourselves "Rose." We changed our name and played under the name Rose, until we discovered there was another band called Rose. So, we changed our name to Hollywood Rose. 


STEVE DARROW Izzy and I actually ran into Duff in the parking lot of the am/pm across from the Whisky. And Izzy said, "I think I know that guy. I think I met that guy at a party or something." Duff had just moved into town from Seattle and was playing with this guy Michael McMahon in a power-pop band. Izzy started talking to him and asking about what his situation was. Duff described the kind of music he was looking to play; Stones, New York Dolls, Hanoi Rocks. Izzy was impressed and probably thinking in the back of his head that if things don't go well with me, he would definitely call Duff because he wanted to create exactly what Izzy had in mind. 


DUFF Izzy was more in my vein; he was more punk rock. I'd never hung around anybody my age with long hair and who was into Wasp and bands like that. It was all kind of a learning experience for me. Seeing Axl sing for the first time with Rose, he was wearing Chaps. The whole thing, the whole experience was pretty kick-ass. 


SLASH Izzy came down to the Hollywood music store where I used to work because he'd seen this drawing that I did, which I gave to Marc. It was a picture of Aerosmith and it was photocopied a bunch of times and was spread around the neighborhood. Izzy got a hold of one and came to my store to ask where he could get one. It was the weirdest thing. So Izzy and I struck up sort of a relationship and he played me some demos of his band with Axl. At one point, Steven and I went to Gazzarri's to go see Izzy's band and to see Axl because I wasn't looking for another guitar player, I was looking for a singer. I had no intention of working with another guitar player at the time. Although nothing happened at the moment, it was sort of destiny that we'd run into each other later on down the road. 
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Slash's rendering of Aerosmith that Izzy inquired about.




MARC CANTER Slash heard that there was a great singer in a band called Rose. Slash and I went to see Rose at Gazzarri's. Axl and Izzy had lots of energy and a great stage presence. After the show, Slash said, "I would love to get Bill in my band." Axl was still going by the name Bill at the time. Slash and Axl talked and decided to try to work something out. 


DESI I remember when Slash came and auditioned. He came to the apartment where Izzy and I were living on Orchid. Izzy had me hide in the hallway while they talked and played, but I peaked through a crack to see. I remember seeing his high-top sneakers and his guitar case and I knew he would be hired. Our apartment was the central hub for the whole band. We kept the beer there. 


STEVEN ADLER I remember when we first met Axl. Slash and I went to see Axl and Izzy's band Rose at Gazzarri's. I met Axl and he didn't have the make-up or the hair all done up so I didn't quite recognize him. Once I did recognize him, I said, "Dude, weren't you the singer from that band last night? Well, you're fucking great." He then introduced me to Izzy. 


RON SCHNEIDER Slash brought Axl over to my house and said, "this guy is really cool. You gotta check this guy out." And I wanted to hear Axl sing, so he brought a tape of what he was doing and it completely blew me away. It had this big double bass drum, a lot of attitude, fast and heavy. I was like, "Whoa! I've never heard anything like this!" I had never heard anybody sing like this guy. Axl started asking me questions about where I wanted to see the band go, and in what direction. He was interviewing me and was trying to feel him out at the same time. Slash called me a couple days later and said, "Axl thinks you're a really cool guy and you're a good bass player, but I think we're going to be looking for somebody else that wants to move in the same direction that we're going in." I was a little hurt, but I said, "That's cool, I'll find something else to do." And that was pretty much the end of my partnership with Slash as far as playing in a band together. We had a good three or four year run. 


MARC CANTER
Steve Darrow was a bass player in a band called Kery Doll, which used to gig with Rose/Hollywood Rose. When he joined up with Slash, Izzy, Steve Adler, and Axl, the New Hollywood Rose lineup was complete. 


ADAM GREENBERG When they started playing together with Steven, he had a big honking set. He had double bass and a lot of toms and cymbals. When they finally got together with Axl, Duff and Izzy, they had taken all these pieces away from him and they said, "Listen, you have to get down to basics: bass, snare, floor tom, cymbal, high-hat, a ride and a crash and that's it." The first time I went to see Guns N' Roses, he had that minimal set. 


DESI No one could stand how Steven played because he had so many drums. One day we were in a rehearsal studio and someone got Steven to go outside. They locked him out and smashed every drum, except the basic four that they needed. He was screaming because he could hear all his drums being broken and smashed up, but it worked out for the better. Once they got rid of the excess, he played perfectly, he had more drums than he could handle. 


STEVE DARROW At one point we got a rehearsal together with Slash, Izzy, Steve Adler, Axl and I. And it sounded really good. Slash had added a whole other dynamic, in contrast to Izzy's stuff that was simple, straight-ahead, and fast. Slash thought this would work, that we could be great. We had a few rehearsals, probably about once a week at best. It wasn't anything steady and none of us had a lot of money. 


MARC CANTER The first time The New Hollywood Rose jammed together was at Fortress Rehearsal Studio in Hollywood. "Anything Goes" was the first song they played. The lyrics were different from those that were eventually recorded, and the song was played much faster with double bass drums. Izzy didn't seem very happy working with Slash and Steven -- he had a problem with the fact that Steven played double bass drums -- and soon quit to join "London," a band that was then bigger on the Los Angeles scene. The New Hollywood Rose started rehearsing at Shamrock Studio because the sound system there was much better. Axl began putting lyrics to Slash's songs. 


STEVE DARROW Izzy faded out again. He was out of the picture and was looking to do something else. He ended up joining the band London right after Hollywood Rose. Axl was the one who got the ball rolling again. Izzy was more the glam kind of flash-talker, and Axl was like, "Let's do all that same stuff, but I want to make it more street, more denim, you know straight-up Nazareth-meets-Motorhead-meets-Aerosmith." And he was convening with Slash more. Axl and Slash were bouncing sounds and riffs off each other. The next time we got together, it was basically the same lineup except for Izzy. It was really cool. A lot of old songs that Slash had put his influence on were a lot more dynamic, flashier, and more complex. From that point, we had- a couple of jams and realized we could do it. Slash knew the owner of this rehearsal place and he booked it from midnight to 3am because we could get it for three bucks or five bucks an hour as opposed to eight bucks. We had these marathon graveyard shift rehearsals. We played until we're really fast, learning all this new stuff and falling asleep while we did it. 

 But we did it! 


DESI Axl was working at Tower Video on Sunset when Izzy introduced us, even though there was bad blood between them at the time. Later that night, Axl showed up at our apartment, knocked on our window and said that he wanted to talk. Izzy was ready to go back to Indiana and give it up because he had been out here for five years. The band Hollywood Rose had never been signed and he was ready to give up. I encouraged him not to give up and Axl convinced him to give it a shot. 
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A visual road map to the creation of the Appetite for Destruction lineup of Guns N' Roses.




ROSE


 Axl Rose's first gig in Los Angeles was a Friday night show at the Orphanage in North Hollywood on January 3, 1984, with a band billed as Rose, which included Izzy Stradlin, whom he had known in high school back in Indiana and who had settled in Los Angeles some time before. In these early shows they were generally billed as Rose, but occasionally appeared under the name Hollywood Rose (it sort of went back and forth). 

 Axl was working at Tower Video on Sunset around this time. He eventually became the manger of the store. He sometimes slept in the parking lot under the stairs after the store closed for the night. He told me that one of his goals was to get a membership at a health club so he could always have a place to shower. The band used to hang out in the store after closing and watch porno movies while the staff was cleaning up. 
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From left to right: Izzy Stradlin, Axl Rose and Chris Webber. Photo courtesy of Cleopatra Records.
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HOLLYWOOD ROSE


 The flyers and advertisements for some of the early shows are self-explanatory. The flyer for the March 16th show at Madame Wong's belongs to Axl, as he managed to hold onto it all this time despite not having a steady place to live for the first couple of years he spent in Los Angeles. It appears in the video for "Don't Cry."


 In those days, "Anything Goes" used to begin with a bass intro and guitar feedback. During performances of this song, Axl would introduce the members of the band and Slash would open up and play a five-minute lead with the band backing him up. This is how they did it all the way up until 1987. "Rock N' Roll Survivor" was another Roadcrew tune written by Slash that Axl added lyrics to, while "Rock N' Roll Rose" was a song Axl wrote after playing his first gig in Los Angeles. "Back Off Bitch" was a Rose song and Slash changed some guitar parts. "Cold Hard Cash" caused some creative disagreement between Izzy and Axl. Izzy wrote a riff, but decided he didn't like it. Axl liked the riff and insisted on keeping it. It was one of the things that caused tension serious enough to make Izzy decide to leave Hollywood Rose barely a week after Slash and Steven joined. "Hair of the Dog" was an old song by Nazareth, performed by Hollywood Rose with the intro to the Stones' "Honkeytonk Woman." On "Reckless" Slash would create sounds using feedback that resembled motorcycle gears shifting for the intro to that song. 
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This was the first performance with Axl, Slash and Steven Adler on stage together.



BAND MEMBERS: Axl Rose (vocals), Slash (guitar), Steve Darrow (bass), Steven Adler (drums)
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L.A. GUNS




L.A. Guns was a stepping stone for Axl during the transition from Hollywood Rose to Guns N' Roses, which originally began as a side project of Axl's and Tracii's. At the time the shows were booked, it wasn't yet certain who the drummer would be. 
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LA Guns: Tracii Guns (guitar), Axl Rose (vocals), Rob Gardner (drums), Ole Beich (bass)
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The original Guns N' Roses band members from left to right: Rob Gardner (drums), Izzy Stradlin (rhythm guitar), Axl Rose (vocals), Tracii Guns (lead guitar), Ole Beich (bass).

  

Act I


Chapter 2b: Slash in Transition

 I drove Slash out to Radio City to see Poison. I think Vicky Hamilton was managing them at the time. Matt Smith, the old guitar player was leaving because he got his wife pregnant and wanted to start a family. And Matt really liked Slash and wanted Slash for the job. Poison was an established LA band that could sell out almost any club they played and were getting ready to sign a record deal. 

 Slash went to three Poison gigs to check out the scene, and the band gave him their demo tape to learn their material. Slash showed up at a rehearsal but couldn't bring himself to join. He didn't like the Silly String act at the end of the show, nor could he stomach saying "Hi, my name is Slash" during the moment of the set when the band would introduce themselves. He hated their image and considered the music lame. C. C. DeVille was hired a few days later. 
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 Slash joined Black Sheep. Guns N' Roses had a show booked on June 6th at the Troubadour, but Tracii Guns had quit the band to start up L.A. Guns again, leaving GNR without a guitar player. A few days before the Black Sheep show, Axl stopped in on Slash on his day job at Tower Video to ask if he wanted to join up with his old pals again. This posed a hard decision. Black Sheep was a big L.A. band on the verge of getting signed. Even though Black Sheep was more of a heavy metal band than a rock n' roll band - that is, musically -- it was less to Slash's taste. Slash's heart wanted to be in Guns N' Roses, but the question was: could they stay together long enough to make it? My wise advice was to stay in Black Sheep, even though I knew that, musically, GNR was a much better match for Slash's style. However, I didn't give GNR more than three months together. 


WILLIE BASSE Tracii Guns and C.C. Deville auditioned for Black Sheep and I said no. I hired Slash. Black Sheep was a musician's band and Slash, even at his young age, could hang with any of the neoclassical guys. He's a serious technical guitar player. We were like Black Sabbath meets Bon Jovi meets Purple; neo-classical rock. It was pretty awesome to have two guys of color fronting a metal band. We rehearsed for maybe a month at the most and it was a really good line up at the time. We only did a few gigs like the Troubadour and the Country Club. When Slash was in Black Sheep he was using a B.C. Rich Warlock and he had Risson amps. I told him, "Dude, you're not going on stage with me with Risson amps," and I got him to go with Marshall. 

 Axl, Izzy and Steven showed up at the Black Sheep show to hang out and try to persuade Slash to join them. 
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THE APPETITE LINE UP





 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

Like Lightening Hit the Place (2:02).



 Guns N' Roses had a gig they were planning to get to in a station wagon to Seattle. I remember calling Slash's mom and saying, "You can't let him join the band. They're all a bunch of heroine addicts." I tried to get her to talk him out of going. Slash told me that his mom didn't speak to him for a year after I called. I was trying to block it but it was fate. He left Black Sheep and joined Guns N' Roses. 


"We had one day of rehearsal. It really was like a synergy. It was like we'd been playing together for years."
-- SLASH




DUFF Izzy and Axl and I were just like, "Yeah, let's do it. Let's go on the road. Let's do this thing." Tracii Guns and Rob Gardner were more concerned with where they were going to stay or how we were going to get there. They got cold feet at the eleventh hour for doing a tour of the Northwest. Izzy, Axl and I just didn't care. When they pulled out, we asked Slash and Steven to be in the band and the Troubadour was our first gig as a band. 


SLASH Rob Gardner couldn't cut it; he was scared to go. I called Steven. He came down and we had one day of rehearsal. It really was like a synergy. It was like we'd been playing together for years. 


STEVEN ADLER I guess Tracii Guns and Rob Gardner didn't want to do these shows up north. So Slash calls me and says, "We have two empty shows you want to do them? One's at the Troubadour and we're going to go up to Oregon and Seattle for the others. And I said, "Fuck yeah, of course." The two other guys didn't have it in their hearts to do it and we did. 


DUFF The first rehearsal day that we had as the five guys was at a studio in Silverlake. Playing the first few chords was like thunder had hit the room; like lightning had hit the room. That day was probably the most important day of the five of our lives, as players and musicians. It definitely ranks up there because that's when we all knew it was solidified. This was the best band that any of us had come close to being in. 


SLASH It was just a conversation for a few days and then it became a reality -- all of the sudden we were going to Seattle. But first, We did the Troubadour show. 
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First show with APPETITE FOR DESTRUCTION lineup. Band members in include: Axl Rose (vocals), Slash (lead guitar), Izzy Stradlin (rhythm guitar), Duff McKagan (bass), Steven Adler (drums).
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 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

Hell Tour (3:10).




HELL TOUR




SLASH After the Troubadour show, we packed up an Oldsmobile and a U-Haul and set off. It was Duff, Izzy, Axl, Steven and myself, and we set out to do this Northwest tour of Seattle and Oregon. 


DUFF It wasn't just Seattle -- it was a whole west coast tour starting in Seattle and coming down. There was Portland; there was Eugene; there was a Sacramento gig; and there was a San Francisco gig. I had toured in a punk rock band so I knew the clubs and the club owners and I booked this tour. So a few days after our first show at the Troubadour, we were playing our first gig on the west coast "Hell Tour," as it was later dubbed. 


SLASH Duff had booked us in all the clubs he was familiar with, from playing in the bands he was in like The Fastbacks. So he booked us gigs in Sacramento and a couple gigs in Oregon and a couple gigs in Seattle. We got as far as Fresno and the car broke down. 


STEVEN ADLER We were in Danny Biral's car and we had a U-Haul and his car broke down. We were determined and that wasn't going to stop us from doing any shows. 


DANNY BIRAL I stole my mother's gas card to get us there. It was a 1977 green Pontiac Catalina. At that point, it was a pretty solid running car, but I was young and was probably taking a lot for granted when I loaded up seven people plus a U-Haul and thought I could make it to Seattle. I remember arguing with everybody. I wanted to get out of town early in the morning, but nobody could just get their shit together. It was taking forever to get everybody rolling. We finally drove out of L.A. and things seemed kind of nice. At that point, everybody was happy; everybody was excited. There were the inevitable fights about what was going to be played on the tape deck. 

 As we started to get into the Grapevine, there was a problem. The transmission was slipping as we were going up the hills. I didn't really say anything, but I knew there was going to be a problem. Finally the transmission just slipped and it wouldn't catch. We were stuck; really stuck. There was nothing where we were and nobody was stopping to help. I had a Triple-A card, but there wasn't a telephone in sight. 

 We realized that the car would run if there were nobody in it. Imagine, there I am, putting along at five to ten miles-an-hour, which is about as fast as the car would go before the transmission would slip, and the band was just sort of walking behind. This went on for miles. I was impressed with how they just walked. At that point, it came to a head. They were just like, "Fuck this!" So they grabbed their guitars out of the U-haul, left all the equipment, the amps and everything else, and they decided they were going to hitch. 


SLASH We took the guitars out of the U-Haul, told the crew guys to get the car fixed and meet us up in Seattle. We sort of canned all those other gigs because we knew it was going to take us a while to get up there. So we took the guitars and stood on the side of the road and finally got picked up by a semi-truck. Try to picture us, knowing what we look like, and then picture us on the side of the road with guitar cases wanting a ride. It made visions of The Hitcher seem like a cakewalk. We rode with this guy and we were all in the cab and I don't know how many miles we went. This was the first time I was ever exposed to somebody that lived on speed. 


STEVEN ADLER I asked all these truck drivers if they could give us a ride to Seattle. And I got a truck driver who said, "Yeah, no problem." So we left all the gear except the guitars, my sleeping bag and we hopped into this eighteen-wheeler. 


SLASH We had stops here and there, but we didn't have any money, so we would go into these patches of land that were off to the side of the road where people were growing agricultural crops and we would steal food -- onions, carrots and shit like that. Finally we sort of burned out on one driver and then we'd go out on the highway hitchhiking again. 


DUFF We were eating onions from the onion fields outside of Bakersfield on the side of Interstate Five (I-5) because we were hungry. Just being out there was pretty cool. This old Mexican farmer picked us up in a small pickup and we all got in the back. The truck was so beat-up and rundown that the bed started rubbing against the back tires. It started smoking and he said, 'I'm sorry, I can't take you guys.' We were stuck on I-5 in the middle of nowhere. 


STEVEN ADLER This Mexican guy and his kid picked us up. We didn't go further than twenty-feet because he had a low rider and we were so heavy in the back of the truck that it was scraping against his tires and it was smoking. He gave us a ride to Medford, Oregon. We were hitchhiking on the freeway again and these two hippy-chicks gave us a ride. 


SLASH We just kept inching our way towards Seattle. Two chicks picked us up and put us in the back. It wasn't a truck; it was like a pick-up with a cab over the top. We piled in there and they drove us to Oregon. From there, one of our friends from Seattle came and got us. He took us to this guy Donner's house, who was a good friend of Duff's, and we just partied like crazy. The next day we showed up at the venue and used the Fastbacks gear and played our first set. The club didn't want to pay us, for whatever reason, so we cornered the manager in his own office, bolted the door, and threatened him within an inch of his life. Then we got paid. We got a ride with one of Duff's friends all the way back to Los Angeles. 


STEVEN ADLER It wasn't hell, it was fun -- it was great, it was exciting, it was an experience. And we actually played a decent show. 


DUFF When we got back from the Hell Tour, from that shared experience, we knew that we had each other's backs. At that point we knew we were a band. We were ready just to fuck up L.A. Finally, all of us had a solidified band and that was very important. It was very important to the credo of Guns N' Roses. We were like a little family. We were like a little gang of five musicians. We had each other. 


SLASH Having everything that could possibly go wrong, go wrong, and survive it, and to actually make it to Seattle to do our first show; nobody I knew could've handled it and we had the best fucking time. 


SLASH That trip really cemented the camaraderie between the five of us and that was it; that just set the whole pace for everything. 
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This photo was taken by Jack Lue in Canter's Deli upon the band's return from Seattle.

  

Act II
  

Act II


Chapter 3: Welcome to the Jungle




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

Hollywood Hustlin' (1:31).




It was about having a good time; partying, drinking, being on stage on the Sunset Strip, getting your band out there, and letting people know who you were.
RON SCHNEIDER



 Original, dangerous, rebellious, fierce, transcendent; whatever qualities described the music and attitude of the newly cemented Guns N' Roses, they still had to play by the rules of the Sunset Strip like everyone else. In the 1980's, the Sunset Strip was a thriving, micro-music eco-system, teaming with glam, sleaze and punk rockers; all attempting to bait an audience, land a deal and enjoy the bounty with bacchanalian delight like their rock n' roll predecessors. The Strip (giving its name to the street in Las Vegas) consisted of a small circle of established music venues, either on or adjacent to Sunset Boulevard, each run by eccentric impresarios. They presided over their clubdoms like mini-mafiosos; idiosyncratic personalities who could position bands in favor or ban them on a whim. Whether their power to make or break emerging bands was real or imagined, collectively, they were responsible for launching some of the greatest rock n' roll acts of the twentieth century. They flaunted their claims-to-fame with signed photos, memorabilia and ticket stubs adorning the walls of their clubs and enjoyed the popularity it brought them. 

 Although club owners could always bank on a thirsty crowd for Friday and Saturday nights, they lost money during the week. Therefore, Pay-to-Play was introduced in the 1980's: an insurance policy to cover the costs of operation during down time. It required that bands slotted to play during weeknights collect a minimum cover fee by pre-selling tickets to their own gigs. Club owners shifted the financial risk of running a club to the band, taking advantage of favorable supply-and-demand conditions. The more tickets sold, the better favor would be gained and a plum spot on the weekly line-up assured. If the band caused trouble, however, and cost the owners more than they brought in, getting blacklisted was almost guaranteed. This could be achieved by trashing dressing rooms, bar fighting and assaulting patrons. If a band was banned from enough clubs, they could kiss their dream of a record contract goodbye. 

 There was both an art and a hustle to promoting a club gig, especially when it came to flyering. Slash and Axl would cruise the Sunset Strip, tacking flyers up on every telephone pole and covering up their rivals' flyers in the process. They gave out tickets like candy on the street to anyone who crossed their path in an attempt to raise the minimum amount to play. When they fell short, friends of the band (like Marc Canter) often stood outside the clubs on the night of the show and sold tickets one-by-one. When that failed, someone had to pony up the remaining amount or the band didn't go on. If you wanted the dream, these are the clubs you had to play. 


STEVE DARROW As far as the club gigs went, the main places you wanted to play were the clubs on the Sunset Strip or The Troubadour. The Troubadour was the place where you had to play to make it and be somebody. You would hand out your flyers and say, "Here come see our band three weeks from now at the Troubadour on Tuesday. You want to buy a ticket?" And most people would go, 'Well, I don't know if I can make it." You'd say, "Well just buy a ticket and that way you'll make it for sure." It was a hustle. If you were a new band without a giant following and wanted to book a gig at a club, you were faced with this stair-step hierarchy. You never really realized it until you tried to infiltrate the clubs and get in with the owners. Then the owners introduced what was coined 'pay-to-play.' 


MARC CANTER This was the heyday of the pay-to-play bullshit when Los Angeles promoters would have the bands themselves shoulder the financial risk of their gig, by either taking on the burden of selling a certain number of tickets themselves or simply forking over the required amount out of their own pocket. They would essentially force the musicians to take on the risks that had generally been considered the reason for club promoters in the first place. 


STEVE DARROW Here is how it worked: you sent in a package with your demo tape, waited a couple of weeks and if they called you back, they would slot you in on a Tuesday night at 7:30pm with five other bands after you. Pay-to-play required that you bring fifty people and each of those fifty people had to buy two drinks. If you weren't old enough to consume, you would have to buy a ticket equal to the value of two drinks. That was a lot for a seventeen-year-old kid to shell out. 


RON SCHNEIDER Anything over 100 tickets was yours to keep. The more people you brought into a club on a Thursday night, the more power you demonstrated to the club that you could bring in a draw. The bigger the draw, the more booze they would sell, which means the more money you're going to make. Instead of closing a gig at 11:45pm on a Thursday night, you would start climbing up the ladder and move up to a Friday or Saturday night. There was a clear motivation for bringing people to the show: you wanted that plush spot. 


VICKY HAMILTON It was pay-to-play, and obviously the club promoter wanted the band that had the biggest draw and, "the sexiest chicks at their shows," as Bill Gazzari once said. 


SLASH Guns N' Roses went through a period of pay-to-play for a while in the beginning. I used to work at a newsstand up on Fairfax and Melrose and when I got the tickets, I gave them out to as many people as I could. We never paid for a gig ourselves, but we pandered them to everybody. I was really good at it because I was working a job where I came into contact with so many customers everyday. I was a pretty restless member of the band when it came to promotion and managerial things, because I never really slept. This thing was twenty-four-seven with me, everyday! And that was a good quality to have. 


MARC CANTER Slash was working at Centerfold Newsstand, on Fairfax, off Melrose. A short time later, he was fired for conducting band business on company time. 


RON SCHNEIDER There was big competition out there. You walked around and handed out flyers. It was seven days a week, twenty-four hours a day. Wednesday night at 11:30pm doesn't mean your at home in bed. You had to be out there and flyering. That's what you did. You would post flyers on the Strip and then some other band came along and put up their flyer right over yours. Big rivalries between bands flared up and it either ended up in a fistfight on the Strip or some drawn out drama. 


CHRIS WEBER To get future gigs you had to draw a crowd. That's where the girls came in. You'd flyer all night and flirt with the girls. You'd say, "Come meet me at the gig and we can hang out after the show, and, oh, bring five or ten friends with you." And these girls would come. They'd drive from San Diego or Riverside just to hang out with a young, penniless rocker who basically said the same line to ten or twenty other girls. If you, and your band mates all did the same thing, you'd get a crowd, and another gig. Flyer and flirt; you had to be consistent. 


SLASH We did that until we were such a huge draw that we didn't need to do that anymore. Then, those people that we used to give tickets out to expected to be on the guest list. So we ended up having a huge guest list for a gig at the Roxy, but we did make the promoters money. 


STEVE DARROW Then you're going up the ladder. And eventually if you keep selling tickets and bringing in people, then they'll give you a headline slot on Monday or Tuesday which is still better than nothing, but it's still a Monday or Tuesday. After all that, you turn around and you've got four other new bands below you that are competing for your slot. It was a lot of work. 


DUFF There was a lot of politics with the Troubadour. There was an older woman that ran the Troubadour and she could ban you. This woman was not somebody you would necessarily fuck with. You had to get on her good side. The Whisky was closed at that point and the only place for us to play on the strip was the Roxy and those gigs were few and far between. The Roxy gigs were legitimate gigs compared to the Troubadour, where you could always manage to get a spot -- maybe not a weekend night, but a Monday or Tuesday. At the Troubadour, we had to pay for lights and sound, which was a racket. 


STEVE DARROW If you wanted to have a dressing room you had to pay another thirty bucks; if you wanted to use the light man you had to pay another thirty. It was like buying a car with all the secret add-ons that they don't tell you about. Essentially, the supply and demand was enough that clubs could get away with doing that. 


SLASH In the early days we had our regular shenanigans as a band and were a little offensive to club owners. We definitely weren't invited back for gigs because they just had no viable reason to invite us back. It probably cost them money just to have us around. But we turned the tables on that eventually. We were starting to bring in a following, so they couldn't ignore us. Eventually, we were accepted as being destructive, but profitable. 
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 The night after they played at the Troubadour, the band was asked to play this gig at a UCLA frat party with just a few hours notice. "Welcome to the Jungle" was played a few beats slower than the version that appeared on "Appetite for Destruction." 


DUFF: I remember playing this frat party. We played for beer and thirty bucks. I don't remember how it came about. It was just a bizarre gig that we did and ended up having a great time cause there was a lot of beer. We were finding ourselves and finding our songs. Playing them for people under the gun helped the process of writing songs. But, we just wanted to play. We were a band. That's what we were there for. 
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Act II


Chapter 4: Reckless




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

The Art and the Music Came First (1:31).




All five of us went to the
Sunset Grill
and split a cheeseburger -- cut into five pieces.
STEVEN ADLER



 Guns N' Roses were more like orphans than professional artists; outsiders and runaways who found sanctuary in music. Riding on the edge of survival in Hollywood wasn't easy, but it was fun. They fended for themselves for baseline food and shelter on the streets and scraped together money from friends when they needed to fix their instruments. Axl slept underneath stairs behind his minimum wage job at Tower Video. Slash and Steven were lucky if they found a bed and fast food with occasional girlfriends. However, pastrami sandwiches were on the house at Canter's and the drugs and booze came free, since everybody wanted to party with the band. 

 To most people, the demand of that lifestyle is too much to handle; no predictability, all instinctual. But to Guns N' Roses and other musicians going for broke, it was precisely that impulsiveness, driven by the need to survive, that invigorated their lives and their music. 

 Survival literally meant making it to the next performance. Writing, rehearsing and performing; they were absorbed. Music was their source and sustenance. Food and sleep were necessary inconveniences. The only thing that really mattered was music and having a good time. 

 They developed a tough spirit and a thick skin, letting nothing stop them from playing. Despite empty stomachs, hardcore hangovers and even broken bones, the show went on and they became better players by figuring out ways to play around their pain. 


CHRIS TORRES I didn't have that. I was still in high school and here I was staying up until two or three in the morning with these guys and I was still trying to get my diploma. Making it as a singer was secondary for me. I was having a blast and living the life, but I just had other ideas. To me the attitude was Axl. I knew I didn't have it when I went to see Slash and the guys when they were living in the Gardner apartment. They were sitting in this room where they rehearsed and they were pretty strung out on what seemed to be heroin. But, man, when they rehearsed it was just blood, sweat and tears and heart and I just saw the sacrifice it took. They lived for their music. When I saw that I knew I couldn't live like that. That's when I knew I didn't have it, even though I was still in a band. That's how raw and real they were. Their music represented the way they lived. 


RON SCHNEIDER You had to live your life. You had to eat white bread and cheese sandwiches, or you'd have to go to the supermarket and steal food just to eat. You'd have to depend on a lot of people to help you get through just to survive. You had to get a job, as much as everybody hated doing that. My God! Work? No way! You borrowed money from people to help you make flyers. You had to do whatever it took. If you want to call it, "paying your dues," that's what we had to do to make it; to get the golden ticket. Then there were the Marc Canters out there that were feeding us or buying us guitar strings, picks or drum sticks. 


MICHELLE YOUNG These five guys are homeless. They have nothing. They barely had any food. But they had this music, these instruments and a stage and that's all they needed. They were so secure in what they were doing and sure of themselves. 


WILLIE BASSE We all wanted the same thing and we were willing to go to any length to get success in rock 'n' roll and I think if I could draw anything out of that period it would be that spirit and that heart that we all shared together. Everyone was going for it. It was like a do or die rock 'n' roll. All we cared about was music, packing the clubs and living that musical life. I don't think we realized it, but we were hardcore. There was no life but the music. 


ROBERT JOHN The art and the music came first with this band, way before the party. They were serious about what they were doing. They were living the lifestyle, but it wasn't a style. They were creating it the way they were living. 


SLASH We were all street kids. We were all, individually, very rebellious, so collectively we were a force to be reckoned with. We had a haphazard way of going about things. The survival of early Guns N' Roses pretty much comprised of little hustling here and there, a lot of really nice girls, a couple of odd jobs and a drive to survive. It was always about the upcoming gig, so whatever you had to do to stay afloat until the next show, you did. We played as many back-to-back gigs as possible. It was really about just having somewhere to lay your head between shows. 


PAMELA MANNING The guys were going through some hard times, mostly struggling to get by and going from place to place. They just needed somewhere to crash. 


RON SCHNEIDER A couple of guys had girlfriends that took care of them. If you met a girl and she took you home and slept with you and fed you and maybe let you do your laundry or take a shower, you had it made. 


STEVEN ADLER If we didn't have a place to sleep that night, we had the rehearsal place to sleep; cockroaches and all! We didn't care. That was it. That was all we wanted to do. 


DESI CRAFT Izzy had it made. I had us in a single apartment. The rest of the band members, I can't say exactly what they were doing at night, but certainly it was a struggle. We kept all the gear in our apartment; a big stack of drums the guitars and everything. 


SLASH One of us might be lucky enough to find a place to crash and the rest of us would hide behind the bushes. When they said yes, we'd come running out and the next thing you know all five of us would be in there and you'd have to put up with us. We did a lot of partying, since we stayed up all night. It wasn't so much about having a roof over our head, just someplace to go and party. There were a lot of girlfriends and you could find some peace and quiet with them for a second and then it was back on the street again. 

 Axl and I were being sought by the police for something that we didn't really do, so I asked Vicky if we could crash at her place. It was Vicky and Jennifer Perry in a one-bedroom apartment off of Sunset Boulevard and that's where Axl and I lived for a while. We were right across the street from the Whisky. Izzy, Duff and Steve were with their assorted girlfriends. Vicky was great; she was sort of like the big den mother. 


VICKY HAMILTON Slash called me and said, "Do you mind if Axl sleeps on your couch for a couple of nights because something happened and the police are looking for him?" And I had just gotten a new apartment on Clark Street and I was a little bit hesitant to let him come stay, but I let him come and what was supposed to be a couple of days ended up being several months. Living with Guns N' Roses was probably the best time of my life and definitely the worst time of my life. The funniest part of living with them was the fact that "Welcome to the Jungle" was on the answering machine and it played the part where Axl screams, "Welcome to the Jungle, you're going to die," and it just went off constantly, twenty four-seven. Even to this day when I hear that part of the song it makes me cringe. The police broke in my door a couple of times, shining flashlights into the bedroom to see what was going on. There were always a slew of groupies and people partying in my living room. I would barricade myself into one of the bedrooms in the apartment to get away from it. 


STEVEN ADLER Axl and I got in a fight the day we moved out from Vicky's and destroyed her apartment, her furniture and the hallway. Axl threw me against this glass coffee table and a fire extinguisher and destroyed the apartment. 


STEVE DARROW None of us really had a steady job at the time. I started this job working for the L.A. Weekly, which sounded more impressive than it was. I was basically the delivery guy with a '66 Dodge Van and I could haul a lot of newspapers. I'd deliver them all over Hollywood. So I did it a few times and then realized it was kind of a lot to do by myself. A lot of other delivery guys had kids helping them or they had assistants. So, I'd call up Izzy because he was always like looking for a way to make five bucks. 


DUFF I worked phone sales for these Hungarian mafia guys. I was scared to quit that job because I was there since the first day that I moved to Hollywood. I stayed until the time we got signed. We were just making a go of it with the best situations we could create for ourselves. 


MICHELLE YOUNG I used to get money and drugs and feed their habits. My dad would always give me money, so I would feed them and take care of them. I would show up and bring them cocaine or Quaaludes or whatever I had. What was mine was theirs. I gave them rides. I took Axl to a lot of shows because he didn't drive. I put them up at my house. I did basically what all the other girls did, except I wasn't a stripper. Our parents weren't around and our friends become our family. I knew what I was doing. I was supporting a good cause. I was helping support these guys because I believed in their music and I believed in them as individuals. 


DESI CRAFT  We were selling drugs to help support the band. One of our clients was Althea Flynt. That's something that was tucked under the rug because her sister had always told us that if Larry ever found out who was selling her the heroin, he would kill them. I was always the one that had to go in the house to deliver the stuff because I was a female and it was less threatening, but it was very scary. I was eighteen-years-old, going into a huge mansion with security knowing there was a crazy nut in a wheel chair that's got nothing to lose but shoot somebody. 


MIKE CLINK To see the band was to love the band because they were so energetic and so wild on stage. There was nothing that reckless that anyone had seen for years coming out of the L.A. scene or anywhere for that matter. 


VICKY HAMILTON There was something sort of dangerous about their performance when you went to see them play live. You weren't really sure if you were going to end up in a riot or if Axl was going to jump off the stage and choke someone. They added a bit of danger to the mix, which is what the kids responded to. You didn't want to keep your eyes open, but you couldn't help but watch. 


MARC CANTER Slash was like a monster; you could put two bottles of booze in him and put a blindfold around him and he would still come out and play his part perfectly. Slash played one show with a sprained left finger, a very important finger, and when I still listen to those shows, I realize that there is not one mistake. Whatever demons he may have had, he still managed to make it happen. You couldn't knock him down. 
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Slash with his father, Tony Hudson backstage after the Roxy show.
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Act II


Chapter 5: Rocket Queen




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

God Bless the Strippers (1:30).




They were beautiful, they were into drugs and they were naked.
MICHELLE YOUNG



 Guns N' Roses and Hollywood strippers; the ultimate example of animal attraction and symbiotic relationships. 

 Serenaded by the music, charmed by the boys and always up for a party, the ladies loved hanging around their rock star boyfriends. For the band, Hollywood nightclub strippers were literally angels in disguise. These benefactresses brought in hard cash, held down apartments and had refrigerators full of food and beer, that is, before the guys arrived. Strippers bankrolled the band and their dream. Sex, drugs and a bed to sleep on, not to mention the occasional limousine after a gig, were all perks showered upon them by the goddesses of Sunset Strip. 

 They were not prostitutes or pushovers. They were fiercely independent, living on their own terms and earning their keep legitimately. For Guns N' Roses, the strippers acted as champions and cheerleaders, often helping them promote gigs and appearing on stage to liven up the act. 

 Together, they lived like the stars and starlets they imagined themselves to be and it was likely more real than the lifestyle they ultimately achieved. 


ADRIANA DURGAN We had the money because we had the bodies and we had the attitudes. We were the girl version of Guns N' Roses. If Guns N' Roses had pussies, they would be us. We had a job that didn't require a lot of work. We got off in time to party and that's what we did. We were independent; we were wild; we were reckless and free. And we were young! We always had parties at our house. It was like a place you could take your clothes off and jump naked into our pool. 


RON SCHNEIDER It was like, wow! These chicks have money and money meant booze. I was called the "lame-broad taxi service." I had a car and I was able to take these chicks to work and pick them up, and they gave me money to do it. They were like my best friends. They loved me and I loved them. They also had apartments. Can you imagine these apartments full of teddy bears that are hung by nooses in one corner with black 'X's made out of electrical tape on their eyes, a cat box that hasn't been changed in about a month, dishes in the sink with an empty Jim Beam collection and bottles littered all over their apartment thanks to their up and coming rock star boyfriends. We all loved to just hang at their places and jump off the balconies into the pool. And if you were fucking one of them, you'd get to sleep in the bed while everybody else had to sleep on the floor. That means you're not going to have to sleep on your guitar case or under your drum set or in somebody's car. You got in with the strippers and you got a place to crash. Hooking up with them was key. 


SLASH Strippers were our sustenance for the longest time. We crashed at the stripper's houses and that's where we got extra cash. 


VICKY HAMILTON The girls were kind of like the nursemaids for these band guys. The guys were like lost puppies that you left at the vet. You wanted to feed them and help them. They were very generous with the band guys because they made a lot of money. 


ADRIANA DURGAN We didn't have sugar daddies with big credit cards, and we certainly weren't succumbing to the L.A. lifestyle by getting one who could take care of us. We didn't want that! We didn't want to owe anybody anything. We wanted to make our own existence, and even if we may have been a little sluttish, we weren't whores and we weren't charging money for sex. We were just being ourselves. We were normal girls. And here come these broke-ass giant turkeys, but they were entertaining. We fuckin' loved those guys! It was unfortunate if you developed a crush on one of them, like me with Steven Adler for instance, because he broke my heart over and over again. They were our friends and they were our family. 


DESI CRAFT I was a choreographer and used to dance on music videos, but I had to become an underage stripper. I had to get a false I.D. to keep the band afloat, to keep everything going. It was not really a pleasant experience, but I believed in the band. I believed in what I saw and what I heard. I would always dance to "Jumpin' Jack Flash" from the Rolling Stones, play tambourine and basically go-go dance. I had thigh-high leather boots, fishnet stockings, a little top and go-go girl clothes. When I came out, the crowd would push. I remember once we played this outside fair and the stages were not bolted down. When I got out on stage and took off my long leopard coat, you could feel the stage move, people pushing to get a closer look. It was pretty scary; we were about to be mobbed by 5,000 people. No bands had strippers as part of the act, but it turned out that it brought in flocks of people. People wanted posters of us. It was quite an experience. We were happy. I could have been a stupid, ignorant young girl but I wasn't. I knew what I wanted and I wanted to make the band succeed and stand by Izzy's side. I was in love with him. 


RON SCHNEIDER It wasn't like we were taking advantage of anybody. They wanted to live that lifestyle as well. 


VICKY HAMILTON As a manager, it was kind of interesting for me because I would start to get to know them on a first name basis. It was like, "Hey Lois, hey Barbie," and the bands would look at me like, "how do you know these girls?" I said, "Do you think you're the only band these girls have been hanging out with?" These girls would even go buy the bands limos to drive them to their gigs. It was just insanity. 


PAMELA MANNING The guys were good looking and they were fun to be around. They went to the extreme. 


RON SCHNEIDER Eventually, they found their way onstage. 


SLASH There were a couple of entertaining gimmicks that we came up to to liven up the show a little bit. We had the idea of having some strippers come up on stage and dance to "Rocket Queen" for a few gigs. They had good moves, these girls. Guns N' Roses was a rock n' roll band but it was a bright and lively kind of gig, and we would try to bring in sleazy elements that we felt comfortable with to sort of liven it up even more. So that's what we felt comfortable with and people actually seemed to like that because it was sort of pushing the barriers for your average club band. Pamela was great. She was very enthusiastic and did a great job. 


PAMELA MANNING I was just a dancer and we were there to entertain, just like the band. We got real crazy. Axl was a good person to work with. He was just so out there when he sang; the way he would just get so into it. And then the band would just back him and get louder and louder. Then we'd start grooving to the music and before you knew it, the people were hollering, screaming. It was a lot of fun. 


ADRIANA DURGAN Somebody stole our costumes right before we were supposed to go on stage. We went up and just put our t-shirts on and our underwear and Axl was trying to get me to put duct tape over my boobs, but I was too embarrassed. So we just got up there and danced. 


PAMELA MANNING Axl and I used to act like we were having sex onstage. We would start grinding, then he would start hollering and that always worked for the sex scene. I remember the crowd hollering and, of course, we wanted to get the crowd hollering more. We'd come over and make sure they would get hollering. We were the cheerleaders. 


ADRIANA DURGAN I don't need to close the door on my past, but I need to give it a rose and make it beautiful because it really was. Those were the best, best days of my life. They were like young, innocent, days. I had no responsibility; none of us did. It was a beautiful time. It couldn't have been any better. I have my memories and my experiences from that time and, oh my, how lucky am I that I had those times. It's sad now that we're all so separated. 
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 This was an enormous free outdoor festival sponsored by the city of Los Angeles. Guns N' Roses were scheduled to play at 5:30pm, and the punk band Social Distortion was scheduled to play immediately after them. 

 The whole festival was running behind schedule and the punk natives were getting restless. Guns N' Roses didn't go on until 8:00pm, and although the punks, many of whom represented some of the harder core elements of L.A.'s punk culture, were still waiting for their band, most were won over by Guns N' Roses's rowdiness, even though some of them decided to spit at Slash. They began moshing and enjoying the show. The event was marked by some technical glitches. 

 This is the first public appearance of Slash using a Les Paul. Purchased at Guitars R Us, it was originally owned by Steve Hunter who played with Alice Cooper and other big name bands. 
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This was the first public performance of Paradise City.
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The band was paid about $200 for this show. Four years later to the date, GNR played the first of four shows at the L.A. Coliseum opening for the Rolling Stones for which they were paid $1 million.
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Slash, Steven Adler and photographer Jack Lue.

  

Act II


Chapter 6: You're Crazy




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

The Music Industry Needed a Kick in the Ass (2:53).



 The 1980's was the decade of flamboyant rock n' roll subgenres searching for a future. Hair metal, heavy metal, sleaze rock, punk rock, and glam metal were only a few derivatives of rock n' roll that spilled out of the Hollywood club scene at that time. 

 Although Guns N' Roses would balk at any attempt to be categorized, they modeled their music and fashioned their look from some influential bands that embodied characteristics known as Glam Rock. Teased hair, tight denim, spandex and headbands were all characteristics of glam rock that Guns N' Rose most resembled during the club days and Izzy directly modeled his look and sound after the Finnish group, Hanoi Rocks. 

 What distinguished Guns N' Roses from the other bands was their insistence that the music come first. Whereas many other bands at that time used their make-up and hedonistic lifestyle to attract a fan base, the music never reached beyond their particular subgenres. Guns N' Roses invigorated rock n' roll with a fusion of punk and blues that appealed to a wide spectrum of rock enthusiasts beyond the Sunset Strip. Punk rockers, metal heads and even fans of Top 40 pop embraced the band equally. They became the bridge to a next generation of rock n' roll artists from the breakthrough acts of the 1970's and 1980's like Led Zeppelin, Aerosmith and Van Halen. 


MARC CANTER  At that time, the music industry was pretty dead. There was new wave stuff, punk was finished, and hard rock was pretty much out. There was some heavy metal still around, but it wasn't really great. Ratt was the heavy metal band of the year. Aerosmith had just started to come back together but they hadn't put out record yet. I remember driving on Sunset Blvd. in 1981 or 1982 and no matter what club you were near, punks were in the streets. If you went by Oki Dog on Santa Monica, fifty of them were there and you thought you were going to get attacked. Everybody made it look like they spent six hours dressing up their hair and they looked like they were going to kill you. And then they just disappeared a year later. Every last one of them was gone. The music died. 


SLASH We were like the antithesis of what was going on in Hollywood at the time and we were sick to tears of the glam scene and sick to tears with everything that was happening in the 1980's like MTV and Tears for Fears. That gave us the motivation to hang on to what we did. When we arrived onto the L.A. scene, we kicked its ass in a way that nobody else was doing and people could relate to the honesty of the band. It was colorful enough and rough enough and honest and people from all different walks of life were into the band. We had people who were into different genres coming down to check us out, from punk to heavy metal and even new wave and glam people. We started a big buzz and became the biggest band in L.A. It was Poison and us and we hated Poison so that sort of fueled our fire too. We hated Poison so much that we just spent a lot of time touring around the different clubs in Los Angeles just to blow Poison's doors. There were a lot of variables as far what everybody in the band was interested in, but there was a common core: it had to be emotionally expressive. Whatever it was we were playing, it had to mean something. You had to feel it and that was just an unsaid rule. Being categorized, lumped into anything other than the wide-term of rock n' roll was a little too complicated and too knit-picky and it pigeon-holed us into a corner. 


VICKY HAMILTON The persona the band took on just developed naturally and it never really changed. They always had an idea of who they were. Obviously, their styles changed a bit, but when I think about Slash; he hasn't changed since the day I met him. 


DUFF We didn't feel like we were posers. We didn't feel like we belonged in L.A. to the scene that was going on at that time. I think that feeling was warranted when we would get gigs with punk rock bands and metal bands or nobody. We played Madame Wong's East, which was pretty much a punk rock club then. 


RON SCHNEIDER All I can think of is big hair. That's what it was. There were no metal bands playing on the Sunset Strip anymore and Motley Crue, Ratt, Great White, Dokken, and a few others had just come out of L.A. These were all big hair bands with a big sound and a lot of make up. And Poison was another of those bands; wimpy rock with pretty looks. 

 They looked like girls. In fact, the guys that were handing out flyers for the gigs were prettier looking than most of the girls walking up and down the Sunset Strip. It was just pretty boys trying to be rock stars. GNR was the strongest of the bands that were up there on the Strip. They were considered a glam band because Axl teased his hair, Duff teased his hair, and some of them were wearing make-up, but the music was heavy and that gave them credibility and balls. They were strong, while every band around was weak. 


MICHELLE YOUNG They didn't have to dress in these glam clothes, wear all this make-up or tease their hair. They weren't into wearing lipstick and pantyhose and looking the same to promote the band. Granted, they did that when they were on stage but they didn't walk around like that. They walked around with flat hair, duct tape on their boots, duct tape on their pants, ripped jeans and whatever they could put on their bodies. 


MARC CANTER  So the music industry just needed a big kick in the ass and here come these guys that were here to say, "This is what we're going to do. We were influenced by '60s and '70s music and we're going to do our own version of that. It's what we want to do, not what we think is the fad right now." So they did what they believed in their hearts was the right thing to do, whether they were going to make it or not. It was the music they believed in. And anyone that came to those shows saw that, and felt that, and liked that for what it was. Some bands may have had the look, but they didn't have the sound and they didn't have the songwriting ability. Guns N' Roses was the perfect mix of everything that made you feel good when you heard it. All five guys were just tearing it up. 


ROBERT JOHN With Guns N' Roses, it was just raw talent. They're the only band I've ever seen that wasn't contrived step by step all the way. Is there natural raw talent? Is it a lifestyle? If somebody's got raw talent, they usually can go somewhere with it. These guys did what they did when they wanted to do it and it worked. 


DUFF We knew we had the band. This was going to be the band that we had all starved for. This was the band that we had all gone through our separate musical journeys to get to. The music we were writing was absolutely the most important thing and we were thinking of great bands with great lineage like Led Zeppelin. 


MICHELLE YOUNG From the bum on the street to the uptight lady at the office, everybody could relate to their music. 
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VICKY JOINS THE BAND




MARC CANTER Vicky Hamilton came to the Troubadour show and was so impressed at their performance and their great appeal to the club – they sold out their first headliner show – that she offered her services as their manager. She was experienced at managing unknown bands and had a great track record. She was partly responsible for turning around the fledgling careers of such major bands as Motley Crue, Poison, Stryper and others. Slash had met her about a year earlier when he auditioned for Poison, whom she was still managing at the time. Even though Slash decided he wasn't interested in joining Poison, he considered Vickie a very cool person and knew she was a real player in the Hollywood club scene. 

 The band met with Vicky and decided to hire her as their manager. Prior to Vicky, a woman named Bridgette who managed the band Jetboy, with whom Guns N' Roses played a number of gigs, managed the band for a brief period of time. But, she wasn't accomplishing much on their behalf and Guns N' Roses ended the relationship. Vicky, on the other hand, had excellent connections for getting and promoting gigs. Her task was to make sure their shows looked and sounded good and, above all, made money. The band believed Vicky's forte was grooming club bands, but realized that if they got signed, she wouldn't be able to manage them at that point. Coincidentally, the label that eventually signed the band, hired her as a A&R scout. 


VICKY HAMILTON It seemed like managing Guns N' Roses was a natural progression to what I was doing. I had just gone through something pretty gnarly with Poison, so I had to think about getting involved at that level again with a band. I was very much in the mix with the A&R people at that time. I shopped Poison, I worked with Motley Crue and Striper, so I was very familiar with the A&R people that were signing those types of bands. I booked some shows for Guns N' Roses at the Roxy and the Stardust Ballroom and I helped them facilitate the Troubadour shows. I kind of brought a higher quality of gig to the band. Guns N' Roses was unique to that time period and very exciting to me. 


MARC CANTER Los Angeles club audiences are notorious for their blasé, undemonstrative attitude. So when a band appears on the scene and not only begins to attract its own following, but excites club audiences into audible and visible displays of enthusiasm, word begins to get around. A buzz is born. That is when the guys in suits – the record label guys with the money – start checking things out. The buzz around Guns N' Roses was growing loud and clear around this time. 
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ORIGINS OF NIGHTRAIN




SLASH I remember; it was, Izzy, Axl, Steven and I walking around Hollywood and we started singing Nightrain and came up with the chorus. We put the song together in a couple days and it became the war cry for the band. Nightrain is immortalized by the actual song, but at the time the song was written, that's all we could afford to drink. We'd get bottles of Nightrain with the few pennies we had and go carousing Hollywood and the Strip. It became a way of life for the band during that period. 


RON SCHNEIDER Nightrain was the cheapest, nastiest bottle of wine you could buy. If you had two dollars, you got a bottle of Nightrain. The hangover you would get from that, oh my. You'd drink this one little bottle and you're flying. Then you're throwing up and you're sick as a dog the next day, all day long, going "Oh my God! Why did I do this?" It was a good cheap buzz. That's why all the winos on Skid Row still drink it. I can still taste that shit in my mouth. There was a liquor store right around the corner from the Gardner Street studio that sold Nightrain. There were actually two bands in that location. It was Guns N' Roses in the little room and next to them was Johnny and the Jaguars. It would either be up to us or up to them. We could never afford fifths of Jim Beam or Jack Daniels, just Nightrain. 


SLASH Nightrain was the commercially available, tangible product that we could afford at our expense. The other stuff was a little more complicated, but Nightrain was just a simple beverage that we could get with very little money and in great quantity and live on. I think at the time, since we couldn't afford booze and food, it had enough supplements that we could survive on it alone. 


DUFF We were living in the Gardner Street studio, this place where we had one little box of a room. We had no money, but we could dig up a buck to go down to this liquor store where they sold this great wine called Nightrain that would fuck you up for a dollar. Five dollars and you'd be gone. We lived off this stuff. 


STEVEN ADLER We wrote "Nightrain" walking on Sunset Boulevard, from the Rainbow and the Roxy, passing out flyers on our way down to the Troubadour, drinking it. We were all on the Nightrain. It was a dollar and nine cents for the bottle. It was all we could afford. 


[image: ]


[image: ]


[image: ]


[image: ]


[image: ]


[image: ]


[image: ]

 By now the band was selling out L.A.'s premier clubs. This show at the Roxy, in fact, attracted a far-over-capacity crowd, and Tom Zutaut, the Geffen A&R guy who eventually signed them, arrived late and wasn't able to get in until their set was over. 
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Act II


Chapter 7: Songwriting




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

A Song, Out of Nowhere (2:17).




Five hearts, five souls, five attitudes that just melded and formed together, just the way a rock and roll band should.
STEVEN ADLER



 Studio walls, back covers of porno magazines, stained takeout menus and pizza boxes: these were all canvases that captured the lyrics of Guns N' Roses as they were being created. There was a natural flow to the way songs were written and spontaneity ruled. Steven drummed a beat on an ashtray, Slash took the cue and improvised a melody, Axl jumped in and belted out a verse. 

 They were an unlikely fellowship -- the warrior, the prodigy, the recluse, the rebel and the clown -- that came together around a love of music and their desire to conquer the L.A. music scene. Their songs were honest, gritty and raw and were inspired by the ordeals they survived whether it was girlfriends, drugs or the streets of Hollywood. 

 A tiny studio in Hollywood, on Gardner Street behind the Guitar Center, served as the nerve center for Guns N' Roses. There they rehearsed, slept, fought, partied and wrote music. The close quarters acted like a pressure cooker, forcing their creative collaboration and resulting in explosive music. However far each one of them strayed, they would always end up back at the studio. 


DUFF If you tore apart the songs on "Appetite" and asked who wrote what, I think you might get five different stories. You absolutely hear Izzy's influence, you hear Slash's guitar style, you hear the rhythm sections, and Axl coming in on top of it all that with his sort of fuck'em-all mentality. Everybody had their thing that they brought to the song. The writing process wasn't arduous or like pulling teeth, it was just something that happened. It was an extension of the five of us as a collective. 


SLASH The song writing process was a little bit more complex than I explain. I might write something with Duff, or I might write something with Axl. There was no set pattern to it. There was never any conscious conversation about song writing or ranging or anything about bridges or the middle-T as they call it or any of that crap! I always had a guitar with me, so I'd write riffs all the time and something would catch Axl's ear. Izzy had a song and he'd have some lyrics that went with it. Izzy was a great songwriter and he would get us started. There were so many different ways things came about. If something sounded good, then we embraced it and started to build on it; here's a riff, somebody else came with their part, someone else had another idea and -- bam -- that was the song. Whenever I got to the bridge section or the lead section, I heard the same thing I heard the first time we wrote the song, and I pretty much played whatever I felt. If I heard something different I might change it at the next gig; maybe a note here or something, or add something altogether that wasn't there when it first got written. But the structure and the melodies were all there from the get-go and that's been the mantra. Guns N' Roses' songs came together as a pretty spontaneous band. And when you think about it, the first record that we did, "Live Like a Suicide," which is the flipside of the "Lies" record, there was a couple original songs and a couple covers with no real set arrangement. 


DANNY BIRAL Slash is writing music and Axl is writing lyrics. They just sewed themselves together. We're not talking about the Beatles. I'm talking about really brilliant musicians like Slash trading all of their ideas in this community effort. Slash would just pluck away and come up with these great chords, build a melody out of it and then a song. He recorded it on some simple cassette tapes, gave it to Axl and Axl already had lyrics that he was trying to meld into Slash's melodies. 


CHRIS WEBER The song writing process was very organic. I'd come up with a riff and show it to Izzy, or visa versa. We'd create at least two or three parts: verse, chorus, bridge, etc. Then we'd record it on something crude like a tape recorder with a built in condenser microphone and hand the tape over to Axl. 


MARC CANTER There were words written on papers everywhere: Izzy would be writing lyrics, Duff would be writing lyrics, Axl would be writing lyrics. Someone picked up a guitar and started playing. Pretty soon there was a new song out of nowhere. And that's why the five guys lived in their studio together. Someone grabbed a guitar, started to play something and said, "Check out this song I wrote." It was typically torn apart in about five seconds by the other guys. So, it wasn't like one particular person was responsible for this, they all kind of put their thing into it. And even though somebody started the backbone of a particular song, it became an entirely different song by the time the band was finished with it. I remember it was either part of "Paradise City" or part of "My Michelle," but Slash just tweaked it a little bit and all of a sudden it became a different song. 


DUFF "My Michelle", for example, went through so many different phases as a song. It was all half-time for a while. We would just mess with little transitional parts. Bridges were a big thing for us. The bridge had to sound as good or better than any other part of the song or why have a bridge. We played different versions of songs throughout this time and we got it down pretty quick to the version of the song we wanted. But it wasn't until we played in front of people that we actually knew. One of us would have something in our mind, vocal-wise, and then we'd just go out and play it live. How did that work live to the crowd? Did they like that? All of our songs were really fed by the reaction we got from our audience, playing and trying out stuff during these club days. 


SLASH We just started writing because we were living together in this haphazard kind of existence, all five of us. So over time, everyday, there was a new idea of some sort and we'd just start working on it right away. And we'd throw the songs together quickly too. "Paradise City" took all of a couple hours to put together sitting in the back of a van. So everything came together fast, so that in time we had a lot of material as a result of that. 


MICHELLE YOUNG At their Gardner studio, Axl did a lot of knee slapping and snapping, hand slapping and singing tunes. He'd come up with something and ask me what I thought. Slash would break out in songs all the time. 


PAMELA MANNING I was in the rehearsal studio with Guns N' Roses when Axl brought in this old tape deck. I remember that rehearsal studio. It was somewhere down near Sunset Blvd. I remember Axl; he pressed this button on an old tape machine and said "you gotta listen to this." He pressed the button and it was a little recording of "Welcome to the Jungle" that he did and he says, "Now we're gonna rehearse it." He made them listen to it for a while and they got up and they rehearsed it. Axl just sang his head off. I remember seeing his face turn real red when he was singing. I was wondering if he was getting any breath. He was just giving it his all, which was awesome. 
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This was a key night for the band. Tom Zutaut, A&R rep for Geffen Records saw the show and wanted to sign them.
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Act II


Chapter 8: It's So Easy




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

We Were Wined and Dined (2:22).



 As the fan base for GNR grew in Hollywood, it was only a matter of time before record companies would court them. One gig after another saw greater hype and bigger audiences and they were selling-out shows. The buzz was out on the band and Tom Zutaut, an artist and repertoire representative (a.k.a. A&R Rep) at Geffen Records was already on their trail. He was hand picked by David Geffen to bring in the next big thing after signing some very successful bands a few years prior, including Motley Crue. Tom wasn't any ordinary A&R rep, he was intimate with rock n' roll, knew every style that was emerging, educated himself about bands all over the world and most importantly, he knew how to hang. Once A&R reps from other labels got wind that Tom Zutaut was scouting the band, the followed like a flock of birds. 

 But, the band wouldn't settle for their first suitor. They had achieved the desirable position of courtship and they would play it out as long as they could. Free dinners, thousand dollar bar tabs and a variety of other "favors" were covered by industry suitors. But, when the fun was over, the band had to face serious issues such as creative control and compatibility. They weren't going to hand over their material and hard earned momentum to executives who wanted to bottle their sound and cash it in. They wanted a label that understood what their music was about and respected their demand for control. Whatever the outcome, they knew the balance was finally tipped in their favor and that the first steps toward a contract and a record were about to be taken. Of course, no one really knew what would happen when everyone was trying to please them. 


TOM ZUTAUT This story begins when I was shopping at a record store on Melrose Avenue called the Vinyl Fetish. They had all the cool imports from the UK and punk records and homemade records by new bands. The reason I met them, is because they were huge Motley Crue fans, and when I signed Motley Crue they contacted me and said, "we love this band and we want to put them in our window." And I was like, "Really! You guys are the hippest, coolest most underground record store in L.A. and you guys like the Crue." So we became friends after that. 

 Four or five years after I signed the Crue, I would go in there every couple of weeks and stock up on British imports and underground punk records and stuff. One of the people that worked there said to me, "Hey, there's this new band in L.A. that are better than Motley Crue. You'll love 'em. You need to see 'em." And I said, "What are they called?" and they said "Guns N' Roses." The name rang to me. I loved the name. There was something about Guns N' Roses together that sounded interesting. 

 So I was driving down Sunset Boulevard, and I saw one of Slash's hand drawn posters with the pistols and the roses and I thought to myself, "That is fuckin' cool, that is really cool." I stopped my jeep, I got out, and I ripped the poster down -- which probably wasn't good for their press campaign, but what the heck. I took the poster to my office and I looked at my assistant and I said, "You gotta find out when this band is playing and remind me. I really want to see them because the guys at the Vinyl Fetish have been telling me about this band and now there's this really cool poster with a great drawing on it and it just feels like something is going to happen." 

 She told me later about a ten o'clock gig at the Roxy. I went to the Roxy at 9:30pm and all of a sudden they won't let me in. I was on the Guns N' Roses list, but Guns N' Roses had already played. And I was like, "what do you mean they already played? They're going on at 10!" It turned out that they had traded with the band that was supposed to open for them, so Guns N' Roses went on first. I had to buy my way in and I went backstage to look for Axl. I didn't see him, but I heard he was there somewhere. I found him in a corner and he was sitting by himself. Everyone was afraid to get near him. Here's this mysterious guy and people are afraid of him. So, I went back downstairs and watched this other band get onstage and play. 

 Then, Axl gets onstage and sings a song with L.A. Guns. After that show he looked a bit more approachable. So I went up to him and I said, "Hey! I came to see you guys you play, but I missed the show and I didn't know you were going on at 8:00pm." He explained to me that they had traded and I asked him when they were playing their next show. And he said, "We're playing the Troubadour in a couple weeks." So, that was my introduction to Guns N' Roses. 

 I told my secretary, "Look on this day, there is nothing more important than getting to the Troubadour an hour-and-a-half before the show, because I want to talk to the guys before the show." I went to the Troubadour, I went backstage to see Axl and Slash and the guys. I said, "Look, you won't see me after the concert because I won't be here after the show. There are a lot of people here and it's kind of crazy and you have to understand that when I go to a concert like this, lots of people like to watch and see if I like it or not. It gets really crazy. If you see me leave early, that's a good sign. If I hang out for the whole show, then that's probably a bad sign. So you won't see me after the show, but I'll call you." 


SLASH Guns basically caused enough mayhem in L.A. to get noticed, for one by Tom Zutaut. It was totally by word-of-mouth that he came down. He was genuinely impressed with the band and he had a background; he knew rock n' roll. He had a good ear for music and that's why he was the top A&R guy over at Geffen. 


TOM ZUTAUT I was fed up with all the other A&R people in the industry not using their own ears. Basically, they were watching and following me to see if I got excited about a band and then making competing offers. So with Guns N' Roses, I felt there was something vibing and I hadn't even seen them play. But I saw Axl backstage; he had some kind of star charisma going on and he was unbelievable when he got onstage. I thought this guy could be a huge star, like a Jim Morrison kind of character. I had already felt that from seeing him backstage and then seeing him onstage for one song. I had a feeling about it. So rather than create some crazy situation where ten labels were after the band, I figured my best bet was to go in, make sure the rest of the band was as good as he is and then split. But I wanted the band to understand that, so they didn't feel disrespected. 

 I'll never forget it. There were five or six A&R people lined up in the same spot. The band starts the set and people are looking for cotton and cigarette butts. It was literally the loudest show I had ever seen in an L.A. club. It was unbelievably loud. It was ear splitting. I was definitely feeling some pain in my ears, but I wasn't going to be a wimp and put cigarette butts in my ears or tissue paper or whatever, which a lot of people did. The kids loved it, but it was way too loud for the industry professionals. After about two songs, a bunch of people walked out. They didn't leave, they just were in pain because it was so loud. There were a bunch of A&R people standing by the door sort of half watching and half just being outside so they could spare their ears the decibels. And a guy that worked at Elektra Records at the time, which was my former label where I worked when I signed Motley Crue and Dokken and Metallica, was standing there. He replaced me so it was sort of ironic. As I was leaving, he looked at me and he said, "Tom, you're leaving early!" And I said, "Yeah. It's so friggin' loud in there and they're not that good," and I walked out. I thought that was pretty funny and I think he actually believed me. Although after I made an offer to the band he came in with a competing offer. 


VICKY HAMILTON The Troubadour gig was like a sea of A&R people. It was really funny because most of them were out in front of the Troubadour on the pavement, not inside while the band was still playing, because they said it was so loud. They could really not even hear if the band was good or not. During the show, I remember whipping out the demo and giving it to Tom Zutaut. It was a cassette tape. Tom said, "If they're as good as I think they are, I want to sign them." I gave him the tape and said, "trust me they are, and better." And the next day he was in pursuit of the band. But there were like 13 labels at that show. 


RON SCHNEIDER When all these labels were starting to come around, it was weird because there were all these smooth talking record people coming backstage saying, "Oh, you guys were great, we loved you." But we knew they weren't one of us. Every label was in courtship with the band and took them out to eat. That was brilliant when you consider all the times the band was starving to death and eating onions in fields and literally scrounging whatever we could to eat. When these industry guys wanted to meet with them, they'd set up the guidelines saying, "You wanna meet with us, you're gonna meet us at El Compadre and you're gonna buy us dinner." And they'd call me, "Come on Ronnie, we're goin' to eat man!" I'd just be like, "yeah!" 


SLASH We were wined and dined from that moment on by every record company in town. The tables completely turned in a way that the people we used to turn off and who wouldn't let us in anywhere were now trying to get into our gigs. We used it to our advantage, especially with all of these industry people who we didn't really give a shit about. The band was very opportunistic. 


STEVEN ADLER I loved being wined and dined. We were told that we're going to be the biggest thing and they were going to give us this and that. But, nobody was honest. Most of the record people wanted to turn us into something different than we really were. They wanted to change our image and our songs. We knew that wasn't going to happen. 


TOM ZUTAUT That next day I went straight to David Geffen and told him that I'd seen the future of rock n' roll and was going to sign the biggest band on his label, probably the biggest band since the Rolling Stones or Zeppelin, and even The Who. And he looked at me like I was crazy, but fortunately he asked, "You believe in that much?" And I said, "yeah." 


DUFF We knew right away that Geffen was a company we wanted to work with because it was small. We felt they got the band, but that didn't stop us from meeting with pretty much every other record company. The great thing about that was getting free dinners and free drinks. We milked that as long as we could. I think they got wise to us. It was pretty cool to be sought after by major league labels. 


RON SCHNEIDER Tom Zutaut had eventually started to come around. They were talking about signing with Geffen, but Tom was hanging out with us at the stripper's houses, drinking and passing the bottle of Jim Beam around with us. It was almost like an initiation. We thought, "this guy's one of us." I think that was one of the things that helped solidify the deal with Geffen. Tom Zutaut -- he signed Motley Crue, he signed Dokken, so in my book this guy was cool. 


SLASH Nobody wanted to work with us in the early days because we were as notorious as people thought we were. And we made no qualms about it and so we scared a lot of people off upon the first meeting. And there were a lot of people we didn't like who actually wanted to work with us, but we brushed them off pretty quickly. It was a matter of chemistry. That was the most important thing. We had a lot of people that wanted to produce Guns N' Roses who came in with their own ideas and their own agenda. That was an abrupt end to that conversation. We liked Tom a lot, just as a person. We liked what he was about. We knew we were going to sign with Geffen, but we stretched it out for a long time. 


STEVEN ADLER Tom Zutaut and Teresa Ensenat encouraged us to be ourselves and that we didn't have to change anything. So we went with Geffen because they let us do what we wanted. 


TOM ZUTAUT Axl called me and we had a meeting scheduled. The whole band was on time, but Axl wasn't. I was entertaining the rest of the band, waiting for him to show up, because I didn't really want to get into any serious conversation until the whole band was there. Finally he turned up. I looked at them and said, "look, you guys are the best rock n' roll band I've seen in my fucking life, and that was the fucking loudest concert I've been too. Forget stadium, arena, club -- it doesn't matter." They laughed about it being so loud and said, "yeah, we saw people putting cigarette butts in their ears and we saw a bunch of people leave after the first couple of songs." And I said, "yeah, I stuck through at least four songs, even though I only needed to see the first song," which was "Nightrain." It was a pretty ferocious opening and I saw how great the rest of the band was and Axl was every bit as good as I had imagined from seeing him backstage at the Roxy doing that one song with L.A. Guns. 

 So they are sitting in my office and we had a great meeting. Axl looked at me and said, "Ok, here's the deal, we'll sign with you but we need $75,000 in cash by Friday," and this on a Tuesday or Wednesday. I was working under the big Warner Brothers corporate umbrella and there really wasn't any way to get cash that quickly. These corporations don't move that fast. So I went to David Geffen and I said, "look, whatever you have to do, I need $75,000 in cash by Friday at 6:00pm and we'll have the band signed." Geffen said, "This is the band that you think is going to be the biggest rock n' roll band in the world?" and I said, "Absolutely. You gotta find the money." 

 I called the head of business affairs at Warner and he said there was no way to get a deal memo done and that it wasn't going to happen. I called David Geffen back and I said, "look, I'm really serious. These Warner Brothers people are telling me its going to take at least two weeks to do some kind of a deal memo draft and I need $75,000 for these guys in two days." And David said, "what's the rush?" I said, "by the time they play their next show and meet with five other record companies, it's going to cost us ten times as much money and the more people they meet, the more their heads will get twisted into pretzels and they might not sign with us." And David said, "Ok I'll sort it out." So Warner Brothers assigned a guy just to get this deal done and they got it done in two days. They couldn't give me a briefcase full of cash, so they got a cashier's check. I called Axl just to make sure that he would take a certified cashier's check, which I explained can be taken to the Bank of America where it was drawn and cashed, money put into a briefcase right on the spot. He said, "yeah, that's fine as long as it's the same as cash and when I go to the bank it actually turns into money." And I said, "it will, for sure." 

 Axl calls me back later that day and he says, "Tom, I'm really sorry, but we may have to sign to Chrysalis." I said, "What?" And he said, "We had this meeting at Chrysalis and there was this really cool British chick and she liked us, but her boss was an idiot." And I said, "well, why would you want to sign there?" And he said, "we thought this chick was really cool and it was really funny that her boss didn't know who Steven Tyler was. After the meeting we told her that her boss was an idiot, but if she walked naked from her office, down to Tower Records on Sunset, we'd sign with her." So here I am, all day Friday, with my shades open watching this office down the street to see if this woman walks by naked because that was going to cost me the band. And, of course, she never had the courage to do it, but can you imagine if she had done it; what it would have meant to her career. Her name was Susan Collins and her brother was the famous British record producer Peter Collins. I'm sure when she looks back on that she might wish that she had walked naked from her office to Tower even if she got arrested, because what she would have done for her career by having Guns N' Roses would've been extraordinary. 


VICKY HAMILTON We were at the apartment and we were supposed to meet everyone at Geffen at 6:00pm. Axl couldn't find his contact lenses. So he got very upset, and he says "I am not going down there until I find my contacts," and he went storming out of the house. So Slash and I were standing there thinking, "Ok, what do we now? We're supposed to be down there right now." So we started going through Axl's clothes and we found the contact lenses inside a pair of pants that he'd had on a couple days prior. By then, we couldn't find Axl. Meanwhile, time is elapsing. we're supposed to be there and I think it was Steven that grabbed me and was said, "Oh my God, come look." And I went outside and looked and there was Axl sitting yogic on top of the Whisky A-Go-Go. 


TOM ZUTAUT It's Friday at 6:00pm and this attorney from Warner Brothers is there and he's got the certified check and once the band puts their signatures on this deal memo they get the check and they're signed. Now, it's like 8:00pm and he still hasn't shown up. The rest of the band were there and they're starting to get drunk, and we're waiting. The guy from Warner Brothers is like, "Dude, I got a life, this guys not even going to turn up." And I said, "no, he's always late but he'll get here. We've got to wait." So now I'm trying to keep the band entertained and they're getting more and more drunk as time's wearing on and this guy from Warner Brothers wants to get home for his weekend. 


VICKY HAMILTON So we got Axl to come down and then we went down to Geffen to sign the contracts. We were like two hours late and all the executives were just sitting there waiting. 


TOM ZUTAUT Finally, at 8:45pm, Axl rolls in, he says, "you got the money?" And I said, "yeah I got it." And he's like, "ok." The band signs the contract, done deal. 


DANNY BIRAL They negotiated a stellar deal. It was crazy. They got a big advance plus six albums, plus tour support. I remember when Geffen himself came into the office and wasn't really specific. He was like, "Hi. How are you? Looking forward to working with you." It was that kind of mush. I do remember when Tom Zutaut sort of stated the deal they wanted. Geffen frowned, he thought for a little bit and said something. To me, that was the pivotal point, when I knew that Geffen was going to go for it. I knew it even if the guys didn't know. He saw something and he was going to go for it one way or another. It was a negotiation, but Axl perceived it kind of like a war and in the end he was right. His inexperience and his "I want the world and I'm not taking no for an answer" approach to those negotiations worked. It's kind of amazing how that happened because he was playing without a real strong poker hand. 


SLASH We finally signed with Geffen, which was ironic for me because David Geffen was friends with my parents when I was a kid and he had no idea that I was the same little boy that was sitting in front of him in an office at Geffen Records where he was offering us $75,000 for a record deal. That was pretty funny, I figured that was definitely fate. 


VICKY HAMILTON I remember when they got their advance check from Geffen Records, Axl went to get a bank account and they wouldn't let him open a bank account under Axl Rose. So he took all his money in cash and kept it in a sock underneath the couch that he slept on in the front room of my apartment. One day, I was trying to straighten up -- my place was a complete disaster at all times, McDonalds cartons all over the place and French fries, and amps and just crap everywhere -- and I found that sock under the couch just full of money. Axl was like, "Are you trying to steal my money?" I said, "You should probably open up a bank account with this kind of money in a sock," but he wasn't going to open one until he could get a bank account under Axl Rose. 


RON SCHNEIDER When the band got signed and they got an advance, everybody got about $7,500 for the first installment. Axl had his share stuck in his boots. He was walking around with $7,500 in his boots! 


VICKY HAMILTON After that, they had the world by the balls. And they spent a lot of money on new tattoos. 
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Act III


Chapter 9: Paradise City




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

Time Off Meant Trouble (2:25).




These doors were opening up to the band and we had to figure out what was through them.
DUFF



 Now that GN'R bagged a $75,000 advance and a six record contract with Geffen, it was time to record an album. Tom Zutaut had the task of corralling the band at a time when they had Hollywood at their feet and money in their boots. Penning them in would be no easy task. 

 Tom had two objectives: record an album and make Guns N' Roses the next greatest rock band of the era. Ambitious as that may have seemed, Tom knew the music would catch larger audiences and he was confident the band could channel their attitude and presence into arena-sized concerts. They were already a great act, even on the Sunset Strip. 

 He decided to implement a simple strategy to accomplish both: limit the band's exposure locally and rent them an all-expenses-paid pad where they could write a few new songs to round out the album. Tom directed the band to only play one or two gigs a month, which, according to his theory, would make them more desirable when they did play. He got them out of their transient lifestyle and into a clean, air-conditioned apartment so that they could write in peace. 

 What Tom didn't consider was the inherent nature of Guns N' Roses. They were animals on the hunt, not creatures of comfort and he took away the only two things that kept the band sane: performing on stage and hard living. Tom's strategy was disastrous. 

 With the keys to the city and cash to burn, the $75,000 advance that was meant to sustain them through the recording of an album was gone within weeks. They developed an insatiable appetite for drugs, tattoos and new clothing until their funds dried out and their creative discipline diminished. No new songs had been written. 

 Geffen was concerned. Where was their money? Where was their record? Tom Zutaut created another plan while the band got back on stage, sometimes billed as Guns N' Roses and other times under the alias "Fargin Bastydges." They simply could not stop performing. Tom found more money and pushed them to compose new material. The band stalled -- they didn't like being told what to do -- and the growing tension almost derailed the deal. Tom knew he couldn't baby sit the band forever and something had to change. 


TOM ZUTAUT I said, "Ok, it's time to stop playing." I felt like they needed to let the mystery build. There was this big buzz on the band and I've always subscribed to the theory that less is more. If you think back to Led Zeppelin, when I was a teenager, they never did interviews. If Jimmy Page or Robert Plant did an interview, I was at the newsstand waiting for it to come out because it meant something. And it was going to tell me something important. The one quality I had seen with Motley Crue was that they were readily available, twenty-four seven and it eliminated the mystique. When you have a charismatic draw, it's better to have a little more mystique about you. To me, what's the point of thrashing out the same old songs a dozen or a hundred more times? On one hand, I felt that it was good to build up the mystique, but on the other it was, "guys, we need to write new songs and get enough material to make a debut album that just blows everybody away. Let's kill two birds with one stone here. People are going to get hungrier for you than if you hit the Troubadour once a month instead of once a week. If you're not there all the time, then people are going to turn up and create pandemonium when you do play." So it was a combination of building mystique and getting them to focus on writing new material. The idea was that when they did play, each performance was more special and they can debut new material before a crowd. That was my reasoning at the time. 


SLASH After we were signed, our label didn't want us playing locally. They said, "We want you to lay low, we're going to get you a manager." Time off meant trouble. I had $7,500 and that was exciting. Unfortunately, that was eaten up by a drug habit that I had at the time. That's what we did -- not everyone -- but a couple of us just spent the rest of that time in and out of trouble. 


DANNY BIRAL My addiction became so severe that it became a point of issue when they got signed with Geffen. Their new manager essentially said that whatever they do, it would have to be without me because from his point of view, I was an extremely bad influence on them. 


DESI CRAFT The thing that sucked was when they got signed, Geffen Records warned Izzy that I wasn't of age and that it wouldn't be profitable for him to continue seeing me. They warned against him that my mother could press charges. We worked really, really hard to get the band in this position, but it was his time, so I had to accept it and let it go. 


TOM ZUTAUT They were getting bored and restless and it seemed like they didn't have all the songs they needed to really go in and record. They just weren't quite ready and even though there was this ferocious live show that could pack out the clubs in L.A., they weren't quite ready for the big stage yet. I was trying to encourage them to rehearse and write songs and come up with twelve phenomenal songs to make a debut album that would set the world on fire. Of course, the band and I would have differing opinions about when that time was. Every time I would go to a rehearsal and they would play through their songs, I would say, "You know, you're still two-thirds songs short." They would rebel and make trouble. At one point, they tried to fire me as their A&R guy because I wouldn't let them record, but we patched it up. 


ROBERT JOHN I was hanging out with those guys during pre-production and they were getting pretty pissed off. Tom Zutaut had them in pre-production for a long time to tighten up the band before they went in to record "Appetite," and I know they were gettin' a little sick of that. In the end, it was probably the best thing. 


SLASH The record company was freaking out because it didn't look like anything was going to happen and, unbeknownst to us, we were looking at being dropped from the label if we didn't get something happening. I remember one or two meetings with Tom where he sat us all down and said, "look, man, you guys look like shit. I keep hearing stories about what you are doing out there, and you really need to get your shit together. We have a record to do." A couple of us were in really bad shape. We'd come walking in to a meeting at the office and you'd think they just pulled us out of the gutter on Hollywood Boulevard. It was hard living. 


DUFF Success happened and none of us knew how to deal with it. 


TOM ZUTAUT The hardest part was finding a place for them to live, because we put them in this apartment on Fountain and Crescent Heights and they burned through that $75,000 pretty damn fast. All of a sudden they don't have any money and they don't have a place to live and I knew I needed to sort it out. So I told them, "We're not going to give you any more cash, but we will cover your rent." We gave them a monthly subsidy for food, a place to live and a rehearsal space so they could write songs and create. 


STEVEN ADLER We got a pad in the Hollywood Hills and we never stopped. We had strippers and drug dealers and everybody up there. We were playing and we were living the life. 


TOM ZUTAUT There was one particular night where I was almost ready to throw in the towel. They burnt through the first money and they burnt through another $100,000 in monthly expenses. I know the money didn't go in their pocket because they weren't actually getting any cash from us, they were just getting living support. I don't know where they got the drug money unless it was their stripper girlfriends. 

 Anyway, I went over to the house and they were all strung out on junk. On one hand it was really quiet, but on the other hand it was really scary. There were a couple of girls strung out with them and they were just watching MTV, nodding in and out. A couple of them said to me, "we're really hungry." And I said, "well, what do you want?" And they told me, "cookies and milk." I went to the store on Santa Monica Boulevard. It was a Mrs. Fields cookie store -- back when there were Mrs. Fields -- and I got a bunch of bags of cookies. 

 Then I went to 7-11 and got some cartons of milk and I came back. I'm there not longer than ten minutes and the door knocks. I go to the door to answer it since everybody else is incapacitated, and it's the cops! I don't want to open the door too much, and I asked, "can I help you?" And they're like, "We've got a disturbing the peace complaint about loud noise coming from this apartment" I looked at them and said, "I don't know what you're talking about." And they asked, "Can we come in?" I'm thinking to myself, "Well, they're just sitting there eating cookies and drinking milk and I suppose if I say no, that's going to make more trouble." So I took the gamble and I let the cops in. They came in and they saw some crazy, long-haired rock dudes, which, let's face it, the sheriffs in West Hollywood saw that all the time in those days. They come in and see all these guys watching MTV, drinking milk and eating cookies and they said, "Sorry to disturb you, can you turn the TV down a little maybe?" The landlord is there and she's screaming at the cops, "They're making noise!" and the cops are looking at this lady like, "We're really sorry lady, but they're just watching TV. There's nothing against the law here." So she then threw them out as soon as she could. 

 After that, I was desperately trying to find the band a manager. 
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The version of Your Crazy that appears on Appetite for Destruction is performed for the first time.






 Around this time, they sometimes liked to play casual, often last-minute gigs around town under the name Fargin Bastydges. They came up with the name - spelled differently every time - after watching a character in the movie "Johnny Dangerously" who has a speech impediment; everything he said came out garbled. 

 Axl spilled the open secret that Guns N' Roses, bored at taking a hiatus from live performing as they readied their album, were actually the Fargin Bastydges. 
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Act III


Chapter 10a: Out Ta' Get Me




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

They Didn't Know Who They Were Dealing With (3:06).



 Whomever Tom Zutaut hired to produce "Appetite" had to have nerves of steel and the humility of Buddha. 

 Creative control was non-negotiable and the band's tolerance for "professionals" with an agenda to shape their music was less than zero. Suggestions to cut songs in order to make them more tangible for broader audiences or pop friendly radio were tossed out along with the producers who brought it up. Shooting the messenger was common practice and Tom Zutaut had trouble finding the right fit. 

 In the meantime, Tom hired his long time associate Alan Niven to manage - i.e. control -- the day-to-day details of the band while they searched for a new producer. Like a chameleon; Alan could hang with the guys, then shape-shift into a straight-laced rep for the press or to get the band out of any trouble. He kept the band away from bad influences, organized their schedules and managed the growing concerns of the record company. Although his role was more oriented toward management, he was in tune with the sound and feel Guns N' Roses wanted to accomplish on the album and wasn't afraid to voice his opinion. The band trusted him. 

 Producers were brought in who had a history of making records that Axl and Tom appreciated and which provide a sort of blueprint for the sound they wanted to achieve with "Appetite." Axl was a huge Nazareth fan and Manny Charlton, the guitarist and co-producer of Nazareth, was flown in from Scotland to record over two dozen tracks with the band, known as the Sound City Demos. Their work was productive, but Manny returned to Scotland after three days. He never heard from the band or Tom again and realized they'd be better off working with an engineer, not a producer. Once prospective producers got wind of the band being too difficult or controlling, or recognized the clear direction they had internally, the engagement period quickly ended. As the revolving door of producers continued to spin, Tom decided to end the search and produce the album himself, seeking out an engineer to lay down the master tracks. 

 The road to record "Appetite for Destruction" continued with Spencer Proffer, who Geffen Records hired for his talent at fashioning a great sound and taking acts mainstream through his bold marketing tactics, as he did for Quiet Riot just a few years prior. The band cut several songs at Pasha Studios in Hollywood and Spencer adjusted to their idiosyncrasies when it came to showing up late for call times or intoxicated recording sessions. Spencer attributes their sudden end to a confrontational moment with Axl, but for the band, Spencer's treatment of their material wasn't to their liking. They completed the Pasha demos and Tom was again on the hunt for a new producer. 

 Again Axl and Tom brought up names based on albums they admired and singled out "Stranger in the Night" by the English seventies group UFO. It was a live album that had just the right balance Guns N' Roses wanted to capture for "Appetite" and they invited Mike Clink, the co-producer and engineer of that album, to cut a demo. In their first meeting, Mike immediately understood the direction they wanted to take "Appetite" and subscribed to the band's need for creative control. He cut a demo, just like all the other prospects before him and Axl and Tom were pleased with the results. The only question remaining, was if Mike had the personality to tolerate the absurdities and discipline the band. 


SLASH When we wrote the songs and put the songs together we never allowed any outside influences. It seemed like we had to make compromises or sacrifices to work with a producer that we didn't want to work with. Every manager or producer that they tried to hook us up with either couldn't deal with us or we didn't like them. 


STEVE ADLER All the other records companies and producers wanted to change us. And we're like, "fuck that! We're not going to change." Either you liked it or you didn't. 


TOM ZUTAUT I would play the demo for producers, who would listen and be intrigued. Then they would sort of back off and say no. Axl was very picky and this made it difficult to find a producer, because when I talked to him about a bunch of different producers, he would say, "Yeah, but he made this record," or "That record was crap and I don't think I can work with him because I don't respect the fact that he made that record." You know Axl had a definite opinion on almost anyone that I brought up. 

 One of the things that Axl responded pretty positively to was that he and I were both huge Nazareth fans. Manny Charlton, who was the guitar player for Nazareth, produced some of the records and his name came up. Axl said, "yeah, lets do a session with him." So I flew to Scotland, found this guy in the middle of nowhere in Edinburgh and played him the demos. We talked about the band and then Manny said, "yeah, I'll come to L.A. and do a session with them." 


MANNY CHARLTON Tom Zutaut came over to Scotland and asked me if I was interested in producing the band. At the time I was recording an album with Nazareth called "Cinema," so I had commitments with my own band and the schedule was kind of tight. He asked me to come to L.A. and meet the band anyway. The board mixes that Tom brought with him weren't very good. I couldn't hear the vocals properly. I said to Tom, "let's get to the bottom of this. Let's go into the studio, cut their set live, straight to two-track and then I can listen to the songs and get a handle on this." 

 When I arrived in Los Angeles, I was supposed to see them the next day for rehearsals. Tom picked me up to go to the rehearsal space and there was nobody there. None of them showed up. We hung around for a while and I looked at him and asked, "Are you sure you know what you're doing here?" To me, that was not very professional to have a guy travel 6,000 miles to see a rehearsal and none of them even showed up. 

 We went into the studio for three days and we got on pretty good. I remember going into the studio and seeing racks of new Les Pauls and Mesa Boogie amps, so I knew Tom was taking care of them. I asked them to cut their set; everything that they were doing at the time. We just cut it live off the floor of the studio. Axl was stuck between two studio doors, with a little window watching the band and he gave it his all. He didn't bitch about it, there were no tantrums about not being able perform. He just got on with it. The band set up and they played. That went straight down to two-track because there were no multiple-tracks involved. There was no overdubbing either. I just set them up and got a really good balance and they played their asses off. They worked well together and they had their arrangements down. It was really good stuff. 


TOM ZUTAUT It was mixed down to two-track tape -- there were never multi-tracks at that time. It went really, really well. Bootlegs are probably still floating around out there. 


MANNY CHARLTON They weren't just some bar band. They were a band with a capital "B." An important band is always greater than the sum of their parts. You take one part away and the chemistry is shot and it's never the same. The five guys worked together and produced something that was great as a whole. The word is chemistry. That's what they had. They had great chemistry and they were a great band. As soon as you took one cog out of the wheel, one link out of the chain, that was it. I thought the stand-out songs were "Welcome to the Jungle" and November Rain." Axl was playing the piano and Izzy was doing a little bit of background vocals and it was fantastic. That's when I went, "wow, there's proper songwriting skills here," and I thought that I would really like to produce them. 


TOM ZUTAUT But for whatever reason, after Manny did those two days, he thought it was a little crazy. Then there was some dissension in the band about whether or not Manny would be the right guy. So we did the session with him and he disappeared. It was back to the drawing boards. 


MANNY CHARLTON I didn't disappear; I went home. I told Tom about my commitments with Nazareth. What happened was I never heard a thing from them at all after our sessions and then "Appetite" came out. If there was dissent from within the band, I knew nothing about it. I got the feeling that Slash wasn't particularly impressed. I don't think he was as big a Nazareth fan as Axl was. Maybe he wasn't impressed with me as a guitar player. The only positive thing I heard was from Izzy. He said, "Manny's really cool." I wasn't socially integrated with them. I didn't get a chance to get to know them, personally. I wasn't in L.A., I was in Scotland and I had never heard of them before. So I was at a little bit of a disadvantage. I didn't know anything about the L.A. scene with all the other bands that were going on at the time. I guess they must have looked at me like I was some kind of alien with my Scottish accent and being a father, but they respected me for what I had done with Nazareth's "Hair of the Dog." But there wasn't really a chance for us to hit it off. 

 Ultimately, I think they wanted somebody who wasn't going to interfere with what they were trying to do and who would get a great performance out of them. They didn't want to be disciplined by anyone. They had their own internal discipline and they didn't want anybody coming in from the outside and tell them what to do. What would I have done as producer? All I would have done was make sure they were comfortable and that they sounded great. As far as I'm concerned, a good producer gets the best performance out of the artists and I could have done that with Guns N' Roses. In the end, I thought the album was not that far away what we did in the studio. 


MARC CANTER Spencer Proffer was also working with the band at the time. He produced a demo of Sweet Child O’ Mine and Nightrain as a test to see if the band would want him to work on their album. 


SPENCER PROFFER I was the only guy that actually got further than the audition phase to where we actually had a contract and I made a deal to produce the whole album. Randy Philips and Arthur Stevac who went on to become very reputed and integral managers in the music community, were managing Guns N' Roses at the time. They were really smart, good managers. They were doing all the right things; they were getting gigs, they were helping get the momentum going and they were attracting media attention. I got introduced to the band and started hanging out with the guys. I thought the music was cool. It had great attitude, it had great spirit, it had great energy and I smelled that it would make a major socio-cultural impact based on the fresh approach of taking the metal genre and infusing it with a lot of unique lyrical and musical elements. They had the shit that makes great rock n' roll. Axl is a great performer; Slash is a first-rate guitar player. They could have used a little guidance and blueprinting and that's the reason Randy plugged me in there. He thought I could help them and keep the raw energy. 

 We went into Pasha Studios, worked on pre-production for about a month and we started making the record. We zeroed in on four or five songs that we started arranging. I worked with them in a rehearsal studio on constructing the arrangements, the breakdowns and the vocal approaches. Randy was waiting for the results of our work so he could quarterback the rest of their touring and the next chapter of their career. 

 About the time that we were in the studio doing overdubs on the tracks, after we had the arrangements laid out, my wife at the time was expecting our first child. The baby was late and we set up a Caesarean section at the hospital on a specific day. The band would come to the studio everyday late, drunk, stoned or somehow fucked up, one way or another. I called a band meeting a couple of days early, knowing that there would be a Caesarean and that I wanted to be at the hospital spending the time with my family. I didn't want to abrogate my responsibility to work with the band, so I said to them, "would you, on the day of the birth, show up on time? Come to the studio at noon and I'll work with you for five hours, then I'm leaving to go the hospital to spend the evening with my newborn son." They, of course, swore that they would. On that day, the hours passed and they didn't show. Close to five o'clock, they show up collectively. Slash came in and he couldn't wait to get to the bathroom, so he took his stick out and pissed on the wall of the studio. Axl went into the control room and he threw up on the control board and asked if I wanted to go party with him. When I refused, he told me to get fucked, forget fatherhood, and that if I left, I was an asshole. He said either work with Guns N' Roses and rock, or be a dad, but I couldn't do both. I told him to get fucked. I told them to never show up at my studio again, I walked out and called the Geffen people the next morning and told them I was out. That was the end of my involvement. I sold the tapes back for next to nothing because I didn't want these people in my life, karmically, ethically or otherwise. I thought they were the scum of the earth. I left a lot of money on the table after however many millions of albums sold, but I don't regret it because I have my integrity. 


SLASH I just don't recall any of that. We recorded "Sweet Child O' Mine," we recorded "Nightrain" and a couple of other things during that time at Pasha. We did all the live stuff for "Live Like A ?!*@ Suicide." We did finish the arrangement of "Welcome to the Jungle" out of those sessions over at his place. The songs didn't sound better than demo quality, so we didn't achieve record quality status yet. We were trying to check him out and get a certain sound out of him and we moved on because we thought he didn't capture it. We didn't think that the stuff that we recorded was album quality. If he thinks he fired us, I think that's bullshit. Or else, I didn't know about it and Tom didn't tell us. That's a possibility. 


MARC CANTER These songs were recorded in just a couple of days on a simple two-track system; nevertheless, they really captured the band – the blazing intensity and the sheer raw energy just jump right out. I had a chance to give the tapes a good long listen soon after they were made one night when Slash ended up in jail. He had been a passenger in a car that was pulled over by the Sheriff’s department for a broken taillight. Danny Biral, a roadie for the band, was driving. The sheriff’s deputies found a hypodermic needle in the car, and somehow Slash ended up getting arrested. This wasn’t the first time the band had been in trouble with the Sheriff’s Department, and it wouldn’t be the last. Axl and I went down to the West Hollywood Sheriff’s Department to bail Slash out. By the time we arrived, Slash had already been shipped off to the L.A. County jail. So we headed downtown. On the way we picked up some Tommyburgers and listened to the demos. When we arrived at the jail to post Slash’s $178 bail, one of the officers noticed the medallion in the shape of a tiny gun hanging around Axl’s neck. Evidently alarmed at the threat posed by Axl’s necklace, the officer threw him up against the wall and frisked him. Finding no additional threatening objects, he let Axl go, and we went back to my car and waited about five hours for Slash to be released. During the long wait we listened to the demos over and over. Some of the songs from these demo tapes can be heard in the background of the making of “Don’t Cry’ and “November Rain” videotapes. They were used as fIller music between interviews. 


TOM ZUTAUT Then I introduced the band to Paul Stanley and Gene Simmons from KISS, because we were thinking about working with them, but one of them told the band that they'd have to rearrange "Welcome to the Jungle," and the band was like "fuck that guy." The band walked out and that was the end of it. They would say, "no one is going to rearrange 'Welcome to the Jungle.' We've played it for our fans, and we're not going to change anything." And that stood true, even when the record finally came out and there were people at the label that wanted to edit the song. The band would always have creative control and would not change the song. And, you know, they were right, because it's a classic. With the band having a hundred percent creative control, there were a lot of issues with producers saying, "I can't to do my job." At the same time, I was desperately trying to find the band a manager and everyone was turning them down because they had this reputation of making trouble. 


SLASH Alan Niven was the first guy that could deal with us at face value as we presented ourselves. Without getting squeamish or bullshitting us, he could deal with Izzy and I being strung out. He could deal with Steven being Steven. Duff was always on the even-keel and then there were Axl's idiosyncrasies. Axl already had a major rock star persona and was a little bit unpredictable and Alan handled all of that with a shrug of the shoulders. It was no big deal to him. So we felt comfortable and at ease with him, not feeling like we had to impress him or try and bullshit him into thinking we were something we were not. So that worked great. And he had good ideas and we looked at where he was coming from and how it related to the band and how it all worked. All things considered, he was just the right guy at the right time. He understood the sensationalism of the whole thing. In other words, he knew that a band like this; a reckless sort of live-by-the-moment hardcore rock n' roll band, was actually entertaining and he knew how to market that. He came from a Sex Pistols background. I think the only time we ever changed the arrangement of anything was "Welcome to the Jungle," because of Alan. There's a breakdown section in the song that we did twice instead of once, and Alan said, "Well, what if you just take that section out, it would cut like a minute of the song," and we thought, "No. We don't want to." Eventually we ended up trying it and that was that. That was the only arrangement change that we ever made. 


MARC CANTER Alan Niven was the boss. He ran things like a CEO; he knew how to get things done. He took the band under his wing and fought hard for them. 


RON SCHNEIDER Alan was like the Peter Grant of our generation; he was large and in charge. 


TOM ZUTAUT One day, I realized that I was going to have to find an engineer and produce the record myself. That was going to be the only way the band would get what they wanted without stepping on someone's ego. I started going through the list of people who I thought were great engineers who I thought could capture lighting in a bottle for Guns N' Roses. And a couple of the names that came up were Bill Price, because of his great engineering from Roxy Music to the Sex Pistols, and Mike Clink. Mike Clink had engineered some of the great UFO records. Axl, Slash and I had a conversation about how great these UFO records were, especially the live record, "Strangers in the Night." I contacted Mike Clink, talked to him and then I introduced him to the band. Mike was looking to step out of an engineering role and move into more of a production role. He subscribed to the theory of the band having creative control. The band would basically be co-producing and I would be heavily involved as an A&R person riding shotgun over the whole thing. 


MIKE CLINK I got a call from my manager Teri Lipman that I had a meeting set up at Geffen Records. I went to Tom Zutaut's office. Tom, Alan Niven, and Axl were there and they played some records that I worked on. They said, "We like this record, we don't like that record." The records that they liked the most that I had worked on were the UFO records, especially "Strangers In The Night." That's the record they really loved. They also played me some failed attempts at some previous recordings that the band had made that no one was happy with. The recordings weren't right and they didn't represent the angst and the energy that the band had. It was a little too processed, which was the sound in that day. People tended to make things very processed sounding, very slick, and they were looking for something a little more raw. So they were looking for someone to come in, fix it, facilitate it and capture the Guns N' Roses sound. 


SLASH Luckily, Tom found Mike Clink and there was a perfect chemistry there. Whatever producer we ended up working with, there had to be mutual respect. The way that things sounded reflected how the producer gelled with the band. If it didn't sound right, then we probably didn't really like the person as a result. And if it sounded great, then that would give us an idea as to the character of the person. When we first met Mike, we really liked his energy. We liked hanging out with him. He was very low key and quite. He is simple guy without a lot of airs. He was amiable and didn't try to act a certain way to hang out with us. He just seemed very in control. We were eager to go in and do the demo of "Shadow of Your Love" and when we got it and it sounded great, we struck up a great relationship that was very well-rounded from that point on. Although Mike was labeled as a producer of the band, what he really did was capture the band live and be able to put it on tape properly. We tried a number of different producers who just didn't know how do that. 


MIKE CLINK  What they wanted me to do was go in the studio with them and record one song and see how it turned out. So we went in the studio and I recorded "Shadow Your Love." During the process it was a matter of getting the band to trust me and understand that I had their best interests at heart. 


TOM ZUTAUT Mike is probably on a scale of nice people who you meet in life who are really talented at what they do; he's a ten. You know you just meet him and he makes you smile. You needed someone with the patience of Job to be in a session with these guys and Mike is one of the nicest, most patient guys you'll ever meet. 


STEVEN ADLER  It took a while, but we lucked out with Mike Clink. 


MIKE CLINK After I had finished doing a mix of the song and had given it to everybody, my phone rings at about four o'clock in the morning. It was Axl. He said, "This is great. I love it. Let's start tomorrow." 
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ORIGINS OF MR. BROWNSTONE




DESI CRAFT One time, Slash came to our place on Orchid with a lump of Mexican tar heroin and he wanted to cook it all up. Izzy and I told him to just do a little bit because there was this death tar going around. He said it was okay and shot up. Well, he pretty much went rigor mortis in the chair and we got him on the floor. I gave him mouth-to-mouth and I remember him going "Is this death or is this an angel I'm seeing," because he was so out of it. Right after that, we wrote "Mr. Brownstone" and I wrote that with them. I was really upset that I never got credit for that. But why dwell on the past. That's how that song came about. 


AXL (reprinted from a Geffen press release) When we moved out of our place on Fountain and La Cienega, I was the last one to leave, and found this piece of yellow paper wadded up in the corner where Izzy's and Steven's room was. It had the lyrics to "Mr. Brownstone" on it. I read it and went, "This is great." They said they had music for it and we ended up starting to rehearse this thing. 


SLASH (reprinted from a Geffen press release) A lot of people have a misconception about this song. They think it's about drugs. It's not so much a statement about our drug habits; it's more a statement about other people's drug habits. It's a good little ditty that people can listen to and maybe think about what they're doing and try and get themselves into perspective. I know one thing, a lot of people who are doing a lot of fucking drugs all the time don't have any kind of focus. A band can keep you together. Like we can all go through all kinds of shit, but the band keeps us together. But if you don't have a band, don't have a job, don't have anything you're trying to do, then somehow drugs can take over. 


IZZY (reprinted from a Geffen press release) It can mean a million different things to a million different people. It's like when you listen to a Zeppelin song, what do you think? I have all kinds of fucking wild ideas about what "Custard Pie" is about. 
  

Act III


Chapter 10b: Origins of Sweet Child O' Mine


AXL (reprinted from a Geffen press release) "Sweet Child O' Mine" is a true song about my girlfriend at this time. 


IZZY (reprinted from a Geffen press release) That's a real love song. 


AXL (reprinted from a Geffen press release) I had written this poem; reached a dead-end with it and put it on the shelf. Then Slash and Izzy got working together on songs and I came in. Izzy hit a rhythm, and all of sudden this poem popped into my head. It just all came together. A lot of rock bands are too fucking wimpy to have any sentiment or any emotion in any of their stuff unless they're in pain. It's the first positive love song I've ever written. I never had anyone to write anything that positive about. 


DUFF (reprinted from a Geffen press release) It was probably the hardest song for me and Steve to record, just because you have to keep a steadiness and also keep the emotion in it. 
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MARC CANTER Slash and Izzy had been in San Francisco for a gig with Jetboy and they were delayed in getting back to L.A. as they were obtaining some necessary personal supplies. When they got to town they headed right for the Santa Monica Civic and immediately hit the stage. 

 Because my name had been left off the guest list, I almost didn't make it into the show and had to sneak in with Slash and Izzy. I wasn't able to get all my equipment in, so I couldn't videotape the show. I did manage to bring my camera to take still photos. 


SLASH We came back from a trip to San Francisco, got back to our apartment and we couldn't get any dope. Danny Biral stole all my smack, but he didn't tell us and so we searched the house. We tore it to pieces looking for it, then we got really sick and our dealer wouldn't call us back. We were freaking out. So, we're getting sicker and sicker and finally one of Desi's girlfriends found some smack. She drove us down to Izzy's old apartment where this girl was staying, and we waited around until the smack showed up. We do it really quick, jump in this car and fly across town. We get to the gig and my zipper broke as we were jumping over the fence to get into the auditorium. We got there five seconds before we were supposed to walk on. Not making it would have been the worst thing because it was the biggest gig we ever did. That was a scary moment. 


MARC CANTER The record label folks who came to the show got a pleasant surprise that night: the band completely won over the crowd which had come to see Ted Nugent, and may not have even heard of Gun N' Roses. The Geffen people had thought they had signed a band with great potential as a recording act and they were happily astonished to find they actually had a powerfully commanding arena-ready act on their hands. In Axl, they saw a front person who could electrify, not just a club-size audience, but a stadium-size crowd. Axl recalled that Ted Nugent tried to have the sound turned down on them because they were rocking so hard and had the crowd eating out of their hands. 
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Album cover for Live Like a Suicide.

  

Act III


Chapter 11: Appetite for Destruction




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

We Rolled When They Were Ready to Roll (2:04).



 With Tom Zutaut's backing and Mike Clink as producer, Guns N' Roses went into Rumbo Recorders in Van Nuys, California to record "Appetite for Destruction." The goal was to record an album with a sound and feel that reproduced the raw and energetic qualities of their live shows. They wanted nothing to do with the trend in rock and pop music at the time; using synthetic elements ad nasueum and compensating for poor songwriting with over-produced orchestration. 

 Mike's style suited the band. He had an easy going personality that disarmed the band when it came to creative collaboration, but he also played the disciplinarian; demanding that the band show up for their scheduled recording sessions on time. The band responded well to both; their days were long and productive. 

 But the hooligans of Hollywood didn't allow the marathon days with Mike affect their nights out. Guns N' Roses carried on the usual debauchery and Mike became accustomed to the variety of explanations for broken bones, missing equipment and run-ins with the cops. 

 Just because the band had achieved the status of Geffen artists and were recording their first album didn't change their state of affairs on the street. They were still living hand-to-mouth, bumming off of friends for food and a place to sleep. Izzy was kicked out of his girlfriend's apartment and slept in the utility closet at Rumbo studios when Mike allowed him. Slash had nowhere to live and also set up camp in the studio. 

 Overall, the environment was highly collaborative and full of energy. Mike Clink and the band delivered the goods. 

 Once the track recordings were complete, Tom engaged the mixing services of Mike Barbiero and Steve Thompson in New York City who were producing another Geffen artist Tesla. Slash, Axl and Izzy flew to New York and mixed the album to perfection with their new team. Among the small entourage from Los Angeles that followed the three Guns to New York was Adriana Durgan, Steven Adler's girlfriend and a Sunset Boulevard stripper. Axl propositioned her to record some last-minute "environmental" sounds for "Rocket Queen" and she reluctantly agreed, but not without a guilty conscience. 

 At the end of the mix, everyone involved knew they had gold, even though no one predicted the success that would follow. "Appetite for Destruction" was ready to launch and it was up to Tom Zutaut to get airplay, sell millions of records and create the next chapter of rock n' roll history. What he didn't know was that no one in mainstream radio would touch the band. 


TOM ZUTAUT It wasn't until I heard "Sweet Child O' Mine" that I believed they finally were ready because now they had a record. They had all these great raw, punky, thrasher songs from their early days, but now they also had "Welcome to the Jungle" and they had "Sweet Child O' Mine" and they had a bunch of other songs to flush out what became "Appetite for Destruction." 


MIKE CLINK In that initial meeting in Tom Zutaut's office, they showed me some of the pop records that I worked on that they didn't like. But I was pulling from some of those experiences and bringing it to Guns N' Roses, not blatantly, but just to help tailor the sound for what they were doing. When you hire a producer, what you're doing is you're hiring them for all the experience they've had working on different records. So I was taking all of those experiences and brining it together with the blueprint being the Aerosmith records. I fashioned the sound of Guns N' Roses, with that two-guitar sound playing off of each other in a sexy, slinky and powerful way. The Aerosmith correlation was just a blueprint of where I was going, and I pulled elements from a lot of records I had worked on previously. 


ROBERT JOHN What's interesting about them going into the studio to record "Appetite" is that I didn't really notice a change in the band. It was almost like everything was just a natural process for these guys. When they went in there, it was just so natural. They'd go in, start recording and I didn't see anybody hyped up about it. Other bands would get hyped up and pumped up, like, "Yeah, we get to record." I didn't see that with these guys. They said, "Okay, we have to do this." They lived for their music. 


TOM ZUTAUT Guns N' Roses might have worked consistently for one week, and the next week they didn't turn up. It was pretty erratic, probably because of the drug use and stuff. When Axl was in the frame of mind to work, he might work for two or three days straight and then not turn up for a week or he might come everyday during an eight-hour period. I can't even imagine this scenario happening as corporate as music companies have become today. We thought it was corporate back then. It was hard enough to get people into the concept of, "Here is a band and they're real and you roll tape when they're in the mood, alright." 


MIKE CLINK So many people come to me and say, "Those guys knocked it out in one take, didn't they?" No, they didn't. If that were the case, we probably would have been done with the record in two weeks. It didn't happen that way. When Slash played his parts, none of the other guys were there. They wanted to be partying when they didn't have to be there. I always said one of the hardest things about recording that record was getting five people in the same room doing the same thing at the same time. That was not an easy chore because everyone was off doing their things. 


SLASH We did the whole album by getting it on the second or third take. That's where the spontaneity comes from. If you don't get it by then you've lost the feel of it. 


TOM ZUTAUT I found myself saying to a potential engineer, "I don't know if this is going to be a nine-to-five kind of a job, or a six-to-midnight kind of a job. When the band is in the mood to roll tape, I've got to call you and we've got to roll tape." This presented problems even with Warner Brothers, because again you know they're very corporate. They would tell me, "I have to issue a purchase order and it has to go through this approval procedure." I had to get David Geffen to call Warner Brothers and give me a book of P. O.'s, so I could issue my own at two o' clock in the morning. So that's another reason why that record was good, because there wasn't necessarily a regular schedule. It rolled when the band was in the space to roll. Mike Clink was perfect for GNR because he could sit in that studio and sit out all shenanigans. And honestly there were a lot of them. 


MIKE CLINK I ran a pretty tight ship when I was there. I had set hours that I started and everybody was pretty good about being there. Once we found the hours we were going to work, it was all great. Call time was around eleven in the morning out at Rumbo Studios to cut the basic tracks. Everyone showed up around noon and by one o'clock we were pretty much rolling. They were pretty good about showing up on time and being there. I started with Slash around noon and we worked up until eight at night. Axl was scheduled to come in around nine. What happened was nine became ten and ten became eleven. And then we started working around the clock. Axl was typically late. However, I wasn't sitting around waiting for them to get something done. Use Your Illusion was a whole other story. But while they were in the studio, they were very focused and we got a lot accomplished every single day. "Appetite for Destruction" did not happen by accident. We really worked hard to make that record. It was a labor of love. I put a lot of love into that record. 


MICHELLE YOUNG I think that Mike was probably somebody they really needed and they knew that he wasn't messing around. He wouldn't let them get away with stuff. He was kind of like a father figure and none of them really had that. I actually worked with Mike's wife when he was working with them at an advertising agency. Mike was very stern with them. He didn't mess around. He said, "You've got to be here, and if you're not going to be here then I'm not going to do this." They got busy and they worked. 


MIKE CLINK In the studio, we got work done. We worked solid. We worked hard. Outside of the studio it was total chaos. Duff would show up at the door one afternoon when we were doing guitar dubs and his arm was in a sling. I think he might have had a black eye and he was limping. When I asked what happened, he said, "Well, you know, we were stair diving." He was trying to jump from the top stairs of someone's apartment, all the way to the bottom without hitting a step. In the studio lounge it was going haywire. I remember sitting there when we were cutting basic tracks and all of the sudden I heard this raucous. It sounded like an earthquake. Steven was upset about something and was trashing the lounge; knocking over the sofa, the tables, and the refrigerator. There was definitely chaos going on around me, but I rarely left the studio. I was always in the studio working, pulling the guys in, getting something accomplished no matter what happened fifteen or twenty feet away from me. 


SLASH The process of recording "Appetite" was a lot simpler and quicker and basically lackluster then the album turned out to be. I was in at 12:00pm, made a Jack [Daniels] and coffee and recorded a song a day. That's how I put all the guitar tracks on. Izzy's tracks were from the basic track recordings and I just stood in the control room with the speakers blasting and just put all my guitars on. And then at 10:00pm we'd be done and then I'd go into Hollywood and just stir up a lot of shit and then somehow make it back the next day at 12:00pm. That was the making of "Appetite" for me -- at least the recording part. 


TOM ZUTAUT Why is "Appetite for Destruction" one of the best records ever made? Because it captured Guns N' Roses when they were in the spirit of mind to be captured. When they were ready to roll, we rolled whenever that time was. It took a guy like Mike Clink with that kind of patience to be willing to put up with that. I mean most people need a schedule. 


MIKE CLINK I always said that they were a gang. When we would go out at night, if one person got in a fight, everyone got in a fight. They were a tight knit group. I had never experienced a band that basically lived on the street. They were streetwise kids and I wasn't used to it. But, I caught up to it and it was a lot of fun. 


STEVEN ADLER In the studio, I would always say that I wanted the drums to sound like drums. I didn't want them to sound like machines. I want the snare to sound like a real snare drum, the bass like a bass drum; no effects. 


RON SCHNEIDER There were some days that Slash was kind of nervous. Nobody was in the room at the time because he just needed some time to flow on his own without any distractions. Everybody had to go. In fact, at that time, Slash had broken up with his girlfriend and had two green garbage bags full of clothes and all of his other personal effects and was living at the studio. Whenever they had this one room that wasn't being used, that was Slash's little room. When he was hanging out, that's where he camped out and was calling home for a little bit. 


MIKE CLINK Izzy wanted to live at the studio. For insurance reasons he couldn't actually do it. But during the day we let him stay there. So he actually lived in a closet at the studio and had all his things there. But at night when we would lock up, he would go out with the guys. But he would always come back, and would have a little bed in the closet and had all his possessions. They didn't own that much stuff so it was easy. They could basically pick it up with a couple suitcases and take it. 


MICHELLE YOUNG I went to the studio and listened to some of the tracks and I was just blown away by what I was hearing. It was just genius being put out for the world to hear and the magic in the studio was great. At that point, they were so carefree and they didn't have all these anger issues or money issues or life issues or whatever they began to have later. They had a strong bond and lots of energy and were willing to just take it and run with it at that time. 


MIKE CLINK I knew the record was going to be a success. I really did. In fact, when Tom Zutaut came down to listen to the playback of the rough mixes that I had done, he said to me, "what do you think the records going to sell?" And I said, "I think it's going to sell two million records." I really had a gut feeling that this was something unusual and exciting and interesting and Tom said, "No you're wrong. It's going to sell 5 million. 


SLASH After the studio recordings with Mike, Axl and Izzy and I went out to New York to mix the record with Steve Thompson and Mike Barbiero. 
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The Appetite for Destruction mastering sessions, from left to right: Victor Deglio, Slash, Steve Thompson, Izzy, and Axl. Photograph taken by Mike Barbiero.




STEVE THOMPSON Tom Zutaut sent me the Guns demos and I really liked the band. I remember getting demo after demo and thinking, "Holy shit, this stuff is great." And I think the songs don't deviate much from the demos. The band had the essence of "Appetite" on those demos. Tom asked us to produce it and we had so much work we were doing at the time, we just couldn't get it in there. It sucked, because I really loved what I was hearing. We told him that we couldn't produce it, but we'd love to mix it. I remember when we started working on "Appetite," I felt that that's where rock needed to be. Nothing was really jumping out and kickin' you in the ass. And Guns was just the perfect band, the perfect attitude, just the perfect vibe for what was going on then. I felt if that record didn't make it then I should get out of the business. I really believed that. 


MIKE BARBIERO Tom Zutaut originally asked Steve and I to produce the first Guns N' Roses LP, "Appetite for Destruction". My recollection is that he liked the work we had done earlier on the Phantom, Rocker and Slick albums we had done for Capitol, but we wound up passing on the production of "Appetite" because we were involved in something else. That decision definitely turned out to be a bad move in retrospect. Fortunately, Zutaut came back to us with the mix of the album after he heard what we'd done with Tesla's first album, which was also for Geffen. Tom was a big supporter of our work in those days, and we owe him a debt of gratitude for keeping us involved in many of his signings. 


STEVE THOMPSON We worked at Media Sound in NYC on a vintage sound board. This was before Pro Tools and computers and everything was manually mixed. You could tell that there was a very angst, humanist way they approached music. I'm one of the die-hards. I remember in the late 1980's when we were mixing the album, drum sounds were very ambient; big chamber snare drums. The cool part was that this music was a lot drier and less processed sounding then the style of songs that were going on. Matt Sorum is a good friend of mine and I have total respect for him, but I kind of like Adler's style better because it was looser. Matt would be more of a clinical type drummer. Adler had a swagger to him. And that's what was cool about the band. I don't think the music was over-analyzed. It was a gut instinct. Which a lot of bands today and at that point would overanalyze everything and make everything perfect. I felt it had everything music was lacking at that point, because everything was just being cookie cutter with all the so-called glam bands at that point with the teased up hair and the spandex. They were nothing like that. They were just in your face. To me, it was refreshing to hear a band like Guns N' Roses. I don't think there was anything you could compare it to. 


MIKE BARBIERO The guys in the band were great. There were no ego problems of any kind and everybody was really in sync. Most of the time the guys would hang out down the hall with Tom while Steve and I put the mixes together. When we were ready, we'd call them in to listen. Most of the time they'd just go, "That's great!" and we'd be done. I do remember that for "Paradise City" they wanted the end to be a bit more raucous than we originally had it. Axl and Slash described it as more of "a fist fight between the guitar and vocal, where nobody wins." So they went out, while Steve and I did it. When they came back, I was editing the new piece in and made two marks where I thought the cut would work. We got into telling stories, and when I went to replace the end, I cut the insert in late, repeating a whole section of the song. I was horrified, but before I could move to fix it, the band said, "that's killer! Leave it that way." So the mistake stayed in and they began playing it that way live. 
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Mike Barbiero and Slash.




STEVE THOMPSON The people in the mix were Axl, Slash and Izzy. Each day they would come in to explain a little bit about the tracks and then we'd go off and do our thing. Then, when we felt we were ready for their ears, we would have them come in. I remember when we were mixing "Paradise City," I goofed this one part during the breakdown before "take me home." I basically copied that part of the song and duplicated it. Axl heard it and loved it and said to keep it in there. Back in those days, if you wanted to do experimenting, it was tape editing. What I liked about mixing that record was that you weren't being over anal, which a lot of people in music and films do today. They just overanalyze everything and that's when you tend to screw things up. We went for a vibe and the gut, song by song. 
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 We worked closely with Tom Zutaut. He was there every day and I'd have to say Tom has an amazing ear and I really liked his perspective on things. I think he was right on the money on everything in terms of the approach on the mixing of the record. Just keeping it raw and keeping it in your face. You can credit Tom Zutaut with a lot cause he camped out for a long time. He got in the trenches with them. Tom had the passion and to me, that's everything. That's what makes something successful. 


MIKE BARBIERO Tom Zutaut was very specific in his instructions for what he wanted the album to sound like. He had a cassette tape of rough mixes that Mike Clink had done which he played for us. He actually did an A-B of each mix against that tape on a beat box that he had brought from L.A. to make sure the mixes had the sonic elements he wanted. He said he wanted the sound of that rough mix, but bigger. So that's what I went for. 


STEVE THOMPSON Izzy would get on the console every now and then and check things out. Slash would come around. I remember we were working with "Rocket Queen" and Axl said it was missing something. He said "I want to get some sex noises on this." So obviously you could go into your porn collection and record some stuff, but he said, "No I want something real." 
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Izzy at the mixing board.




ROCKET QUEEN




AXL (Reprinted from a Geffen press release) There was also something I tried to work out with various people -- a recorded sex act. It was somewhat spontaneous but premeditated; something I wanted to put on the record. It was a sexual song and it was a wild night in the studio. This girl we know was dancing; everyone was getting really excited. The night could have gotten really explosive, lots of trouble for everyone, and I thought wait a minute, how can we make this productive. 


ADRIANA DURGAN Slash invited me to go to New York where they were finishing the recording of "Appetite." I used to live there, so I had friends I could visit and a place to stay. So I went out at same time as the band and I ended up hanging out at the recording studio the entire time. One night I got drunk in the studio and Axl propositioned me to have sex in the recording studio. Axl was having a hard time finding anyone to do it. I know that he'd asked several women to do it, including his girlfriend and they wouldn't. He said, "No one will do this for me; Erin wouldn't, no one will." Alan Niven got me a big bottle of Jack Daniels for me and Slash if I did it. That was that deal, I would do it for a bottle of liquor for me and Slash because we were drinking buddies. This was something that Axl wanted and I absolutely adored Axl and I fully trusted him. I said to myself, "Right on for the band, I'll do it for the band." 


RON SCHNEIDER Let me tell you about the girl you hear in the background, moaning and groaning. That is the real deal. That is a stripper, an ex-stripper, a very good friend of ours. Her name is Adriana Durgan. Axl threw a blanket on the floor in the recording studio, they set up a mic, dimmed the lights and Axl proceeded to fuck this girl right there. She's getting nailed right there and it's for real. Adriana Durgan was originally Steven's girlfriend but her and Axl went at it for a while. 


MIKE BARBIERO The truth is that I didn't want any part of what I perceived at the time to be a betrayal of a member of the band. I guess one could argue that it was all in the spirit of rock n' roll, but I didn't really dig the vibe, though a lot of folks at the session were eating it up. I left the recording of that bit to my assistant, Vic, hence his credit, "Vic the fuckin' engineer Deglio." 


STEVEN ADLER I love Adriana Durgan. She is amazing. She did what she did. We were going out and she did what she did on "Rocket Queen." It was cool. It was all right. It didn't matter. We weren't married or anything, we were just close. We were naked skydivers from hell. 


STEVE THOMPSON We had to mic her up and Axl did his thing and it was recorded and that's basically what happened on the session. 


ADRIANA DURGAN The process was pretty mechanical. We went into the recording studio. Axl and I were in the vocal booth where the singers go and I was ready to go. There was a bunch of people that wanted to be in the studio and I didn't want that. I said the only people that can be in the recording studio area -- that could see the vocal booth -- were Tom Zutaut and maybe one or two other people. I kicked everybody else out because I would be having sex in front of them. There was wood paneling and we'd laid on the floor, put our headphones on and began to have sex for about two hours and it all got recorded on a reel to reel. I don't care how screwed up or drunk you are, some people would never do that. But I totally trusted the process. I trusted those guys and I trusted Axl, who guided me through the whole thing. There was a lot of, "Adriana shut up, quit fucking around," on the recording because we listened to it later on. But there's over two hours of us doing stuff. I'm sure they could've used more on the album because they only used a little piece and it's like muted down way low. 


STEVE THOMPSON If it's blatantly in your face, I don't think it has as much of an impact. I thought it was done very well. I've talked to people who have listened to "Rocket Queen' before and didn't even know there was sex noises on there. Until you told them and they go, "Holy shit!" That to me works better than just having it up in your face and everything like that. I thought it created the right mood for the song. 


ADRIANA DURGAN After the whole ordeal, Axl took me upstairs to his hotel room where we were staying and he played me November Rain for the first time on a piano. He told me that it was something that he wrote when he was fifteen. And it was the most beautiful thing I had ever heard. It was awesome. The next day I woke up in the hotel room. I was all alone and Slash called me and said, "You need to come down to the studio right now." And I was like, "Oh fuck, what did I do? Oh my God." I was incredibly embarrassed and I realized there might be repercussions to my current relationship with Steven [Adler], which was a rocky relationship anyway. Instead of being happy about what I did, I got a lot of crap about it because Axl was seeing Erin and I was seeing Steven, so I was now this big slut. I said I wanted the tape destroyed, but too late; Axl was overwhelmingly happy. He was stoked! This was just what he wanted. He was happy as pie. 

 It's kind of cool that I actually did that. I'm the Rocket Queen! 
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Photograph of Adriana taken by Axl directly after recording their romp for Rocket Queen.

  

Act III


Chapter 12: The Rest is History




 "There is video content at this location that is not currently supported for your Kindle device. The caption for this content is below."

MTV Will Never Play This Band (4:55).



 At the core of producing "Appetite for Destruction" was the collective belief that the music Guns N' Roses had created was inherently powerful and fiercely original. Not one remix or rewrite would be made to appeal to the mainstream or to sell more records. The integrity of the music, as it was written and played, was first and foremost. Nonetheless, everyone sensed the potential for the album to strike a chord with rock n' roll enthusiasts and go platinum. Tom Zutaut wouldn't settle for anything less. He believed he found the next great rock band and his reputation as a top A&R rep for Geffen was on the line. 

 Meanwhile, the band bid farewell to Los Angeles and took their act to the UK, headlining at the prestigious Marquee in London. After a few more gigs, they joined The Cult as the opening act and toured the world for the next eighteen months, coming back to Los Angeles periodically. Tom's initial strategy of building mystique around the band backfired. Their reputation took on a life of its own as they were characterized as out-of-control drug addicts; to hot to handle for mainstream media and against the family values of the corporate conglomerates that could carry them to success. No one would touch them, despite the fact that word-of-mouth sales were on the rise wherever they toured. 

 In the face of sluggish sales, limited airplay and a record company who was ready to pull the plug on the album, Tom played the last card he had; the goodwill he had earned with his boss, David Geffen. He convinced Geffen to use his influence to get "Welcome to the Jungle" aired on MTV. Geffen got the favor; albeit smaller than what Tom was hoping for. 

 MTV promised "Welcome to the Jungle" a single airing during the graveyard shift of their programming schedule -- at 2am, Pacific Standard Time. Tom reluctantly accepted his fate and gathered the band to celebrate their four minutes and thirty-three seconds of fame. Tom strolled into work by early afternoon, mostly content with the MTV airing and never expected the news that would greet him at the office. 

 The band came home from their tour as international superstars, not quite aware of the success "Appetite for Destruction" had become in the States until they returned. The album became legendary and the band, as a solidified unit, held on for the ride as long as they could. As the twentieth anniversary of the release of "Appetite for Destruction" passes, generation after generation of fans revere those who were involved in the making of the album. Tens of millions of records sold and the album lives on dozens of "Desert Island" lists around the world. "Appetite for Destruction" stands as one of the greatest rock n roll albums ever produced. 


TOM ZUTAUT When the record was done, after I mastered it, I went and played it for David Geffen and the president of the company. I said, "This is going to be the biggest album in the history of the label," and they looked at me like, "Sure kid." 


MIKE BARBIERO Axl asked me at the time if I thought the album had a shot, and I remember telling him that it was very original. I remember telling him that to my ear the songs and performances were good enough that, though the album wasn't at all like anything being played on radio, the band stood a good chance for a gold record based on word of mouth. 


STEVE THOMPSON I think we released "Welcome to the Jungle" first, which I thought was an anthem. I was pretty shocked that it didn't break the way it should have. "Sweet Child O' Mine" was not even in the picture. It was a good song, but to say that I thought that was the song that was going to break GNR, I couldn't predict that. I'm usually good at predicting what songs are going to hit. To me it was "Welcome to the Jungle." 


TOM ZUTAUT I didn't tell anyone at Geffen about "Sweet Child O Mine," and I buried that song towards the end of side-two. I did that because I knew that promotion people and radio people at that time very rarely listened past the first two or three songs. I did not want that song to be discovered until later. And my reason was, that Guns N' Roses needed to start based on its punk roots. And that song was way too refined. In some ways it was almost like a song for the second album. But I figured, if we buried it on side-two, we'd eventually get to it and there would be enough of a buzz and a base on the band that we would get an opportunity to take a shot at a song like that to mainstream radio. So I didn't tell anyone that. It was my little secret. 

 We put the album out and radio stations were afraid to play them. It seemed like everyone at radio and MTV was afraid of the band. They were so dangerous. And a lot of this was the mystique; this was my whole mystique theory paying off. Because of the fact that they weren't being interviewed all the time, and they were kind of hidden, people began inventing stories about them. Their reputation was a lot worse than it really was, because people were scared and they were saying things like, "Oh, they're a bunch of drug addicts, they'll bite your head off." We actually had trouble getting them on the radio. Meanwhile, we put the band on the road and they opened for The Cult and they did some Motley Crue shows. 


SLASH The first thing we did after finishing "Appetite" was we went and played in England, playing three shows at the Marquee in London, which is a famous place. We played London down in Soho. From that point on, the record came out, we started opened for the Cult and we just became sort of an international band. We were no longer just a local L.A. band and the rest is sort of history. 


DUFF Once we completed the album and finished the artwork, we might've played a couple gigs in L.A. and then we were off. We did our first gigs outside of L.A. and they were in London at the Marquee. Then we caught the Colt tour and then we spent the next year and a half on the road. We became a worldwide rock band at that point. 


ROBERT JOHN I remember when they were going over to England, Axl and Izzy asked me if I wanted to go. I said yes, but that I would have to quit my job. That was it. I never went back to a nine-to-five job ever from that point on because Guns N' Roses hit. As soon as we went over to England, that was the beginning, at least for me. It opened up a lot of doors. Axl helped me out tremendously with my career, because as doors got opened for him, he made them available for me. I totally appreciate that to this day and thank him for that. I didn't realize how big they became because I was touring with them and it wasn't until I stepped back that I saw it. These guys got huge. We went from watching this band that drew thirty-five people at the Troubadour to this. 


TOM ZUTAUT MTV basically said, "we will never play this band because they are drug addicts, they are scary, and the cable operators have threatened to drop MTV off cable." The guys who ran the big cable companies were basically putting pressure on MTV to tone it back. They said, "This is HBO, this is about family entertainment, and MTV, if you cross the line we're going to pull you off the cable network because we're not going to have our cable franchises pissed at us because of your programming." Now MTV says they will never play Guns N' Roses, they're way too dangerous, and they'll get thrown off the cable networks. 

 We've sold 200,000 units by word of mouth only. People who are buying the record are people seeing them open for Motley or The Cult and they are telling their friends. Honestly, it was like clockwork. They'd go into town and open for somebody, and the next week, spike in sales. I get called into the president of the company's office one day and he looks at me says, "Hey kid it was a great run, but you've got to quit beating up the promotion people. They can't get it on the radio, MTV's not going to play it, and we're done with this record at 200,000 units." So I looked at my half-boss, who was a great guy, and as smart-aleck of a kid as I was then and as sure of myself with Guns N' Roses, I had to give him some deference. I said, "with all due respect Eddie, this is the biggest rock and roll band in the world, and 200,000 is hasn't even scratched the surface yet. I will not go in the studio and make the next record, I will not stop pushing for this record. It's only just beginning; I don't know how you can say it's over. I'm going to call David Geffen, because I disagree with this decision. I'm not going to accept this decision that we're giving up on this record." 


STEVE THOMPSON I remember a meeting we had with David and he sat down and says, "This is not the type of music I listen to, but the people I hire, I expect them to find bands like this." He gave his people the breathing room to be creative. And I remember him pointing to his staff and saying, "You see this guy, you see that guy over there? He's kind of cold right now, but I think in a year or two he's going to come up with something big. Well, that same person was Gary Gersh; he signed Nirvana. Geffen had the integrity to let his people have the freedom to be creative. That's why people like Tom Zutaut went with their gut. Zutaut would camp out with Guns N' Roses, which is unheard of today. He stayed with them everyday along the way. And to me, I have the utmost respect for that. When they got Guns, they just believed in it. And Zutaut and Geffen spent over a year breaking this band, which is also unheard of today. They were not going to give up on this and it's a good thing they didn't. 


TOM ZUTAUT I called David Geffen and David said, "I've never heard you so adamant about something." And I said, "I'm telling you, 200,000 records is a disgrace." And he said, "do you know how many new bands sell 200,000 records?" And I said, "well this band can sell ten million, so it's not enough." So David said, "What's the one thing I can do?" And I said, "Well, you could put the 'Welcome to the Jungle' video on MTV. I mean you're best friends with Fresten the guy who runs it, and they owe you favors. MTV owes you favors." And Geffen's like, "Yeah, I could do that. I'll take care of that and I'll put in a call." 

 So the next day David Geffen calls me up into his office and he says, "You tricked me!" And I said, "What?" And he said, "Well, first off you didn't tell me that they already, adamantly vowed and sworn to never to play this band on MTV. If you had told me that in advance I might have been able to do better for you." I said, "You're David Geffen, you're the man, they either owe you a favor or they don't." He said, "Next time, don't forget minor details like that, because it's very important when I call somebody to know what I'm up against." I said, "I promise if something like this comes up again, I'll give you all the nitty gritty." And he goes, "Ok, in spite of that, I did get them. They'll play it one time, this Sunday at 5am New York time, 2am L.A. time." I said, "That's it?" And he said, "Look, don't be a schmuck, you could have gotten nothing." And I said, "Alright." So I called the band and said, "Look we'll stay up all night and we'll watch it." It was exciting. Here it was on MTV in all its glory and it looked amazing. So I come into work the next day, not thinking much of anything other than I hope something happened. I took my shot with David Geffen and the record's over and I don't know what I'm going to do. 


STEVEN ADLER When I first saw myself on MTV, I dropped my lighter, I picked it up and I said, "Man, we are the fucking shit!" We became everything we dreamed about, but cooler. Except for Aerosmith. I thought Aerosmith was cooler. 


TOM ZUTAUT So the head of promotion was this real excitable guy named Al Corian. Because I was up all night with the band, I probably didn't get in until 1:00pm. With Guns N' Roses, if I could get in by 1:00pm, that was pretty good. I get an urgent message from Al Corian as soon as I get in and I went to his office immediately. And this guy starts babbling, "I've got to tell you, that Guns N' Roses thing -- it's unbelievable. We're going to get it everywhere." He said, "You don't understand, they blew up the switchboard at MTV, I'm telling you the switchboard blew up. They're putting it in heavy rotation. This is amazing." I told this guy for months it was going to be the biggest band in the world. They wanted to drop the record on Friday and now on Monday it's the biggest thing that ever happened. MTV had put the video into heavy rotation, and it explodes, and we go from 200,000 units to a million units practically overnight. If there's anything to be learned by the lesson of Guns N' Roses and "Appetite for Destruction," it's keep it real. 


STEVE DARROW By the time GNR hit real big after the videos hit and by the time "Appetite" was on the charts, all the record labels were signing up every band that started coming to town and started playing at the Coconut Teaser and the Troubadour. Everyone was the next Guns N' Roses and none of them became that really. 


MIKE CLINK It was a gradual process, watching the album climb the charts. The interesting thing about "Appetite" is that when I finished it, I played it for friends and people in the business and a lot of them said, this is the biggest piece of crap I've ever heard. Fast forward a year later, and everyone's saying they love the record; they've always loved that record. 


VICKY HAMILTON I didn't know that they ultimately would sell the amount of records that they ended up selling - what was it, like 75 million in the end? All I knew was that I loved it and I thought it was great. They were amazing. Still to this day, there aren't bands that can rival what Guns N' Roses did and who knows if there ever will be. Their star burned very fast and bright. 


MIKE BARBIERO Anyone who says they anticipated the legacy of this album and the extraordinary sales figures it achieved would be a liar. It was a tremendous feeling to see the album steadily make its way up the charts. It took a really long time, which I came to appreciate more once I had an album that debuted at number one and then steadily fell off. 


RON SCHNEIDER When it really hit me was the American Music Awards. They got the number one song or best song of the year for "Sweet Child O' Mine." At the same time, the album went number one. They got up to accept and I think Slash and Duff were there just lit. 


STEVE THOMPSON I'm a stickler. Every record I make I want to make it timeless. I don't just want to make it for the present. What I've tried to achieve throughout my whole career has been to make it contemporary, but at the same time have it hold the test of time like a piece of art. You don't want to make it disposable, just for the moment. "Appetite" was a perfect example of something that remains timeless. 


MIKE CLINK Every week people come up to me, telling me how "Appetite" changed their lives. It's affected the generations. I'm a celebrity at my fourteen-year-old daughter's school now because I did "Appetite." "Emma, did you know that your dad did Appetite?" And she goes "Yeah, so?" It's interesting because even now the kids love it. That's the sign of a great record. Just like those AC/DC records or the Beatles records or Pink Floyd. It's a work of art that stands the test of time and everyone wants to hear it. That's what we set out to do when we made that record; was to make it timeless. 
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A Work that Stands the Test of Time (1:40).




AXL ROSE "Victory or Death:" The tattooed motto on Axl's arm accurately describes his all-or-nothing approach to music and life. Axl was born and raised in Indiana, like his former band mate Izzy Stradlin. He left Indiana to escape a somewhat destructive lifestyle, having no outlet in a small town for his youthful energy and aggressive personality. Determined to become a great songwriter and a kick-ass rock n' roll frontman, he hitchhiked across the country to Los Angeles in 1984 and started several bands including Rapidfire, Rose, which later became Hollywood Rose, with Izzy, and after combining forces with Tracii Guns, Rob Gardner and Ole Beich, formed Guns N' Roses. After some disagreements with Tracii, Axl and Duff invited Slash and Steven to join Guns N' Roses for a Troubadour show in 1985, followed up by a tour of the Northwest. Slash and Steven accepted the invitation and the two events helped solidified the band into the "Appetite for Destruction" lineup. Axl is known for his strong stage presence, dedicated work ethic and vocal range. He contributed lyrics and melodies that shaped some of the best work Guns N' Roses produced and, as their frontman, never failed to captivate audiences, whether they were playing small Hollywood clubs or the largest stadiums in the world. 


SLASH Slash is known as a force of nature as a guitar player and is one of the most recognized musicians in the world. He began playing in his early teens, borrowing a six-string acoustic from Steven Adler's grandmother. He was a quick study and, having been raised in and around the music business, he knew that rock n' roll was his destiny. He started the bands Tidus Sloan and Roadcrew and played for Hollywood Rose, Black Sheep and eventually stuck as the lead guitar for Guns N' Roses. As a band leader, Slash was active in every aspect of living the rock n' roll dream: a tireless ticket salesman for gigs, a demanding musician who expected the most out of his fellow band mates and an Olympic-class inebriate. With the success of Guns N' Roses, Slash established himself as a world-class guitar virtuoso, bringing the Les Paul guitar back to life and is known for infusing hard rock and blues into his music. He has been a childhood friend of Marc Canter since grade school. 


IZZY STRADLIN Izzy was born and raised in Indiana, where he went to high school with Axl. Izzy began to play as a drummer, eventually took up guitar and decided that rock n' roll was his dream to pursue. He left small town America for Hollywood and started playing in different bands until Axl joined him in L.A. and together they formed Rose. After a few incarnations of Rose, renamed Hollywood Rose and the New Hollywood Rose, Izzy left the band citing creative differences with a new guitarist named Slash. Izzy joined the band London for a short period, but rejoined Hollywood Rose for reunion shows and continued playing with Axl when L.A. Guns and Hollywood Rose combined to form Guns N' Roses. Izzy is an accomplished songwriter and contributed lyrics and melodies for several Guns N' Roses songs and had a big influence on the look and sound of the band, which was drawn from his admiration of bands such as Hanoi Rocks and the Rolling Stones. Since his departure from Guns N' Roses in 1991, he has released seven solo albums. 


DUFF MCKAGAN Duff began his musical journey in dozens of garage and club circuit bands in his home town of Seattle, Washington. He played several instruments, but focused mainly on the bass guitar. The music scene in Seattle during the early 1980s was too small for Duff and he knew Hollywood was the place to pursue his dream. He answered a classified ad in a local paper in Los Angeles for a bass player, which led him to a meeting with Slash and Steven Adler at Canter's Deli. Over pastrami sandwiches and a few beers, supplied by Marc Canter, they decided to try playing together as Roadcrew. It only lasted a few rehearsals. Coincidentally, Duff moved in to an apartment across the street from a house where Izzy was staying, struck up a friendship with the visionary musician and they started playing together. Later, when Guns N' Roses reshuffled their band member lineup, Duff reunited with his former Roadcrew band mates, Slash and Steven. Duff described the first rehearsal as the "Appetite" lineup of Guns N' Roses this way: "It was lightening hitting the place." Duff was a grounding force for Guns N' Roses and actively participated in songwriting. He stayed with the band until 1998. 


STEVEN ADLER Steven became friends with Slash as a young teenager and they shared a passion for music. Together, they began experimenting with different instruments, and Steven gave Slash his first guitar, an acoustic six-string that his grandmother owned. At that time, Steven also played guitar and even tried singing, but realized his talents laid elsewhere. Once he discovered the drums, he knew he had found his calling. It took some time before Steven became proficient; he taught himself how to play and discovered how to achieve a unique double bass sound that remains his signature contribution to the "Appetite" lineup of Guns N' Roses. Once he felt confident enough, he invited Slash to listen. Slash was impressed and decided to give Steven a shot in Roadcrew, replacing Adam Greeenberg. Steven followed Slash whenever he could throughout different band changes, but it was his willingness to substitute for Rob Gardner at the last minute for a Guns N' Roses Troubadour gig in 1985 that solidified his future as the band's drummer. The meteoric rise to success of Guns N' Roses took its toll on Steven and he slipped further into drug addiction. His performances, both onstage and in rehearsals, became too unpredictable for the band. He was fired during the recording of Use Your Illusions 1 and 2 and replaced by Matt Sorum. His band, Adler's Appetite, tours the world playing songs from "Appetite for Destruction" to sold out crowds. 


MARC CANTER Marc grew up with Saul Hudson, a.k.a. Slash, and built a solid friendship with him during their years together in public school. They befriended each other on a BMX practice course in Los Angeles, where Slash impressed Marc with his daring tricks and bold moves. When Slash started playing guitar, Marc was equally impressed with his dexterity and marveled at the speed at which Slash learned the instrument. As a teen, Marc was an avid, almost obsessive, Aerosmith collector. Once he had a feeling that his friend Saul was going to succeed as a guitar player, Marc turned his hobby for collecting into documenting: he photographed, and in some cases audio and video taped, every gig Slash played from 1982 to 1987. Marc unknowingly captured the rise of one the greatest rock bands of the era. Since Marc had a "real" job, managing the family business, he helped the band any way he could. When Slash, or any member of Guns N' Roses, needed help with flyers, ads, demo tapes, food or equipment, Marc provided. He is the manager of one of the most famous delis in world, Canter's Deli, home of the Kibitz Room, which continues to be a hot spot for emerging Hollywood bands. Marc's photos appear in the album covers of "Appetite for Destruction" and "Live Era '87 - '93." 


JACK LUE Jack Lue grew up with Marc and Slash. He shot the earliest group photos of Guns N' Roses and covered the gigs when Marc began videotaping. One of his photographs is on the back cover of "Live Like a Suicide," and several appear in the album artwork on "Appetite for Destruction" and "Live Era '87 - '93." 


RON SCHNEIDER "Ronnie" Schneider began his musical journey with Slash at Fairfax High School. He joined Tidus Sloan as a bass player, with Slash on guitar and Adam Greenberg playing drums. Together they formed Roadcrew, which only lasted a few months, in 1983. When Slash and Axl met and decided to play together, Ronnie was questioned about his vision for the band. Although Axl admired him as a bass player, he thought Ronnie's inclinations leaned toward heavy metal and didn't think he was right for the band. Slash asked him to leave as the new Hollywood Rose was forming and he was replaced by Steve Darrow. However, Ron remained good friends with Slash and Axl when Guns N' Roses formed and he was asked to become their equipment tech. 

 Ronnie worked as a roadie with Guns N' Roses for several years, touring the world and witnessing their supersonic rise to success. He left his position with the band in 1988 to pursue his own musical career. 


ADAM GREENBERG Adam went to Fairfax High School with Slash and was invited to become the drummer for Tidus Sloan by Slash and Ronnie Schneider. It was in Adam's garage that the three budding rockers cleared some space and began jamming cover songs from AC/DC and Black Sabbath. Adam's mother was very supportive of her son's musical ambition, but never failed to voice her opinion when the music got too loud. When Tidus Sloan ended and Roadcrew began, Adam followed but was unexpectedly replaced by Steven Adler, a moment he remembers as being devastating. He continued playing, but nothing worked like it did with Slash and Ronnie. A year had passed before he checked out Slash and Steven in their new band Guns N' Roses and when he heard them for the first time, he knew his replacement happened for a good reason. 


CHRIS TORRES Chris bounced around from band to band, just like everybody else. Chris' and Slash's mothers were best friends, so when Roadcrew needed a singer, Chris got the job. Roadcrew didn't last very long, and Chris continued to pursue music while going to high school and preparing for college. It was a passion of his, but when he saw Axl and the "Appetite" line up play, he knew making it in the music business was not his calling. He observed the insane commitment, tenacity and drive Guns N' Roses had to make it and realized he did not have it. He stopped singing, went to school and works as a professional in Colorado. 


CHRIS WEBER Chris Weber went to Fairfax High School with Slash, but they never played together even though their paths often crossed. When Chris was sixteen, he was introduced to Izzy in the parking lot of the Rainbow Bar and Grill by Tracii Guns. It was there that they hopped in Chris' car and listened to cassette tapes of Hanoi Rocks and the New York Dolls, that defined the style they wanted to model. Chris and Izzy found much in common and Izzy suggested including his friend Bill Bailey, a.k.a. Axl Rose. When Axl arrived in Los Angeles, they formed Rose and moved into Chris' parents house. There they wrote several tunes together, Axl putting lyrics to the melodies and riffs Izzy and Chris were creating. One day, Axl was singing Nazareth's "Hair of the Dog" in the shower with a high-pitched voice and suddenly Chris and Izzy recognized the sound they were looking for. They encouraged Axl to use that voice, which became his signature sound. Chris played many of Hollywood Roses' first shows prior to his departure in 1984. He contributed to the song "Anything Goes" which appears on "Appetite for Destruction," as well as "Reckless" and "Move to the City," both of which appear on the GN'R Lies album. 


STEVE DARROW Steve Darrow had seen Izzy around the Sunset Strip music scene for at least a year before they officially met through a classified ad that Izzy had placed. The ad called for a musician that had "hair, flash, glam and vogue." They immediately recognized in each other a common style and sound and begin rehearsing together once Rose was formed. Steve began by playing drums, but his skill wasn't up to the quality Izzy and Axl were looking for and they sought out a replacement. In the meantime, Steve joined Kery Doll and started playing bass. When Kery Doll and Rose played a double bill, Izzy and Axl realized how good Steve had become as a bass player and invited him to join Rose/Hollywood Rose. Steve played in Hollywood Rose until the band broke up after Izzy joined London and Axl joined L.A. Guns. At one point as Hollywood Rose, Steve was the only member of the band that did not graduate to the Guns N' Roses "Appetite for Destruction" lineup. Ultimately, Steve was drawn to a heavier sound than Hollywood Rose and moved on to play bass with other bands. 


WILLIE BASSE A mentor to many, Willie has been responsible for nurturing budding Hollywood musicians for many years. He owned several rehearsal studios and always seemed to draw the biggest crowds for his after-hours parties. He founded the band Black Sheep and they hired Slash, after auditioning Tracii Guns and C.C. DeVille. He was proud to work with Slash and tried to block his decision to join Guns N' Roses, by ratting on Slash to his mom. A list of his protégés include James Kottak, Randy Castillo, Paul Gilbert, Kyle Harrison, Mitch Perry and Marshall Harrison. 


DANNY BIRAL It was in Danny's mother's station wagon that the infamous Northwest Hell Tour began. The car broke down in Fresno on the way to Seattle and left the band stranded in the desert with nothing but the clothes on their backs. Although Danny was not a musician, he was a very close friend to Slash and the band. When Tom Zutaut and Geffen Records signed Guns N' Roses, they singled Danny out as a bad influence and told the band to keep their distance from him. 


ROBERT JOHN Robert John was a professional photographer, specializing in local bands in Los Angeles. He knew Izzy from the music scene in Hollywood and was introduced to Axl. Izzy and Axl invited Robert to take pictures of the band, and upon the first viewing of Robert's work, Axl liked what he saw. Axl and Robert quickly became friends and Robert was invited to quit his day job and start as the band's official photographer. From 1986 until 2001, Robert followed the band everywhere they went, and photographed their finest performances and their most intimate moments offstage. In 1993, Robert published a very successful photography book called "Guns N' Roses: The Photographic History," that chronicles their rise to fame. Robert has photographed numerous bands for countless magazines and album covers. 


ADRIANA DURGAN Adriana was a stripper at the legendary Seventh Veil on Sunset Boulevard and loved hanging out with her rock n' roll boyfriends. Like their other stripper friends, she gave the guys a bed to sleep on, a refrigerator full of food and plenty of alcohol. The parties at her apartment always ended with late-night balcony dives into the swimming pool. Adriana and Steven Adler formed a close friendship that became an on-again, off-again intimate relationship for a few years, which fell apart soon after Adriana returned from a trip to New York with Axl, Slash and Izzy. She was invited to hang out while "Appetite" was being mixed. One night, Axl asked her to record some "environmental" sounds for "Rocket Queen," and she acquiesced, albeit with a guilty conscience. Although the song was not written about her, she takes pride in being the "Rocket Queen" on the album. 


PAMELA MANNING Pamela was the ultimate Guns N' Roses cheerleader. She was a Hollywood stripper who befriended the band as they were climbing their way up the club circuit on the Sunset Strip. Like other stripper friends, Pamela provided sustenance, such as food and shelter, when the band needed it and eventually she became part of their act onstage. She was known for her sultry moves while she and Axl pretended to have sex on stage, grabbing the attention of even the toughest crowd. As a friend, she often sat in on rehearsals and watched songs develop from their inception. 


MICHELLE YOUNG Michelle was the inspiration for the song "My Michelle" and was a junior high school friend of Slash, Ron Schneider and Tracii Guns. She met Axl one day at Slash's house and they became very close, intimate friends. Michelle was a constant companion of Guns N' Roses and was considered one of the gang. She helped the band out with whatever resources she could find: a car to drive them to gigs, money to buy food or a supply of stimulants to liven up the party. Her fondest memory is of Axl playing "November Rain" on the piano in the auditorium of her junior high school, after they broke in one night. 


DESI CRAFT Desi and Izzy met in Hollywood when Desi approached Izzy believing he was a member of the band Hanoi Rocks. They fell in love, moved in together and sold drugs to support the band. Desi, a dancer and choreographer, began stripping at clubs in Hollywood as a way to support herself and Izzy's musical interests. She brought her club act to Guns N' Roses gigs and never failed to arouse the audience with her dance number to the Rolling Stones' "Jumping Jack Flash." Her relationship and affiliation with the band ended when they signed with 

 Geffen Records; she was underage and they wanted to avoid potential legal liabilities. Tom Zutaut also suspected she was the one supplying heroin to the band. 


VICKY HAMILTON Vicky had a history of managing glam metal bands, such as Poison, Faster Pussycat and Stryper before accepting the job of managing a group of musical misfits named Guns N' Roses. Between December 1985 and May 1986, she was instrumental in booking gigs for the band while they were emerging on the Sunset Strip circuit and made sure they were visible to prospective A&R representatives around town. Vicky facilitated a meeting between the band and an A&R representative at Geffen Records named Tom Zutaut, which led to the signing of the band by that label. Vicky let Axl and Slash live at her apartment for a short time; a time she remembers as both the best and worst time of her life. Later, she was hired by Geffen as an A&R representative, managed a number of successful bands and now runs her own music management company, Aesthetic V. 


TOM ZUTAUT Tom was known as one of the top A&R representatives in Hollywood and was responsible for discovering some of the most successful rock n' roll acts of the '80s and '90s. He launched the careers of Motley Crue and Dokken while working at Elektra Records and he was hired by Geffen Records to bring in the next big thing. He learned about Guns N' Roses from a tip by a friend who worked at a record store in Hollywood called the Vinyl Fetish. He witnessed the frenzy Guns N' Roses generated with their live performances and after meeting Axl, he believed he was looking at the future of rock n' roll. He signed the band to Geffen Records and tolerated their indulgences as long as he, and Geffen Records, could handle. Through his dedication to the band, his love of their music and his vision to usher in the greatest rock band "since the Rolling Stones or The Who," Tom succeeded at corralling the band long enough to record "Appetite for Destruction." The success of the album is due, in large part, to Tom's effort and commitment. 


MIKE CLINK Mike Clink was an accomplished engineer who started at the Record Plant studios in New York City, where he began to record with a roster of artists including Metallica, Jefferson Starship, Heart and others. His work on the UFO records, particularly the live album "Strangers in the Night," caught the attention of Tom Zutaut and Axl Rose, who considered him a candidate to produce and engineer "Appetite for Destruction." Mike recorded "Shadow of Your Love" and the band was immediately satisfied, offering Mike the job after nearly seven months and auditioning several other producers. It was Mike's easy-handed approach to collaboration, as well as his no-nonsense discipline, that provided just the right balance for Guns N' Roses. The success of "Appetite" put Mike on the map as a producer and he has since produced artists such as Aerosmith, Motley Crue and Sammy Hagar. He is known for capturing the best live performances from the artists he works with. Mike has become somewhat of a legend for his work on "Appetite" and continues to receive praise for his work from every generation that discovers the album. Mike continued working with Guns N' Roses and produced every subsequent album after "Appetite," with the exception of "Chinese Democracy." 


STEVE THOMPSON When it comes to mixing and engineering music, Steve is known for his Midas touch, something David Geffen recognized in Steve when he first began working. Geffen provided Steve and his partner Mike Barbiero with a steady stream of opportunities with emerging bands, but it wasn't until Guns N' Roses came along that Steve emerged as a great mixer. Steve and Mike Barbiero took the studio tracks that Mike Clink recorded and mixed the album to perfection with Axl, Slash and Izzy. They became good friends and the band enjoyed their collaboration with their new mixing team. Steve has become one of the most sought after mixers in the music industry, winning several Grammys and diamond status awards for records he's mixed that have sold into the tens of millions. 


MIKE BARBIERO Mike was working with Steve Thompson as a mixer on a variety of albums for Geffen artists when Tom Zutaut contacted him to mix "Appetite for Destruction." Originally, Tom wanted Mike and Steve to produce the album, but a conflict of schedules forced them to pass, an opportunity that Mike regrets to have passed up. Since teaming up with Steve Thompson in 1984, Mike produced three multi-platinum albums for Geffen artist Tesla, a six-times platinum, Grammy award-winning album for Blues Travelers, a Grammy award-winning album by Ziggy Marley and other assorted platinum recordings. 


SPENCER PROFFER Spencer was hired by Tom Zutaut and Geffen Records to produce a few song demos soon after Guns N' Roses were signed to the label. Spencer had a history of using creative production techniques and shrewd marketing tactics to propel artists to stardom and his client list ranged from Tina Turner to Quiet Riot. Guns N' Roses rehearsed at his Pasha Studios in Hollywood where they worked together for several weeks and recorded versions of "Sweet Child O' Mine" and "Nightrain." Spencer produced a few demo tracks, but their relationship ended abruptly when Spencer dropped the project due to an offensive ultimatum presented to him by Axl. The band remembers not being too pleased with his work anyway. However, their contract with Spencer included studio time to produce their live album, "Live Like A Suicide," and it was recorded there without Spencer's participation. 


MANNY CHARLTON Manny was the lead guitar, songwriter and producer from the hard rock band Nazareth. In their quest for the right producer, Tom Zutaut and Axl, being big fans of Nazareth, invited Manny from Scotland to audition and record some demos with the band in Los Angeles. Manny's goal was to capture the best live recording he could using a two-track system and then give his assessment of how the record should be engineered. They recorded over two dozens songs in two days, known as the Sound City Demos. But Manny sensed their dissatisfaction with the process, partly due to their unfamiliarity with each other and partly due to their difference in age. Manny returned to Scotland after the short but productive session in Los Angeles to complete a Nazareth album he was producing and never heard from the band again. Manny is proud of the recordings he captured and believes the final versions of the songs that made the track list for "Appetite" bare a resemblance to the demos he produced. 


DEL JAMES Del moved to L.A. in 1985. While looking for a place to live, he met Axl and Wes Arkin. What was to be a casual drink turned into a weekend of music, fun and debauchery. Del and Axl formed a strong bond that is unbroken to this day. Del authored a horror novel entitled "The Language of Fear," which contains the short story "Without You," the basis for the "November Rain" video. He also co-wrote "The Garden" from "Use Your Illusion I." Del was the project coordinator on the "Live Era '87 - '93" recording. He continues to tour with GN'R to this day. 
  

Credits & Copyright


Author Profile:


Jason Porath, Marc Canter - Jason Porath (co-author and filmmaker) is an award-winning author, filmmaker and producer who’s background in theater and journalism led him to explore the art of non-fiction, visual storytelling across a variety of mediums. He is the author of two award-winning books; Reckless Road and Mugshots: A Celebration of the Journey from Ruin to Redemption. He worked for several years in New York and London as a writer and researcher of documentary films, and has directed and edited several films for corporate clients. Currently, he is working with clients to harness the power of mobile devices in service of a new breed of brand narratives. 
 - Marc Canter (author/photographer) is an amateur photographer and the owner and general manager of the legendary rock-n-roll hangout, Canter’s Deli, in Los Angeles, California. He has been friends with Slash for over 30 years, and had unlimited access to the formative years of one of the greatest rock bands of all time, Guns N’ Roses. An avid collector, Mr. Canter meticulously documented the rise of Guns N’ Roses that culminated in the release of their groundbreaking album, Appetite for Destruction. Mr. Canter is proud and excited to share his memories with the public. Mr. Canter lives in Los Angeles, California.
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Web Links:

	About the book

	Buy the album on iTunes

	Follow Slash on Twitter



Reckless Road

 by Jason Porath, Marc Canter


Guns N’ Roses and the Making of Appetite for Destruction is the definitive book about the early years of Guns N’ Roses. Written by Marc Canter, Slash’s best friend of 30 years, Reckless Road offers unprecedented access to hundreds of never-before-seen photos and memorabilia from the early years of the greatest rock band of all time, Guns N’ Roses. 



Filmmaker Credits
 Jason Porath


 Text copyright © 2010 Shoot Hip, LLC Video copyright © 2010 Shoot Hip, LLC Compilation copyright © 2010 Shoot Hip, LLC and Vook, Inc. Vook™ is a trademark of Vook, Inc. 

 Additional Photographs by Jack Lue 
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Rocket Queen was performed
for the first time.
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L.A. Street Scene opens
today near Civic Center

They were announced to a
crowd of nearly seven
thousand as the sleaziest
band in Los Angeles by a
seven-year-o1d boy who was
hanging around backstage.
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The band did this show
without Ax1. It was their
First show with Alan Niven as
their manager.

AX1 showed up Tate during the
middle of the set, but his
name wasn't on the guest list
and he wasn't allowed in.

The band did their best to
carry on without their front
man and singer.

Tzzy performed vocals, impro-
vising much of the lyrics.
Slash improvised with some
soulful blues.
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